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Absence and Repair: Encounters between

the Photographic Archive of the United Fruit
Company and Banana Craze’s Database

of Contemporary Art of the Americas

This article examines the interplay between the United Fruit Company’s (UFC)
photographic archive and the contemporary art archive of the digital humanities
project Banana Craze. Through an analysis of UFC’s archival photographs, it explores
the company’s neocolonial practices and the visual erasure of the hardships faced by
local workers. Drawing on Ariella Azoulay’s concept of “civil imagination” and Saidiya
Hartman’s “critical fabulation,” the article proposes contemporary art as a method of
archival repair. By juxtaposing historical images with modern artworks from Banana
Craze—including works by Ana Nufiez, Andrea Chung, Elkin Calderén, and Leandro
Katz—it demonstrates how art can address historical omissions and foster new under-

standings of past injustices.
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In a 1924 photograph, five golf players leisurely
enjoy their pastime (fig. 1). One is about to hit the
ball; the other four look on while nonchalantly
posing for the camera. On the right, a group of
children, presumably the players’ caddies, ob-
serve the man who is putting—except for the
child nearest to us, who is aware that a photo
is being taken and directs his gaze towards the
camera. The contrast between the male players
and the children on the right is striking. The
men are dressed in clean white shirts, bow ties,
pants, shoes, and hats, and their poses convey a
sense of entitlement, while the children’s clothes
appear dirty, and one of the boys is barefoot. The
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racial difference between the two groups draws
the viewer’s attention: the five men are white,
and the children have darker skin.! The com-
position of the photograph suggests a clear dis-
tance between the two groups, both racially and
in terms of social class. The children are visible
just outside the lighter putting green—where the
five men are standing—as if they are not allowed
to get any closer. They are also on the extreme
right-hand side of the photograph, balancing the
composition but peripheral to it.

It is unclear where exactly this photo was
taken. It could have been in Panama, Costa Rica,
Colombia, or Honduras. These were among the
countries where the United Fruit Company
(UFC) implemented its system of banana plan-
tation settlements with irrigation, packaging,
and transportation technology. The plantations
also included enclaves where the company’s em-
ployees lived and worked, which included both
housing and shared services such as hospitals,
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1 Welfare Series: Playing Golf, #140, May 1924, gelatin silver process on paper, 20.3 X 25.4 cm. Boston, Baker Library
Special Collections and Archives, Harvard Business School

schools, and stores, as well as research laborato-
ries and recreational facilities. These enclaves in-
cluded golf courses, like the one depicted in the
photograph, for UFC employees.

Today, this photograph is part of the compa-
ny’s extensive photographic archive housed in
Harvard’s Baker Library, an archive filled with
images that repeatedly show scenes of Ameri-
cans having fun and enjoying their time in the
banana enclaves. Pictures of white men and
women playing golf, tennis, or billiards, attend-
ing parties, enjoying fancy dinners, and watch-
ing live dance performances, among many other
leisure activities, constitute a significant portion
of the more than 10,000 images held in the ar-
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chive. After examining hundreds of such pho-
tographs, any researcher would begin to detect
notable absences. Where are the images of the
agricultural workers’ living and working condi-
tions? Did they also have access to such leisure
activities? Did their families enjoy the same
pleasures and advantages the banana company
provided to its white employees? The persistent
absence of such images begins to suggest a dif-
ferent range of narratives that were experienced
particularly by the local and racialized popula-
tion working on the plantations.

Photography’s contingency—its ability to cap-
ture not only what the photographer intended
to include in the frame but also those elements
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beyond their control, such as, in the picture
above, the one child’s lack of shoes or the fact
that another child appears to look back at us
as he returns the photographer’s gaze—allows
these alternative narratives to emerge. These
unintended elements break through even in
the most controlled scenarios, creating space
for what Roland Barthes called “the madness
of photography.””
argued, the photographic surface is a space of
“unruly contingencies,” meaning that images
reveal not only the photographer’s intended sub-
ject but also details that escape their original
intention and sometimes convey more—or even
a different story—about the photographed reali-
ty2 There is no archive that tells the story of the
banana plantations from the agricultural work-
ers’ perspective, and so, in this essay, we argue

As Christopher Pinney has

that these contingent details are crucial for un-
derstanding the lived reality within the banana
enclaves. Contemporary artists revisiting these
images draw on what photography’s contingency
reveals to expose and address the dramatic reali-
ties faced by agricultural workers.

An artwork that exposes such realities is
El Dictador (The Dictator), a 1976 — 1978 short
video film made by Argentine artist David
Lamelas in collaboration with American artist
Hildegarde Duane. It explores the role of mass
media in the construction of power structures,
cult personalities, and celebrities.* The film is
a satirical interview between a television news
anchor (played by Duane) and the fictional col-
onel and dictator Ricardo Garcia Pérez (played
by Lamelas) for the television news program
Newsmakers. She questions and condemns his
authoritarian policies, attacks on the press, and
persecution of university students, and interro-
gates him about the mysterious deaths of his five
ex-wives. The dictator, a character inspired by
various Latin American dictators such as Anas-
tasio Somoza (Nicaragua), Rafael Trujillo (Do-
minican Republic), and Juan Domingo Perén
(Argentina), boasts of his exploits and is not at
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all intimidated by the cameras. At the end of the
interview, the bizarre, arrogant, and tyrannical
fictional dictator declares that he plans to flee
his “Banana Republic” of Santa Ana and seek
refuge in the United States. While the parodic
video critiques the complicity of the mass media
in the 1970s in normalizing military dictator-
ships and coups, bending the truth, and ma-
nipulating viewers in order to maintain social
inequalities and power structures, El Dictador
also draws on figures from previous decades
and the popular imaginary of “Banana Repub-
lic” dictators. Indeed, the work both exposes
and explores how the media, from photographic
reportage to news programs and mainstream
television formats, has a history of first pro-
pelling tyrants to power in Latin America and
then continuing to support them. Further, it
draws attention to such men’s complicity with
US power structures. Thus, it is not far-fetched
to suggest that there is an invisible thread con-
necting the neocolonial practices of the UFC
that sear through photography’s contingency in
the aforementioned 1924 photograph, and the
conception and fabrication of “Banana Repub-
lic” autocrats exposed in the 1970s video.

In this essay, we will confront the photo-
graphic albums of the UFC with Banana Craze’s
digital database of contemporary art, which we
created in 2021, and which includes El Dicta-
dor. Banana Craze is a digital humanities proj-
ect that includes a virtual exhibition, a growing
digital archive with 175 artworks, and a series of
online public programs. By juxtaposing these
two visual corpora, we aim to explore not only
how individual artworks today can respond to
archival photography and thus address, chal-
lenge, and resist its visual codes, omissions, and
manipulations, but also how the tension that is
sparked when these two vast bodies of work are
juxtaposed can act like an electrical charge, or in
other words, a current between the two points
that activates and electrifies each individual cor-
pus to its full potential.
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By comparing images from the UFC photo
archive with references to the visual culture of
the UFC from several contemporary artworks in
Banana Craze, this essay opens up a path to re-
flect on archival repair strategies from the realm
of contemporary art making’ We analyze how
the corporation’s use of photography supported
its neocolonial practices in Latin America and
the Caribbean during the first half of the twenti-
eth century. More importantly, we also propose
that the absences in such a vast visual archive
can be symbolically repaired through the work
of contemporary artists. Furthermore, we sug-
gest that Banana Craze’s horizontal, nonlinear,
open access enables a radical form of intellectual
hospitality that allows users of the platform to
react, interact, and take from its visual database
to create their own repositories of images that re-
spond to their research interests, questions, and
needs.’ This, of course, is not possible with the
physical photo albums of the UFC archive, and
thus this generosity functions as a symbolic ges-
ture of restoring the power of agency to the im-
age consumers and diminishing that of the UFC
archive’s image creators.

In this essay, we analyze four works of con-
temporary art that respond to different restor-
ative practices from varied perspectives, media,
and visual language: Ana Nuez’s photo book
Hoja Bandera (2023), Andrea Chung’s photo-
graphic cutout Daylight Cum An’ Mi Waan Guh
Home (2008), Elkin Calderén’s photo series and
video of the former UFC camp facilities in Co-
lombia (2014), and Leandro Katz’s video Para-
dox (2001). As we will demonstrate, these con-
temporary artworks demand that we confront
the images the company chose to erase and the
voices it silenced for profit. Listening and see-
ing would have meant recognizing the workers
as fully human—a truth the company refused to
face. These contemporary artworks spotlight the
lasting harm of the UFC’s exploitative legacy in
Latin America and call out the abuses perpetu-
ated by its modern-day successors. By gesturing
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to and sometimes filling the gaps in the UFC’s
photographic archive, they also push the narra-
tive toward justice, exposing what was hidden
and symbolically repairing what was lost. As
part of Banana Craze’s larger collection of ba-
nana-focused works of contemporary art, they
also reinforce the vibrancy of the project’s re-
sponses to the UFC photographic archive from a
place of engaged and active political enunciation
that claims a space for meaningful possibilities
within the limits of the archive.

From a methodological perspective, our anal-
ysis draws from the proposals of Ariella Azoulay
and her concept of the “civil imagination,” as
well as Saidiya Hartman’s “critical fabulation,”
to address history’s omissions. Azoulay’s “civil
imagination” encourages us to consider the pho-
tographs that were not taken or that we cannot
see and to understand photography as an event,
that is, as a series of actions, objects, relations,
and encounters triggered by the (hypothetical)
presence of the camera and the production of a
photograph.” Hartman’s “critical fabulation” is
an invitation to imagine “what could have been.”®
In Hartman’s words, “the intent of this practice
is not to give voice to the slave [or the agricul-
tural worker], but rather to imagine what can-
not be verified, a realm of experience which is
situated between two zones of death—social and
corporeal death—and to reckon with the precar-
ious lives which are visible only in the moment
of their disappearance.”® We also draw from Af-
rofuturism, a cultural movement that envisions
counter-futures for Black people and imagines
a liberated existence for Black experiences and
identities through technology, fiction, art, music,
and literature.” This article proposes that art is
an ideal space to explore the political potential of
visualizing the pairing of civil imagination and
critical fabulation, making it a pivotal interven-
tion strategy for repairing the archive. Moreover,
inspired by these theories, we propose the con-
cept of “fruiturity,” an idea aimed at reimagin-
ing the experiences, histories, and futures of the
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so-called Banana Republics, particularly focus-
ing on the agricultural workers who continue
to labor in banana plantations, and on the so-
ciocultural impact of these sites in the ongoing
configuration of a Latin American iconosphere
or visual environment. The goal is to construct
a new field of vision that generates fresh knowl-
edge of the past, enabling us to imagine a dif-
ferent future that offers possibilities where previ-
ously there were only limitations—especially in
contexts where histories of violence and oppres-
sion have obscured the truth.

The United Fruit Company’s
Photographic Archive

In 1979, United Brands Company, a merger be-
tween the United Fruit Company and American
Seal-Kap (AMK Corporation), donated 75 photo
albums to Harvard Business School’s Baker Li-
brary. The albums contained approximately
10,400 photographs of the UFC’s operations and
holdings, with the images taken between 1891
and 1962 in Central and South America, the Ca-
ribbean, and the United States. The majority of
the photographs depict scenes from the period
between 1920 and 1960. All the photographs are
positive prints, varying in size and material, and
each is accompanied by a brief caption describ-
ing its content. The collection can be categorized
into recurring themes. Alongside images of
Americans enjoying themselves, there are hun-
dreds of photographs showcasing infrastructure
and technological developments in the enclaves.
The archive also includes depictions of scien-
tific research related to the plantations—such
as laboratory settings, fungi, bananas, and ba-
nana plant leaves—as well as pictures of trans-
formed and untouched landscapes, housing and
architecture, and the transportation of fruit via
railways and boats. Images of agricultural work-
ers are also recurrent, though they are often de-
picted as secondary to the photographs’ main
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subjects. For example, in a picture of a man with
his mule, the caption erases the man’s presence
by labeling the image “Mule with Junk,” empha-
sizing the animal and its cargo while disregard-
ing the man standing beside it. These intentional
erasures and omissions are precisely what con-
temporary artists involved in the Banana Craze
project aim to spotlight. Through their artworks,
they reveal a history that has been hidden in
plain sight.

The archival photographs contain minimal
information about the photographers who cap-
tured them, as this was not deemed important
for the company’s records. However, we know
that a diverse group of local and foreign pho-
tographers were hired by the company in each
enclave or traveled to nearby plantations to
document the UFC’s operations. Scholar Liliana
Goémez conjectures that the photos in the Har-
vard archive were taken either by professional
studios located near the enclaves or by UFC em-
ployees." It is important to note that these pho-
tographers did not work exclusively for the UFC
but were hired for specific projects, and their
approaches to photographing life on the planta-
tions and enclaves varied widely. While the pho-
tographers’ names and the locations where they
worked can be helpful information for reading
and understanding the archive and its nuances
in each region, the significance of these images
depends more on the value that they created.” In
other words, we derive more from these photo-
graphs when we examine them in terms of the
extra meaning they carry or the value they cre-
ate without meaning to do so.” Photography’s
contingency and what the event of photography
triggers are crucial concepts in this understand-
ing of the UFC archive.

Goémez understands the UFC’s early photo
archive as a means of self-legitimization and re-
gional development projection. The archive’s
disorderly arrangement suggests retroactive cu-
ration, reflecting the corporation’s attempt to
control its narrative. In the 1920s, photos became
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integral to internal communication, shedding
light on labor and land transformations." Gémez
identifies two major poles in the collection: an
imperial perspective and an extractive narrative;
she also recognizes the potential for empowering
alternative viewpoints.® Ultimately, these im-
ages from the company’s visual records render
the UFC a pioneering case for understanding the
value of the visual economy—in other words, not
only the images’ content but also their production,
consumption, material form, ownership, institu-
tionalization, exchange, possession, and social ac-
cumulation.” This is one of the few photographic
archives held by the Baker Library, a fact that
speaks to the company’s pioneering use of pho-
tography. This drive to document the company’s
activities through photography, along with the
deposit of its records at Harvard University, can
be understood as a self-legitimizing effort.”

This idea gains strength when one notices the
gaps in the archive. Why do we see only the out-
side of the agricultural workers” homes and not
the inhumane overcrowding of the unhealthy in-
teriors? Where are the photos of the hundreds—
perhaps even thousands; records are spotty at
best—of corpses from the 1928 massacre perpe-
trated by the Colombian government in support
of the UFC?* Indeed, by focusing on expatriate
life in the enclaves, photographs such as the one
analyzed at the beginning of the essay promoted
aneocolonial doctrine inspired by ideas of “man-
ifest destiny,” in which progress was believed to
be indistinguishable from white, Anglo-Saxon,
Protestant culture, and local people were seen
as the inevitable victims of this progress because
of their perceived inferiority.” While technology
(laboratories, machinery, and railroads), leisure
(parties, sports, and recreation), and institutions
(churches, schools, and hospitals) were often de-
picted in the photos, farming realities (including
labor, unsanitary conditions, disease, and pro-
test) were rarely portrayed. This is truly remark-
able given that it was farming that made the en-
tire enterprise possible.
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The photographs were circulated mainly in
company publications such as annual reports.
The main purpose of such pictures was to show
the company’s shareholders and other stakehold-
ers how well expatriate employees lived. These
images also visually erased the threat of the
“wild” nature of the tropics, while transforming
the depicted places into an imaginary homeland.
These photographs also reveal some practices of
ethnic segregation that existed on the planta-
tions and the strict hierarchical racial and class
system by which the company operated. If, by
the early twentieth century, countries in the Ca-
ribbean, Central America, and northern South
America were becoming “Banana Republics”—
politically unstable countries susceptible to
economic dependency on a single crop, foreign
influence, and social inequality—pictures such
as the ones included in the archive reassured
distant viewers of the pleasures and advantages
of life in the enclaves.

Although the UFC was a private company, it
had close links to the US government, acting as
a bridge between the countries where it operated
and the US fight against communism and its
expansionist agenda.* This alliance proved suc-
cessful in terms of US neocolonialism in Latin
America and the positive results of the banana
business. Photography played a crucial role in
constructing and reinforcing the narrative that
supported US economic, military, and cultural
endeavors in Central America, the Caribbean,
and Colombia—one that did not reflect the real-
ity of life on the plantations but rather helped to
reinforce a certain image of stability.” Thus, as
Kevin Coleman has noted, photography served
as evidence of the perceived need for US inter-
vention, juxtaposing images of poverty, seem-
ingly stagnant indigenous populations, and
dense jungles with others that presented the
American approach as the solution by depicting
large-scale machinery, modern infrastructure,
and meticulously organized fields of monocul-
ture crops.”
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Beginning in the 1960s—during the early
emergence of conceptualist practices in Latin
America, the initial uprisings against US impe-
rialism in the region, and the global rise of left-
ist movements—several artists from across the
Americas and the Caribbean began to critique
the UFC, exposing the failures of its interven-
tions and drawing attention to the omissions in
its institutional narrative. These omissions are
evident not only in the UFC’s photographic col-
lection—which did not become publicly avail-
able until 1979—but also in the extensive range
of visual materials produced for the company,
including plush toys, comic books, and other
children’s merchandise, as well as cookbooks,
magazine ads, and television commercials.

Banana Craze: A Digital
Humanities Project

Once obscure outside the regions where it occurs
naturally, the banana has, in just a century, be-
come the world’s number one fruit. From 1899 to
1970, the United Fruit Company was responsible
for making bananas the most consumed fruit
in the world through its intensive farming and
exploitative trading system. Today, 19.1 million
tons of bananas are exported per year, with ap-
proximately 72 percent of exports coming from
Latin America and the Caribbean.” Banana
Craze is a collection of 175 works of contempo-
rary art from the Americas curated by us that
draws on banana imagery to explore how the
traumatic legacy of the UFC’s massive footprint
on the region has shaped the past and present of
Latin America’s sociopolitical history, national
economies, cultural identities, and environmen-
tal landscape, as well as its diasporas.*

As the authors of Banana Craze, we bridge
academic and curatorial practice to explore the
aforementioned impact of banana monoculture
through a visual repository that is organized as
a virtual exhibition, a digital archive, and a se-
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ries of online public programs and publications.
The works of contemporary art in Banana Craze
examine neocolonialism, extractivism, identity,
and otherness in the region. Public activities
in Banana Craze highlight the diversity of par-
ticipating artists, including conversations with
cultural leaders and social actors, creative work-
shops, and documentary film cycles. Banana
Craze’s research framework draws on decolonial
theory (Lisa Lowe, Silvia Rivera Cusicanqui, Rita
Segato), ecofeminism (Donna Haraway, Vandana
Shiva, Val Plumwood), and food and cultural
studies. Inspired by Macarena Gémez-Barris’s
“inverted view,” the project challenges extrac-
tivist perspectives to reclaim our agency in sus-
taining life on Earth.” Within the specific realm
of the digital humanities, Banana Craze adopts
Patrik Svensson’s view of the digital humanities
as a tool, lab, and site for activism.*® Its web-
based platform features alphabetical, geographi-
cal, chronological, and thematic search engines,
plus open-access resources for interdisciplinary,
nonlinear research. With a foundation in radical
accessibility and intellectual hospitality, Banana
Craze functions as a growing, open network that
fosters collective knowledge and collaboration.
Many of the artworks featured on the plat-
form employ strategies for the symbolic repa-
ration of the obscured past associated with the
cultivation, transportation, and consumption of
bananas. This fruit carries a complex and mul-
tifaceted history. In Latin America, the banana
symbolizes massacres, labor exploitation, gender
inequality, racial segregation, coups, sexuality,
and land dispossession, among other concepts.
As Anna Arabindan-Kesson argues in relation
to cotton, “it is a material with memory,” mean-
ing that it carries the weight of a history tied to a
specific past.” Similarly, we believe that the ba-
nana should be seen as a fruit with memory. And
if it has a memory, it can also have a future, a
positive future, even. Inspired by the concepts of
critical fabulation and civil imagination, we en-
vision and imagine a future where agricultural
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workers are paid fairly, human and nonhuman
rights are upheld, land is treated with care, and
sovereignty is honored. To achieve this imagined
future based on the memory of a fruit—a frui-
ture, as we propose—the past must first be re-
dressed. One starting point for symbolic repair
is the UFC photo archive, which is filled with
another material imbued with memory. We ask:
which contemporary strategies and practices can
representationally repair archives as biased and
steeped in unacknowledged inequality and vio-
lence as the UFC archive housed in the Baker Li-
brary? In the following sections, we will explore
the innovative, symbolic, and creative strategies
employed by contemporary artists in the Banana
Craze project to mend such a fractured archive.

A Photo Book Changes the Narrative of a
Photo Archive

In 2023, Spanish photographer Ana Nufez pub-
lished a photo book titled Hoja Bandera (Flag
Leaf; fig.2).*® It addresses one of Colombia’s
most traumatic and violent episodes in recent
history, an event deeply ingrained in the collec-
tive memory of its people and remembered as
the “Masacre de las Bananeras” (Banana Mas-
sacre). In 1928, the Colombian army, acting on
behalf of the UFC, violently suppressed a strike
by banana plantation workers who were de-
manding basic rights, including health insur-
ance, compensation for work-related accidents, a
50 percent salary increase for lower-paid work-
ers, weekly payments, and the establishment of
sufficient hospitals. On December 6, in the small
city of Ciénaga, soldiers opened fire on a peace-
ful gathering of strikers and their families, kill-
ing an estimated eight to 600 people, although
the exact number remains disputed.” The mas-
sacre underscored the UFC’s influence over lo-
cal governments and became a lasting symbol of
labor oppression and US imperialism in Latin
America’®
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Nuiiez’s photo book gathers 55 photographs
and 19 documents related to the Colombian en-
clave and the aftermath of the Banana Massacre
from the UFC archives, as well as 23 sentences
taken from the testimonies of the victims of the
massacre that originally appeared in the 1981
book Sobrevivientes de las bananeras (Survi-
vors of the Banana Plantations) by Carlos Aran-
go”' Nuifiez’s photo book is two books in one.
When opened, the viewer discovers two books
mounted on the inside covers. On the left is a
book of phrases from the workers’ testimonies,
silkscreened on yellow, pink, and red paper,
with texts such as “Soldier, join the strike! Sol-
dier, we are your brothers!” “Even donkeys were
killed that night,” and “The army played the
drums for five minutes.” The book on the right
contains photographs commissioned by the
UFC which are now part of the Baker Library
archive, alongside a selection of declassified
company documents that narrate the aftermath
of the massacre from a US perspective. The pho-
tographs are presented in a nonchronological
sequence depicting the company’s operations
in Colombia, while the documents are arranged
chronologically.

Each book begins with a logo. The one on
the left inside cover corresponds to the logo of
the Colombian Unién Obrera—a symbol of the
emergent union movement that began in 1913. It
consists of three eights forming a triangle. The
eights represent how the union members imag-
ined the workday should be divided: eight hours
of work, eight hours of study, and eight hours
of rest?* The logo on the right inside cover is
the first logo of the UFC. It shows a shotgun in
profile, with the smoke coming out of the bar-
rel forming the word “bananas,” somehow an-
nouncing the future violence that the company
would perpetrate. The two books beneath these
two distinct logos operate under different codes,
one linguistic and the other photographic.

Because there are no known images that re-
cord the lives and working conditions of the un-
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2 Ana Nuifiez, Hoja bandera, 2023, photobook. Collection of the artist

derprivileged farm workers, Ntfez turns to the
written word to represent them. In this sense, she
implements Hartman’s notion of critical fabula-
tion. Nuez is undoubtedly crafting a narrative
grounded in archival research, while also ofter-
ing a critical interpretation of the archive that
mimics the figurative aspects of history* Addi-
tionally, Ntflez is narrating an incomplete story
and emphasizing the impossibility of telling it
At the same time, the photo book is an exercise of
Azoulay’s civil imagination, inviting us to con-
sider the UFC photographs as an ongoing public
event and to imagine the visible worlds not cap-
tured by the camera but certainly activated by it.
In particular, the photo book invites us to imag-
ine both the situation of the workers during the
banana massacre and the violent response of the
military in defense of the UFC. It also activates
our imagination to foresee a possible different
outcome, a fruiturity, by juxtaposing the work-
ers’ voices, the photographs, and the documents.
In this sense, Hoja bandera inscribes itself in
“the event of photography” that the images of the
UFC triggered, that is, the circumstances that
led to the creation of these photographs and all
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the possible encounters with these photographs
after they were made®

On page 44 of the photographic section, the
apparently harmonious life on the plantation is
interrupted by a series of photographs that, ac-
cording to the captions, show the ruins of the
UFC’s infrastructure “after the revolution,” re-
ferring to the workers’ reaction following the
Banana Massacre. These photos capture some
of the company’s destroyed buildings. Clearly,
they were not taken after a revolution. They were
taken after the workers and their families were
attacked and murdered. The destruction of some
UFC buildings was the workers’ response to this
atrocity.*® Further lies become apparent when
one closely examines the original captioning,
particularly the dates. The photos were taken
on 10 December 1928, three days after the mas-
sacre, meaning they do not document the exact
moment when the alleged actions occurred, but
rather that there was time to alter the scene. In-
deed, several photos appear to have been partly
staged. In the foreground of the picture titled
“Ruins of M & S Bodega and Residence for Mdse.
employees after Revolution,” a sign reading
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3 Ruins of M & S bodega and residence for Mdse. employees after revolution, Colombia, 10 December 1928, gelatin silver
process on paper, 19 x 24.1cm. Boston, Baker Library Special Collections and Archives, Harvard Business School

“United Fruit Company. Almacen Comisariato”
(United Fruit Company. Commissary Store)
appears directly in the photograph’s center, in
front of the destroyed building (fig. 3).” It looks
as if the photographer or an assistant placed the
sign there to highlight who owned the building
and thus bolster the impression that this was the
result of the workers’ attack on the company’s
infrastructure. In the photo book, the sequence
continues, interspersing photos of the alleged
attack with images of daily life on the planta-
tion. The sequence ends with a series of photos
showing a return to normalcy in the enclave:
new buildings are being erected, tennis is be-
ing played, and bunches of bananas are being
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shipped. Nothing has happened here, Nufez’s
sequencing informs us with bitter irony.

Copies of memoranda and telegrams written
by US and UFC officials are interspersed with
the photographs in the photo stack. Contrary to
the arrangement of the photographs, these docu-
ments appear in chronological order. They tell the
story of the massacre from the US perspective. It
is striking how the number of deaths increases as
one reads on. The first memo, dated 7 December
1928, gives the number of strikers murdered as 50.
On 8 February 1929, US officials reported that the
death toll “exceeded one thousand.”

The left, exclusively text-based stack consists
of the victims’ words selected by Nuez. These

Zeitschrift fiir Kunstgeschichte 88, 2025



pages may focus on words, but Nuilez makes
important visual choices to enhance the words’
meaning. In a conversation she had with one of
us, she pointed out that the typeface she used in
this section of the photo book is inspired by the
Colombian conceptual artist Antonio Caro and
his 1972 artwork Aqui no cabe el arte (Art has
no place here)*® In this text-based piece, Caro
denounces the Killing of student leaders, trade
unionists, and indigenous peoples as a result of
political persecution in Colombia*® Thus her
chosen typography responds precisely to other
future massacres committed by the government
during Colombia’s conflict-ridden twentieth
century. Her use of thick paper for the stack and
the serigraphy technique also respond to the ma-
terials and media used by workers and strikers
in their protest signs as they demanded rights. In
this work, then, Ntfez uses material and visual
strategies, as well as the archive itself, to advo-
cate for the victims. She critically examines both
existing and absent photographs, giving voice to
the workers, thereby addressing the gaps in the
archive and envisioning a better future, a frui-
turity. By visualizing the voices of the workers
and revealing the stark conditions within the
enclaves, Nufiez engages the reader’s imagina-
tion and invites them to confront a deliberately
erased history—while envisioning a new future
for today’s banana plantation workers. Further-
more, Ntfez’s work draws attention to the ways
we have historically consumed both fruit and
information, urging greater awareness of the po-
litical manipulation behind these processes and
aiming to spark a more critical perspective mov-
ing forward.

A Photographic Cutout Gives
Plantation Workers a “Day Oft”

In her work, Caribbean-American artist An-
drea Chung utilizes plantation photographs and
archive repair strategies. In Daylight Cum An’
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4 Andrea Chung, Daylight Cum An’ Mi Waan Guh
Home, 2008, photographic cutout, 34 x 38 cm. Collection
of the artist

Mi Waan Guh Home (2008), Chung explores
her family’s Jamaican/Chinese and Trinidadian
heritage by examining archival materials such as
photographs, postcards, and tourist publications
to reconstruct past narratives of travel, migra-
tion, and enslavement (fig. 4). Interested in the
frequent juxtapositions of nature and culture,
and leisure and labor, in these resources, Chung
examines the visual culture of colonial and neo-
colonial regimes in island nations. Daylight Cum
An’ Mi Waan Guh Home is part of Chung’s May
Day series, in which the artist references Inter-
national Workers’ Day by conceptually giving
workers depicted in late-nineteenth-century Ca-
ribbean photographs a “day off”—achieved by
erasing their figures from the images.

An avid student of the history of the photo-
graphic medium, Chung is interested in how
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photography, since its inception, has often omit-
ted the reality of slavery, erasing it from the con-
struction of historical narratives. For Chung, the
Caribbean is a performative territory where, like
history, the past is continually reinterpreted for
consumption in the present, often reproducing
colonial dynamics in the visual representation of
place.* In the May Day series, the artist draws
on a photographic corpus composed primarily
of postcards that were created for the tourist in-
dustry to capture plantation life during slavery
for the enjoyment of a white consumer. In this
particular image, the body of a worker, presum-
ably a Jamaican man of African descent, who
rests his weight on a large bunch of bananas, is
cropped so that the glowing white of the void
created by his absent figure contrasts sharply
with the gray background of the photograph. Be-
hind him are a ramshackle wooden building and,
on the ground, a pile of garbage. In this image
that plays on the traditional visual associations
in Western art between white as good and black
as evil, Chung selects and modifies an image that
once obscured the violent legacy of white culture
by making the shape of what had been a Black
body now glow with the white blankness of the
cutout. The worker’s labor must be whitened
to get his deserved attention and rest, and this
conspicuous whiteness draws attention to his
work, which usually remains invisible. As for the
bunch of bananas in this photograph, the fruit
seems to offer itself to the viewer as a painterly
fantasy, just as the Black body was originally
photographed as an object to be consumed by
the white gaze. Both the bananas and the worker
carry the history of the African diaspora—up-
rooted from their places of origin (the worker as
a descendant of enslaved African peoples, and
the banana as a fruit originally cultivated in
South Asia)—and forced to develop under the
exploitative logic of white capitalism in a foreign
and imposed context.

For this series of cutouts of the Black labor-
ers who inhabited touristic photographs of late-
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nineteenth-century Jamaica, as Krista Thomp-
son points out, Chung used “reproductions of
the photographs as they appear in historical ac-
counts or online, rather than archival originals,”
and she often “enlarged the images in ways that
emphasize the ‘visual texture’ of their reproduc-
tive history—highlighting the pixels, grain, and
lines.”* In this case, the source for Daylight Cum
An’ Mi Waan Guh Home is a 1940s gelatin sil-
ver print titled Banana Worker from the Wayne
Stoftle Photograph Albums (originally belong-
ing to US Navy Admiral Wayne Stoffle) at Tu-
lane University’s Latin American Library. While
its source is different, its aesthetics resonate with
those of the UFC’s commissions.* The portrait
of the banana worker from the Wayne Stoftle
Collection serves the same purpose as the pho-
tographs taken by the fruit multinational; the
image hides all signs of labor while presenting
both the man and the bunch of fruit as natural
resources available to be consumed by the viewer.

These visual strategies, seen in both the Stoffle
print and the UFC’s broader archive, underscore
the visual conventions Chung critiques. For ex-
ample, as Glenn Chambers has argued, Black
laborers from the West Indies brought in by the
UFC to endure harsh working conditions were
the backbone of racially segregated banana plan-
tations.” In some images, these workers appear
nearly indistinguishable from the lush planta-
tion foliage, visually blending into the land-
scape—naturalized within the “tropical pictur-
esque.” Other photos depict workers standing
in line at commissaries, infantilized as passive,
dependent subjects. By contrast, interior shots
of commissaries—described by Kevin Coleman
as “contact zones” for cultural negotiation—are
typically shown devoid of people, functioning
instead as catalogues of imported goods (shoes,
hats, pantry items), meticulously arranged and
out of reach.* The only women present are young
salesclerks posed as welcoming figures. Simi-
larly, the few images of Black individuals in UFC
archives include staged school photographs of
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5 United Fruit Company second class school at Quirigua, Guatemala, 19 July 1927, gelatin silver process on paper,
20.3X25.4 cm. Boston, Baker Library Special Collections and Archives, Harvard Business School

laborers’ children—orderly, obedient, and sym-
bolically tied to the company’s investments in
infrastructure. These portraits also speak to the
broader control and domination the UFC ex-
erted over land and life on the plantations (fig. 5).

Chung’s photographic series May Day ex-
plodes the rigid limitations of this type of pho-
tography, which restricts people of color to pre-
determined roles and renders them ever subject
to the white colonialist gaze. Her work resonates
with Hartman’s strategy of “critical fabulation’
by highlighting, even glorifying, the presence
of Black bodies in archival photographs from

>

late-nineteenth-century Central America and
the Caribbean through bright white cutouts that
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literally provide a blank space for imagining the
individuals’ subjectivities—both the multifac-
eted complexity of their realities and the inscru-
table intricacy of their aspirations—while also
freeing them from the fixed, suffocating place
to which the original photograph had relegated
them. In her work, Chung practices “civil imagi-
nation” and contests the “mode of visualization
of labor as a future resource for exploitation |[...]
following a modern visual rhetoric of social en-
gineering” that is present in the UFC and coeta-
neous photographs, as described by Gémez.” By
removing the main subjects of the photographs,
Chung not only symbolically offers them a day
oftf but also opens space to imagine a future
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in which Black labor is no longer invisibilized
or taken for granted. In Daylight Cum An’ Mi
Waan Guh Home, her decision to leave the ba-
nana bunch prominently in view invites reflec-
tion on the fruit as more than a colonial com-
modity—transforming it into a symbol through
which viewers can envision relationships of care,
dignity, and equitable labor. This gesture aligns
with the pursuit of restorative social justice by
proposing a speculative space where extraction
is replaced with rest, and consumption with rec-
ognition. This is the future-oriented thinking we
call fruiturity. Moreover, Chung’s partial erasure
of the original photographic images makes other
possibilities about the sitters’ subjectivities vis-
ible and viable, triggering the viewer’s invention
of what might have been there that we cannot see
in the photographs.

Rubble and Ruins Reconstruct the
Memory of an Enclave

The vast body of photographs depicting the place
where the life of the white elite developed and
flourished is the flipside of the photographs de-
picting the spaces reserved for the Black popula-
tion in the segregated UFC facilities. A promi-
nent corpus of photographs within the UFC
photographic archive is dedicated to housing and
leisure facilities reserved for the white American,
high-ranking employees of the UFC. General
offices were several stories high and built with
robust materials; they usually displayed some
decoration on the facade and fashionable interior
decor. The houses of “first-class employees” were
spacious, modern, and comfortable when com-
pared to the standard six-room labor camp. This
in turn was also well equipped in comparison to
the poor housing conditions of the straw and clay
shacks that the company offered to fruit pickers.*’

The company’s hierarchies of rank, wealth,
social class, and racial identification were also
palpable in employees’ unequal access to the
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camp’s leisure facilities. The UFC’s classifica-
tions granted or denied different classes of work-
ers access to various locations within the planta-
tions, a system that, in Gémez’s words “followed
a modern visual rhetoric of social engineering.”¥
Workers on the plantations and other spaces at
the UFC enclaves were mostly photographed in
“the acts of harvesting or constructing [and] al-
ways visualized as workforce.”**

Only “first-class employees” appear in the ar-
chive enjoying billiards, swimming pools, tennis
courts, cricket and baseball fields, polo pitches,
golf courses, picnics, barbecue parties, and cos-
tume balls, among the myriad of recreational
activities available to them at the UFC enclaves.
They even had opportunities to entertain them-
selves, for example by forming their own ama-
teur orchestra. These photographs show the
first-class employees’ undaunted enjoyment of
their tastes and hobbies, and their lack of assimi-
lation with the local culture. Indeed, viewers of
photographs of these employees and their fami-
lies celebrating Thanksgiving and tap dancing
to the rhythm of the popular 1890s song “The
Sidewalks of New York” could be forgiven for
thinking that those photographs had never left
the US. These images of wellness and opulence
disclose the UFC’s hierarchized social concep-
tion of space, time, and culture. Following Go-
mez, these pictures “argue for cultural legitima-
tion and a peaceful public image of the United
Fruit Company’s presence in the Caribbean,’
which, she rightly argues, was a message about
“enclosing and culturally differentiating the con-
tact zone” of the company when operating in the
Caribbean and Central America.®

In Fotografias de las antiguas instalaciones de
los campamentos de la UFC (Photographs of the
Former UFC Camp Facilities; 2014), a series of 12
photographs, the Colombian artist Elkin Calde-
rén documents the abandoned buildings of the
United Fruit Company in the banana region of
Magdalena, Colombia, where the 1928 Banana
Massacre took place (fig. 6). In the old company

>
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5.- Es indispensable cultivar la imaginacién de estos pueblos avasallados, atraerlos
a la idea de nuestro engrandecimiento y de una manera general, a politicos y
mandones que debemos utilizar.

La observacion y estudio cuidadoso, nos permite asegurar que este pueblo

envilecido por el alcohol, €§asimiiable para lo que se le necesite y destine;

es nuestro interés preocuparnos porque se dobleguen anuesira voluntad,
esta clase privilegiada; que necesitaremos a nuestro exclusivo benefici

6 Elkin Calderon, Fotografia de las instalaciones de los
antiguos campamentos de la UFCO, 2014, photography,
50 x 37 cm. Collection of the artist

settlements, there are still traces of what life was
like for the foreign workers: although they are in
a state of ruin, the pool, a dance hall, a cinema,
the hospital, and a few homes remain. Amongst
the structures still standing, the old manor house
where the foreign workers sheltered during the
protests and the subsequent massacre stands out.
There, one can still find objects, utensils, and
furniture from the era, including crockery with
the United Fruit Company insignia on it. These
photographs of ghostly places evoke the tragedy
of the region’s history. The traces of luxuries that
the foreign workers enjoyed contrast with the
misery of the local inhabitants, which has been
perpetuated until the present day: from the 1928
Banana Massacre instigated by the UFC to the
liability judgement against Chiquita Brands—
the rebranded successor of the UFC—in 2024 for
financing a paramilitary group in Colombia.*
Some of the home interiors depict an older man,
the current occupant of one of the houses, hum-
ble in appearance, surrounded by an impover-
ished environment that accentuates the sadness
of his gaze. With this series, Calderén draws
attention to the abusive colonialist relationship
that the US maintained with Colombia during
the years that the UFC operated in the coun-
try, with consequences that are still evident.”* By
documenting these once-luxurious, now-aban-
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7 Elkin Calderon, Video Carta Rolston, 2014, video, 3:44

doned spaces, he also invites us to imagine their
reappropriation. What would happen if today’s
agricultural workers in the region had access to
these restored buildings? Is a fruiture of leisure
shared and democratized possible in such a his-
torically charged site?

In a related video project from the same year,
Carta Rolston (2014), Calderén juxtaposes the
image of an abandoned swimming pool with a
text commonly known as the Rolston letter, al-
legedly written in 1920 by Hillyer V. Rolston,
then deputy to Samuel Zemurray, managing
director of the UFC, and addressed to the law-
yer of the banana company’s enclave in Hondu-
ras, Luis Mesera (fig. 7).* In the letter, Rolston
describes in detail the plans of the UFC to rise
as a monopoly, seize the land at all costs, evade
taxes, and defraud and abuse the population.
Both the politicians and the Honduran popula-
tion are discussed in a derogatory manner. Ever
since its publication in 1949, this document has
become a key point of reference in the history of
Honduras—and of all the countries that experi-
enced the abuse on the banana plantations—as
it exposes the interests and abuses of the UFC.
As the background of the video, Calderén uses
the image of the destroyed swimming pool at
the United Fruit Company’s camp facilities in
the Colombian Caribbean. The still image and
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the sound of the abundant tropics are inter-
rupted every so often by falling tree branches
and other debris that someone outside the image
throws into the swimming pool. The video does
not explain until the very end the source of the
montaged text, and thus something that is read
in the present as fiction proves to be a historical
document.

By documenting the abandoned remains of
the company’s settlements in his work, Calderén
highlights the UFC’s lack of real investment in
the area: not only did they not make any struc-
tural improvements in the places where the com-
pany was established, but their disinterest in the
locals’ living conditions was such that they dis-
regarded their architectural and urban heritage.
Local governments perpetuated this neglect by
not caring to preserve plantation architecture
or give it another purpose of greater benefit to
the population.”® Continuing to follow Azou-
lay’s concept of “civil imagination” as the con-
sideration of photographs that were not taken
or that we cannot see but that nevertheless trig-
ger “the event of photography,” Calderdn’s call
for attention to the deterioration of the facilities
exposes that the UFC photographs that reveal
the company’s promises of comfort and prog-
ress were indeed biased. Those images of care-
free leisure enjoyed only by the privileged class
of white American executives and their fami-
lies concealed the gross and merciless abuse of
plantation workers—a violence that continues to
the present day, as the undisturbed ruins of the
company elite’s vacation homes in Calderén’s
photographs and video remind us. Through this
strategy, Calderén’s work—in dialogue with the
corpus of works in the Banana Craze collection—
symbolically repairs the omissions of the UFC
archive, reminding the viewer of how ephemeral
the moment of plenitude enjoyed by the compa-
ny’s expat elite was in comparison to the legacy
of violence they left in the regions where they
operated.

398

Banana Workers Unpack
Archaeological Plundering

According to its capitalist logic, the UFC com-
modified nature through agriculture, archaeol-
ogy, and the scientific study of botany to make
the landscape more productive. Based on this
logic, comparative analyses of fruits, fungi lab-
oratory research, and pesticide spraying are
widely documented in the UFC photographic
archive, along with some topographic images
of the local landscape. Indeed, these strategies
put forward the idea of the UFC “as an impor-
tant agent of modern science of the twentieth
century.”** Goémez has analyzed the company’s
archaeological site photographs held at Harvard
University’s Baker Library, which have not yet
been digitized. Through them, she argues that
the UFC made the Caribbean a laboratory of the
modern “determined by the production of value,
and formed by the exchange between cultures in
an asymmetrical power-knowledge situation.””
The photographs demonstrate how the compa-
ny’s development of archaeological excavations
occurred in parallel to its harvesting of the land:
four photographs included in her book show
white men in “explorer” outfits posing against
the Maya ruins of Quirigud in Guatemala. The
men pose as masters and owners of the ruins,
leaning on them proudly, pointing out the de-
tails as if they were “decoding” them. This com-
position supports the idea of the white man as a
scientist, discoverer, and civilizer of the Other’s
culture, who even dares to disrespectfully rest
his rifle on the monumental stones. As Gémez
has put it, “both activities, that of collecting ar-
chaeological objects and that of making natural
commodities, are linked to the alteration of the
environment and to the fact that the material
landscape quintessentially embodies labor, as re-
flected in the labor-intensive agricultural opera-
tions and digging for ancient cultural objects.”*
Indeed, the UFC’s harvesting of bananas at
the plantations and its plundering of archaeo-
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8 Leandro Katz, Paradox, 2001, video, 30:00

logical objects at excavations were among its
many extractivist practices. Contemporary art’s
engagement with the visual legacy of the UFC
has also explored how both actions—banana
harvesting and archaeological plundering—im-
ply a bias on the part of the company about its
role as a civilizer of an underdeveloped society
through its imposition of modern, capitalist
agricultural practices and scientific research
paradigms. Paradox (2001) is an experimental
documentary video in which Argentine artist
Leandro Katz explores the contradictions be-
tween the glorious past of Mesoamerican soci-
eties and the poor living conditions of their de-
scendants in the very same place where the UFC
archaeological photographs discussed by Gémez
were taken (fig. 8).”” In the video, Katz juxtaposes

Zeitschrift fiir Kunstgeschichte 88, 2025

shots of a Mayan altar popularly known as “The
Dragon of Quirigua” and scenes of workers on
a banana plantation located in the same region
of Quirigud, in southern Guatemala. The video
starts with a sequence of still shots of details of
the Mayan stone monument, still preserved in a
small jungle plot despite the deforestation pro-
duced by the banana companies. The video then
jumps to shots showing the journey the banana
bunches take, already cut from the plants and
protected by plastic bags, while hanging from
a precarious, gasoline-fueled transportation
system that, we see, a single man controls. The
video alternates between shots of the ruins and
shots of the plantation workers who cut, wash,
and pack the fruit. It includes portraits of the
workers and images of children offering pictures
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with exotic animals and souvenir miniatures of
the monument to the camera® The video ends
with two striking sets of imagery. First, Katz
shows us vintage postcards from the archives
of the Museo de Antropologia in San Pedro
Sula, Honduras, which depict the long history
of the development of banana monoculture in
Central America. Second, we see engravings by
Frederick Catherwood from the first explora-
tions of Mayan ruins in the area, which speak to
the long-standing US interest in plundering the
indigenous archaeological past of the Americas.
Katz’s work connects past archaeological expedi-
tions with contemporary tourism and links the
tourist industry around the Dragon of Quirigua
and the banana business in the area as two forms
of neocolonialism in which the UFC’s “fantasies
of ‘civilizing’ the spaces wrested from nature
while legitimizing its economic expansion as a
cultural project” have hindered the development
of the region to the present day*

While Chung draws attention to the absence
of a narrative about the Afro-descendants rep-
resented in the company’s images, inviting us to
imagine the pasts and possibilities of these sub-
jects together with Hartman, Calderén points
to the falsity of the UFC’s narrative of progress,
revealing the moral decadence of the project
through photographs and videos of the decay
of the UFC’s building ruins, which speak to the
company’s dishonesty about meaningfully de-
veloping the areas where they operated. Katz’s
work, however, similarly to Nufez’s, combines
both theories. He confronts the visual culture
of early twentieth-century Guatemala via tour-
ist postcards and contemporary Guatemala
through the documentary footage in his film.
And in a suggestive combination of portraits and
landscapes—which invites us to consider people
and nature not as two sources for extractivism
but as equal parts of a shared ecosystem—he
creates a kaleidoscope that chronologically and
geographically traverses the UFC’s area of op-
eration, from its arrival in Honduras in particu-
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lar, and Latin America in general, to the pres-
ent. Katz’s portrayal of the footprint started by
the UFC in Central America and the Caribbean
aligns with the concept of the region as a labo-
ratory of modernity for the company. It invites
us to envision the fruiturity of this context—one
rooted in archival disruption—to chart a path
forward where the banana is viewed through a
new lens.

The Possibilities Generated by the
Encounter of Two Visual Archives

Our digital humanities research project Banana
Craze explores how, in recent decades, con-
temporary artists have turned to the banana in
their work as a visual marker that the “labora-
tory of modernity” experiment initiated by the
UFC has left on the development of many Latin
American nations. Thus, the recurrence of ba-
nana imagery in contemporary Latin American
art today speaks to how the banana is a site, a
source, and an idiom for tracing the economic,
political, environmental, and identitarian prob-
lems suffered by the region—most of which trace
back to the UFC’s operations there—from the
mid-twentieth century to the present.

Creators of their own imaginary, from Chi-
quita’s mascot and Carmen Miranda’s jingle
to recipe books and merchandising, the UFC’s
photographic archive was part of the company’s
investment in a modern corporate visual culture
integral to its vision of modern capitalism.*® In
this context, as Gomez states, “the banana tree
as a visual marker of both the tropical and the
plantation became a figure of ordering space
that helped to imagine the modernization of the
Caribbean.”® She argues that the UFC built “a
laboratory of the modern” in the Caribbean be-
cause “the Company’s economic advancement
enabled the incorporation of the Caribbean into
the orbit of Western knowledge,” in which visual
material—like photographic images—and visu-
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alization strategies—including mass media cir-
culation—are at the center of discursive, knowl-
edge, and cultural production.” Thus, as Tina
Campt stated, drawing on her reading of Laura
Wexler, we should read the UFC photographs
“not only as records of choices but also as records
of intentions.”* These intentions sometimes es-
caped the original purpose, allowing other nar-
ratives to emerge through “photography’s mad-
ness.”

In our reading of the contemporary artworks
in Banana Craze, they engage with the visual
legacy of the UFC photographic archive and
contribute to repairing the archive’s omissions,
exclusions, and absences. Through acts of civil
imagination and critical fabulation, Ana Nuiiez,
Andrea Chung, Elkin Calderén, and Leandro
Katz resist, contest, and reimagine the photo-
graphic archive of the UFC. Following Campt,
our essay aspires to “render the affective, sen-
sory, and archival dynamics” of the images in
both the UFC and the Banana Craze archives
“in ways that enliven their complexities and their
relevance and that demonstrate both why they
matter and what the matter of the image might
tell us about.”** By placing key examples of these
two collections of images in dialogue, we also
acknowledge how research and writing are al-
ways conditioned by the present from which one
works and, in this sense, they embrace the cre-
ative discourses that arise when these two digital
databases are linked through the repair strate-
gies of photographic archives found in contem-
porary art.

1 In Latin America, race, and particularly whiteness,
should be understood as an intersectional concept that
is influenced by class and material culture, and not ex-
clusively by skin color and other physical features. Cf.
Hugo Ceron-Anaya, Patricia de Santana Pinho, and
Ana Ramos-Zayas, A Conceptual Road to Whiteness,
in: Latin American and Caribbean Ethnic Studies 18,
2022, NO. 2, 177 - 199.

2 Roland Barthes, Camera Lucida, New York 2010, 13.
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The artworks discussed in this article each in
some way awaken Barthian, Azoulayan, Hart-
manian, and Camptian sensibilities. And they
evoke an urgency to envision possibility through
one of the world’s most ubiquitous fruits. They
invite us to imagine a fruiturism not rooted in
hope and aspiration but in what Tina Campt de-
scribes in her grammar of futurity: that which
would have had to happen; that which has not yet
occurred but must.”
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5 This essay uses both repair and reparation to reflect
the layered meanings of the Spanish verb reparar,
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which encompasses both to fix or mend (repair) and
to acknowledge and make amends (reparation). This
bilingual nuance aligns with the bicultural identity of
the authors and the translingual nature of the Banana
Craze project. Our self-positioning within decolonial
art history embraces these overlapping meanings as
a way to critically engage with both the material and
symbolic dimensions of historical damage, as well as
the political urgency of addressing them.

Banana Craze allows visitors to customize their ex-
perience by using search criteria to filter and display
specific information. For example, users can focus on
a single country, a specific time period, or a selection
of artists, leveraging search engines to tailor the con-
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programs and our Instagram platform, audiences
can actively engage with the project by reacting, con-
tributing, and participating in meaningful ways.
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