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Framing a Decolonial Future: Hurricane María in Independent Puerto Rican Comics
Paul Humphrey
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Abstract: This article examines graphic narratives of Hurricane María in independent comics published both in Puerto Rico and its US
diaspora. Focusing on María (Rosa Colón and Carla Rodríguez 2018), Temporada (Rosaura Rodríguez 2019), and La Borinqueña (Edgardo
Miranda-Rodriguez 2016, 2018), it analyzes the ways these works bear witness to the ‘foreshocks and aftershocks’ of the hurricane
while delineating a decolonial future for Puerto Rico (Bonilla and LeBrón). The analysis begins by reflecting on the comics’ form, such
as frames, text, and the space of the gutter, to explore the interactions between their structure and content and the ways in which they
situate the reader in a generative process of memorializing. It then turns to questions of sustainability, particularly Rosaura Rodríguez’s
use of watercolors, and how these titles seek to overcome the current environmental and political crises the archipelago is facing by
foregrounding a close, community-oriented relationship with the natural environment. In Miranda-Rodriguez’s comics, this is framed
within Indigenous and Afrodiasporic spiritualities and the need to reexamine Puerto Rican history in order to interrogate its experience
of coloniality. Though distinct in their form and genre, these comics–alongside complementary short comics from Puerto Rico and the
diaspora–critique the extractivist, colonial relationship with the US and invite readers to imagine sustainable futures drawn through a
Boricua-centered, decolonial lens.
Keywords: environment, sustainability, extractivism, resistance, decoloniality, trauma

In the introduction to Disaster Drawn, comics scholar Hillary Chute
reflects on the particularities of comics as a mode of bearing witness to trauma. As she notes, ‘there are many examples of the
visual-verbal form of comics, drawn by hand, operating as documentary and addressing history, witness, and testimony’ (2). While
her book focuses on narratives of war, her observations regarding
the immediacy, urgency, and intimacy of the comics form and the
way that it ‘juxtapose[s] time and space, […] the concomitant presence and absence of memory, consciousness, agency, and affect’
find an echo in the representations of Hurricane María in Puerto
Rico (262). Numerous comics and anthologies explore the experience and aftermath of the September 2017 hurricane, voicing the
many testimonies of destruction, the daily struggle to survive, the
precarity of post-María life, and the ways that community solidarity
and activist networks stepped in after the widespread failure of local and federal government services, agencies, and emergency assistance programs. Some, like Nublado: Escombros de María (2018),
were locally published digital anthologies that brought together
short works from creators throughout Puerto Rico, while others
were published in the United States as fundraising endeavors for
hurricane relief, like Marco Lopez et al.’s Puerto Rico Strong (2018)
and Edgardo Miranda-Rodriguez’s Ricanstruction (2018). Within this
context, this article turns to four Boricua comics creators’ representations of both the experience of the hurricane and what Yarimar
Bonilla and Marisol LeBrón have termed ‘María’s aftershocks and its

foreshocks–the sociohistorical context of debt crisis, migration, and
coloniality in which the storm took place’ (3). As they bear witness
to the weather event and the disaster surrounding it, these works
by Rosa Colón and Carla Rodríguez, Rosaura Rodríguez, and Edgardo Miranda-Rodriguez serve as a direct critique of the extractivist,
colonial relationship maintained by the United States over Puerto
Rico while laying bare the personal, political, and environmental
‘aftershocks and foreshocks’ María thrust onto the world stage. In
spite of their distinct styles and genres, comics like María (2018),
Temporada (2019), and La Borinqueña (2016, 2018) invite readers to
engage directly with contemporary Puerto Rican realities as they
imagine alternative, sustainable futures for the archipelago, drawn
through a Boricua-centered, decolonial lens.
Before examining these titles, it is necessary to consider briefly
the ways that comics, in their form and structure, directly engage
with the construction of memory, time, and physical and geographic space. In her discussion of Mexican American creator Gilbert
Hernandez’s work, Jennifer Glaser situates comics ‘in an aesthetic
“borderlands” of sorts’ given their position ‘between visual art and
literature, as well as between elite and mainstream cultural production.’ Issues of ‘populism and prestige,’ to borrow Marc Singer’s
words from the subtitle of his book Breaking the Frames, have long
been a concern in comics studies, one that Jorge Catalá Carrasco,
Paulo Drinot, and James Scorer articulate in their introduction to
Comics and Memory in Latin America. One among many such reflec-
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tions, the authors point to comics ‘as material (and, when in cyber form, immaterial) […] mediums or technologies of memory, similar to
but also distinct from other memory devices such as photographs, memorials, or museums, which have received far more attention from
scholars of memory’ (Catalá Carrasco, Drinot and Scorer 5). Reading comics is an active and generative process on the part of the reader
who, immersed in its form and structure, is positioned within the narrative as a participant in the processes of memorializing. As Scott McCloud demonstrates in Understanding Comics, the structure of panels separated by the gutter fractures time and space, requiring closure on
the part of the reader as they narrativize this break (67). To this end, Frederick Luis Aldama writes that the gutter is the ‘sine qua non shaping
device of comics, […] the space for us to imagine movement, thought, and feeling’ (“ReDrawing” 2). Drawing on Chute’s observation that
comics ‘spatialize memory’ and so ‘allow for a multiplicity of temporal moments,’ Catalá Carrasco, Drinot, and Scorer conclude they ‘thus
constitute sites of memory that elicit and mobilize memories of the past, a politics of the present, and a project for the future’ (16-17). Such
considerations of structure and form, albeit brief, are important for understanding the ways that the comics analyzed below negotiate time
and genre to invoke the reader and serve as sites of activism in their depictions of the past, present, and future.

María: Framing digital narratives of colonial trauma
Founded in 2007 by Rosa Colón and Carla Rodríguez, Soda Pop Comics is the first female-run comics studio in Puerto Rico. It has published
comics, zines, and webcomics on a number of topics pertaining to contemporary life in Puerto Rico, including the archipelago’s status as a
US colony and the effects this has had, both before Hurricane María and since. In her studies of their work, María Fernanda Díaz-Basteris
observes that, as a feminist and queer-inclusive studio, Soda Pop Comics’ orientation towards the local creator community fosters deep
connections between individuals and encourages ‘a la audiencia internacional a la reflexión y a la empatía anticolonial’ (“Webcomics” 3).
Through her in-depth analysis of this studio’s and other Puerto Rican creators’ webcomics, Díaz-Basteris demonstrates their decolonial nature, born of the comics’ virtual materiality, personal narrative, and immediate distribution which refutes colonial and reductive narratives
of Puerto Rico. ‘Escribir, ilustrar y publicar testimonios sobre el desastre, siendo ciudadana norteamericana y viviendo en la colonia, descoloniza la formalidad de la noticia y del estudio del desastre,’ she writes of webcomics depicting Hurricane María, continuing to underscore that
the digital format allows for the testimony these graphic narratives contain to challenge hegemonic discourses about the colony without
being censored nor restricted in their geographical reach (“Webcomics” 7).1
María, written and illustrated by Rosa Colón with colors by Carla Rodríguez, was published in 2018 and distributed as a PDF through
Soda Pop Comics’ Gumroad online store. In addition to disseminating her work through the studio’s and her own websites, Colón has been
published in print anthologies such as Puerto Rico Strong, mentioned above, and is a regular contributor to other digital sequential art platforms such as The Nib. Written in English like the vast majority of her work–a decision Colón has discussed with Díaz-Basteris (“Webcomics”
6)–María both details Colón and Rodríguez’s own experiences during and after the hurricane and connects this narrative to the broader
personal and political aftershocks at the individual, community, and national levels. The comic opens with María’s landfall depicted in three
full-width panels which move from the sea and the breach of the coastal defenses on the east of the island (figure 1), to the mountains
and forest a little further inland, before showing Colón and Rodríguez’s apartment building where they waited out the storm. On the first
four pages, the format, size, and placement of panels, as well as the positioning of the text, reinforce the simultaneous themes of physical destruction and confinement, the perception of time and its deconstruction, and the ways in which external forces–both physical and
political–penetrate the borders of Puerto Rico in a destructive way. The uniformity of the panels on the first page and the placement of text
above and below each one converge to indicate the
slow passage of time as residents awaited the storm.
This is achieved by directing the reader to repeat the
experience of viewing single snapshots of different
locales–each with the same grey clouds at a similar
point in the storm–juxtaposed with text that details
the previous experience of Hurricane Irma, preparations for securing the apartment, and eeriness of the
neighborhood as the storm approached.
Figure 1: Panel from page 1 of María. Rosa Colón and
Carla Rodríguez, ©2018, sodapopcomics.com.
Reproduced with permission of Soda Pop Comics.
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Figure 2: Panels from page 2 of María.
Rosa Colón and Carla Rodríguez, ©2018,
sodapopcomics.com. Reproduced with
permission of Soda Pop Comics.

The second page repeats the tripartite
structure, but each tier is now divided into
one large and six smaller panels, replicating
each component in reverse within each tier
(that is, the larger panel we see on the right
in tier one [figure 2] then appears on the left
in the second tier, while the six smaller panels, here on the left, appear on the right; this
is then reversed again in the third tier which
replicates the format of the first). Here, the
wind batters each of the three distinct components seen on page one but in a different order and the colors reduced to monochromatic shades of blue-grey: the trees are stripped of
their leaves; Colón, Rodríguez, and their dogs shelter in the bathroom of their apartment; the footpath/roadway along the coastal defenses
is now shown with a broken telegraph pole. The repetition in form and order–yet with significant modifications–once again communicates
the interminable passage of time and its concomitant elasticity, while the alternation between the battered trees and the pitch black in the
smaller panels indicates the incessant penetration and destabilization of the scenes in the larger panels that abut them. Similarly, the text
continues to occupy space outside of the frames; however, that the captions are enclosed on three sides by multiple panels is suggestive
of the increasing pressure being placed on the verbal narrative while it is still set apart in a sense from the visual narrative that surrounds
it.2 Page three again replicates the tiers and similar elements from the previous pages–the trees, the neighborhood, a roadway with similar
broken telegraph poles–yet here, the ever-larger panels as the reader moves down the page subsume the written text at the top and bottom of the page and depict the stark, bright sky juxtaposed against the debris-strewn ground (figure 3). Turning to page four, the narrative of daily life in the aftermath of the hurricane becomes
constrained by and reduced to waiting, where the captions
occupy the space in the middle of the page, circumscribed
by the panels. In the surrounding images, the individuality
that is often denoted by faces is replaced by footwear and
rough outlines, all in shades of the same stark yellow (figure
4). The mundanity and inescapable repetition of daily survival continues as the comic progresses, most notably with
two full pages on which a sequence of six panels organized
in two tiers is repeated three times; the only modification
in the sequence marking the passage of time is the color of
Colón’s shirt in each, while the text speaks of the trauma
and guilt alongside the repetitive nature of daily life (8-9).
Figure 3: Panel from page 3 of María. Rosa Colón and Carla
Rodríguez, ©2018, sodapopcomics.com. Reproduced with
permission of Soda Pop Comics.
Figure 4: Panel from page 4 of María. Rosa Colón
and Carla Rodríguez, ©2018, sodapopcomics.com.
Reproduced with permission of Soda Pop Comics.

Throughout María, the creators bear witness to both their personal and the collective
experience of the initial aftershocks of the hurricane. Having represented the physical breach of
the island at the outset and then exemplified the
deadly consequences of Puerto Rico’s continued
status as a US colony over the subsequent weeks
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and months, the comic finishes with a simultaneous message of loss and fracture alongside hope and potential.3 Returning to the full-width
panel format of the comic’s opening, the penultimate page comprises four tiers over which the Puerto Rican flag gradually deteriorates
before lying faded and disintegrated on the ground like the post-María debris of the earlier pages. On the one hand, this speaks to the loss
and fragmentation that Puerto Rico and Puerto Rican society have suffered; on the other, the faded red, white, and blue represent the longterm and ongoing broken dependency on the colonial US metropolis. The message of hope, then, is found in the comic’s final panel (figure
5), comprising an image of unity, collaboration, and sustainability from within the nation’s borders and the symbolic removal of the colonial
colors from the flag to be rendered in black and white. As Bonilla, among others, has observed, this change to black and white ‘for some […]
represented a symbol of mourning, while for others it was a sign of a new era of resistance’ (Bonilla and Klein 26).
Figure 5: Panel from page 12 of María. Rosa Colón
and Carla Rodríguez, ©2018, sodapopcomics.com.
Reproduced with permission of Soda Pop Comics.

If earlier those who queued in an act of survival were reduced to footwear and the rough
outlines of human bodies, then this final panel is
the only moment that faces of individuals are depicted who are not either the comic’s creators or
political figures.4 On a page where the text is consistently integrated into the visual narrative rather
than placed outside the frame, gesturing towards
a resolution of sorts, we read that ‘Puerto Rico will
be rebuilt from the inside out not by corrupt politicians taking advantage of this disaster but by Puerto Ricans’ (12). Serving as testimony to personal
and collective experiences of the hurricane and its
aftermath framed within the ongoing narrative of
colonial trauma, the comic thus looks to the future
in an act of resistance and potential communicated through both its form and word-drawn narrative. To this end, the community-oriented recovery will be carried out by the ‘People who dealt with the tragedy with ingenuity, resilience
and more importantly, empathy’ (12). Or perhaps, to quote Díaz-Basteris from above, ‘anticolonial empathy.’

Webcomics to watercolors: Visualizing sustainability
Nublado: Escombros de María, published collectively by Soda Pop Comics, Castorillo, and Taller Secreto Press, comprises a series of comics by 13 Puerto Rican artists, issued as a 31-page anthology in black and white and initially distributed as a PDF though Soda Pop Comics’
Gumroad online store. Printed and sold at the Chicago Alternative Comics Expo a month later, it constitutes ‘the counter-memorial of a
non-existent official archive denying death and denationalization of Puerto Rican lives’ and presents ‘the displacement experience […] as
an apocalyptic visual expression that Hurricane Maria left behind’ (Díaz-Basteris, “Traumatic Displacement” 470). Included in the anthology is Rosaura Rodríguez’s “Cómo se dibuja el ruido: Huracán María,” a three-page comic in which the relative absence of words forces the
reader to recreate the auditory experience of the hurricane almost exclusively from images.5 In contrast to Colón’s overwhelmingly digital
process, Rodríguez works mainly in inks and watercolors. The comic opens with a full-width panorama of the amassing clouds, which is
then obscured from view when the shutters are closed. The vista of the tree-covered hills reappears intermittently, punctuated by a series
of small panels that replicate the repetition and experience of time in María.6 While these full-width panels depict the scenes of increasing
destruction outside, the 24 smaller panels that fill the comic’s second page seek to visualize the overwhelming sound of the hurricane (figure
6). Unrelentless in their repetition, the irregular and imprecise square-shaped frames contain the abstract yet persistent forms in ink and
watercolors that the sound takes in the mind’s eye. As noted above, the gutter is a space of closure, and here the experience for the reader
is one of overwhelming disorientation; the reader seeks to navigate the ordered yet uneven panels while unable to escape in that irregular
blank space between them the modulations in noise that the inked lines and watercolor shading invoke. At the same time, the fact that the
watercolors bleed into the gutters then questions the very integrity of the structure. In turning to the final page, the four full-width panels
reveal the chaos and destruction before a final opening of the shutters presents a denuded landscape once the storm has passed.

Framing a Decolonial Future: Hurricane María in Independent Puerto Rican Comics

Latin American Literary Review • 65

Figure 6: Page from “Cómo se dibuja el ruido: Huracán María.” Nublado: Escombros
de María, Rosaura Rodríguez, ©2018, www.cosasrosaura.com. Reproduced with
permission of the artist and Soda Pop Comics.

Although this comic was disseminated as part of a digital anthology, the
form and materiality of Rodríguez’s work as art produced using paper and waterbased inks and paints is central to her practice. As curator Sabrina Ramos Rubén
writes in the catalogue for Rodríguez’s 2019 exhibition at the Museo de Arte
Contemporáneo de Puerto Rico (MACPR), ‘Rodríguez utiliza la acuarela y los
pigmentos con conciencia plena de las capacidades del medio y con un interés
de expandirlo hacia la experimentación técnica, logrando hacer una de las intersecciones más innovadoras entre los medios acuosos, el cómic y el paisaje en
tiempos recientes.’ Although painted using commercial watercolors rather than
the natural pigments used in her current project, Rodríguez’s comic Temporada–
first published in March 2019–exemplifies this innovative intersection between
medium and subject that Ramos Rubén notes, combining narratives regarding sustainability, community empowerment and autonomy, and the rejection
of capitalist and (neo)colonial projects that have long subjugated residents of
Puerto Rico and the archipelago itself.
Rodríguez began painting the images that appear in Temporada immediately after the hurricane. Through its title, translated by Marianne RamírezAponte–executive director and chief curator at MACPR–as ‘[Hurricane] Season’
but which we could also translate as a ‘spell of time,’ the artist references both
the immediacy of the hurricane and its effects as well as the longer, ongoing period of which the storm is a part (166). In so doing, Rodríguez not only situates María within the annual Caribbean hurricane season and
points to the fact that this storm came on the heels of its predecessor Irma, she also makes direct reference to the longstanding ‘aftershocks
and foreshocks’ invoked by Bonilla and LeBrón above. Consonant with her focus on depicting quotidian occurrences, as she does in Días, her
earlier collaboration with Omar Banuchi, Rodríguez paints somewhat light-hearted scenes of her cat, for whom ‘todo sigue igual,’ or more
jarring yet still mildly humorous images that capture her befuddlement when her neighbor uses a leaf blower to clean the sodden pavement
two days after the storm against a backdrop of broken trees (figure 7). As the comic progresses, however, what might have seemed nonchalant observations of her immediate vicinity are then juxtaposed with scenes of these ‘aftershocks,’ such as the January 2018 announcement
that 283 schools would close due to a lack of funding or that, the following August, 200 rented shipping containers would serve as classrooms and offices for the schools receiving them. Budget cuts had been ongoing in Puerto Rico long before María, precipitated by the federally appointed yet locally funded Fiscal Control Board–colloquially known as ‘la junta’–imposed on Puerto Rico in 2016 by the US Congress
‘to restructure Puerto Rico’s public debt, dismantle its public sphere, and advance an aggressive privatization and austerity agenda’ (PradosRodríguez 250).7 Following these two pages, Rodríguez depicts the July 2018 revelation that similar containers continued to serve as makeshift morgues almost a year after the storm (figure 8), both shocking yet unsurprising given the longstanding healthcare crisis in Puerto Rico
exacerbated by this same colonial ‘junta.’ As Jeniffer Wiscovitch Padilla writes in her article for the San Juan-based Centro de Periodismo Investigativo, ‘no fue hasta que comenzaron a
apestar los cadáveres a mediados de julio que
las autoridades comenzaron a movilizarse
para atender el problema, que al menos lleva
tres meses en aumento exponencial.’
Figure 7: Page from Temporada. Rosaura
Rodríguez, ©2019, www.cosasrosaura.com.
Reproduced with permission of the artist.
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Figure 8: Page from Temporada. Rosaura Rodríguez,
©2019, www.cosasrosaura.com. Reproduced with
permission of the artist.

Placing the very personal experience of the
banal repetitiveness of daily life alongside the personal and collective narratives of trauma and tragedy sees Rodríguez ‘lose the thread’ in a comic she
had intended to follow a more narrative arc.8 This is
particularly notable in this second section of Temporada, where the clearly delineated–though unframed–panels and distinct dialogue balloons seen
in sections one and three, accompanied by captions
almost exclusively placed outside the panels, give way to unbounded panels where the white background extends into the gutter and which
incorporate captions as integral components of each image (exemplified in figures 7, 8, and 9). Depicting snapshots in time that appear
to bleed one into the next, the format of these panels evokes a sense of chaos and intrusion, disquiet interspersed with brief moments of
humor and the potential for relief. More specifically, the way that the personal and political are interwoven directly invokes the longstanding structures of domination and oppression that continue to be employed in Puerto Rico. For example, there is an element of dark humor
to celebrating that María washed away then-Governor Rosselló’s campaign signs, given that–as will be discussed below–he had sought to
privatize Puerto Rico’s indebted and subsequently collapsed power grid as a solution to the months-long power outages many Puerto Ricans suffered. However, similarly to María, the comic notes in section three that those from outside will quantify the ‘disaster’ in terms of the
death toll, but when this is read in conjunction with the closing panel, depicting the quotidian normalcy of the yellow school bus traveling
along an unrepaired road surrounded by leafless trees, the reader again perceives the political commentary that resonates throughout the
comic. For Rodríguez, the solution is not the capitalist and neocolonial project of auctioning Puerto Rico’s national assets through a process
Klein has termed ‘disaster capitalism’ and ‘the shock doctrine,’ and which Bonilla has reframed as ‘a trauma doctrine’ (Bonilla and Klein 22,
26; see also Klein’s The Battle for Paradise). Rather, in a section that depicts both trauma and possibility, by turning to ‘el ingenio caribeño’
that Rodríguez depicts as ‘life’ (figure 9), it is possible to create a more sustainable and autonomous future directly connected to the land
and the environment around them.
Figure 9: Page from Temporada. Rosaura Rodríguez,
©2019, www.cosasrosaura.com. Reproduced with
permission of the artist.

If Rosa Colón’s use of technology and the format
of the webcomic is political in its use of the virtual
space as a mode of anticolonial discourse that rejects
US hegemony over the island, then Rodríguez’s use
of watercolors reflects her stated objective to seek
sustainable and organic ways to promote autonomy
and independence for Puerto Rico and its residents.
In a short documentary about her practice, the artist
explains: ‘trabajo con acuarelas porque son transparentes, son fluidas, capturan bien el movimiento o sensación de un espacio’ (Contrabando PR). Given these weather events’ inherent link to
water, the significance of painting Hurricane María using watercolors is not lost on the reader. Moreover, their use indicates a divestment
from the omnipresence of technology in daily life and the governor’s scheme to privatize the power grid, in addition to the extractivist
policies to be examined below, such as incentivizing Puerto Ricans’ extraction to the United States while courting blockchain billionaires as
settlers in a wave of ‘crypto-colonialism’ (Klein, Battle 20). For her current project, Trabajo de Campo, Rodríguez produces pigments from
natural materials collected on Tabonuco farm, located in Jayuya in Puerto Rico’s mountainous central region, where she lives and offers
creative workshops as part of the Camp Tabonuco ecological education program. This ‘field work’–that is, the creation of both the pigments
and the resultant artworks, which include a short comic produced using coffee charcoal ink–sees Rodríguez explore a deeper connection
between the topic and medium of her art (personal correspondence with the artist). To this end, and as Ramos Rubén concludes, ‘a través de
la permanencia del recuerdo ligado a la documentación de la naturaleza, el trabajo de Rosaura Rodríguez rememora y renueva los vínculos
telúricos ancestrales y presentes.’ Such an invocation of the ancestors and their direct connection to the earth leads us to the final comic to
be examined here, Edgardo Miranda-Rodriguez’s La Borinqueña.
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Narratives of resistance through Indigenous and Afrodiasporic
spiritualities
In contrast to Rosa Colón, Carla Rodríguez, and Rosaura Rodríguez, all resident in Puerto Rico, Edgardo Miranda-Rodriguez is a
Brooklyn-based Nuyorican creator. He has written for Marvel Comics’ Guardians of the Galaxy: Tales of the Cosmos series, collaborating here with Darryl ‘DMC’ McDaniels, co-founder of their jointly
owned Darryl Makes Comics imprint, and publishes La Borinqueña
through his independent studio, Somos Arte. At the time of writing, two issues of La Borinqueña have been published, with the
third scheduled for release in May 2021, and the title’s eponymous
superhero also appears in many of the 68 contributions to Somos
Arte’s Ricanstruction anthology, in which she is joined by a range of
DC Comics characters in this effort to raise funds for post-hurricane
relief in Puerto Rico. Like the character he created, Miranda-Rodriguez was born and grew up in the Puerto Rican diaspora, and the
Nuyorican experience is a strong influence throughout the comic.
This is the only title analyzed here that fits into the superhero genre,
with environmental studies student and activist Marisol Ríos de la
Luz gaining the powers to control the wind, water, and land from
the close relationship she develops with the Indigenous Taíno spirits and people of Borikén (the Indigenous name for the island). Although the hurricane depicted in issue one does not directly reference María since it was published nine months beforehand, the first
issue examines a number of the foreshocks preceding the storm
while the second, from May 2018, explores several aftershocks that
did manifest post-María, as we will see below.
From the source of her powers to the provenance of her outfit,
La Borinqueña is directly situated within multiple and overlapping
narratives of resistance. These range from training herself to overcome in part the barriers caused by childhood and adolescent asthma, thereby questioning the broad limitations society often places
on individuals with such conditions, to her status as the first AfroBoricua female superhero of her kind. With regard to her outfit and
powers, La Borinqueña corresponds to Aldama’s assertion in Latinx
Superheroes in Mainstream Comics that ‘Latino superheroes tend to
accessorize in ways that root them in pre-Columbian histories and
the Latino community’ (8). If, for Colón and Rodríguez above, resistance and community is symbolized in María by the Puerto Rican
flag rendered in black and white–as we also see in La Borinqueña
#2–then here, the spirit of resistance is exemplified by a red, white,
and blue outfit formed not in the image of the current Puerto Rican
flag but out of material from the 1868 revolutionary flag of Lares,
sewn by Mariana Bracetti, member of the Puerto Rican independence movement against Spanish colonial rule.9 Further indicative
of the importance of these colors to the aesthetics of Marisol’s representation is that, when not in her outfit as La Borinqueña, she is
almost always wearing an item of clothing that is a shade of purple
or magenta in color. Drawing on the red, white, and blue, or the
white and black, of the flag, these signature colors are made as a
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combination of red and blue, which–in simple and symbolic terms–
then can be lightened or darkened with white or black. In a similar
vein, La Borinqueña’s name, derived from the Taíno Borikén, also
references the Puerto Rican national anthem; yet, again, this points
not to its current version devoid of revolutionary fervor but rather
to the original anthem that set the words of Lola Rodríguez de Tió’s
1868 poem calling for independence to music. Beyond these revolutionary independence movements, however, Miranda-Rodriguez
situates his narrative in a much longer narrative arc of anticolonial
resistance, connecting Marisol with her Taíno ancestors and their
spirituality. As Enrique García observes in his analysis of indigeneity
in the comic, which he reads alongside Ricardo Álvarez-Rivón’s earlier Turey El Taíno, ‘La Borinqueña is empowered by the island […] to
protect its people, but this power is built on the foundation of Taíno
culture, and does not stem from the two oppressive Eurocentric traditions’ (226).
Marisol cements her connection with Taíno spirituality in the
course of her senior thesis research, during which she unwittingly
discovers the five crystal tears of the Taíno mother spirit Atabex
(figure 10). These tears combine to form the elusive ‘Estrella del
Camino,’ about which Marisol learned as a child and that her thesis advisor has long sought, and the star affixes itself to the chest
of her outfit, as if sewn in the same position occupied by the star
in the top left corner of the handmade flag of Lares. Accorded the
powers of Yucahú–‘spirit of the sea and mountains’ (figure 11)–and
Huracán–‘spirit of the storms’ (figure 12)–Atabex reiterates for the
reader the manifold ties La Borinqueña already holds with these
natural elements through her studies, environmental activism, and
the name given to her by her parents. ‘Mar y sol, my sea and sun,’
Atabex states, and so reminds us of the superhero’s own translation of her name on the comic’s second page: ‘Sea and sun […] rivers of light’ (Miranda-Rodriguez, La Borinqueña #1). Such a direct
connection to the geography, topography, and ecology of Puerto
Rico replicates in a spiritual plane those foregrounded through
community in the final panel of María and in the form and materiality of Rosaura Rodríguez’s work. Indeed, instructed by Huracán
to feel the winds at her command because ‘humanity’s ways have
altered the natural order,’ La Borinqueña is able to mitigate the
effects of the storm barreling towards Aguadilla caused by what
the spirits have framed as the unnatural relationship humans now
maintain with the environment. Tying politics together with environmental activism, the one-shot included at the end of the issue
shows La Borinqueña’s successful actions to prevent the dumping
of toxic waste in unregulated landfill sites in Peñuelas. This is a direct reference to the protests against AES Puerto Rico’s disposal of
toxic coal ash in landfills across the island, an illegal practice until
the 2015 agreement with Puerto Rico’s national power authority
and the Environmental Protection Agency that permitted these
activities to continue (see, for example, Omar Alfonso’s article for
the Centro de Periodismo Investigativo examining this issue). Such
‘provocative use of the Taíno as foundational figures of ideological
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resistance’ seen in issue one continues through issue two, in which La Borinqueña travels back in time to witness Cacique Mabodamaca lead his people into battle against the Spanish colonists and uses her powers in
other activist protests (E. García 223).
Figure 10: (right) Panel
from La Borinqueña
#1. Edgardo MirandaRodriguez, ©2016,
www.la-borinquena.
com. Reproduced with
permission of Edgardo
Miranda-Rodriguez.
Figure 11: (left) Panel
from La Borinqueña
#1. Edgardo MirandaRodriguez, ©2016,
www.la-borinquena.
com. Reproduced with
permission of Edgardo
Miranda-Rodriguez.

Figure 12: Panels from La Borinqueña #1. Edgardo Miranda-Rodriguez, ©2016, www.la-borinquena.com. Reproduced with permission of Edgardo
Miranda-Rodriguez.

As an Afro-Boricua superhero, La Borinqueña serves as the conduit for both Taíno and Afrodiasporic spiritualities, histories, and epistemologies of Puerto Rico, the latter of which comes to the fore at the opening of issue two. Her ability to manipulate water sees her associated with Yemayá, the Santería orisha (spirit) of motherhood and the sea, when she appears to Pedro and Julio as they attempt to escape
homophobic and racist abuse walking under New York’s Williamsburg Bridge after having been relocated to the city by FEMA (figure 13).10
Santería–or Regla de Ocha as it is also known–is an African Caribbean religion and spiritual practice derived from West African and particularly Yoruba religiosities, closely associated with anticolonial resistance and practiced in Cuba, Puerto Rico, and their diasporas, among
other places. In addition to his invocation of Yemayá upon seeing La Borinqueña, Julio’s own association with the orisha is indicated by the
blue color of his eleke, a ritual beaded necklace that indicates his initiation as a child of, or at least his service to, Yemayá. An explicit association between La Borinqueña and the orisha here in issue two is unsurprising, not least since it is the water that leads Marisol to Atabex’s tears
in issue one. However, perhaps this is a preordained path given the revelation in the first issue that her father’s name is Changó, who in the
patakí or myths of Santería is Yemayá’s son.
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Figure 13: Panel from La Borinqueña #2. Edgardo Miranda-Rodriguez, ©2018, www.laborinquena.com. Reproduced with permission of Edgardo Miranda-Rodriguez.

This interwoven spiritual tapestry is exemplified further as the opening chapter of issue two progresses. Following La Borinqueña’s invocation as Yemayá, the reader encounters a flashback of Marisol in a shirt with the Taíno symbol for the coquí frog accompanied
by her father wearing the red color of Changó, before the waters that ‘replenish my body,
mind, and spirit’ lead her to place a living coquí she finds by the river at the base of a ceiba
tree (Miranda-Rodriguez, La Borinqueña #2). The ceiba is the sacred tree for both the Taíno
and practitioners of Santería and is a means through which spirits of the ancestors and the
orishas can manifest themselves, as the ancestral spirits do here. Turning to just one example from Ricanstruction, in “Bohío Girasol 2050” towards the anthology’s close, Julianna,
an elderly Afro-Boricua matriarch, has led the Bohío Girasol community to return to a direct
and sustainable relationship with the land in order to build a future out of the devastation
of 2017 (Yeampierre et al. 164). Wearing the yellow and green eleke and idé (bracelet) of
Orula, orisha of divination, Julianna greets La Borinqueña and they both turn to watch The
Berta Cáceres ship in the bay (figure 14). Named after the assassinated environmental and
Indigenous rights activist, member of the Lenca people in Honduras, The Berta Cáceres not
only gestures towards a network of solidarity and deep-seated concern for the environment
among Indigenous peoples and their descendants that reaches beyond the shores of the
Caribbean Sea, but also reiterates a timeframe and connections that predate colonization
and extend to the present day. In this vein, therefore, in the imagined future of 2050, the
ancestral and embodied knowledges of Afrodiasporic and Indigenous spiritualities serve to
forge the close, respectful relationship with the environment necessary for a decolonial future–or ‘beginning’–to be found (169).
Figure 14: Panel from page 169 of “Bohío Girasol
2050.” Ricanstruction: Reminiscing and Rebuilding
Puerto Rico, Elizabeth Yeampierre (writer),
Eryn Williams (artist) et al., ©2018, www.laborinquena.com. Reproduced with permission of
Somos Arte and Edgardo Miranda-Rodriguez.

Of power and politics: A decolonial future
To return briefly to Pedro and Julio from La
Borinqueña #2, their very presence in New York
City is presented most immediately as a result
of FEMA’s program of relocating Puerto Ricans
to the US in the months after the storm, but
it is directly tied to the long history of migration from Puerto Rico to urban centers of the
colonial power. In September 2018, Centro:
the Center for Puerto Rican Studies reported
that nearly 160,000 Puerto Ricans were estimated to have relocated to the US since María
(Hinojosa and Meléndez). For many, as Julio
observes, this relocation constituted being
displaced and abandoned in these new surroundings. For her part, Marisol is unabashedly
Nuyorican; in chapter two of the first issue,
she cycles a route that passes through neigh-
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borhoods long associated with Puerto Rican and Latinx migration,
from Williamsburg through Loisaida, El Barrio, and Harlem before
arriving at Columbia University, where she studies. On the other
hand, in issue two, Marisol is forced to defend both her Puerto Ricanness and her diasporic identity when being Nuyorican marks her
as ‘other’ in a heated discussion with Brismar, one of the organizers
of the protest against the (neo)colonialist and capitalist strategies
employed by international companies and local and federal governments. For Ivonne García, in her examination of the first issue
of La Borinqueña alongside Wilfred Santiago’s 21: The Story of Roberto Clemente, ‘these two works deploy what I call “diasporic intersectionality” that not only acknowledges but actually privileges
the Puerto Rican migrant experience’ (72).11 This intersectional and
self-conscious approach to representations of the diaspora is, she
contends, ‘a source of (super)power(s)’ and ‘balances the losses of
the migratory push and pull by building on the gains of experiencing
in-betweenness’ (81).12
This is a useful tool for formulating an understanding of Marisol’s complex identity and, as readers, we see tangible benefits to
her powers derived from a direct connection to her Taíno and Afrodiasporic ancestors and associated spiritualities. In one particularly
practical sense, at the beginning of issue two, La Borinqueña is able
to bypass commercial air travel between Puerto Rico and New York
since she ‘can open wormholes to get me from la Isla to Nueva York
to check in on Mami y Papi’ (Miranda-Rodriguez, La Borinqueña #2).
A clear reference to the way that Puerto Ricans’ movements have
been severely restricted after María, La Borinqueña’s mobility is not
curtailed in this regard, a stark contrast to Pedro and Julio’s experience above. At the same time, symbolically this sees her divest,
temporarily at least, from the capitalist and extractivist framework
whereby travel to and from the island is mediated by profit-seeking
and fossil fuel-burning airlines, who enjoy the support of local and
federal governments. Marisol does return to the island by plane,
accompanied by her best friend and classmate Lauren ‘La La’ Liu.
However, by refusing to leave in the way that Pedro and Julio were
relocated and then returning in the way that they have not been
able to–all the while maintaining this connection to the environment and natural elements of the archipelago–La Borinqueña rejects the state-sponsored notion of the ‘emptying island,’ to quote
Frances Negrón-Muntaner’s framing of the ‘colonial-capitalist
practice of expulsion that is foundational, recurrent, and coterminous with the island’s […] colonial-capitalist modernity.’ This is a
topic that numerous post-María comics have examined, from Rosa
Colón’s and William González’s contributions to Nublado to Ronnie
Garcia’s “Here” in Puerto Rico Strong, to name a few titles from the
anthologies already mentioned here.13
Such ‘colonial-capitalist extraction’ that the ‘emptying island’ typifies is central to the narrative surrounding la Estrella del
Camino, physical representation of the source of La Borinqueña’s
superpowers (Negrón-Muntaner). Comprising five of Atabex’s tears
shed due to the colonial suffering of the mother spirit’s children,

the star is then rendered an ‘asset,’ sought by those attempting to
profit from Borikén’s continued subjugation. As noted above, Bonilla has reframed Klein’s ‘shock doctrine’ in the particular case of
Puerto Rico as ‘a trauma doctrine,’ which she explains as ‘not a case
of economic and political interests taking advantage of a moment
of shock, but rather of corporate and political interests taking advantage of deep-seated colonial traumas that have left the population vulnerable to exploitation’ (Bonilla and Klein 26-27). On the
one hand, this disaster capitalism takes the form of closing schools,
as we see in Rodríguez’s Temporada, an issue that Klein analyzed in
post-Katrina New Orleans in The Shock Doctrine and that Brusi and
Godreau examine in reference to la junta’s fiscal policy both preand post-María. In La Borinqueña #2, the deleterious consequences
of this are symbolized by the near demise of all the students on
an overcrowded school bus whose deaths are only averted by the
superhero’s intimate connection with the land (figure 15). At the
close of the same issue, we see the board of the Dulcinea company
manipulate students and faculty members directly affected by the
aftershocks of María through scholarships and research grants with
strings attached. Notably, having diversified its interests beyond
the colonial sugar industry, Dulcinea engages in property development in Puerto Rico and Brooklyn (fictionalizing here the fate of the
Domino Sugar Refinery in Williamsburg) and has developed a lucrative line in automated machinery emblazoned with ‘CAÑA,’ thereby
connecting technology, extractivism, and colonial-capitalist oppression under the banner of ‘sugarcane’ exploitation.14 Persuading
one of the students involved in the protest movement to instigate
conflict with the police, Dulcinea then mobilizes its private militia
transported by CAÑA helicopters in a move to extract and monetize
the very source of Puerto Rico’s post-disaster recovery, La Borinqueña herself.
Figure 15:
Panel from La
Borinqueña #2.
Edgardo MirandaRodriguez,
©2018, www.laborinquena.com.
Reproduced with
permission of
Edgardo MirandaRodriguez.
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island are cryptocurrency millionaires. ‘Mining
cryptocurrencies is one of the fastest growing
sources of greenhouse gas emissions on the
planet,’ Klein observes, due to the amount
of electricity it consumes, and while most
companies would likely continue their mining ventures elsewhere, ‘the idea of turning
an island that cannot keep the lights on for its
own people into “the epicenter of this multitrillion-dollar market” […] is raising mounting
concerns of “crypto-colonialism”’ (Battle 20).
As such, La Borinqueña’s imprisonment using this resource unavailable to many Puerto
Ricans after the hurricane to then ‘mine’ the
star–that is, the tears Atabex shed during the
colonization of Borikén which combine the
power of the archipelago’s spirits, natural elements, and ancestors–speaks directly to the
ongoing colonial and extractivist project to
which Puerto Rico is being subjected. Indeed,
Figure 16: Panel from La Borinqueña #2. Edgardo Miranda-Rodriguez, ©2018, www.lawhile ‘scouting locations for Crypto Land,’
borinquena.com. Reproduced with permission of Edgardo Miranda-Rodriguez.
crypto-entrepreneur Brock Pierce ‘reportedly
At the same moment that La Borinqueña attempts to unite crawled into the “bosom” of a Ceiba tree,’ an act that resonates
the protestors and the police after having dissipated the tear gas deeply with the settler-colonialist project of appropriating the land
the latter had fired into the crowd, Dulcinea instructs the militia, to be refashioned and monetized as the colonizer sees fit and which
‘Deploy aerial forces! Move in immediately and acquire asset at all contrasts with La Borinqueña’s experience with the ceiba presented
costs!’ (Miranda-Rodriguez, La Borinqueña #2). They side-step any above (Klein, Battle 22).
In their introduction to Aftershocks of Disaster, Bonilla and
interaction with representatives of the police and act directly as a
colonizing force, using vast amounts of electricity first to detain La LeBrón underscore both the ‘coloniality of disaster’ and ‘the need
Borinqueña (figure 16) and again to capture la Estrella del Camino in for decolonization to serve as the centerpiece of a just recovery for
a process that sees the superhero incarcerated within the star. The Puerto Rico and the Caribbean as a whole’ (11, 16). In a similar vein,
use of such quantities of power by a mercenary force whose em- filmmaker Cecilia Aldarondo juxtaposes narratives of collective,
ployers were motivated by the huge potential profits from monetiz- community-oriented activism and a direct engagement with the ening the star directly critiques then-Governor Rosselló’s plan to priva- vironment and the sea against ongoing US colonial politics and inditize Puerto Rico’s power grid after the hurricane, not least since–at viduals like Brock Pierce engaging in crypto-colonialism in her 2020
the time of publication–electricity service had not been restored to documentary Landfall, where she examines ‘what’s in the wake’
the whole archipelago. In The Battle for Paradise, Klein outlines the of the hurricane–to borrow her words–with all the multivalence of
Puerto Rican government’s incentives aimed at ‘“high-net-worth the term ‘wake’ as Christina Sharpe has employed it (Aldarondo
individuals” from Europe, Asia, and the U.S. mainland, lured to per- “Friday”). Framed in Klein’s terms, we can view this as ‘two duelmanently relocate [to Puerto Rico] by a cornucopia of tax breaks ing versions of utopia’: ‘a very thin idea of sovereignty, where sovand the promise of living a five-star resort lifestyle inside fully priva- ereignty means hyperindividualism’ in contrast to ‘a vision of deep
tized enclaves, year-round’ (14). As Klein later underscores, this can- sovereignty […] which is not just political sovereignty but also ennot be divorced from the analysis of ‘the emptying island’ we saw ergy sovereignty, food sovereignty, and water sovereignty’ (Bonilla
above, constituting an ‘exodus […] first presented as a temporary and Klein 29-30). Such issues of sovereignty are central concerns
emergency measure’ but now ‘intended to be permanent,’ with the in the comics examined here: Colón and Rodríguez’s María focuses
government projecting a 20 percent ‘cumulative decline’ in Puerto on the very personal narrative of confinement and inescapability
Rico’s population over five years (Battle 24). The reader sees this that, juxtaposed with the ongoing deterioration of Puerto Rico in
replicated symbolically through La Borinqueña, too, who at the physical and conceptual terms, leads to a broad opening towards
close of issue two both disappears from view and is incarcerated as reconstruction from the inside out; for her part, the materiality of
Rodríguez’s Temporada and Trabajo de Campo speaks directly to
a result of her electrocution.
Particularly notable among these ‘Puertopians’ moving to the concerns of sustainability and the disconnect between the narrative
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espoused at national and federal levels and the experience of those
who suffered–and continue to suffer–the aftershocks of María. After
all, towards the end of Temporada, Rodríguez reflects on nonconsecutive pages, ‘Cuándo harán saber el conteo de muertes. La cifra
real’ and, later, ‘Dirán que el desastre ya acabó,’ the latter of these
with a school bus travelling through a stark landscape surrounded
by broken trees. In so doing, she asks the reader how long Puerto
Rico’s current trajectory is sustainable. At the same time, along with
Colón and Rodríguez’s María, her larger oeuvre asks us to consider
the generative space of the gutter, be it in evoking the auditory experience of the hurricane or in the unbounded watercolors that are
not restricted by frames but rather bleed into the blank space that
surrounds them. Miranda-Rodriguez’s work can be read as presenting a more complicated relationship with the processes of coloniality and decolonization, both through the complexities of his own
and his titular character’s diasporic experience as Nuyoricans and
his collaborations with such large capitalist enterprises in comics as
Marvel and DC Comics, as noted above. With such considerations
in mind, however, a central concern throughout his independently
published La Borinqueña comic is a critical examination of Puerto
Rico’s colonial realities, one that is engaged on multiple levels and
through which he situates his narrative of resistance both within

and as an extension of the experiences of his superhero’s Taíno and
Afro-Boricua ancestors.15
If decoloniality is characterized in part by ‘re-existence,’ as
Walter Mignolo writes (41), then each of the comics examined here
engages with this process, be it through digital webcomics, painted
watercolors, or travel in space and time powered by Taíno and Afrodiasporic spiritualities, to name just three modes of engagement. In
her recent analysis of hurricane narratives in Caribbean literature,
Margaret Shrimpton Masson draws on George Lamming, Kamau
Brathwaite, and John Berger to conclude that ‘Los huracanes proporcionan “a way of seeing”, “a way of speaking” y “a way of telling”, un lenguaje proprio para narrar el fenómeno en y de la sociedad’ (187). Perhaps we can think of these comics in similar terms,
which, by virtue of their nature, require that the reader engage in
‘active co-creation (albeit guided) of the story-world’ (Aldama,
Latinx xix). As testimonies to individual and collective experiences
of Hurricane María, they bear witness to the very real ways that colonialism persists in Puerto Rico and yet demonstrate in their content and varying forms the need for a Boricua-centered, decolonial
narrative that rejects colonial ways of being and knowing to focus
on collective action and stewardship of the archipelago.

NOTES
1

These are issues that Díaz-Basteris also examines in “Traumatic Displacement in Puerto Rican Digital Graphic Narratives.”

This again references the formulation above that comics are ‘visual-verbal narrative documentary form’ (Chute 14). Another useful formulation is used
by Aldama in his introduction to Graphic Indigeneity, where he describes comics both as ‘visual-verbal narrative’ and ‘word-drawn narrative’ (“Graphic” xi,
xvi).
2

3
As noted below, Colón engages with this theme in her contributions to The Nib, such as “How the U.S. Cashed in on Puerto Rico” and “Puerto Rico’s
Long History of Separatists,” among others, in addition to her abovementioned contribution to Puerto Rico Strong, “A Broken P.R.O.M.E.S.A.”
4
The political figures depicted are: Carmen Yulín Cruz, mayor of San Juan at the time of the hurricane; Barack Obama and former Puerto Rican senator
Alejandro García Padilla breakfasting during the former president’s four-hour visit to Puerto Rico in June 2011; and Donald Trump, Melania Trump, then
Puerto Rican Governor Ricardo Rosselló, and Jeniffer González, Resident Commissioner of Puerto Rico, during the Trumps’ equally brief visit to the island
in October 2017 (Colón and Rodríguez 6-7).
5

The only words that appear in the comic apart from its title are ‘Dibujando a ciegas,’ ‘Dónde está el globo,’ and ‘Again?’ (6).

Such repetition and/or uniformity is integral to the visual rhetoric in other comics about Hurricane María and its aftermath, not least Ivelisse Rivera,
Francisco Javier Rodríguez, Eliana Falcón, and Adrian Martinez’s “Living in the Dark for 144 Days,” published in Ricanstruction: Reminiscing and Rebuilding
Puerto Rico.
6

7

For further discussion of the direct effect on education in particular, see Brusi and Godreau with its useful list of journalistic and academic sources.

At the time of writing in mid-2021, such a sensation of ‘losing the thread’ is one with which some contemporary readers who did not experience María
might identify, given the particular circumstances and consequences of the COVID-19 pandemic.
8

The Grito de Lares, or Lares Uprising, is depicted in the top right panel of the comic’s center splash page, which juxtaposes five moments from Puerto
Rican history (in clockwise order from top left): Spanish colonization; the 1868 Grito de Lares; the Ponce massacre of March 21, 1937; the participation of
the 65th Infantry Regiment–known as the ‘Borinqueneers’–in both World Wars and the Korean War; and the memorial to the Puerto Rican and other Latinx
victims of the June 12, 2016 Pulse nightclub shooting in Orlando, Florida.
9

10

The characters’ names here reference Puerto Rican LGBTQ+ rights and social justice advocate, Pedro Julio Serrano.

In her formulation of diasporic intersectionality, García proposes ‘that we understand intersectionality–here defined as the deployment of multiple
and simultaneous identities to represent the experience of marginalized subjects–as a foundational characteristic of diasporic subjectivity in the Puerto Rican context.’ As she continues, drawing on Jennifer Nash’s “Rethinking Intersectionality,” ‘the intersection of identities becomes “an epistemic advantage”
for its protagonists; and, arguably the source (and resource) of their heroism (Nash 2008: 2)’ (I. García 74).
11
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As Ivonne García notes, this ‘in-betweenness’ is also exemplified through the way Spanish and English are employed in La Borinqueña, a topic that
goes beyond the scope of this article. However, this question of language also evokes Ivonne García’s discussion of translationality in 21: The Story of Roberto
Clemente, where the default white word balloons represent Spanish translated into English whereas words spoken directly in English are marked by bright
orange balloons (75). A similar process occurs in La Borinqueña #2, where ‘the original Taíno language’ is translated into English in purple balloons, while
the Spanish of the colonial soldiers appears in bright orange and Marisol’s normative switching between English and Spanish appears in white balloons.
12

In reference to the longstanding project of the ‘emptying island,’ there are also numerous comics examining this topic before María, such as Rodríguez and Colón’s Goodbye, For Now and Crystal Velasquez, Manuel Preitano, and Deron Bennett’s “Guillermina,” as well as numerous contributions to
Puerto Rico Strong.
13

Rosa Colón examines the effects of the colonial sugar industry in Puerto Rico in her webcomic “How the U.S. Cashed in on Puerto Rico.” It is also
notable that Rosaura Rodríguez’s ‘El ingenio caribeño es vida’ above is not only a reformulation of ‘water is life,’ but also a reference to the Caribbean sugar
industry through its use of the term ‘ingenio,’ meaning both ‘ingenuity’ and ‘sugar factory’ (figure 9). The connections between Dulcinea’s automated CAÑA
machines, its militia, the interest in technological development, and human exploitation are developed further in La Borinqueña #3 (2021).
14

It should be noted that Miranda-Rodriguez’s collaborations with Marvel Comics and DC Comics have continued to center marginalized narratives of
resistance and decolonial ‘re-existence’ (to use Mignolo’s formulation), as seen in the way he writes the storyline of Groot and Abuela Estela in “Guardians
of the Lower East Side” (with Darryl ‘DMC’ McDaniels, Guardians of Infinity #3) and through many of the contributions to the Ricanstruction anthology he
produced in which DC characters feature. However, this does not negate the influence exerted through these works of such large capitalist enterprises and
criticisms thereof.
15
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