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live-music events observed here it was also part of a fusion with local aspects of the 

municipalities where the events are held and subjected to the concepts of each 

production, as was much more evident in Ponce’s Carnival (see Figure 5.30). Therefore, 

the notion of ‘national’ may have played a role in excluding the musical genre of jazz 

which is also out of the mainstream, but stereotyped as either music from the United 

States or not related to the theme of the events or their public, as implied by some 

musicians interviewed. Yet I would not put it that way, especially because the notion of 

entertaining a massive audience in most of the events observed was much more explicit 

than was the aim of excluding certain musical forms. 

  Figure 5.30. Vejigantes in one the 
parade in Ponce’s Carnival, 2011 (Photo by Author) 
 
 A noncommercial, community-based live-music event rarely travels as a concept 

production the way a commercial live-music events production does; instead, 

noncommercial producers travel and interconnect at local, regional and translocal levels 

with the public, whether these are participants, special guests, or local or international 

tourists. As demonstrated in Table 5.2, the National Indigenous Festival’s producers, 

followed by the producers of Ponce’s Carnival, have demonstrated that they tend to be 

more active than other producers as witnessed by their traveling to countries and cities in 

the Latin American and Caribbean regions as well as to various cities in the United 
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States. When I was there in 2001, the Festival had been featured by Uruguayan television 

along with the British television series The Globe Trekker (see Figure 5.31).108 

 
Table 5.2: Regional and translocal networks of noncommercial live-music events producers’ flows 
 

Events Regional (including México) Translocal 
 Central 

America 
South 

America 
Carib-
bean 

North 
America 

UE Africa Asia Oceania 

NIF México, 
Panamá 

Colombia, 
Uruguay 
(TV) 

Domini-
can 
Republic 
(Sto. 
Domingo, 
Azua de 
Compostel
a) 
 

USA (NY- 
PR Parade, 
The NY 
Times,  
MA-
Lawrence, 
Boston) 

Globe 
Trekker 
(UK, 
TV)  

   

SSSF    NY (PR 
Parade), 
Florida 
(Orlando) 

    

PC México  Domini-
can 
Republic 
(Sto. 
Domingo) 

Spain, USA 
(Boston, NY, 
Maryland-
Travel 
Channel-TV) 

Alema-
nia 

   

LPSF 
(UStream) 

        

 
In 2001, a folkloric group from México was supposed to travel and perform in the 

Festival, paid for by the ICP. Problems with the group’s visas, however, limited its 

travels. Moreover, the Festival’s producers have participated in cultural exchanges with 

other indigenous festivals in the Dominican Republic, where the Festival’s queens 

demonstrate their indigenous-inspired dresses and the Banda Indígena is invited to play 

batú. These are two-way exchanges, as González explains: 

                                                           
108 Both Uruguayan television and the Gobe Trekker were interested in indigenous 

festivals, as the Festival organizers explained. 

Después, esos integrantes de ese juego de 
allá de la República Dominicana vinieron a 
jugar en el Festival Indígena y tuvimos que 
habilitar el Centro para que se quedaran 

Eventually, the players from the 
Dominican Republic came to the 
Indigenous Festival and we needed to 
prepare the Center to host them here and in 
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The producers of Ponce’s Carnival have participated not only in two-way exchanges in 

which they attend other carnivals on the island and later invited participants from the 

other carnivals to bring floats or artistic performances to the parade in Ponce, but also in 

one-way exchanges in the Puerto Rican Parade in New York City, to which most local 

carnivals also tried to attend by invitation of the Parade’s producers. The Carnival 

received live press coverage from a major radio station that broadcasts island wide (i.e., 

Boricua Radio 740 AM), and was visited by The Travel Channel which filmed an episode 

of the Sand Masters reality show at the plaza during the seven days of the event (see 

Figure 5.32). The San Sebastián Street Fests, despite being the most attended by local and 

international tourism, showed as well a few direct translocal interconnections with the 

Puerto Rican Parade in New York City and with the city of Orlando, Florida, the home 

base of the only non Puerto Rican artist who performed at one of the four observed events 

(i.e., Manny Fuentes; see Figure 5.33).109 Loíza’s Patron-Saint Fests are mostly attended 

by local residents or by people from Loíza who return to enjoy the Fests. While the Fests’ 

staging is much more modest than that of the other three events observed, this was the 

most technologically conscious and even created a UStream channel called Loíza TV in 

which the producers live-stream their event while interconnecting mostly with the Loíza 

diaspora in the United States and elsewhere (Loíza TV, n.d.; see Figure 5.34). 

                                                           
109 Manny Fuentes traveled alone and performed with local musicians, a common practice 

currently followed in the salsa circuit. It is a contradictory practice since it works in favor of local 
musicians while at the same time it limits their possibilities for doing artistic cultural exchanges 
and traveling abroad. 

aquí y casas de distintas personas para 
alojarlos. 
 
( Entrevista personal, 2011) 

particular houses. 
 
(Personal interview, 2011, personal 
translation) 
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 Figure 5.31. The Globe Trekker’s crew filming 
the Banda Indígena in Jayuya’s National Indigenous Festival, 2011 (Photo by Author) 
 

  
Figure 5.32. The Travel Channel filmed a reality show on sandcarving during Ponce’s 
Carnival, 2011 (before and after, Photo by Author) 
 

 Figure 5.33. Orlando, Florida-based 
Puerto Rican salsa artist Manny Fuentes on-state at the San Sebastián Street Fests 2011 
(Photo by Author) 
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 Figure 5.34 A volunteer recording and live-
streaming at Loíza’s Patron-Saint Fests, 2011 (Photo by Author) 
 

At the level of the musicians, as I have illustrated in this chapter, the relationship 

between musicians and live-music events production at a local scale occurs directly 

between musicians and noncommercial live-events producers as well as through 

promoters or public employees in the case of the municipalities and the state. 

Historically, the local state used to help contact the artists to perform locally and also 

regionally (including México), as musician Elías Rívera recalls:110 

 
Conocimos a ‘Tony’ Mapeyé [José 
Antonio Rivera Colón] que era el que 
dirigía, […] era el director de ese programa 
[de Promoción Cultural y Artesanías 
Populares del ICP]. Bueno, pues ahí 
seguimos visitando diferentes festivales, 
dándonos promoción, hacíamos contratos y 
nos enviaban a diferentes puntos de la Isla 
a llevar nuestra música. Y en una ocasión, 
pues, se nos brinda la oportunidad de hacer 
un intercambio cultural con México, con la 
Universidad Autónoma de México, y pues, 
tuvimos la gracia de que nos escogieron 
para que fuéramos, ya que México y Puerto 
Rico están muy identificados con la música 
de Rafael Hernández. Rafael Hernández en 
México es como de allí. […] Entonces 

We met ‘Tony’ Mapeyé [José Antonio 
Rivera Colón] who was the director […] of 
that Program [the CPPAP at the ICP]. Then 
we continued visiting other festivals, 
promoting our work, we signed contracts 
and were sent around the island with our 
music. And on one occasion, we received 
the opportunity to do a cultural exchange 
with México, with the Autonomous 
University of México, and then, we had the 
grace of being selected to go, since México 
and Puerto Rico are both very identified 
with the music of [composer] Rafael 
Hernández. Rafael Hernández in México 
was treated as if he were from there. […] 
And since we had a vast repertoire of 
Rafael Hernández, that opened the door for 

                                                           
110 Rivera was part of a bolero trio which is no longer active. 
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nosotros teníamos mucho repertorio de 
Rafael Hernández y eso fue lo que nos 
abrió las puertas para ir a México. 
 
(Entrevista personal, 2011) 

us to go to México. 
 
(Personal interview, 2011, personal 
translation) 

 
Once again, there is striking evidence that the role of key figures committed to cultural 

artistic production can make a significant difference in the practice. In that moment, 

between 1977 and 1993, music leader ‘Tony’ Mapeyé was the head of the CPPA. His 

name appears in many interviews as an exponent of autochthonous traditional music. As 

can be evidenced from Rivera’s interview, in addition to the support from the CPPA – the 

same program that is in charge of the cultural centers – the reasons why musicians travel 

abroad to work in noncommercial live-events may also be contingent. The musical 

repertoire that musicians specialize in, as in this case, plays a decisive role at the moment 

the state as well as cultural producers identify and decide to contract or recommend a 

musical group; in addition at work are friendship bonds and contacts made through local 

performances, regional or international touring along with individual promotional 

activities both in broadcast and more recently in social media. The case of Maricruz 

Rivera-Clemente, director of Majestad Negra – a bomba music and dance company 

under the sociocultural and environmental justice project Corporación Piñones se Integra 

– exemplifies how contingency worked in her group’s favor. After begging the Puerto 

Rico Tourism Company for public funds to perform at a noncommercial Afro-descending 

noncommercial live-music event in Ecuador, Rivera-Clemente reports that the Company 

gave her only $5,000 out of a total of $20,000 needed to cover all her group’s traveling 

and lodging costs (Personal interview, 2011). The producers of the event in Ecuador 

covered in-land transportation and other expenses which are usually costly. 
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Consequentially, she and Majestad Negra embarked in a fundraising campaign to make 

the trip possible:   

Benicio Del Toro llegó un día a la 
comunidad de sorpresa buscándonos 
porque él quería ayudar en la defensa de 
Piñones, así que yo, nada, yo le dije “mira 
tenemos esta actividad para recaudar 
fondos porque las nenas van para Ecuador” 
y dijo, “pues van para Ecuador, yo pago el 
viaje” y nos dio 15,000. 
 
(Ibid) 

One day, Benicio Del Toro arrived in the 
community by surprise looking for us 
because he wanted to help in the defense of 
Piñones, so I told him “look we have this 
activity to raise funds to travel with the 
girls to Ecuador” and he said, “Then you 
will go to Ecuador, I will pay for the air 
tickets” and he gave us $15,000. 
 
(Ibid, personal translation) 

 
Another example of how musicians try to sustain links abroad can be seen 

through the case of Julio Enrique ‘Julito’ Alvarado, musical director of the internationally 

known salsa duo Richie Ray y Bobby Cruz for the past 15 years, but also recently the 

music director of his own salsa orchestra Del Sur Al Norte that was out of the mainstream 

at the moment of the interview. He recalled that the ICP contacted him in the late 1990s 

through a friend from college who worked at the ICP then and served as a contact for 

local hiring through this institution (Personal interview, 2011). It was also this friend who 

later recommended him to perform at the San Sebastián Street Fests. From then on, he 

has worked directly with the Fests’ steering committee and the state has not intervened in 

that relationship.  

 Regarding current links to regional and translocal networks of noncommercial 

live-events production, however, artists and musicians have needed to be more creative 

and play the do-it-yourself game. And indeed, they have extended their efforts farther 

than the producers have, as Tables 5.2 and A.3 display. In the case of Alvarado, although 

he has not yet traveled with his salsa orchestra, he has been able to use already existing 

links to regional and translocal networks of artistic flows through his music tours with 
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Richie Ray y Bobby Cruz and other musical groups subjected to record labels; for these 

tours, he interconnects with people in the media to promote his music abroad. Alvarado 

already had a self-released record that he could hand to the media, in the hopes that it 

might eventually reach local live-music events producers and promoters interested in his 

work. In fact, as Alvarado notes:  

[N]o he viajado con la orquesta, pero sí 
hemos sonado como tres temas fuertes en 
Ecuador, que me han mandado la 
información de las posiciones en los charts. 
Estamos sonando en Colombia. Ahora 
mismo yo estuve en la Fiesta de Cali con 
otra orquesta [de Richie Ray y Bobby Cruz] 
en diciembre y aproveché.  
 
Y donde quiera que yo llego a tocar con la 
orquesta que sea, hay un enfoque que se 
llama Del Sur al Norte y yo tengo, consigo 
mis contactos, me voy a la radio, hago 
prensa, hago televisión, todo ese tipo de 
cosas. 
 
(Entrevista personal, 2011) 

[I] have not have traveled with the 
orchestra, but we have at least three singles 
[songs] sounding strong in Ecuador, and 
they have sent me onto the charts. We have 
singles in Colombia. Just last December I 
went to the Fests in Cali with another 
orchestra [Richie Ray y Bobby Cruz] and 
took advantage of it. 
 
And everywhere I go to perform with 
whichever orchestra, my focus is on Del 
Sur al Norte, and I find my contacts, go to 
the radio, do some press and television, all 
these kinds of things. 
 
(Personal interview, 2011, personal 
translation) 

 
Neither the local state in Puerto Rico and at these regional and translocal sites nor 

the promoters mediate these relationships built through individual promotional efforts 

directly with key persons. Regarding the United States, the only way musicians and 

producers in general relate to the Federal state may be by requesting a U.S. passport and 

negotiating visas. This is a neocolonial and geopolitical relationship that may be 

questioned and understood as both a challenge to neocolonial neoliberalism and an 

exception to it, given that most of the musicians interviewed said they manage to use this 

connection to their benefit while at the same time they maneuver to sustain links through 
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cultural artistic exchanges with countries such as Cuba (as noted in Table A.3) where a 

passport is of no use to Puerto Ricans due to the U.S. blockage.  

The case of Alvarado reflects the importance of musicians’ previous knowledge 

about the circuits in which they want to perform and move their artistic work and of a 

personal will to actually carry this careful navigation. This case also shows that the 

regional links in which artistic work flows depend largely on the music performed, 

specifically on its form or genre. In this instance, Alvarado mentioned Ecuador and 

Colombia – and expressly Cali – that accentuate the translocality of these flows in cities 

within the salsa circuit. As seen in the on-site interviews, musicians and artists in other 

circuits, such as those related to autochthonous traditional music, are more specifically 

tied to local noncommercial live-music events in Puerto Rico or regional cities in which 

similar musical forms first were developed, particularly in South America and the 

Caribbean; still these ties can be seen as well in cities such as New York and Chicago or 

“wherever there are Puerto Ricans,” as singer and songwriter Andrés Jiménez explains 

(Personal interview, 2010). Specifically, the salsa circuit is not limited to the Latin 

American and Caribbean region, and – as salsa singer Manolo Lezcano frames it – this 

flow shows a tendency to move more often to “where Colombians are” (Personal 

interview, 2011).  

 Recent scholarship on translocal networks focuses primarily on global cities in 

which people meet by the same routes that these musicians describe: for instance via 

language and other cultural commonalities which can be considered as geocultural 

dimensions of these relationships (Peterson, 2007; Sassen, 2007). Nonetheless, I agree 

with comparable scholarship on cultural flows that argues that cultural similarities or 
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proximity are not fixed requirements for this and other circuits to exist (Iwabuchi, 2002; 

Iwabuchi, Muecke & Mandy, 2004). For example, of the four noncommercial live-music 

events discussed in this dissertation, three of them include salsa music performances: 

Ponce’s Carnival, Loíza’s Patron-Saint Fests, and the San Sebastián Street Fests. As seen 

in Table A.3, the artists interviewed at these events have worked in different countries 

and cities throughout the Americas and abroad and beyond the Spanish Caribbean and the 

region overall to cities as far as Japan and Europe where cultural resemblance with Puerto 

Rico is minimal. At the same time, I respect recent and ongoing studies in cities such as 

London that have examined the construction of spaces for Latin, Latin American, and 

Caribbean artistic production as a consequence of migrations (Román Velázquez, 1996, 

2014). While it is undeniable that migration flows have been increasingly changing the 

ways that we understand cities elsewhere, I want to stress the dimension of the musical 

form as a site for dialogue and difference as well as a possible opportunity of work for 

local artists and musicians in noncommercial live-music events production elsewhere, 

despite the geocultural. In this sense, for example, not even interconnections through 

language – which have historically been a point of contention and defense of national 

culture in Puerto Rico – are necessary.111 As founder of La Sonora Ponceña salsa 

orchestra Enrique ‘Quique’ Lucca describes, 

Ese es el idioma universal. Sí, la música, 
imagínate,…nosotros hemos ido a 
Alemania a tocar y lo disfrutan y bailan 
como cualquiera de aquí. Hasta mejor que 
los de aquí. Sí, una cosa buena, la salsa se 
ha regado en el mundo entero de tal forma 
que en todas partes del mundo la gente lo 

That is the universal language. Yes, the 
music, imagine …we have visited 
Germany to perform and they enjoy it and 
dance as anyone from here. Even better. 
Yes, a good thing, the salsa has spread 
throughout the whole world in such a way 
that everywhere there are people who 

                                                           
111 However, my experience is that at the administrative level of the producers, a 

minimum language understanding between the producers is needed to better deal with the 
contracts. 
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baila y lo disfruta. 
 
(Entrevista personal, 2011) 

dance and enjoy it. 
 
(Personal interview, 2011, personal 
translation) 

 
In the end, it is all about the pleasure of performing for a living. 

 
5.3 Conclusion 

 
“The world of art is one in which neutrality is not expected.  

Everyone is entitled to an opinion, their expertise notwithstanding.” 
Dubin (1987, xiii) 

 
Certainly, I was not expecting neutrality when I began the fieldwork. I was 

expecting to reach, listen, and give space to the voices of noncommercial live-music 

events producers and musicians whose working conditions have been long ignored and 

unexplored by governmental cultural policy and institutions for cultural action as well as 

by other sectors in the field of live events production and scholarship overall. The 

ethnographic observations and on-site interviews with musicians – along with the in-

depth interviews with noncommercial live-music events producers in the events selected 

for this dissertation – demonstrate that noncommercial live-music events production 

involves multiple, complex planning processes similar to those active in commercial 

production; the main distinction lies in that this production is not motivated by 

commercial or entrepreneurial values. On the contrary, noncommercial live-music events 

production has evolved and constantly challenges the entrepreneurial character of the 

(post)neoliberal sociocultural order by prioritizing different ideas and values related 

primarily with national cultural consciousness and localism as principles for producing 

culture and promoting cultural work for artists who are mostly outside the mainstream.  

As I illustrated in this chapter, noncommercial live-music events production can 

be conducted by the state, which in the case of Puerto Rico has been transferring its 
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responsibilities to the municipalities more each time since the early 1990s; such 

production also can be undertaken by community-based groups with diverse interests and 

motivations that are frequently composed of volunteers with no professional training in 

live-music events production yet with an impressive ability to organize complex events of 

massive reach. These community-based groups or the producers within municipalities are 

not exempt from internal friction due to the politics of differentiation; such tension is 

generally evident in the staging of the events per se as well as in pre-production meetings 

and organizational decisions related to the concepts in which the events are framed. Thus, 

noncommercial live-music events production is neither exempt from contention with the 

state and its politics of space and sponsorship nor with corporate sponsors who often try 

to ‘steal the show’ from them, as seen in the case of the San Sebastián Street Fests as well 

as other examples.  

As evidenced through the interviews, the lack of will and strength of the state for 

producing and sponsoring live-music events and cultural action overall has opened up 

space for the emergence of the promoter as a neoliberal intermediary who complicates 

the relationships among noncommercial live-events producers, musicians, the state, and 

the promoters themselves. The interviews also provide strong evidence for how 

noncommercial live-music events producers have either negotiated or resisted the 

ambiguous, all-encompassing and often problematic role of the promoters by limiting 

their functions or excluding them from their events production. As evidenced in the 

discussion on Law 223 of autochthonous traditional Puerto Rican music, musicians also 

protested the lack of support from the state vis-à-vis the promoters, particularly from 
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those who tried to monopolize the live-music events and limit the musicians’ 

opportunities to work.  

I concluded this chapter by highlighting that noncommercial live-music events 

production in Puerto Rico also travels and percolates outside the boundaries of the island 

and the limits of the neoliberal neocolonial state, both in terms of sponsorship and 

geopolitical location. I confirmed that noncommercial live-music events producers and 

musicians have developed their own links and ways to raise funds for traveling, which in 

most cases can be contingent, moved by personal motivations, and often developed 

within a ‘do-it-yourself’ culture of production that does not depend on local political 

swings. Examples of both noncommercial live-music events producers and musicians 

demonstrate how cultural artistic exchanges can represent an exception to neocolonialism 

within neoliberalization as well as another way to understand globalization, as these 

cultural producers have historically managed to overcome the neocolonial limits and 

continue to sustain local, regional and translocal links with little or no assistance from the 

state in Puerto Rico or at the U.S. federal level; rather they keep inserting themselves and 

participating in circuits outside the mainstream, mostly associated with artistic flows in 

and from global cities instead of in the opposite directions described through particular 

cases in this chapter. 
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CHAPTER 6 
 

WORKING TITLE: BEHIND THE STAGE AND BEYOND THE STATE 
 

“Neoliberalism seems to be dominant everywhere; the market has won, it seems.  
But the roles of the state, government and public policy are far from dead or redundant.” 

Willis (2000, 122) 
 
 

6.1 Historical linkages and colonial legacies 
 
The geopolitics of an island characterizes a territory as either isolated or opened 

to the world. In the case of Puerto Rico, this dichotomy becomes relevant given the limits 

of colonialism and neocolonialism over the local state’s ability to participate in 

transnational networks of political and economic power. In this dissertation, I explored 

those limits and the challenges to them through a critical cultural study of the local state 

and its national cultural policy on live-music events production. The first body chapters 

are historical accounts on the emergence of the field of live-music events production and 

national cultural policy, respectively, consistent with the chronological order in which 

they were created in a context parallel to the development of the neocolonial state from 

the 1950s to 1970s. In Chapter 2, I traced the cultural legacies and practices of live-music 

events production in Puerto Rico and its links to the Latin American and Caribbean 

region and other translocal networks before national cultural policy. I illustrated how 

live-music events production became professionalized and interconnected with other 

cultural industries in Puerto Rico. One of the most important features of this era is the 

role of artists who became independent live events producers ‘in the making’ and 

fostered a culture of production that initially was not determined by market forces, but by 

a will to open up opportunities for artists to perform local music forms in local venues. 

These pioneer artists-producers sustained local, regional and translocal artistic exchanges 
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in circuits of music events’ flows that helped them developing the spectacle as a ‘star’ on 

its own, which could be understood as an artistic cultural form in direct differentiation 

from the music industry’s star system in which the artists was the ‘star.’ Their 

independent culture of production challenged and eventually entered in conflict with 

market forces and new social actors that entered the field decades after, as seen in 

Chapter 4. 

In Chapter 3, I focused on the historical linkages that explain the relationship 

between the state and national culture in Puerto Rico, from which competing notions on 

national cultural policy developed between the 1950s and 1970s and changed from the 

1970s to the current (post)neoliberal era. I described the efforts of the contradictory anti-

nationalist and national-populist governmental administration in which the neocolonial 

state’s sociocultural policy agenda relied on. This policy agenda materialized through the 

notion of puertorriqueñidad and Operation Serenity, a project that intended to calm down 

the violent economic reconstruction during the Cold War era in Puerto Rico and was 

conducted by ‘inherited’ colonial and new institutions for cultural affairs. As I argued in 

this chapter, governmental national cultural policy in Puerto Rico was ambivalent from 

the start because of these geopolitical reasons. However, in the whole dissertation I have 

insisted on contingent and individual reasons that generate particular cultures of 

production that challenge and construct cultural policy in different ways, such as the anti-

market culture of production developed by Ricardo Alegría at the ICP which prioritized 

local traditional artistic forms, as well as cultures of production developed by the local 

live-music events producers and artists, as described in other chapters. The case of the 

ICP received special attention throughout the dissertation, because it was at the core of 
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the governmental plan for cultural action and its main challenger at the same time, 

especially after the 1970s when bipartisanship overpowered governmental decision-

making processes, and the ICP as well as national cultural policy lost the relative support 

it had from the local state. 

In Chapters 4 and 5, I pointed up to the global and neoliberal shifts in 

governmental cultural policy in the 1990s and how these shifts changed the relationship 

between live-music events producers and the state in Puerto Rico. The neoliberal turn in 

governmental cultural policy and subsequent debilitation of the local state since the 1990s 

paved the way for the logics of new local, regional and multinational players that entered 

the live-music events production industry, which altered the relationships between events 

producers, artists, sponsors, the owners of venues, and the publics. These logics also 

generated conflicts between producers and the local neocolonial neoliberal state, 

contested both by commercial live-events producers organized as a professional class, but 

also by noncommercial and community-based live-events producers and artists who went 

beyond the neocolonial and neoliberal limits of the state and kept on sustaining a vibrant 

live-events production scene in Puerto Rico and related local, regional, and translocal 

circuits of artistic exchanges.  

Particularly, Chapter 5 shows evidence of these conflicting relationships through 

ethnographical observations and on-site interviews in three community-based live-music 

events (i.e., Jayuya’s National Indigenous Festival, Loíza’s Patron-Saint Fests, and the 

San Sebastián Street’s Festival), and one event sponsored and produced by a local 

municipality in Puerto Rico (i.e., Ponce’s Carnival). These cases exemplify how the 

political and conflict mediate in the logics and practices involved in producing a live-
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music event in Puerto Rico in which the state takes partial or major participation. The 

conflict is not only with the local state and its municipalities as contested spaces in 

processes of neoliberalization, as seen in the cases of the San Sebastián Street Fests and 

Loíza’s Patron-Saint Fests which challenge the state’s politics of space. The conflict is 

also with other social actors involved in the planning processes, including the members of 

the production committees themselves, sponsorship of public, corporate or religious base, 

and even neoliberalism as an underlying framework that collides with the work and 

interests of artists and producers. A special emphasis on the logics and practices of live-

music events production as cultural work in relation to the neocolonial state helped me 

mapping the current local field beyond the stereotyped tone of the “fiesta island” and the 

representational to reveal a complex web of oppositional and also complementary 

relationships with other social actors that have been ignored until very recently by the 

local state and policymakers in Puerto Rico (see Figure 6.1).   

 
 

6.2 Reflection on the present conditions of policy about live-music events production 
in Puerto Rico 
 
I will finish up with a personal reflection on the recent conditions of public policy 

about live-music events production from the vantage point of a research-producer who is 

wrapping up a dissertation in the middle of an interesting debate on these matters. I will 

briefly comment on on the Comisión para el Desarrollo de la Cultura de Puerto Rico 

(Puerto Rico’s Commission for the Cultural Development, or CODECU), created by the 

present administration of Governor Alejandro García-Padilla, in order to make some 

recommendations for this Commission as well as others social actors in the current field 

of live-music events production on the island.  



 

319 
 

On July 29 of 2013, the local state celebrated the birth of CODECU and the 

assignment of a $300 thousand budget to carry out a series of responsibilities delegated to 

this Commission, which include reporting on recommendations about cultural policy 

before December 2015 (Toro 2013a, 50-51). The local press highlighted the fact that 

“now there will be cultural policy,” and other positive features of CODECU, such as a 

composition of a large amount of people committed to culture from a variety of 

backgrounds –e.g., literature, theater, film, music (a pop music singer-songwriter), plastic 

and visual artists, and even lawyers, cultural history scholars, journalists, among others 

(ibid –personal translation). It is indeed a talented cohort, and an interesting initiative 

applauded by many sectors in the broader field of cultural production in Puerto Rico 

which have been somehow neutralized with the new governmental administration, 

especially after struggling hard with the massacre that the previous administration of 

Governor Fortuño did over artistic culture and work in general. But the debates emerged 

immediately around CODECU and the relevance of a parallel advisory committee created 

in the local Senate with apparently no communication between the two groups (Toro 

2013b, 60-61).  

While recent efforts concerning governmental cultural action in Puerto Rico, such 

as CODECU, have brought cultural policy back into the public discussions through open 

calls for community-based dialogues within and outside the academic confines, and have 

also considered the field of live-music events production and live-events overall, I argue 

that these efforts have not yet overcome some tendencies that limited previous attempts 

for doing cultural policy, as I have repeatedly accentuated in this dissertation. For 

instance, 1) the tendency to disregard the existence of one or more models of cultural 
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policy that have historically played a role in local cultural history; and 2) the tendency to 

conspicuously exclude certain sectors and groups of interest that may be affected by 

governmental cultural action. This exclusion is done either intentionally or due to a lack 

of awareness on these groups, which in any case does not represent a good precedent nor 

an innovation on policymaking about culture in Puerto Rico.  

Before this scenario, I would like to suggest that cultural policy needs to be based 

on a genuine commitment to research on cultural history and cultural action by public but 

also private institutions and independent groups, such as those discussed here which have 

so much to teach us about policymaking. First, the ICP was a robust governmental effort 

for cultural action and policy that cannot be dismissed. Its most important project was a 

community-based one, so strong and well planned that is still responsible for the 

existence of many cultural centers in charge of producing hundreds of festivals and other 

kinds of live-public events that have survived the local political swings until present and 

contribute to promoting artistic work as well as related jobs and income. Why could not 

CODECU’s budget go to the ICP, and the members as part of an ICP’s new Board with 

the same commitment to independent thinking they now deferred to the CODECU? In 

my opinion, the government itself disrespects the ICP and its mission –identical to 

CODECU’s main responsibilities, and disregards an old history on the institutions for 

governmental cultural action which CODECU’s efforts may be recycling or 

duplicating.112  

                                                           
112 In 2008, a local newspaper published an editorial entitled ¿Dónde está la “política cultural”? 

[Where is the “cultural policy”?], asking for governmental cultural action in areas in which the state had 
already did research on, but instead were left as only interventions with no transcendence in the practice, 
such as the report from the Senate already mentioned in this dissertation (El Nuevo Día 2008; Senado de 
Puerto Rico 2005). Some of the recommendations of the research cited in the press article surfaced again in 
CODECU’s recent report (CODECU 2014). 
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This brings me to my second statement, which is that there has always been 

cultural policy in Puerto Rico. But if coherence and government action are sought as 

prerequisites to its existence, of course nobody will find it in Puerto Rico. As I have 

argued in this dissertation, governmental cultural policy in Puerto Rico developed along 

the neocolonial state and was bifurcated from the start between the propagandistic 

Operation Serenity and Alegría’s vigorous plan, intentionally fragmented to the point of 

dismantling by bipartisan politics and neocolonial legacies on the one hand, and 

neoliberalism on the other. Governmental cultural policy in Puerto Rico has existed in a 

neocolonial neoliberal form, consistent with a highly normative display of laws and 

regulations which often remains at the level of intervention but does not turn into action. 

On the contrary, numerous laws are created every year, sometimes converging and at 

rush, full of ambivalences, disorganization, fragmentation, incoherence, excessive 

bureaucratization, lack of budgetary support and continuity, and the exclusion of certain 

groups while privileging others; all characteristics of the kind of cultural legacies that 

underline policymaking in a context like Puerto Rico and which are called in every time 

scholars or groups such as the CODECU want to discharge against cultural policy. 

Moreover, cultural policy does not always need to be planned and planned by the 

government, which reflects a colonial and dependant mentality that Puerto Ricans are still 

struggling with, and which leads to demoralization regarding the locally produced instead 

of cultural action and contestation. Governmental cultural policy is only part of the 

multiple discourses on cultural policy that need to be rethought (McGuigan 2004). As 

seen in the live-music events observed and analyzed in this dissertation, as well as in the 

historical revision of the logics of the field of live-music events production, the cultures 
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of production developed by noncommercial, community-based, and even commercial 

live-events producers are also cultural policy and is defined through the establishment of 

priorities regarding culture and concepts of production within which their events, the 

reach of these events, their criteria of artistic inclusion, and their relationships with 

multiple social actors –including the state– will be framed on, despite of their differences. 

But this kind of cultural policy that works from the difference and outside the 

entrepreneurial and the state has historically been left out and invisibilized locally as 

forms of doing cultural policy. Worse yet, as I mentioned before, it has historically 

vaguely managed the complexity of the logics and practices of events production overall, 

and CODECU is not an exception.   

CODECU members’ composition reflects variety, which is not equal to diversity. 

The members were appointed by the Governor, and not representative of all the possible 

social actors related to cultural production and artistic work in Puerto Rico. For example, 

not a single representative from COPEP or a live-events producer was included in the 

commissioners. Also, after years of protests against the neoliberal policies of the previous 

governmental administration in which groups of artists participated, the artists were 

called in to the CODECU in an individual character. And the artists accepted with no 

reply, instead of consulting with the groups they belong to in order to be sure these 

groups wanted her or him to represent the collective. In my opinion, the participatory 

approach that CODECU wants to promote could be limited if it fails to recognize the 

groups of interests such as unions and syndicates, professional associations and colleges, 

and other collective organizations related to the commissioners or to the cultural aspects 

they want to dialogue on. And I am not talking about quotas, but equal representation of 
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artistic cultural producers that their peers could feel represented by. Furthermore, to add 

to the colonial legacies and the particular logics of current governmental cultural policy 

in Puerto Rico, a Franciscan priest –who is also a writer, was designated to head the 

CODECU. Not a single group of interest complaints about it, not even for openly 

overlooking the supposed separation between the church and the state, which as another 

law on cultural policy, is written but not enacted. 

In terms of cultural legislation on live-music events production, a recent report by 

the CODECU commented on the Law 108, treated with sensibility regarding both the 

elderly and the cultural producers affected by the discounted and free tickets. However, 

the CODECU has pronounced against the Law 113 that created COPEP. Following their 

first report, 

En el caso de los promotores, esta 
legislación representa una barrera a la 
producción independiente, algo que atenta 
contra la libertad de expresión, diversidad y 
capacidad de recaudo del gobierno a través 
del impuesto de ventas y uso. (CODECU 
2014, 28) 

In the case of promoters, this law 
represents a barrier to independent 
production, something that attempts against 
the freedom of expression, diversity, and 
the government capacity of income through 
taxation on consumption. (CODECU 2014, 
28) 

 
This is a challenge that the CODECU poses on local commercial and noncommercial 

independent producers, who would need to take care of it immediately. I am not sure the 

CODECU is informed on the historical development and the diversity of logics and 

practices within the different social actors that constitute the complex field of live-music 

events production. As a professional field, live-events production has more than 60 years 

of existence, traveling artists locally, regionally, translocally, and globally, and generates 

over 5,000 specialized jobs and 300 million in the local economy (Echevarría Báez 2005; 

APEP 2004). The case of noncommercial state-sponsored and community-based live-
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events production is not different, as seen in the interviews on Chapter 5, especially 

regarding the San Sebastián Street Fests and Ponce’s Carnival which are free and open to 

the publics and through which the municipal governments also generate millions of 

dollars. How much of that income returns to artistic cultural production is a matter of 

inquiry that all, producers, artists and the publics –who are taxpayers– need to ask the 

government for, as Carmen Dolores Hernández also suggested in an important and rarely 

referenced essay (Hernández 2004).113 It is COPEP’s responsibility to defend live-events 

as cultural forms which translate into work, and be aware of its own limits and internal 

conflicts which may affect other social actors in the field, and especially artistic 

production and the relation with the publics, and be prepared to justify the support it 

demanded from the neocolonial neoliberal state to be grouped and recognized as a 

professional class. 

 In regards of the field of live-music events production, matters concerning 

ticketing pricing (little regulated in Puerto Rico), ticketing companies as new local and 

global social actors in the field, and access to the publics to venues and live-events due to 

issues of ticketing deserve to be better studied. The arena of democracy could be fertile to 

do so, and also to study cultural policy as a broader political project that aims for 

democracy and access to culture as a principle. Also, further research can be done on 

voluntarism which, besides of being analyzed here as a challenge to governmental 

cultural policy in the case of Puerto Rico, can be also seen as convenient for 

                                                           
113 As part of my research design, I conducted institutional ethnography and observed many public 

hearings at the ICP’s Music Division, especially on the Law 223 on autochthonous traditional music. These 
were open to the public, but not a single artist or producer attended. To my surprise, apart from the 
representatives from the ICP (i.e., subcontracted lawyers) and key municipal representatives from 
municipalities that were sanctioned for not complying with the law, I was the only person who attended 
these hearings. 
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neoliberalism, as it definitely represents free labor in which the government does not 

invest, from which both the state and commerce benefit, as recent scholarship analyze 

(Alvarez, Dagnino & Escobar 1998; Avritzer 2002; Baiocchi 2005; Encarnación 2003). 

Last but not least, a recent bent toward cultural development based on entrepreneurialism 

within the CODECU members and its mission, and in a different way through new 

proposed legislation on creative industries, also deserves careful attention (CODECU 

2014, 11; Pérez Sánchez 2014). While it is true that a governmental cultural policy based 

on culture and creative industries may generate public funds, the origin of these ideas and 

the values in which they are cemented on often succumb to neoliberal logics in which the 

aim for generating economic capital for development give in the role of the state and may 

collide with the particular and sensible conditions of work of artists and musicians, 

especially those out of the mainstream. In the context of a debilitated neocolonial 

neoliberal state in Puerto Rico, and a crisis of the cultural institutions –and not of cultural 

production, as Hernández would say, the options to promote cultural work and public 

funds need to be far more creative and inclusive of different voices, not only the 

governments’ or the administrators’. 

 
 
6.3 Artists and producers do not live on ‘habits of the heart’ 

 
Like recent Latin American, Caribbean, and Latino-oriented scholars, I work with 

artistic production and creative subjects like live-music events producers and musicians, 

to whom making shows and music is indeed a ‘habit of the heart,’ in Harvey’s sense 

(Yúdice 2003, Dávila 1997 & 2013; Negus 1999; Harvey 2005). However, not all 

producers and musicians could afford to live on habits of the heart –no matter how vivid 
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the local industry is and how much cultural capital Puerto Rico has accumulated over the 

years. If cultural policy does not translate into actual work and job opportunities, 

especially when they are often in-between but also marginal to the local state, its 

neocolonial limits and its processes of neoliberalization, producers and musicians are left 

subjected to precarious conditions of work beyond the flamboyant stereotype of the show 

business or a “fiesta island.” In this dissertation, my focus on the local state carried 

always the question on producers and artists whose voices I tried to include in a sensible 

way, aware of the conflicts, friction, and differences that may interfere among them but 

also with me as an observer of their work. At least, I hope this research serves to raise 

awareness on the importance of artistic cultural work as a crucial priority that public, 

corporate and independent-sponsored cultural action should follow in the absence of a 

strong state in the era of neocolonial neoliberalism, which far from have won 

everywhere, still can be contested in context-specific cases as those shown here in which 

the promotion of culture and education become localized political projects that far from 

being isolated flow in circuits and exchanges  sustained by live-music events producers 

and artists. 
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APPENDIX A 
 

REGLAMENTO DE LOS CENTROS CULTURALES 
ADSCRITOS AL ICP [original version] 

 
http://www.icp.gobierno.pr/documentos#artes_populares [The original 1956 version will 
be added. The 2000 version will be added in another chapter.] 
 
 
 
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 

http://www.icp.gobierno.pr/documentos#artes_populares
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APPENDIX B 
 

SOLICITUD DE INGRESO AL CENTRO CULTURAL 
 
 

http://www.icp.gobierno.pr/documentos#artes_populares [It will be added.] 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

http://www.icp.gobierno.pr/documentos#artes_populares
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APPENDIX C 
 

PROCEDIMIENTO PARA SOLICITAR ADSCRIBIRSE AL PROGRAMA DE 
ARTISTAS ADSCRITOS AL ICP 

 
   Instituto de Cultura Puertorriqueña 
 Programa de Promoción en los Pueblos y Artes Populares 
 

                                                                              Fax: (787) 722-3526 
Apartado 9024184                                                     Teléfonos: (787) 

724-0700/ 724-4517 
San Juan, Puerto Rico  00902-4184                                         Portal: www.icp.gobierno.pr               
 

PROCEDIMIENTO PARA SOLICITAR ADSCRIBIRSE 
AL PROGRAMA DE ARTISTAS ADSCRITO 

 
1. Enviar carta a la señora Carmen Martínez Maldonado, directora del Programa de 

Promoción Cultural manifestándole su interés en pertenecer al Programa de 
Artistas Adscrito. 
 

2. Foto del grupo o individual, según sea el caso, con uniforme y bien tirada, a color, 
que sirva para promoción. Preferiblemente tamaño 8 x 10. 
 

3. Historial o resume de la trayectoria del grupo, evidenciando su experiencia y 
labor realizada, así como los objetivos de la agrupación, categoría, composición e 
instrumentalidad. 
 

4. Copia fotostáticas de recortes de periódicos, programas, carteles, cartas de 
recomendación evidenciando su trayectoria artística 
 

5. Acompañar con una grabación en audio CASETTE, CD, VHS y DVD no menor 
de 30 minutos de su repertorio para uso evaluativo, promocional y estudio. 
 

6. Lista del repertorio escrito que incluya titulo, género y compositor. 
 

7. Todo grupo o artista debe estar disponible para realizar una presentación en vivo, 
gratuitamente como parte de su evaluación final en una actividad auspiciada por 
el Instituto de Cultura Puertorriqueña. 
 

8. El grupo debe tener más de dos (2) años de su creación. 
 

9. Dirección postal del director sus números telefónicos y copia del seguro social. 
Número y copia del certificado de Incorporación al Departamento de Estado y 
seguro Social Patronal si los tiene. 
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10. Puede enviar dichos requisitos por correo y/o personalmente a la oficina de 
Promoción Cultural en los Pueblos en el Instituto de Cultura Puertorriqueña en  la 
calle Norzagaray Final en el Viejo San Juan. 

 
Si desea más información, asesoramiento y orientación puede comunicarse con el señor 
Juan B. Troncoso Santiago, Especialista en Asuntos Culturales. 
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APPENDIX D 
 

FONDO NACIONAL PARA EL FINANCIAMENTO DEL QUEHACER 
CULTURAL 

 
[SEE SUPPLEMENTAL FILE] 
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APPENDIX E 
 

ESTADO LIBRE ASOCIADO DE PUERTO RICO 
 
 

[SEE SUPPLEMENTAL FILE] 
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APPENDIX F 
 

APEP’S TALK SUBMITTED TO GOVERNOR SILA M. CALEDRÓN 

REGARDING SMG 

 

[Please, see the attached file for the complete document. This one did not copy the whole 
document.] 
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APPENDIX G 
 

OSEPS APPLICATION FOR THE LICENSE 
 

[SEE SUPPLEMENTAL FILE] 
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APPENDIX H 

 
OFFICIAL SCHEDULE OF THE 41ST JAYUYA’S NATIONAL INDIGENOUS 

FESTIVAL 2011 (SPANISH VERSION) 
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