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 At the turn of the 19
th

 Century, Puerto Rico, like other places of the world, served 

as a stage for the inauguration of a new form of organization of capitalism, dominated by 

finance capital. I name this process: bankarization. During the 19
th

 Century, the 

bankarization was made visible through the foundation of different banks; among these 

was Banco Popular de Puerto Rico. This dissertation examines how Banco Popular, 

founded in 1893, has acted as protagonist in the bankarization of Puerto Rico. It also 

maps how in Puerto Rico, Banco Popular, together with the government, strategically 

appropriates the popular/lo popular through its will to performance, thereby producing 

the state identification effect. 

 This dissertation studies the performance of Banco Popular and its intervention in 

three stages: 1) the economic elite, from its foundation, the different banking mergers and 

the construction of the ciudad bancaria. 2) the governmental, by showing how porous is 

the border between the public-government and the private-bank. 3) the popular, by 

making visible the different moments of performance that show the formation of the 

banca-pueblo as an effective mean to make capitalism ―popular.‖ In addition, by paying 
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attention to a television video series by Banco Popular that began in 1965 and serve as a 

strategy to produce the identification effect. 

This research combines ethnography and performance analysis to generate a 

critique about the intervention of capital and the State in the production of the national 

imaginary and the assumption of a common Puerto Rican subject. It examines the 

particular proposal about identity and the performative means that Banco Popular 

chooses in its intervention to produce the identification effect. I propose that Banco 

Popular validates and promotes Hardt and Negri‘s identitarian formula of ―love of the 

same‖ by referencing the racial mix that silences, homogenizes, harmonizes and 

banalizes. This scenario serves to promote particular political and economic interests 

which in turn reproduce social relations of power. 
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Chapter 1:  Introduction 

This dissertation examines how the Banco Popular de Puerto Rico, founded in 

1893, intervenes as a protagonist in the bankarization of Puerto Rico and how, along with 

the governmental, it significantly participates in the production of the state identification 

effect. I assert that at the end of the 19
th

 Century, Puerto Rico was neither backwards nor 

stagnate in the process that I call bankarization. During the turn of the 19
th

 Century, the 

finance faction of capital was on a secure path to attain control of the capitalism scenario, 

both worldwide as well as in Puerto Rico. The bankarization of Puerto Rico was made 

visible with the foundation of several banks towards the end of the 19
th

 Century.  Among 

these was the Banco Popular.
1
 I define this as a performance moment of capital. 

Capitalism inaugurated a new form of organization; if we use the conceptual language of 

performance: a new repertoire.  

In this research I use performance analysis as an ethnographic method of inquiry 

while, at the same time, I utilize its conceptual language in the production of the 

narrative. Diana Taylor indicates that performance is social drama, that which is not a 

mere incident (2003). As I consider performance in this dissertation, I link Taylor with 

Derrida (1998, 29), whose thought draws from Hegel, to further strengthen the concept of 

performance.  I define it as ―what happens and deserves the name of event.‖ 

In the dissertation I examine the protagonist role of Banco Popular in three stages:  

that of the economic elite, the governmental and that of the popular. I construct the 

narrative showing how different moments of performance happened in each of these 

stages. Regarding the stage of Banco Popular and the economic elite, I studied the Bank‘s 

                                                 
1 Throughout the dissertation I utilize:  BPPR, the Popular, Banco Popular and the Bank to refer to the 

Banco Popular de Puerto Rico. 
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own foundation, a series of mergers and the performative participation in the construction 

of what I call ciudad bancaria (banking city). With respect to the governmental stage, I 

researched those performative instances in which the boundaries of the public-

government and private-banking practically ―melts into air,‖ thus affirming Banco 

Popular‘s scenic control of the bankarization. In the third stage, that of the popular, I 

looked at those moments of performance which demonstrate the formation of what I call 

banca-pueblo. I point out that the bankarization of the popular has resonance with the 

invention of the patria-pueblo of Luis Muñoz Marín, which made governmentality 

popular in Puerto Rico. I assert that the banca-pueblo is an effective means to make 

capitalism popular. 

In this third stage of analysis of Banco Popular and the popular I also examine, 

through the lens of performance analysis, the direct intervention of Banco Popular in the 

production of the state identification effect. I pay particular attention to a series of 

television programs-videos that Banco Popular produced, starting in 1965. In the 

dissertation I argue that the videos not only are moments of intervention by Banco 

Popular that show the intention to produce the identification effect, but that the videos, in 

and of themselves, by their spectacular nature and media selection, eagerly seek to 

produce a performative effect. A good example of this will to performance was when a 

top Banco Popular executive in charge of public relations and of producing the 1965 

video, indicated that ―they had to clear the time slot.‖ This example makes reference to 

the fact that on the night it was aired, the video broadcast celebrating the identitarian 

Puerto Rican, almost completely took over the techno-media of television and radio 

during one and a half hours. This intention of absolute control of the media, a practice 

that continued with additional video-performances, has that characteristic of what 

happens and deserves the name of event. I will further discuss how this will to 
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performance is demonstrated by the insistence that the Banco Popular video-

performances be recognized each year as the event that marks the start of the Christmas 

season.    

In the dissertation, I study the particular proposal about identity and the 

performative means that Banco Popular chooses in its intervention to produce the 

identification effect. I argue that Banco Popular validates the identitarian formula of ―we 

are the same‖ by referencing the racial mix that silences, homogenizes, harmonizes and 

banalizes, particularly the black roots, which is archived in the celebratory time and space 

of the folkloric. This formula of the identitary mix was promoted and made official 

through its own performances by the Muñocista governmentality of the Instituto de 

Cultura Puertorriqueña. To shed light on this, I examine in greater detail the 2001 Banco 

Popular video-performance, Raíces. This video addresses very directly the search and 

definition of the identitarian, and is particularly concerned with the racialization of 

identity. I assert that the performance of Raíces is set in counterpoint with what, in 

performance analysis, is called archive and repertoire. There was an attempt in the video 

to define what ―we are‖ and what ―unites‖ us but, in addition, it takes on whether 

blackness must come out of the folkloric archive to enter the live repertoire of the 

present.  

I conclude the dissertation with a reflection on the naïvete of being racialized, 

folklorized and even celebrated in the identitarian by popular capitalism. This implies 

that the social contract, which presumes the common wealth, is nothing else but, 

following Charles W. Mills (1997), a racial contract. Also, that under speculative 

capitalism - the one with ―urgency for short term profits‖- according to Francisco Catalá, 

―it is by definition impossible to have any commitment with whatever or whoever‖ 

(2007, 37). To close, I argue that these identitary performances, no matter where they 
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come from, only serve in their entrapments of the corrupt love for the same (Hardt and 

Negri 2010), to deny the alterity and singularity of the person. The bankarization of the 

popular by Banco Popular in Puerto Rico collaborates in the production of a new 

civilized subject. 

THE SOCIO-HISTORICAL CONTEXT OF PUERTO RICO  

Puerto Rico is an archipelago of islands located to the east of the so-called 

Hispanic Caribbean. In 1493 it was conquered by the Spanish power. After four hundred 

years as a Spanish Colony, on November 25, 1897 Spain granted Puerto Rico the Carta 

Autonómica (―The Autonomist Charter‖). The Carta Autonómica proposed by a group of 

lettered professionals, authorized the formation of an autonomist government for Puerto 

Rico. At the same time, Cuba was at war fighting for its independence from Spain. This 

battle, supported by the United States, led to the Spanish American War in 1898. As a 

result of this conflict Cuba obtained its independence (after a brief government 

occupation by the United States). Puerto Rico, on the other hand, went on to be a 

possession of the United States after the invasion of July 25, 1898, the day that 

commemorates Apostle Santiago, the patron saint of Spain.   

In 1898 the United States created a government that supported its occupation of 

the island. Extensive American finance capital investments intensified commerce 

between the United States and Puerto Rico. By 1897 the larger part of commercial trade 

took place through Spanish merchant houses, while US imports and exports rose to 19%. 

In 1910 Puerto Rico occupied the twelfth place among United States markets globally. 

By 1930 practically all of the Island‘s commerce (94.3%) was with the United States 

(Dietz 1986, 138). The sweet taste of sugar cane capital and its full production process 

attracted massive amounts of investments in Puerto Rico and the rest of the Caribbean. 
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These changes in capital production process, capital concentration, centralization, 

monetary accumulation and circulation chorused the new era of development of 

capitalism, which since the end of the 19th Century headed towards a new order. David 

Harvey‘s Marxist interpretation indicates that: ―there is a definite tendency toward 

centralization, undoubtedly fueled by a ‗new force [that] comes into existence with the 

development of capitalist production: the credit system‖ (2010, 271). In terms of Puerto 

Rico this meant the arrival and foundation of new banks that made visible the scenic 

control recently acquired by the banks in capitalism. Banks took over management and 

administration of capital; they became the new performers of the institutional social 

economy (Ayala 1990; Ayala and Bernabé 2007; Harvey 2010; Hilferding 1973). In 

Puerto Rico this represented the transformation of some merchant houses into banks, the 

foundation of others like Banco Popular and the building of the ciudad bancaria.   

In terms of politics, the US granted Puerto Ricans the American citizenship 

through the Jones Act of 1917. Later, during the economic crisis of the end of the 1920s 

and beginning of the 1930s, the liberal autonomist tradition, sponsored by the ―ciudad 

letrada‖ (Rama 1984), articulated the populist repertoire of the moment. On the island its 

lead actor became Luis Muñoz Marín. From his seat of honor as charismatic and popular 

political leader, he took charge of the national political scenario. In face of the radical 

nationalism that threatened rebellion through its emblematic leader Pedro Albizu 

Campos, Muñoz drove his naïve populist alternative with blessings and financing from 

Roosevelt‘s New Deal: the patria-pueblo. His popular proposal was institutionalized 

through the Estado Libre Asociado.2 This new regime, established by the Law 600, 

affirmed that Puerto Rico would remain a territory of the United States, but without 

                                                 
2 The English translation for Estado Libre Asociado de Puerto Rico is ―Commonwealth of Puerto Rico.‖ 
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comprising a full-fledged state within the union. Through the rhetoric of commonwealth 

Puerto Rico continues to be a colony of the United States.3   

Within this general context I examined the role of Banco Popular in the process of 

the bankarization of Puerto Rico and its manifestations. I was particularly interested in 

finding out the effect that the presence of the banking scenario has in the imagining of a 

Puerto Rican identity, without losing sight of the ties existing with the nation state in a 

colonial condition that still remains. 

METHODOLOGY 

This dissertation came about as consequence of the research conducted for my 

Master‘s thesis. At that time I was studying how the process of governmentalization of 

culture was carried out through the foundation of the Instituto de Cultura Puertorriqueña 

(ICP) (―Puerto Rican Institute of Culture‖) and who were the characters that articulated 

the process. In addition, I conducted a brief look at how finance capital challenged the 

exclusivity of the governmental apparatus in managing and controlling the production of 

Puerto Rican cultural national identitary imaginary. In the report I point to Banco Popular 

and its advertising strategies as another attractive guarantor of the cultural in Puerto Rico. 

During this research, I obtained materials and information through an extensive literature 

review and interviews with informants about the philosophical thought and 

governmentalization processes in the Puerto Rican reality. My interest in a deeper 

examination of the banking issue in Puerto Rico was born out of that research.    

The field of study I chose for this dissertation examines how starting from the 

governmental apparatus but, above all, from Banco Popular we discover that in national 

                                                 
3 For a more detailed discussion about the history of Puerto Rico and the Caribbean, see among others: 

Ayala and Bernabé 2007; Casimir 1997; Dietz 1986; Fernández-Méndez 1957; Guerra 2003; Knight and 

Palmer 1989; Lewis 1963; Mintz 1971; Mintz 1994; Scarano 1993; Yelvington 2000. 
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culture and its celebratory character there exist a level of consent and reproduction of the 

hegemonic condition. Producing the performance of the identification effect advances 

this consent and homogenization, which imagines, assumes and invents a unified 

community, thus creating subjectivity. This stage serves to promote certain particular 

economic and political interests. In the dissertation, I look at the process of populist 

governmentalization of the State, mostly during the time of Luis Muñoz Marín‘s 

government. However, I mainly trace a map showing how Banco Popular strategically 

appropriates the popular in Puerto Rico through its will to performance, thereby 

producing the state identification effect. I use a theoretical framework influenced by 

various sources throughout the work. Though, above all I turned to the theory of 

performance as a frame of reference because it contains a body of theoretical concepts 

that allowed me to inquire in depth and explain in a thoroughly manner my findings. At 

the same time, this framework provided a language appropriate and alluring for the 

construction of the narrative. I manage performance theory using the perspectives of 

Richard Schechner, Victor Turner, Diana Taylor and Dwight Conquergood. I also rely on 

the perspectives of Jacques Derrida and Kelly Askew among others. Moreover, my 

inquisitive vision in this research is supported by other theories such as Marxist theory, 

the analysis and application of the concepts used by Gramsci, biopolitics and 

governmentality in Foucault and its critical lines, the racial radical theory and the Italian 

philosophical school of weak thought. These informed me and helped me produce the 

narrative as well. I will employ these theoretical concepts throughout the dissertation, 

primarily to address the concepts of state, governmentality, biopolitics, nation, identity, 

capital, race, neoliberalism and the popular, among others. I also develop and integrate 

my own theoretical concepts such as: bankarization, popular capitalism, banca-pueblo, 

ciudad bancaria and will to performance.  



 8 

Following Diana Taylor, ―ethnography not only studies performance (the rituals 

and social dramas commentators habitually refer to); it is a kind of performance‖ (2003, 

75). Both the ethnographer and the director of a performance choose what they wish to 

examine or represent. They choose their subjects or characters to frame what will be 

presented and thereby make visible what they wish to present (Askew 2002; 

Conquergood 1991; Fusco & Gómez-Peña 1993; Taylor 2003). Performance is not only 

the everydayness, instead, like ethnography, it is also a research instrument used for 

cultural analysis and the production of knowledge. I used performance analysis as a lens 

with which to explore how the process of bankarization is carried out in Puerto Rico and 

to explore the production of the state identification effect in the construction of the Puerto 

Rican national popular imaginary.       

I resorted to the archive and the repertoire, the past and the present to examine 

how that articulation between the political, economic and cultural is carried out.  In 

addition I also carried out archival research in the General Historical Archive of Puerto 

Rico, the Historical Archives of the Banco Popular de Puerto Rico and the Puerto Rican 

Collection at the general library of the University of Puerto Rico. I also conducted a 

series of interviews with economists, Puerto Rican philosophers, Banco Popular staff and 

other informants on the subject of national state formation in Puerto Rico and the process 

of bankarization. Furthermore, I worked with digital software that allowed the measured 

and deliberate study of graphic material, in particular of film and its management.  

I explored what was relevant in the archives and its logocentrism, but I also took 

into consideration the images, gestures and movements. These exposed the novelty that 

challenged and rearticulated with their repertoire the archive, made visible and revealed 

the social relations of power. The repertoire in the performance allowed examination 

beyond the discourse anchored in the archive. In the examination of Banco Popular, as 



 9 

protagonist of the bankarization in Puerto Rico and as an institution that produces the 

state-like identification effect, I reviewed the instances where social conflicts manifested 

and the events where there was an attempt to create the illusion of consent. Power needs 

to be made visible, and for that reason it is important to focus on the performance 

repertoire, so as to more fully understand events. Throughout the research, and as method 

of inquiry, I focused on the scope of the repertoire in those events where what the body 

does, its gestures, how it represents, administers itself and produces life is made visible. 

In addition, within the repertoire I looked for the music and the images that showed 

expressions of freedom. I worked with some instances of performance of Banco Popular 

where particular social relations were made visible. I focused on Banco Popular‘s 

strategies and publicity campaigns, which together with the video series produced in 

1965 and from 1993 onwards, serve as means to deliver a message of the repertoire of 

Banco Popular as the Banco del Pueblo. In the analysis of the videos produced by Banco 

Popular I used the conceptual language of performance analysis in order to go further in 

depth into their content and describe the findings. Images, rhythm, color, scenarios and 

gestures are used to reproduce an imaginary that charms, captivates, masks and silences 

in order to entrap and sustain the hegemonic condition. Beyond the observation and 

analysis of the videos, I conducted several interviews with artists, directors and Banco 

Popular staff that participated in the production of the videos.   

The combination of interviews and the close examination of the videos allowed 

me to find in the images, gestures, scenarios and sound a broader range of analysis that 

complemented the findings from written texts. As part of the methodology, I included in 

this dissertation a series of images obtained from the videos produced by Banco Popular. 

Given the limitations of the written format of the dissertation, the movement in the 

videos, as such, cannot be included. Therefore, I relied on extracting images as if they 
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were photographic stills. In order to create the sensation of movement or gestures in a 

conversation, image sequences simulating these were extracted from the videos. The 

sequences attempt to confirm what the informants say and how they say it. These 

sequences or still images act as quotes that attempt to affirm what is being said. These go 

along with, and emphasize the written text. I handled the videos by utilizing softwares 

that allow extracting the images that I am interested in and including them along with the 

text. In order to carry out this task I was trained and taught on how to edit the videos and 

images. There was manipulation of the images, but with no intent to alter the content of 

the message in the statements. Images are relevant in this work because expressions are 

not only through words, but the gestures, the scenario, the colors and the animations also 

hold very important information that must be considered. In the videos, documentaries, 

events, etc. there are gestures and looks that deserve, in themselves, to be called events.  

 By combining ethnography with performance analysis, I strive to generate a 

critique about the involvement of capital and the State in the production of the national 

imaginary and the assumption of a common Puerto Rican subject. I offer an examination 

into the performance of Banco Popular and the celebration of a racialized identity by the 

mixing and its homogenizing effect, which is characteristic of Puerto Rico. This 

methodology allowed me to go more in depth and to unmask political and economic 

strategies in the production of what is imagined to be Puerto Rican and in its biopolitical 

aim to ―produce life‖. 

CHAPTER OUTLINE 

The dissertation is organized in five chapters in addition to the introduction. The 

second chapter, titled ―Repertoire of Concepts,‖ presents a conceptual map for the 

analysis and understanding of concepts such as: state, nation, bankarization, cultural 



 11 

identity and performance. This chapter examines what state effects are and the 

articulators beyond the governmental that intervene in their production. I mainly focus 

upon the identification effect, which aims to develop the notion of belonging to a national 

community imagined to be homogeneous. This homogeneity shifts to different places and 

processes from region, gender, race and ethnicity. In addition, this chapter introduces the 

concept of bankarization and, in the context of Puerto Rico, how it approaches the 

popular to manage its process. In this chapter, as well as in the rest of the dissertation, the 

conceptual framework utilizes a language that incorporates performance analysis. 

The third and fourth chapters are titled ―The Bankarization of Puerto Rico‖ and 

―The Populism Repertoire: Banco Popular and Muñoz in the Staging of Modernity.‖ 

These chapters offer an account of the bankarization process in Puerto Rico and its 

articulators. The chapters present a profile of Banco Popular as protagonist in the 

bankarization process. They also detail Banco Popular‘s repertoire in the banking 

performance in the three stages mentioned above: that of the economic elite, the 

governmental and of the popular. Performance analysis is applied to inquire and discover 

how Banco Popular intervenes along with the State in the production of the state 

identification effect and what its intentions are in this. 

The fifth chapter, entitled ―Counterpoint of Archive vs. Repertoire,‖ explains how 

Banco Popular is able to maintain its power and bankarize the popular by appropriating 

the national popular cultural identity. The argument in the chapter examines how popular 

music, celebrated through a series of videos annually produced by Banco Popular, is a 

means to construct the Puerto Rican popular imaginary and thus ensure the scenic control 

of its banca-pueblo. The celebration of the popular in the videos makes visible the 

intervention practices of Banco Popular in the bankarization of the popular. At the same 

time, this practice allows the silencing and banalization of those social conflicts that 
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could contradict the illusion of the hegemonic condition that unites all into ―the same.‖ 

This chapter generally describes the profile and context of the videos produced by Banco 

Popular since 1965 and which, starting in 1993, have become a yearly tradition 

maintained to the present day. However, I concentrated on two videos, Romance del 

Cumbanchero, 1998 and Raíces, 2001. I selected these two videos because they 

specifically show the intervention of Banco Popular in the production of the state 

identification effect. The analysis and handling of these performances include a series of 

images taken from the videos themselves, featured in the chapter. As previously 

indicated, these images serve, by way of quotes, to affirm what the informants state 

during the performance and to support the argument in the written text. 

In the conclusion, I recap the main themes discussed throughout the dissertation 

regarding the bankarization process in Puerto Rico and the production of the state 

identification effect. The chapter starts by showing the relevance of this discussion in the 

present and the significance of examining the strategies that, in their performance, charm 

and captivate the popular to make it into capital. It presents a summary of all issues 

addressed throughout the dissertation. In closing I raise, by way of prophecy, what lies 

ahead for Banco Popular in the current repertoire that is in the midst of the bankarization 

crisis. This concluding chapter ends by considering future research paths.   
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Chapter 2:  Repertoire of Concepts 

An important question in anthropology has been how the articulation between the 

political-economic and the cultural occurs. Ernest Gellner (1995) and Michel Foucault 

(1994) indicate that the intervention by the State is critical to understand this 

interconnection process. Begoña Aretxaga from the anthropological view, recommends a 

thorough study of that which she calls ―the field of knowledge we call the state‖ (2003, 

393).    

In the second chapter of Empire by Hardt and Negri, they propose the emergence 

of the sovereign nation-state as the answer and attempt to resolve the crisis of early 

modernity in Europe (2000). More specifically, there are two key aspects to their 

analysis. The first focuses on the development of the modern state as such, starting with 

the patrimonial monarchic state, which gave rise to early modernity. The second aspect, 

which is related to the first, proposes the concept of nation (cultural homogeneity) as the 

substitute mechanism of the monarch to achieve the totalitarian objective of regularity, 

order, and command it aspires to and which defines what the State is.   

The patrimonial monarchic state, consolidated at the end of the Middle Ages, 

succeeded in secularizing itself from the religious hierarchy. This political form from 

early modernity aimed at guaranteeing peace, unity, order and the development of feudal 

productive forces (Hardt and Negri 2000, 93). The figure of the sovereign monarch, 

which substitutes the divine religious transcendence of the Middle Ages for the earthly, 

―God here on earth,‖ was in charge of bringing order and command in all matters 

important to the population settled onto a particular territory and now under the absolute 

regime of the monarch. The sovereign and the economic interests were united to establish 

the totalitarian political apparatus that gave reason for being to the patrimonial monarchic 
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state. In his performance the king would say, ―I am State‖ and, indeed, his body was the 

territory.   

This absolutist model characterizes early modernity in Europe. The arrivals of 

bourgeois revolutions (the English, the American, and the French) brought to the surface 

real social antagonisms that once again revealed the ever present crisis of modernity. The 

change in production methods and accumulation of capital gradually weakened the feudal 

base upon which the patrimonial monarchic state was built. The crisis made necessary the 

transformation of the patrimonial monarchic state of early modernity into another form of 

governmentality that would transcend the absolute monarch (Hardt and Negri 2000, 94). 

The religious theology that had given way to the substitute political theology of the 

patrimonial state and its transcendent figure of monarch needed a new form to 

characterize it.   

The reformer response was the nation as the new transcendent model. This new 

model, successor of the patrimonial state, established that the population and its body, the 

territory, would constitute itself as the new transcendence substitute of the monarch. 

Negri and Hardt assert that this new modern concept of nation as totalitarian power was 

structured in part by the new capitalist relations and by the governmental administrative 

machinery that it creates (2000).  They observe that this new experience of the State 

essentially sustained itself with the invention of national identity and, we might add, its 

particular performance. The nation imagined itself as homogeneous and transcendent in 

relation to the particular population (biology) that gives it life and territoriality 

(geography). Hardt and Negri define the national as ―a cultural, integrating identity, 

founded on a biological continuity of blood relations, a spatial continuity of territory, and 

linguistic commonality‖ (2000, 95).   



 15 

It is important to highlight that the shift from the patrimonial monarchic state of 

early modernity to the nation-state, that demarcated modernity, implied change from a 

population of subjects to one of citizens. This shift seemingly presupposed a more active 

role by the political subject. It is more active because it presumed that the population, 

now established as ―pueblo,‖ (the people) generated ―the political matter.‖ Following 

Benedict Anderson (1983) and his text ―Imagined Community,‖ Hardt and Negri argue 

that the nation functions in the manner of an imaginary collective created by a multitude 

that has been transformed into a ―pueblo,‖ so that the population and each subject that 

comprises it is biopolitized (2000). That is, it is a nation of citizens, a political nation. In 

this way, the national modern state will assume, in its performance, its totalizing 

character. Hardt and Negri add that the nation state turns into the ideological form that 

silences the crisis and appears to liberate the social antagonisms, particularly the class 

antagonisms, through sovereignty and the imagined community (2000). This would 

supposedly bring an end to the crisis of modernity. Thus, the nation state that defined and 

demarcated what modernity is can be understood as something similar to what Giorgio 

Agamben calls ―the reason of state‖ (2000). That is, the nation-state creates sense, 

regularity and order in face of the chaos of economic-political antagonisms and 

singularities, or ―bared life‖ (Agamben 1996). Yet, as the authors of Empire emphasize, 

this nation-state imagined as harmonious, united, proud of itself and homogeneous is 

nothing more than an ideological mask that covers up the ever present social 

antagonisms. They indicate that ―the nation can only mask the crisis ideologically, 

displace it, and defer its power‖ (2000, 97).  Moreover, Charles W. Mills points out, from 

a racial theory perspective, that the commitment of modern liberalism to equal rights and 

freedom for the individual implies a great advance for humanity (2010). Mills adds that 

for this commitment to be real it must include all of humanity. The liberal ideal of the 
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egalitarian social contract that proposes to protect every person is precisely violated when 

not everyone is recognized as person. The ―sub-persons‖ do not participate in the 

contract. The contractual tradition turns racist; the contract is racial (Mills, 1997, 16-18). 

The imagined national identity or its effect is performatic, and all behave as if it were 

real.   

The reform of the sovereign-monarchic by the national-state assumes a class 

victory that makes the nation-state bourgeois, but since everyone is made a citizen it 

imagines and invents a false and apparent unity (Hardt and Negri 2000, 98-99).4 Yet, it is 

essential to understand how the new concept of sovereignty, or in Agamben‘s words, this 

―reason of state‖ is legitimized. Agamben defines ―reason of state‖ as ―the knowledge of 

the means by which such a dominion [stable rule over a people] may be found, preserved 

and extended‖ (2000, 128). This issue of the ―reason of state‖ has at the same time a sort 

of fundamental relation with what Foucault calls ―governmentalization,‖ which Weber 

characterizes as the ―legitimizing bureaucratic apparatus‖ and Hardt and Negri define as 

―administrative machine.‖ This is the operational-instrumental force that legitimizes and 

makes sense or gives ―reason of state.‖ Hardt and Negri emphasize that this 

administrative machinery with its totalizing intention will cover up the social reality. As 

an administrative process, it will be in charge of bringing together social antagonisms 

with the intention of attaining this totalizing unity within a ―dialectic of power‖ where the 

various criteria of domination remain protected and are assumed by the new nation-state. 

The crisis is ideologically disguised in this performative act, as it remains paradoxically 

                                                 
4 Charles W. Mills (2010, 164-184)  in his critique of the racial contract, considers western philosophy, 

particularly Descartes, Hobbes, Locke, Hume, Rosseau, Kant, Mill, and Hegel as the creators of liberalism, 

individualism, egalitarism, within the contract theory that represents itself as ―colourless, universalistic, all-

inclusive.‖  According to Mills, the ―all inclusive‖ refers to white power which dominates a Eurocentric 

modernity inhabited by those that are persons, while a periphery of ―sub-persons‖ occupy the rest of the 

world. And both of these come about from the emergence of the modernity.    
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present. The same crisis that gives rise to the reform of the patrimonial monarchic state 

and the birth of the modern national state does not eliminate the social antagonisms that 

in turn gave it life; the struggle continues. We must remember that the intent of the new 

substitute political theology is to convince in a rational manner that the national state is 

above the multitude that has constituted itself as ―pueblo‖ or as expressed by Foucault, 

has ―biopolitized.‖ 

Marlene Duprey in her text, Bioislas, points out that this issue of power over life, 

either from the State or the governmentality, can be understood emphasizing ―two 

registers or two tendencies that can be summarized on the one hand, as a policy over the 

bodies positioned at the level of the individual body or of the body as machine, and on 

the other hand, another register positioned on the side of the body-species or the body as 

population. Thus, the notion of biopower would be the articulation of those two registers‖ 

(2010, 14).
5
 Duprey adds that the concept of governmentality as seen by Foucault has to 

do with administrative practices by the population or the body-species (2010). The 

appearance of the modern liberal state re-signifies what the State might be. Presently, it is 

defined rather than essence, as practices that have an effect upon the administration of 

these populations. That is, the biopolitic of the populations and the governmentality as 

the art of governing them.
6
 

Going back to Hardt and Negri, they affirm the sovereignty of the modern 

national state historically and geographically first manifested in Europe at the end of the 

18
th

 Century and beginning of the 19
th

 Century (2000). It had as basis, among others, the 

                                                 
5 Original Spanish: ―Dos registros o dos tendencias que pueden resumirse por un lado, como una política 

sobre los cuerpos que se sitúa al nivel del cuerpo individual o del cuerpo en tanto máquina y por otra parte, 

otro registro que se sitúa del lado del cuerpo-especie o del cuerpo en tanto población. La noción de 

biopoder sería entonces, la articulación de esos dos registros‖ (Duprey 2010, 14). 
6 For a detailed discussion on the concepts of biopolitics and biopower see also: Hardt and Negri (2009, 

57).  
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French Revolution led by the ―Third State.‖ They stress that by referring to their 

revolution as popular, the nation-state became to the bourgeois the key revolutionary 

mechanism that resolved the crisis of the sovereign monarchy of early modernity. 

Linking the nation with pueblo assumes a notion of liberation of the community that will 

now be a democracy. Based on the premise that the concept of nation exists as something 

natural (a population settled on a territory and an imagined community), then the national 

identity or that of the pueblo becomes theologized and totalizing. So with an equally 

quasi sacred emphasis, a second surname must be added to the concept nation state that 

popularizes it. However, the popular nation state with all its pretended naiveté is nothing 

other than a mask, a myth, an ideological strategy, a performance. In ―reality‖ it is 

nothing more than an extension, a transfer of control that is carried over from the origin 

of modern sovereignty itself and that discreetly hides in the myth that is the popular 

national state.   

This furtive popular national state gives context to capital. Capitalism will take 

advantage of that popular context so that it becomes popular. I deploy the term ―context,‖ 

as an entanglement, a muddle that masks and builds the myth of a supposed modernity 

that progresses and makes the multitude progress rather than as historical territorial social 

environment. Starting at the end of 19
th

 Century, this popular capitalism has an ally that 

articulates and manages it, allows it to accumulate and centralize, to greedily give and 

take without which it could not survive: the finance capital. As capital is bankarized, it 

will aim and shoot at anything that moves and will add on a mask that courts the popular, 

thus making capitalism ―nice.‖ It becomes popular in the sense that ―capital is not 

particularly discriminating as where it comes from or where it flows to‖ (Harvey 1999, 



 19 

287).
7
 It is also popular from the perspective of the multitude‘s action itself which 

―inevitably repeat and reproduce capitalist rule‖ (Hardt and Negri 2009, 168). To 

bankarize the popular is to go beyond capital‘s aristocracy already skilled in the 

accumulation, treasuring and over remunerating capital. It is rather subjecting and 

educating the multitude in the inevitable: the desire to give, in order to get more; that is 

the ―culture of greed.‖ Bankarization educates, disciplines and manages the multitude 

thereby causing capitalism to be in charge and to strengthen its power. Everyone, this is 

why it is popular, is called upon to reclaim and desire ―the right to enjoy without doing 

anything‖ (Badiou in Hardt and Negri 2009, 169). Of course, many are called but few are 

chosen. For the chosen ones, the promise is not false, it is fulfilled because they become 

part or continue to be the economic-political elite or because they find their particular 

field of racial, sexual or other domination. However, it is also true that the culture of 

greed, which popular capitalism makes seductive, settles gently on the multitude chosen 

to be exploited. 

I adopted the concept of bankarization from the propaganda used by the agents of 

the Banco Popular de Puerto Rico in their campaigns to attract new clients. In his Wall 

Street Journal article of March 6, 2001, Joel Millman described how Banco Popular 

carries out a campaign in South California to recruit new depositors. They advertise 

among Mexican and Central American immigrants ―not bankarized‖ yet. Millman defines 

―not bankarized‖ as ―a term used in the [banking] sector to describe those who do not 

have a checking or savings account and who are largely ignored by the banking system. 

                                                 
7  Regarding the subject of finance capital and  its protagonist role in the development of advanced 

capitalism, see: Harvey  1999, Chapters  8 and 9; Harvey 2010, 330-343;  Bottomore  2001, 198-206; Hardt  

and  Negri 2004, 177-281; Hardt and Negri 2009, 290-311. Regarding finance capital and the multitude 

see: Hardt and Negri 2009, 156-158 and 294-295.   
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But for the Banco Popular, they are the depositors of the future.‖
8
 These loving and naïve 

bankarization campaigns reveal their greedy determination when Millman states that: 

The largest Hispanic bank in the United States, Banco Popular Inc., is 

aggressively wooing these companies and their workers, most of whom are 

immigrants, and many of them illegal. At stake here is a portion of the 

approximately $10,000 million in remittance that immigrants send each year 

south of the border. The Bank pursues these dollars each Friday (pay day), with a 

fleet of armored vans that move along the factories or wherever workers 

congregate.
9
 

Millman adds that: ―Henry Garcia, Banco Popular Director of Mobile Operations, 

states that ‗today they do not need the full services of a bank.‘ But when they are ready to 

graduate, we want to be there.‖
10

 Millman establishes that ―instead of relying on the 

savings of the community in order to grow, Banco Popular is aiming at the lucrative 

commissions left by the rivers of cash that flow among the workers in USA and their 

families in Mexico.‖
11

 

In this case, the identitary hook or the way to approach the multitude of 

immigrants to be bankarized is to bring on stage the performance of the identification 

effect, where Banco Popular de Puerto Rico represents the farce of the identitarian love to 

be popular, ―like you‖ and of being the same. Further along we will see that to a great 

                                                 
8 Original Spanish: ―un término que se usa en el sector [bancario] para decir que no cuentan con una cuenta 

de cheques o de ahorros y que son básicamente ignorados por la banca. Pero para el Banco [Popular] éstos 

son los depositarios del futuro.‖ 
9 Original Spanish: El banco hispano más grande de Estados Unidos, Banco Popular Inc., está cortejando 

agresivamente a estas compañías y a sus trabajadores, que en su mayoría son inmigrantes, y muchos de 

ellos ilegales. Lo que está en juego es una porción de los aproximadamente $10,000 millones que los 

inmigrantes envían en remesas, cada año, al sur de la frontera. El Banco persigue esos dólares cada viernes 

(día de pago), con una flota de camionetas blindadas que se mueven entre las fábricas o donde quiera que 

se congreguen los trabajadores. 
10 Original Spanish: ―dice Henry García, director de operaciones móviles de Banco Popular, ‗hoy en día no 

necesitan del servicio completo de un banco. Pero cuando [sus hijos] estén listos para graduarse, queremos 

estar presentes.‖ 
11 Original Spanish: ―en lugar de depender de los ahorros de la comunidad para crecer, Banco Popular le 

está apuntando a las lucrativas comisiones que dejan los ríos de efectivo que se mueven entre los 

trabajadores en EE. UU. y sus familias en México.‖ 
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extent the publicity campaigns and in particular a series of documentaries about popular 

music produced by Banco Popular, broadcast in Puerto Rico and in several Spanish 

speaking countries and their various communities in United States, have served as a 

business card for the Popular to claim identity and unity. Banco Popular and its banca-

pueblo are lead actors in the social drama of making visible a popular capitalism that 

makes popular music out of the identitarian corrupt love and invites us to be one: ―love of 

the same, love making the same‖ (Hardt and Negri 2009, 183).  

I broaden the scope of the bankarization concept to describe passing from the old 

industrial-commercial capitalism to the new popular capitalism, which is managed and 

administered by the banking system. I argue that bankarizing can be viewed as something 

dynamic, a process that becomes social drama rather than as a stage
12

 reached at the turn 

from the 19th Century to the 20th Century. Banco Popular de Puerto Rico starts its 

civilizing efforts to bankarize the industrial and merchant capital, the governmental 

apparatus, and the popular multitude, who are ―in need of getting civilized‖ at the end of 

the 19th Century. It is precisely within the economic scenario,
13

 with its repertoire of 

coercive practices of competition and the concentration, centralization, circulation and 

accumulation of capital that the popular multitude gets entangled into the bankarization. 

Capitalism in Puerto Rico becomes popular. 

Let us examine for a moment this issue of the popular. Juan Flores points out how 

Ernesto Laclau‘s ―severe critique‖ has most strongly revealed the ―whims of populism as 

                                                 
12 See Harvey 1999, 288 regarding finance capital and ―the turning point from the old capitalism to the 

new, from the domination of capital in general to the domination of finance capital;‖ and Harvey 2010, 334 

about ―the credit system as a kind of central nervous system for directing and controlling the global 

dynamics of capital accumulation.‖ 
13 See Harvey (2010, 270-273) regarding the concentration and centralization processes of capital. In the 

next chapter we will see the importance, in the Banco Popular profile, of those instances or social dramas 

(performances) where the practices of centralization are made visible, thus destroying the competition, and 

the corrupt love of capital that all be the same is manifested.  
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rhetoric and ideology‖ (2009). Flores adds that Stuart Hall and John Frow share the belief 

that the notions of ―pueblo‖ and the ―popular‖ are ―skeptical‖ terms utilized to divert 

―cultural and political movements away from more solidly verifiable class realities, as 

well as racial and sexual claims‖ (2009,166). He also proposes that ―pueblo,‖ ―the 

popular‖ or ―popular culture‖ has been defined in so many ways that it has lost any 

specificity (2009, 167-168). However, Flores implies that the concept of ―popular‖ can be 

useful if it is linked to what has been called ―moments of freedom,‖ where the everyday 

life of a population is connected with their practices and relations system. These 

relations, which exist in time and space, the interactions and intersections between social 

classes, racialized groups and diasporic localities are revealing through the popular 

cultural practices and the intellectual interpretations of these (Flores 2009, 182). That is, 

―the popular‖ and its particularities are salvageable when it is considered an ethnologic 

object of study.   

I believe it relevant to examine the relationship between what constitutes 

multitude and pueblo.  Hardt and Negri, also following Laclau, propose that the concept 

of ―pueblo‖ reveals a clear political purpose in that it implies a hegemonic component 

that empowers it for political action and decision making (the civil state) (2009, 165-

188). Whatever the multitude is, it precisely lacks this capability to take political action, 

though it is not to say that at the proper moment it may have it. Indeed, Hardt and Negri 

seem to bet that the multitude, which is in consonance with the popular and what is 

―common,‖ can organize and discipline itself, and usher in hope for humanity. To refute 

their optimism about multitudes, they cite Alain Badiou who asserts that from the 

multitude ―all we‘ve seen are very ordinary performances from the well-worn repertoire 

of petit bourgeois mass movements, noisily laying claim to the right to enjoy without 
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doing anything, while taking special care to avoid any form of discipline‖ (in Hardt and 

Negri 2009, 169).                    

On the other hand, I believe that Charles W. Mills (2010) makes a relevant 

distinction regarding the situation where ―culture‖ paradoxically adopts preferences from 

groups that are politically excluded and racially discriminated against, even when they 

are ―popular.‖ Mills states that ―after all, US popular culture, and to a significant extent – 

with the planetary success of hip-hop – global popular culture, is now to a high degree 

‗black.‘ But this striking spread of African-American cultural influence has not meant 

equal political representation in governing bodies and equal access to opportunities for 

the black population as a whole‖ (2010, 208). Mills adds that the market forces have 

turned hip-hop into a commodity, proof that in its quest for the ―forever errant surplus-

value,‖ capitalism has no problems in being popular. As we will see, Banco Popular and 

its finance elite have known that for a long time. As long as it is related to courting the 

errant surplus-value, they will dance to any tune.  

Hardt and Negri add to this discussion in their work Empire.  They stress the need 

to de-naturalize, demystify and, we could add, to analyze the performance of what is 

State, nation, and pueblo, in order to uncover the farce of a supposedly unified, 

harmonious and proud popular community that forms the political-cultural nation. All of 

it is demonstrated within a popular identity that advocates for sameness. The pueblo, 

apparently sovereign, attempts to make out of the multitude and the territory, the patria 

(fatherland). As we will see, that is the case with the Puerto Rico of Luis Muñoz Marín 

and his patria-pueblo. This conception attempts to silence or make invisible the racial 

antagonisms, the social conflicts and the singularities that could corrupt the national 

sovereignty and, along the way, the capital that also becomes popular aided by the banca-

pueblo. The reason of a pueblo identity and its performance is constructed, on the one 
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hand, based on the imaginary that equalizes and in a totalitarian way levels, hides and/or 

attempts to eliminate and to silence the differences related to ―racial subordination and 

social purification‖ (Hardt and Negri 2000, 103). On the other hand, internal differences 

are diluted and the whole population is represented as ―one group, one race or one 

hegemonic class‖ (Hardt and Negri 2000, 103).  As Mills indicates, it is the ―colour-

blindness‖ ideology (2010, 208). This color-blindness is further extended not only to 

body skin tones, but also to the different shades that signal alterity.  

In the popular identity and nation identity there is a territory, a territoriality 

(geography) or scenario loaded with cultural signifiers, narrative, history-archive, shared 

language and all that goes beyond the textual. These areas includes gestures, dance, 

music; that is, the broad cultural repertoire. In this respect, Diana Taylor asserts that the 

emphasis placed upon the textual and traditional logocentrism must shift to a broader 

view that includes every cultural expression and practice (2005). Thus the importance of 

performance analysis which ―instead of focusing on patterns of cultural expression in 

terms of texts and narratives, we might think about them as scenarios that do not reduce 

gestures and embodied practices to narrative description‖ (2005, 16). Finally, the popular 

national identity must consolidate diverse control criteria, particularly those related to 

class, race and gender.                                                                                                                                                                                                                                                                                                                                                                   

Wendy Brown‘s text State of Injury (1995), broadens the approached taken in 

Empire (2000), particularly as it relates to how the nation-state-pueblo assumes various 

forms of control. Brown affirms that ―the state can be masculinist without intentionally or 

overtly pursuing the ‗interests‘ of men precisely because the multiple dimensions of 

socially constructed masculinity have historically shaped the multiple modes of power 

circulating through the domain called the state‖ (1995, 177). This same process of 

masculinization of the nation-state similarly applies to the process of racialization of the 
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nation state. In this regard Michael Omi and Howard Winant (1994) propose looking at 

the construction of nation state through the theory of racial formation. They define it as: 

―the socio historical process, by which racial categories are created, inhabited, 

transformed, and destroyed‖ (Omi and Winant, 1994, 55). This theoretical approach 

explores social relations on the micro and macro levels. Examining racialized social 

relations at a micro level, aides in the understanding the formation of individual identity.  

At the macro level, race is a matter related to the formation of social structures. Through 

the theory of racial formation we can see how both levels interrelate in the context of 

everydayness. One of Omi and Winant objectives is to look at race as, ―an unstable and 

‗decentered‘ complex of social meaning constantly being transformed by political 

struggle‖ (1994, 55). Therefore, one of the aims of this theory involves examining the 

construction of both individual and group racial identities that intervene in social and 

institutional practices throughout time. Even though the theory is rooted in an 

examination of the United States, the authors point out that the racial politics are 

illustrative of other experiences.   

Much of the work of Omi and Winant can be used to examine racialized 

representations in the popular stage in the Hispanic Caribbean. This is seen when we 

consider ideologies such as mestizaje, which reflect the ambivalence and tensions present 

in the construction of a national popular identity. The theory of racial construction could 

be considered through the language of ―racial democracy‖ and ―mestizaje‖ (Hanchard 

1994; Radcliffe and Westwood 1996; Wade 1994). This serves as a tool to draw attention 

to and to challenge racist notions towards populations of African descent, also to 

understand the construction of national popular projects.   

This theory of racial formation is very useful in understanding social realities and 

social relations in their diverse contexts. The process of constructing racialized identities 
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can also be seen through its performance and in the performative of the racial popular. In 

the same way that gender theories are helpful as analytical tools, in this dissertation I 

focus on the process of production of identity through the performative aspect of these. 

This is done by looking at the construction of the popular national imaginary in the 

region at issue, the Hispanic Caribbean.    

Referring again to Hardt and Negri (2000), it is reasserted that the modern goals 

of popular nation-state are not to mediate to resolve conflicts, but to affirm that unity lies 

in the popular-nation-state. They affirm that ―married to the concept of nation and people, 

the modern concepts of sovereignty shifts its epicenter from the mediation of conflicts 

and crisis to the unitary experience of a nation-subject and its imaginary community‖ 

(2000, 105). Later on, in their Commonwealth (2009), Hardt and Negri expand their 

analysis about the meaning of unity and identity of the popular-nation-state. They 

characterize it as love turned corrupt, where patriotism has been transformed into a 

malignant force that aims to exclude all alterity. National identity is that perverse love for 

the same, and unity is nothing else but love for doing the same: ―love of the same, love 

making the same‖ (2009, 183).   

Another important aspect to consider is the historical and geographical origin of 

the modern national state. Nation-pueblo-state is generally defined within a modernity 

conceived in Eurocentric terms. However, outside of Europe the historical effect of the 

construction of the modern national state could be analyzed in a different manner. As 

Hardt and Negri point out ―whereas the concept of nation promotes stasis and restoration 

in the hands of the dominant, it is a weapon for change and revolution in the hand of the 

subordinated‖ (2000, 206). We could say that for subordinated colonized pueblos of 

Africa, Asia and America, the nation-state and its performance function as a double 

edged sword, since it presents itself as progressive and revolutionary and, at the same 
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time, as conservative and reactionary. The unifying character of the project of 

constructing the independent popular-nation-state can operate as a weapon to protect and 

defend itself from the power of the colonizing dominant exterior metropolis, while the 

national movement can operate as a liberating force. In another sense, the same unifying 

character of the nation-pueblo-state postcolonial project, by being totalizing, suppresses 

and silences the internal differences of the colonial subordinated pueblos thereby being 

equally oppressive.    

In this way the ideological myth of the supposed harmony, unity and pride of the 

patria-pueblo is constructed, as is the case of the Muñocista‘s ―light‖ Puerto Rico: the 

trap. As Giorgio Agamben asserts, ―the homes-the ‗fatherlands‘- that these states 

endeavored to build revealed themselves in the end to be only lethal traps for the very 

‗peoples‘ that were supposed to inhabit them‖ (1996, 140). Following the Hardt and 

Negri of 2009, this also reveals the performatic character of the perverse love for the 

same and of a fake unity based on the same.    

Michel-Rolph Trouillot states that the nation state develops the shared conviction 

that ―we are all on the same boat‖ (2001, 132). In Trouillot‘s view this is produced by 

means of the state effects. These effects claim and implore the subjects to assume the 

supposed homogeneity of the imagined community. The effects are not promoted only by 

the governmental apparatus, as there are other actors that ―see like a state‖ (Trouillot 

2001). The state effects are picked up through the same subjects that the state and other 

actors produce. Trouillot, following the ethnographic research by Kamran Ali (1996 and 

2000) in Egypt, shows how these processes with other actors beyond the governmental 

intervene in the production of state-like effects. Trouillot indicates that ―Kamran Ali‘s 

etnography of a family planning campaign in Egypt - which involves USAID, 

internationally funded NGOs, and the national government - suggests that one of the 
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potential outcomes of the campaign is the production of newly atomized ―modern‖ 

subjects‖ (2001, 114). Concurring with Ali, Trouillot concludes that ―nongovernmental 

and governmental practices combine in the production of quite new but quiet ―Egyptian 

citizens‖ (2001, 132). 

As we turn to the case of Puerto Rico, Jaime Colon indicates that ―during the last 

third of the 19
th

 Century a ‗civilizing‘ discourse gains strength in Puerto Rican society of 

which fragments can be tracked in texts of a very diverse nature: legal decrees, 

newspaper articles, literary essays and even in fiction work‖ (1996, 2).
14

 It was the 

illustrious sector, the so called ―ciudad letrada‖ (―lettered city‖) who, in consonance with 

modernist liberalism, mainly presented this discourse.
15

 Organizations such as the Ateneo 

Puertorriqueño were actively involved in this ―civilizing crusade.‖ According to Colon 

the Ateneo imposed itself ―the task of disciplining the popular sectors, who in the end 

were not responsible for their actions; they were like potential subjects (1996, 2).
16

 Jaime 

Colon further states that behind all this ―civilizing‖ effort what gets revealed is ―a process 

much more contradictory and less luminous: the establishment of a social order capable 

of meeting all the demands of capital‖ (1996, 4). These are the origins in Puerto Rico of 

what can be call popular capitalism. 

In this research, I track the issue I call the bankarization in Puerto Rico, from its 

origins precisely at the end of the 19
th

 Century to the present. I also explain how these 

                                                 
14 Original Spanish: ―durante el último tercio del siglo XIX va ganando fuerza en la sociedad 

puertorriqueña un discurso ‗civilizador‘ cuyos fragmentos pueden ser rastreados en textos de muy diversa 

naturaleza: decretos legales, artículos de periódicos, ensayos literarios y hasta en obras de ficción.‖ 
15 About the ―lettered city‖ and Puerto Rico see among others: Álvarez 2001; Belaval 1997; Blanco 1970; 

Colón 1996;  de Diego Padró 1973; Díaz Quiñones 1992; Pedreira 1934; Rama 1984; Rodríguez  

Castro1987-88; Rodríguez 2004.  
16 From the perspective of hygiene and in a more recent text, Marlene Duprey confirms how ―at the 

beginning of the 20
th

 Century, Puerto Rican literature exhumes a certain eagerness to articulate these 

capitalist interests [of power over the population] with the potentiality of production forces and the social 

body as a whole‖ (2010, 65). 



 29 

same illustrious members of the ―cuidad letrada,‖ founded and administered a bank, 

which they called Banco Popular de Puerto Rico; and how ―like a state‖ they intervened 

to produce state-like effects. With eagerness and effort equal to that of the 

governmentality to administer bodies and produce ―quite new but quiet‖ Puerto Ricans 

for the nascent banking capitalism, it named itself the Popular. As we will see, the 

bankarization of Puerto Rico and of the world is an event, a social drama, or as I prefer to 

call it, a performance that was made visible at the end of the 19
th

 Century. This banking 

capitalism emerged from the need for articulation, organization and control that capital so 

badly needed during those years.
17

 I propose that this capital bankarization process, in its 

performance, courts the multitude; it makes itself popular. It was the patria-pueblo which 

in its perverse identitarian repertoire of the same welcomed with corrupt love the banca-

pueblo: ―se lo pueden arreglar en el Banco Popular‖ (―Banco Popular can take care of it 

for you‖), el ―Banco del Pueblo‖ (―the People‘s Bank), ―el que apoya todo lo que nos 

une‖ (―the one that supports all that unites us‖).
18

 The slogan ―all that unites us‖ and its 

corrupt love to unify was also materialized in Banco Popular‘s performance and its 

repertoire of banking mergers, which is present throughout its history. The moments or 

social dramas of banking mergers make visible the evil coercive forces of capital, which 

centralize and corrupt it.  Although capital, with its culture of greed is already evil. These 

banking mergers have a hegemonic-monopolitic intention that if translated into the 

corrupt love for the identitarian-homogeneous and the unity-harmony, is nothing else but 

the love for the same and love of making the same. In the end that populismo-patrio and 

                                                 
17  See Harvey 2010; Hardt and Negri 2009; Hilferding 1973; Moen 2003; Bottomore 1991, among others.  

Regarding Puerto Rico: Santiago 1989; Ramos Mattei 1988; Ayala 1990; Ayala and Bernabé 2007; Baralt 

1993; and Dietz 1986 among others. 
18 These are various publicity slogans that Banco Popular  has used throughout its history.  
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the popularismo bancario have the same perverse purpose in the production of the 

identification effect: to eliminate alterity.
19

      

This national-popular state scheme limits the boundaries in which a community 

can be imagined as it only acknowledges community through nation-pueblo state. I 

concur with Hardt and Negri when they point out that ―nation is not effectively linked to 

sovereignty, that is, when the imagined nation does not (yet) exist, when the nation 

remains merely a dream. As soon as the nation begins to form as a sovereign state, its 

progressive functions all but vanish‖ (2000, 109). The progressive character of the 

cultural/national-popular identity is lost when the dream of an ―imagined community‖ 

gets consumed by becoming a totalizing nation-state.   

A question arises about whether the emergence of the nation-pueblo state finally 

puts an end to the crisis of modernity. We can answer no. Quite the contrary, the crisis 

worsens under this new model. The class struggle, gender and race conflicts are always 

present in the modernity crisis. These reveal themselves as the antithesis between what is 

the State, the so-called nation, the multitude, and its social relations of production and the 

progress of the productive forces. As a result, the mythical character of the popular-

nation-state and its regularizing and homogenizing project are exposed. The absolutist 

power of the nation-state and its class hegemony follows the absolutist origin of the 

patrimonial monarchic state. In modernity, the transcendence of the nation-state was 

constructed in opposition to the multitude that had been made ―pueblo‖ (bio-politicized) 

in order to appropriate it, to dominate and administer it. In this case study it would 

include: to bankarize it. Hardt and Negri describe this condition of modernity as 

totalitarianism (2000). But this totalitarianism is not the one traditionally related to the 

                                                 
19 Hardt and Negri assert that ―love of the stranger, love of the farthest, and love of alterity can function as 

an antidote against the poison of identitarian love, which hinders and distorts love`s productivity  by 

forcing it constantly to repeat the same‖ (2009, 183). 
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antidemocratic experience of public life, but as a much more complex and deep 

phenomenon. Indeed, it goes beyond the simple domination of one class over another. 

Totalitarianism for Hardt and Negri ―consists not simply in totalizing the effects of social 

life and subordinating them to a global disciplinary norm, but also in the negation of 

social life itself, the erosion of its foundation, and the theoretical and practical stripping 

away of the very possibility of the existence of the multitude‖ (2000, 113).  They affirm 

that from early modernity and further along modernity are characterized by this totalizing 

effect. The myth and its silencing ideological content lies in imagining the nation of 

citizens, a cultural nation, as a homogeneous popular community regulated under the 

same order and command. It also lies in imagining it as happy, civilized and isolated 

from the social antagonisms and singularities proper of a multitude. Going back to 

Agamben‘s more poetic language, the nation-state, the patria, the patria-pueblo is 

nothing but a trap.  This trap, traps in the same ―race love and nation love, or patriotism, 

are similar examples of the pressure to love most those most like you and hence less 

those who are different‖ (Hardt and Negri 2009, 182).  

It is worthwhile to take a look at those involved in the invention of the trap.  

Charles Hale points out, in relation to the construction of the national state, that 

―powerful institutions that operate outside the bounds of single nation-state play a crucial 

role in the process‖ (2002, 488). This is without underestimating the lead actor role that 

the government, which manages the nation-state and who continuously reinvents the trap, 

still has. Actually, as Begoña Aretxaga also asserts, ―there is not a deficit of state but an 

excess of statehood practices: too many actors competing to perform
20

 as state‖ (2003, 

396). The most significant practice of these governmental and nongovernmental actors in 

                                                 
20  ―Perform‖ is underlined to stress the concept.    
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their performance is the production of a sort of subjectivity. This coincides and is 

expanded with the neoliberal project, which by means of the manipulation of 

multiculturalism also promotes the formation of subjects. Charles R. Hale states that ―the 

theoreticians of governmentality influenced more by Foucault than by Marx have gone 

beyond that, involving multiculturalism in the formation of the subject‖ (2002, 495). 

What distinguishes the classic liberalism phase from neoliberalism? Hale points out that 

in both, classic liberalism as well as in neoliberalism the individual is emphasized as the 

source of rational action and that the individualistic logic of the market is the guarantor of 

the common wealth. The two models differ on how they propose ―the modality of 

governance‖ (2002, 495). Nikolas Rose indicates that ―a liberal State is ultimately a 

limited State, with governmental activity strictly bounded by the sphere of individual 

liberty" (1999, 63).  In classic liberalism, the government intervention shows its leading 

role in the liberation of the individual so that they achieve self-government as citizen-

subjects. Under neoliberalism, the State‘s tendency for institutional intervention, reflected 

in the formation of a welfare State, is criticized. Foucault affirms that neoliberal 

governmentality is not about the retreat of the State, but a restructuring of power relations 

in society (2001)
21

. Rather, neoliberalism aims to reactivate the individual initiative, its 

responsibility and ethical righteousness through other means (Hale 2002; Harvey 2005; 

Rose 1999; Stiglitz 2002). The innovative characteristic of neoliberalism and its 

multiculturalist project, ―is to activate and reinforce organizations of civil society as 

primary vehicles of subject formation‖ (Hale 2002, 498). The community, civic and 

                                                 
21 Some writers challenge the idea of calling the organizational forms of capital using the terminology of 

stages and rather prefer to address this issue as a process to be analyzed (Harvey 1999, 138). This 

understanding of the organizational forms of capital as a process is relevant to understanding how the 

Banco Popular since its founding participated in practices conducive of the process called neoliberalism. 
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volunteer organizations, churches and NGOs acquire then greater importance in the 

multicultural project of neoliberalism of producing the citizen-subject. In my case study 

in Puerto Rico, I examine Banco Popular and its project of banca-pueblo since its 

foundation in 1893. Hale insists that the strategy of the cultural project of neoliberalism is 

that of redirecting and controlling the energy of cultural activism, instead of directly 

opposing it. Clearly, it will not support every one of them, instead it will take those 

cultural demands that are acceptable and the rest are punished. For that reason, Hale 

states that we must be aware of the distinction between the cultural project of the 

neoliberal multiculturalist and the socio political consequences resulting from the 

implementation of this project. Hale recommends that the way to conduct this vigilance is 

by making ethnography, particularly of the conscience and practice of those directly 

involved in the process of subject formation (2002, 498). I articulate my ―vigilance‖ 

strategy of the bankarization of Puerto Rico through performance analysis. 

In utilizing performance analysis, we must examine the scenario or local and 

general context, the archive of what remains in time and the repertoire of the action itself. 

Also discover who these multiple actors in control are and what is relevant in the analysis 

of the production of the above mentioned ―state-like effects.‖ Following Trouillot, 

Aretxaga proposes ―to focus on the multiple sites in which state processes and practices 

are recognized through their effects‖ [Aretxaga 2003,398 (Trouillot 2001, 126)]. 

Trouillot affirms that to understand what ―state effects‖ are we must make ethnography 

of the State.  It must be done not only in reference to the properly governmental, but with 

respect to those other actors that act as if they were.     

 Miliband establishes that under classic Marxism, the State is the institution                                            

―whereby a dominant and exploiting class imposes and defends its power and privileges 

against the class or classes which it dominates and exploits‖ (1991, 523). Looking 
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beyond classic Marxism, Gramsci (1975) declares that this power cannot be attained 

merely through coercion, instead, there must also be consent. Once the combination of 

coercion and consent exists, we have what is known as hegemony.
22

 Trouillot following 

Gramsci, suggests ―thinking state and civil society together by way of concepts such as 

hegemony and historical bloc‖ (2001, 127). Trouillot seems to agree as much with 

Aretxaga (2003) as with Hale (2002) that in the globalization era, ―state practices, 

functions, and effects increasingly are obtained in sites other than the national but never 

entirely bypass the national order‖ (2001, 131). In theory, the concept of ―State‖ is 

something speculative in itself (Aretxaga 2003; Foucault 1994; Trouillot 2001). For 

purposes of the study of Puerto Rico that I am concerned with, I deploy the concept ―state 

effects‖ proposed by Trouillot (2001) and Aretxaga (2003) rather than that of State in 

itself. Although, I find the language used by Aretxaga (2003) more accurate when she 

refers to ―state-like effects,‖ as it analyzes how various actors outside the governmental 

produce these effects.
23

   

Based on the analysis of Nicos Poulantzas (1972), Trouillot identifies four major 

state effects: ―isolation, legibility, spatialization and identification.‖ Trouillot stresses that 

all these effects are manifested in the present, not only in the national-state but also in the 

―infra, supra or transnational sites‖ (2001, 132). Nicos Poulantzas, as Trouillot indicates, 

affirms that the state effect of ―isolation‖ is defined as the production of a particular type 

                                                 
22 For a more extensive discussion on the topic of the State and the national state, see: Abrams 1988; 

Agamben 2000; Arendt 2008; Aretxaga 2003; Askew 2002; Arroyo 2003; Bennet 1981; Boyarin 1994; 

Brown 1995; Brysk 2003; Bottomore 1991; Comaroff 1998; Duprey 2010; Ferguson and Gupta 2002; 

Flores 2009; Foucault 1991; Gramsci 1971, Gordon 1998; Gupta 1992, 1995; Hall 1986; Hardt and Negri 

2000 and 2009; Harvey 2010; Joseph and Nugent 1994; Mignolo 1998; Miliband 1991; Mills 1997, 2010; 

Mitchell 1991; Ong 1996; Quintero 2009;  Rose and Miller 1992; Rose 1999; Roseberry 1994; Scott 1998; 

Toussig 1997; Trouillot 2001; Volpp 2002. 
23 I believe there is a distinction to be made between ―state effects‖ and ―state-like effects‖.  Indeed, ―state-

like‖ is more precise because it allows distinguishing that there may be others outside of the State or its 

governmental apparatus  that collaborate to produce an effect that is in  itself of theState.  
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of subject, ―as an atomized member of a public‖ [Trouillot, 2001, 131(Poulantzas, 

1972)]. It is by means of the isolation of socio-economic conflicts, particularly that of 

class divisions that the State not only guarantees its relative autonomy in relation to the 

new dominant classes, but also produces atomized individualized citizens. These citizens 

appear the same in a supposedly undifferentiated public sphere (Trouillot, 2001).  

Trouillot adds that, presently, this individualism is accompanied by new forms of 

homogenization.    

In reference to the state spatialization effect, Trouillot (2001) questions whether in 

the globalized present times, where other state-like effects are no longer necessarily 

produced by the central governments, the only thing left for the national state is to protect 

its borders. Despite this reductionism, Trouillot emphasizes that the spatialization effect, 

which in the more inclusive performance analysis is conceptualized as scenario,
24

 ―still 

perform‖ in the public national sphere. He states that the citizens around the world could 

reject the notion that all the nationals are on the ―same boat‖ or scenario, but at the same 

time they recognize that ―we‘ (however defined) do live in a place usually defined in part 

by a political border‖ (2001, 133). It is important that the national states retain the control 

to define the political borders or its scenario. Maintaining this political fiction 

(performance) hides the inability of the national states to operate ―as cultural containers.‖ 

Defining the border is an important event (performance) for the protection of national 

sovereignty. Trouillot denounces that the national states produce countries and countries 

―remain fundamentally spatial‖ (2001, 133). Now we would have to ask ourselves, how 

can this spatialization and territorial integrity effect be sustained as a state effect? That is, 

                                                 
24 Taylor (2003, 16, 29-33, 64) explains the relation that occurs between space and scenario in the 

performance analysis.  Among other things the scenario evokes the reductionism within a physical 

materialism and prefers to accept de Certeau‘s suggestion, which proposes that ―space is a practice place‖ 

(2003, 29).  
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not so much examining it in relation with what is beyond the fiction of the border (―the 

other‖), but rather when, while precisely looking in the interior, we paradoxically find 

―the other‖ in negation of the identitarian effect ―of the same.‖ 

According to Aretxaga, it is difficult to think about what the State is outside of the 

dyad of the nation-state (2003). She establishes that the states have actively promoted 

culture creating a national narrative that organizes and shapes a collective subjectivity, 

which we could specify: popular. Aretxaga adds that nationalist movements also aspire, 

struggle and desire to have their own State (2003, 396). In this way the desire for a state 

and the nationalist popular proclamation are linked. Aretxaga asserts that the link 

between state and nation remains problematic. The fantasy or performance of unity in a 

popular national community and, we may add with Hardt and Negri (2009), its corrupt 

love for the same, crashes against the internal differences of class, gender, race and 

ethnicity which create differences in the citizenship. The power of the State has a direct 

impact upon the everydayness of the national popular community. In many cases this 

imagined national state that is supposed to meet its obligations and provide for its 

citizens, is perceived as remote leaving the population deserted. For example, Aretxaga 

affirms, that in the case of Colombia, the military, guerrillas and drug lords dispute 

among themselves who acts as the State. This reaffirms the idea that proposes that there 

is no state deficit, rather the opposite, since other actors producing state effects or state-

like appear everywhere.  

The present time is largely characterized by multiple actors, inside and outside of 

the populist-nation-state governmental apparatus that more and more take control of the 

State‘s practices. Seemingly, the most significant practice among all is the production of 

subjectivity. Among the state-like effects I am particularly interested in analyzing that of 

identity. It is by means of the identification effect that the subject affirms him/herself as 
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member of a popular community imagined as homogeneous. This popular-homogeneity 

is displaced to different places and processes from the region, to gender, race and 

ethnicity. 

THE HISPANIC CARIBBEAN SCENARIO 

The fact that new actors beyond the governmental have more participation in the 

production of subjectivity does not mean that the intention of harmony, totalitarianism, 

homogeneity or hegemony has been abandoned. The imagined homogeneity can be seen 

when we take as object of study a performative region or scenario such as the so-called 

Hispanic Caribbean. When the foundational projects of the national states that make up 

the Hispanic Caribbean are examined, they can be perceived as sort of ―repeating islands‖ 

(Benitez Rojo 1996), where the formula of the mix is precisely repeated, and we can add 

the sabor popular (popular flavor). What is attempted with the mestizaje is that sense of 

belonging to a particular territory defined by a racial ideology. The Hispanic category 

evokes the notion of whitening present in the mestizaje. Referring to the Caribbean, 

Pedro San Miguel states that: 

[T]he ―imagined communities,‖ even by their mulato sectors, were rooted in the 

conception that the ―white‖ was ―a form of ascribing to a culture, the western,‖ 

which was the civilization par excellence. When it distanced itself from that ideal 

it meant the death of that culture. The ―indian‖ and the ―black‖ were the barbaric, 

the impossibility of civilization. Thus, the ideal of ―whitening‖ was a civilizing 

project (2004, 49).
25

     

San Miguel further establishes that in these circumstances it is evident that the 

black and mulato masses were marginalized within discourses of national identity, or in 

                                                 
25 This statement by San Miguel coincides with those of Mills (1997, 2010) that there is no agreement for a 

social contract, but for a racial contract. Spanish original: [L]as ―comunidades imaginadas,‖ incluso por sus 

sectores mulatos, estaban afincadas en la concepción de que lo ―blanco‖ era ―una forma de adscripción a 

una cultura, la occidental,‖ que era la civilización por antonomasia. Cuando se alejaba de ese ideal era la 

muerte de la cultura. Lo ―indio‖ y lo ―negro‖ eran la barbarie, la imposibilidad de la civilización. El ideal 

del ―blanqueamiento‖ era, por eso, un proyecto civilizador (2004, 49).   
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any case, they took on ―subordinate positions.‖ These subordinate positions signaled 

potential for danger. The image of ―danger‖ is left embodied in the idea of the ―war of 

races.‖ There are partial attempts to overcome this specter of conflict and racial division 

when intellectuals such as Fernando Ortiz and Jean Price-Mars (2000) include the Afro-

Caribbean within the national.
26

 This inclusive action offers a configuration with a 

different vision of the whitened Caribbean. The Caribbean is made into simply the 

Caribbean. 

Jossianna Arroyo in her text Travestismos Culturales, closely examines the work 

of Fernando Ortiz in Cuba and Gilberto Freyre in Brazil and how, through means of what 

she calls cultural travestism, there is an ―attempt to create a harmonious vision of 

mestizaje seen as ‗love among the races‖ (2003). Arroyo concludes that far from that goal 

of the said harmony, ―a series of contradictions result which go on destroying that precise 

vision (2003, 7). On his part Stuart Hall, in his hybrid definition of Caribbean says that 

―one can only think here what is uniquely –essentially-Caribbean: precisely the mixes of 

colour, pigmentation, physiognomic type; the ‗blends‘ of tastes that is Caribbean…‖ 

(1994, 402)  This reconfiguration of the Caribbean as a multiracial place or scenario, 

which unifies by creating ―the same‖ and which constructing a sense of belonging is 

entangled with the project of neoliberalism. But, is it a reality that in Cuba, the 

Dominican Republic and Puerto Rico the silence and the territorial-spatial racial 

segregation have ended? Is the corrupt love for the same and love-making the same 

                                                 
26 Arroyo states that it is by means of what she calls cultural transvestism that there is a ―search for a 

harmonious vision of mestizaje, seen as love between races.‖ Arroyo asserts that what it really is about is 

―the critical need to construct the mechanisms that forms that national harmony and brotherhood.‖  For 

other references about the analysis of the cultural narrative and the creation of the imaginary national in 

Latin America and the Caribbean, see:  Candelario 2000; Cohen and Greene 1972; De la Fuente 1998; 

Drescher 1999; Flores 2009; Genovese 1979; Helg 2000; Holt 1992; James 1963; Kahn 1993; Maingot 

1996; Martínez-Alier 1974; Mintz 1978; Mills 2010; Ortiz, 1975; Price 1973; Price-Mars 2000; Quintero 

2009; Seda 1961; Trouillot 1995. 
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triumphant? It seems more that the ―positive racial mestizaje‖ rather produces ―a subject 

full of contradictions, divided in the face of its reality‖ (Arroyo 2003, 17-18).  

The historical trajectory of colonialism and oppression that characterizes the 

Hispanic Caribbean have marked the popular national projects, as mentioned above, by 

the racial issue and the formula of mestizaje. In Cuba, the popular national project is 

driven by the mix of the three races: European white, indigenous and African black, thus 

making up ―lo cubano.‖ In his study about Cuba, Alejandro de la Fuente analyzes the 

narrative that imagines the national cultural (1998). He indicates that the inclusion of the 

race in the Cuban national imaginary is rooted in political strategy created during the 

struggle for independence. Jose Martí, through his campaign for a ―cordial republic,‖ 

promoted an ideology free from racial differences, where ―the Cuban is more than 

mulato, black or white‖ (in de la Fuente, 1998, 50). Considered the martyr of Cuban 

Independence, Martí addressed racial conflicts by promoting ―a different faith: ‗Let us 

put around the star of a new flag, this formulation of triumphant love: with all, and for the 

good of all‖ (in de la Fuente, 1998, 44). Nicolás Guillén, known as the national Cuban 

poet, keeping the Martí spirit alive, later on expressed his interpretation of the popular-

nationalist stating that ―Cuba‘s soul is mestizo, and it is from the soul, not the skin, that 

we derive our definite color. Someday it will be called ‗Cuban color‖ (in de la Fuente, 

1998, 57).  In an examination of the thoughts of Cuba‘s ―eminent founding fathers,‖ de la 

Fuente asserts that the Cuban elite assumed the ―myth of racial democracy‖ which 

establishes racial equality among the whole population (1999). Assuming this ideology or 

performance of fraternal-popular mix seems to open the way for the elites to practice the 

formulas of silence and banalization that Trouillot (1995) refers to. Thus, they legitimize 

their role in the production of hegemonic narrative that silence the conflicts of power 

differences; that is their performance. I seek here to stress that in the same way that 
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mestizaje is labeled as a ―unifying metaphor‖ (Arroyo 2003, 250) of identitarian intention 

and unification, so also is, what in such seductive manner is proclaimed as ―popular.‖ I 

realize that the popular, among other things, combines the two intentions of corrupt love 

for the same.
27

 The first, as identitarian love, aims as body-population to relate and 

represent everything in its performance. Second, that it aims to seduce, both those who 

supposedly experience it and those that make it object of study in that suspicious love 

that clamors for what unites us: the ―patria-pueblo.‖            

It is within this context that we can perceive how the ideology of mestizaje and 

the popular is utilized to silence social and power conflicts, particularly those having to 

do with class, race and gender. Within the condition of ―we are all Cubans,‖ there seems 

to be no space to question Martí and the other Cuban founding fathers‘ doctrine. Indeed, 

almost 70 years after Martí‘s death, Fidel Castro proclaimed that racism in Cuba 

disappeared when class privileges were eradicated under the new socialist government. 

Therefore, under his mandate, the ―racial problem‖ was resolved by imposing silence on 

the topic of race in any public forum (de la Fuente, 2001). De la Fuente proposes that the 

only way to deal with the racial problem in Cuba is by taking on the discourse of racial 

democracy and looking at both their reactionary and progressive value. The conclusion 

might be that the value would be reactionary because it would mean to continue to 

conceive itself under the same discourse that silences and banalizes the racial essences 

and avoids the racial character of the contract. Yet it may also be progressive, to the 

extent that it affirms an anti-colonialist struggle, but above all, as de la Fuente (1999) 

offers, it could open up new opportunities for the creation of other forms of social action. 

In my view, Arroyo‘s (2003, 18) notion is more accurate, because the contradictions in 

                                                 
27 Once again, here I follow the meaning that Hardt and Negri (2009, 182-183) give to patriotism and the 

pueblo national unity, as part of their explanation about the common and the singular, and also what they 

call the two forms of corrupt love that is embodied in the identity and unity of the pueblo.   
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the face of reality do nothing other than ―undeceive‖ the supposed ―positive racial‖ 

project that harmonizes. As a myth after all, it is nothing but a fiction and as project of 

love for what unifies us, it corrupts.      

In the case of the Dominican Republic, the mestizaje and the ―popular‖ also are 

part of the foundational discourse or of the performance of the national (the national as an 

event) (San Miguel 1997). In this case any reflective discourse of blackness is situated in 

a distant past. Blackness is positioned vis-à-vis the ―Haitian threat‖ (Howard 2001) that 

leads the Dominican State institutions to represent the Haitian as the ―other,‖ ―black,‖ 

―subordinate,‖ ―inferior,‖ ―good only as sugar cane worker‖ (Silie, Segura and Dore 

Cabral 2002, 41). The problem with the border issue in the Dominican Republic, argues 

Carlos Altagracia occurs from the colonial era and ―exists first in the empire of the 

lettered signs of ordering because it was from them that border representation was born 

(2010, 109).
28

 The state-like effect of spatialization or the scenario of the Dominican 

State racist policy is manifested by means of the creation of so called ―bateyes.‖ The 

bateyes are ―mostly rural communes‖ where the Haitian population is concentrated 

―under conditions that have been equated with slavery‖ (Howard 2001, 25). The bateyes 

are like quarantine islands inside the greater Dominican island where stages-

concentration camps for healing of the Dominican national culture are constructed.     

This concept of the Hispanic Caribbean presents a significant difficulty due to the 

deeply racist connotation included in the surname ―Hispanic.‖ The possibility of adopting 

a concept of the Caribbean that is ―all inclusive,‖ very ―popular‖ in neoliberal times, 

although promotes a higher sense of inclusion-identity-unity, it takes to the limit the 

formula of the mix and its performance. In the face of this configuration it is necessary to 

                                                 
28 Spanish original: ―existe primero en el imperio de los signos ordenadores de los letrados porque fue 

desde éstos que partió la representación de la frontera.‖ 
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maintain a critical posture vigilant of what is silenced, erased and banalized. The 

appearance that a ―racial democracy‖ or a popular harmonious homogeneity has been 

achieved must always be verified as much in Cuba, in the Dominican Republic and, as 

we shall see, in Puerto Rico.            

In the case of Puerto Rico, starting in the l950‘s, we can observe how under the 

leadership of Luis Muñoz Marín, popular culture was governmentalized imprinting its 

political character, particularly taking advantage of the identification effect. When Muñoz 

Marín called the national state a ―small and naïve futile concept
29

‖ (in Fernández 

Méndez, 1957, 290), I believe it shows the strategic way in which he weakens the 

application of this concept; he made it ―light‖ (Dávila 1997; Pabón 1995; Torrecilla 

2004). He discovered that within what is known as nation state lay what he calls ―patria-

pueblo.‖ At the same time, with this he distanced himself from the highly compromising 

―politics‖ of ―patria-libre‖ (―free-homeland‖), which he pejoratively described as ―a 

name or abstraction, at most a landscape‖ (Muñoz in Fernández Méndez 1957, 290).
30

 

Muñoz Marín preferred his governmental-poetical view of ―satiating the dreams sleeping 

in my veins about the men who sweated and cried and raged to sweeten my coffee…‖
31

 

This patria-pueblo which must be biopolitized, brought to life, ―satiated the hunger,‖ 

―healed its tuberculosis,‖ ―put shoes on its bare feet‖ comes close to Foucault ‗s (1994) 

idea of the State as something more functional or instrumental; it is the administration of 

the bodies of the population (Duprey 2010, 208). For Muñoz the patria was a sort of 

popular governmentalization. The patria-pueblo turned out to be the strategy of taking 

                                                 
29 Spanish original: ―concepto fútil pequeño e ingenuo.‖  
30 Spanish original: ―nombre o abstracción o a lo sumo paisaje.‖ 
31 These words are quoted from the text ―Panfleto‖ (―Pamphlet‖) written by Luis Muñoz Marín. Spanish 

original: ―saciar los sueños que me duermen en las venas de los hombres que sudaron y lloraron y rabiaron 

para sazonar mi café… saciar el hambre, curar su tisis, calzar sus pies descalzos.‖ 
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care of the population‘s needs, its administration, and not those of the patria-nación-

libre. In a suspicious manner, Muñoz later abandoned the attention, which he considered 

excessive, to elucidate Puerto Rico‘s colonial condition as first priority and set out in his 

―performance‖ of ―God‘s Pamphletist‖ to guide the ―hungry men‖ towards the patria-

pueblo. Even though Muñoz weakened the notion of independent-patria-nación, he 

ironically made it his own, converting it into naïve, ―innocent,‖ convenient, easy, and 

popular.‖
32

 With the intention to governmentalize the popular and the popular-culture and 

produce the state identification effect, he founded a political party that, of course, he 

called Partido Popular Democrático (―Popular Democratic Party‖). The ―unifying 

metaphor of the popular‖ was made visible as a relational body and as performance of 

representation.   

In addition to the fragments from the ―Panfleto‖ poem by Muñoz we can see his 

performatic script
33

 in his other writings where he addressed the issue of identity. An 

example is his speech addressing the Teachers Association in 1953:   

I believe we are close to the precise moment in history in which if we do not 

deliberately take command of the cultural process, by examining how it is or by 

examining ourselves about how it should be, the Puerto Rican personality could 

be ruined in inextricable ―burundangas‖ (useless mess) that we could not make 

heads or tails of.  And to lose a pueblo’s personality is to lose its life, even if it 

subsists and multiplies and improves with technology and knowledge the lives of 

the individuals. (Muñoz, 1953)
34

  

                                                 
32 Muñoz in one of his discourses calls the United States‘ imperialism “imperialismo bobo” (dumb 

imperialism) (2003, 410). The claim that the imperialism is ―dumb‖ (which is not) in reality allows Muñoz 

to assume a political colonial status, colonial contract (which it is) dumb, naïve and futile. What the patria-

pueblo has of naïve is to recognize the singularity of the Puerto Ricaness, but assuming the colonialism. 

Knowing that one is a colony and that its fine, is a naïve thought… and dumb.   
33 ―Panfleto‖ (Pamphlet) by Luis Muñoz Marín was used as a slogan text and as main ―pedagogical words‖ 

in the project of the DivEdCo. Further below I discuss this project.  
34 Spanish original: Creo que estamos cerca del preciso momento histórico en el que si no tomamos 

comando deliberado del proceso cultural, a base de examinar cómo es o de examinarnos sobre cómo 

debiera ser, se puede malograr la personalidad puertorriqueña en inextricables burundangas sin mucho pie 

ni cabeza. Y perder la personalidad un pueblo es perder su vida aunque subsista y se multiplique y mejore 

en técnicas y saberes la de sus individuos (Muñoz, 1953). 
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The national-popular discourse in Puerto Rico is not based on scientific-political 

rationality, but in a myth promoting political discourse that essentially provokes a 

―popular‖ mobilization to persuade, attract and seduce the citizens. It is loaded with 

internal power games that in a constant performance-game, starting from an idea of 

origin, dramatize an essence of being; it is the myth ―which transforms petit-bourgeois 

culture into a universal nature‖ (Barthes 1997, 7). The possibility of a separation between 

the political-economic and the cultural is in doubt because they each constitute 

themselves with the other. Capital makes popular-culture rational and popular-culture 

makes capital rational, which now turns into popular capitalism and the national-pueblo 

state unites them. Both discourses, or better said, performances, can operate in parallel 

fashion. However, the presence of authorities, articulators and performers that serve as 

translators between one discursive-performative camp and the other, certainly appears to 

be necessary.   

When evaluating Muñoz‘s popular-political project to governmentalize, that could 

have in some way endangered the Puerto Rican ―personality,‖ Muñoz related radical 

political nationalism to despotism (Muñoz in Fernández Méndez 1957, 294) and thus 

justified his moderate strategy for a patria-pueblo-popular and the negation of a patria-

libre. Muñoz, as articulator and main performer of his era, combined a solution that 

attempted to resolve the local economic crisis by strategically allying himself with the 

United States-metropolis through the New Deal (Ayala and Bernabé 2007; Pabón 2002; 

Rodríguez 2004). The New Deal was United State‘s answer to the great economic crisis 

of 1929 and the following years. It was a skillful effort that restructured the relations 

between production and power. As a strategy it had an impact not only upon the United 

States, but also on the rest of the world and, of course, in Puerto Rico. According to 
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Hardt and Negri, the New Deal meant overcoming the crisis of capitalism with a solution 

consistent with the American liberalism and populism, which from the beginning of the 

20th Century characterized the management of the State in the United States (2000). With 

the New Deal, Franklin Delano Roosevelt, as President of the United States, proposed not 

only a reform, he also proposed himself as ―mediator of conflicts but also as motor of 

social movement‖ (Hardt and Negri 2000, 242). In the colonial scenario of Puerto Rico, 

he proposed, ―God‘s pamphletist‖ and the god of the popular, Muñoz.   

In Puerto Rico, Muñoz advised that to face the metropolis it was necessary to 

create an image and identity that established the notion that there existed a Puerto Rican 

subject with a ―personality‖ capable of claiming to be granted political powers. He 

asserted that to be a ―real‖ Puerto Rican it was not necessary to be a nationalist in the 

sense of radical nationalism. Arlene Dávila argues that Muñoz advocated a ―cultural 

nationalism [that] was a non-nationalism that relied on love of country and cultural 

identity, not on ‗petty‘ attitudes that led to communism, nuclear war, revolutions and the 

other ‗big troubles‘ of the 1950‘s‖ (1997, 33). Muñoz‘s emphasis on the patria-pueblo 

promoted the shared conviction that there was a popular-community that imagined itself 

homogenous, united and that was sufficient. There was no need to submit to the dangers 

of a radical national pro independence strategy. The claim for power in the Muñoz‘s 

political performance in face of the colonial metropolis dominion was weak in relation to 

the radicalism of independence. This was a performance that shows with great political 

astuteness that he could live politically from the mask of ―producing life‖ to the popular 

and its administration. It was a life lived with the illusion that something important was 

getting done, but at the denigrating cost of the colonial contract.
35

 It was a patria-pueblo 

                                                 
35 Following Foucault, Duprey (2010, 159) indicates that modernity is characterized by the biopolitic of 

―producing life‖ and which ―took roots with the arrival of the welfare state and the Keynesian style politics. 

Muñoz discovers the political value of the popular-welfare, that ―produces life‖ which as Duprey  points 
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popular, innocent, naïve, all those things that as Barthes (1997, 195) says: ―leaves the 

tyrant‘s hands free.‖    

Muñoz sought to take care of the essential needs of the multitude by setting up a 

popular-modernizing plan for the Island. This plan relegated the strategy that divided, the 

patria-nación, to one of hegemonic intention of identity and popular unity by creating a 

new historical bloc: the patria-pueblo.
36

 Jose Rodríguez asserts that ―Muñoz‘s approach 

to the masses (the Puerto Rican campesinado “jibaro”) was the way to make a great pact 

between them and the new progressive political elite. This union would create the 

historical bloc that would put to rest the futile past and give origin to a time of hope‖ 

(2004, 440).
37

 In his performance of the governmental, Muñoz established the 

Department of Public Education the División de Educación de la Comunidad (DivEdCo) 

in 1949. This project was created by the local government ―so that a group of Puerto 

Rican intellectuals [despite that at its inception the directors were from the United States] 

created an artistic oeuvre for pedagogical-popular-cultural purposes‖ (Kennerley 2008, 

22). The DivEdCo was inspired by a New Deal project sponsored by Roosevelt, the New 

Deal Arts Project (FWP). This project hired unemployed American artists and writers to 

produce guides about the ―American life.‖ Among other things these promoted 

automobile tourism, which was very popular in the United States during the 1930‘s. 

                                                                                                                                                 
out, must not be confused with ―wanting  life‖ (Duprey 2010, 159) and sets up its performance of biopower 

under the colonial mantle that disregards the ultimate Albizuista definition of  ―Yankees or Puerto Ricans.‖   
36 See specifically the third chapter of Rodríguez 2004.   
37 Rodriguez (2004) handles the conceptual categories utilized by Gramsci regarding: political society, civil 

society, historical bloc, coercion, opposition groups, consent and hegemony to explain the historical 

moment of the arrival in Puerto Rico of the ―Estado Libre Asociado‖ and its main organic intellectual, Luis 

Muñoz Marín.     

Spanish original: ―el acercamiento [de Muñoz] a las masas (campesinado ―jíbaro‖ puertorriqueño) era la 

forma de realizar un gran pacto entre éstas y la nueva élite política progresista. Esta fusión crearía el bloque 

histórico que sepultaría el pasado fútil y daría inicio al tiempo de la esperanza.‖ 
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These guides facilitated the creation of a sort of spatialization link between communities 

and States of the American Union through the road system.
38

  

The DivEdCo project in Puerto Rico, though stemming from the New Deal, was 

also influenced by Latin American populism, particularly that from the era when 

intellectuals took part in the construction of the imaginary of the nation. The project‘s 

main goal was to educate the pueblo. Above all, the focus was onthe rural areas, which 

had the highest population. The education was about how to be ―the new citizen and the 

new citizenship of Puerto Rico on its way to industrialization and democracy‖ (Muñoz in 

Kennerley 2008, 37). This education was carried out through pamphlets, posters, films 

and other audiovisual means of high performative content. 

However, the first governmental institution Muñoz specifically created to address 

and promote the popular Puerto Rican community imagined as homogenous was the 

Instituto de Cultura Puertorriqueña (―ICP,‖ Puerto Rican Institute of Culture) established 

in 1955. Under the law establishing it, the function of the ICP was to ―conserve, promote, 

enrich and divulge the Puerto Rican values, as they are.‖
39

 The ICP became the 

autonomous cultural governmental apparatus designed to serve as the exclusive guardian 

of the national popular cultural heritage. Among its activities were the preservation of 

historical monuments, commemoration of illustrious men, the creation of museum and 

park programs, visual arts program, music, theatre, film and cultural promotion in several 

municipalities (Alegría 1978). By creating the ICP it was intended to weaken the colonial 

national-state crisis. The efforts aimed to modernize the governmental and to celebrate 

the cultural and the values that allegedly defined the Puerto Rican as patria-pueblo. The 

                                                 
38  This is an example of how the state spacialization effect comes to be. The performative scenario of the 

national-popular-state of the United States is presented by means of the road system, thus the country 

becomes one, united by its transportation network.    
39 See Law No. 89, June 21, 1955. 
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purpose was to create that field of production of the state identification effect, of love for 

the same and unity in the same under a paradoxical colonial condition in which another, 

the metropolis-United States, dominated the State. A government institution that 

imagined and celebrated a popular identity that unites and that must "produce live" 

became a carnival performance. Now, this love is triple times corrupt, by loving the 

same, glorifying itself in making and promoting love of the same, but above all, the most 

corrupt of loves, that of colonial subordination.   

The purpose of this performance was to silence the true subordination that Puerto 

Rico‘s colonial condition implied, a condition that prevented the establishment of an 

independent national state. The same as other Hispanic Caribbean states mentioned 

above, this moderate nationalism adopted by Muñoz also promoted from within the 

governmental apparatus the formula of the harmonious mestizaje. As Isar Godreau points 

out ―the discourse of the state in Puerto Rico promotes a Hispanophile, whitened and 

harmonious version of the ‗racial mix‖ (2000, 58). This criollo vision sponsored from 

within the governmental apparatus coincided with the liberal-civilizing project of the end 

of the 19
th

 Century and beginning of the 20th.  

The intellectuals of the ciudad letrada at the beginning of the 20
th

 century, also 

known as Generación del 30 held many discussions about the construction of a national 

project and the formation of a unifying identity (Álvarez 2001; Benítez Rojo 1989; 

Blanco 1985; Duany 2001; Negrón Muñoz 1932; Rodríguez 2004). One of the debates 

that stood out the most was between José de Diego Padró and Luis Palés Matos. 

Although both of them sustained that the concept of nation could be constructed from 

notions of race, they differed in their postures. On the one hand, according to Palés 

Matos‘s Antillean proposal: 
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The fact that the Antilles had been colonized and populated by a Hispanic race 

does not mean that after 400 years, representing multiple generations, we continue 

as Spanish as our grandparents. The Antillean means must have powerfully 

influenced them and us so that today we have traits, attitudes and characteristics 

of a new race without a doubt (in de Diego Padró 1973, 87).
40

 

His statement was a critic to the elitist racialization that predominated among the 

intellectuals of the ciudad letrada. Akin to his ideas were Pedro Albizu Campos and 

Tomás Blanco among others. On the other hand, José de Diego Padró countered the 

proposal of Palés Matos noting that there was no Antillean cultural identity (Rodríguez 

2004, 75-101). De Diego affirmed that: ―these two cultures, one superior and one 

inferior, began to weakened, as it should naturally be, and the black culture losing 

autochthonous content... Until the black adopted and assimilated to perfection the culture 

that we got from the West‖ (de Diego 1973, 96). He understood that there was not a 

problem with blackness in Puerto Rico since a pure black culture did not exist. 

This debate seemed to be resolved at the time with Antonio S. Pedreira and his 

text, Insularismo. In response to the question of ―who are we,‖ Pedreira answered by 

saying that Puerto Rico was an ―extremely mixed and confused population‖ (Duany 

2001; Pedreira 1934). In relation to Pedreira‘s answer, Rodríguez states that ―the cultural 

elite needed to assume a project to modernize the material and spiritual incomplete 

nation, an integration project that could bind the owners and the dispossessed, the white 

elements with the black and mulatto components‖ (2004, 100). In this way, the popular 

bloc was constructed homogenizing blackness and any antagonism into the same.    

This project sought homogeneity and consent by creating a Puerto Rican popular 

subject that was manageable and disciplined. The performance of Muñoz and the ICP 

                                                 
40  Spanish original: El hecho de que las Antillas hayan sido colonizadas y pobladas por la raza hispánica, 

no significa que después de 400 años, que representan múltiples generaciones, continuemos tan españoles 

como nuestros abuelos. El medio antillano tiene que haber influenciado tan poderosamente en ellos y 

nosotros, que hoy poseemos sin duda, rasgos, actitudes y características de raza nueva‖ 
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was important in the construction, cristalization and imagination of the cultural national 

identity that would be Puerto Rican/popular-moderate/―light.‖ It promoted in a 

celebratory fashion the mix of the three races (indian/Taína, white/Spanish and 

black/African) in its homogenizing racial/culturalist formula (Dávila 1997; Godreau 2000 

y 2002; Flores 1993; González 1993). Out of this formula and what the ICP promoted, 

the popular Puerto Rican was to emerge represented by the figure of the ―jíbaro.‖ 

Paradoxically, Dávila notes that ―the jíbaro is usually portrayed as white male whose 

main influence comes from Spanish predecessors although he has a tinge of Indian 

heritage. An African contribution to the jíbaro is never acknowledged or emphasized‖ 

(1997, 71).     

The body of the jíbaro, as a relational body and body that represents, supposedly 

embodied that popular historical memory (which had nothing to do with whether or not it 

existed) that personified the body-limit of the nationality. If we examine it through the 

analysis of performance, the jíbaro is a body archive.
41

 This is the unifying metaphor 

from which the aim is to organize that identitarian love for the same. However, for the 

street body, it is difficult to be archived in that body that represents the patria-pueblo. 

This strategy of the Puerto Rican national cultural popular was not only 

moderate/―light‖ in its political goal, because it expected to silence racial conflicts and 

any other type of conflicts within this homogenizing formula. The construction of the 

historical bloc of a Puerto Rican jíbaro mass, a progressive elite and a ―ciudad letrada,‖ 

with hegemonic-civilizing intentions, attempted to achieve the political as well as the 

racial/cultural consent (Rodríguez 2004). With Muñoz the political rationality of the 

Puerto Rican popular modernity was formalized with the idea of the homogeneous 

                                                 
41 The concepts and notions of relational body, representative body and body- limit, street bodies, bodies 

that personify nationality are obtained from the text of Jossianna Arroyo (2003).  
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national cultural identity and the so called Puerto Rican patriotic symbol:  the popular 

jíbaro. The paradox in all this is that Muñoz wanted to achieve a hegemonic condition, in 

a Gramscian sense, but within a political-economical colonial context-entanglement and 

with racial differences (Rodriguez 2004). This conflictive-paradoxical context forced 

Muñoz to give his political cultural strategy a celebratory-performative carnival-like tone 

in which we are, but we are not and suspiciously ―leaves the tyrant‘s hands free.‖
42

   

As the ―hegemonic‖ times of the ―muñocismo‖ passed, the neoliberal proposal 

challenged the government-exclusivity of who will assume the production of the ―Puerto 

Rican subjectivity‖ and imagine it popular. The new interlocutors see in popular culture, 

or more so in its myth, a power of seduction which, as it did for Muñoz, serves to 

promote their particular strategies. Popular culture and its identification effect are not 

eliminated. Instead, these continue to be celebrated-performed by others beyond the 

governmental apparatus, who in the same manner desire, or better said, crave the popular 

and being popular. As producers of the state identification effect, they also collaborate in 

the imagination of that popular unified homogeneous community and its correspondent 

subjectivity.     

I take the case of Banco Popular de Puerto Rico as a performer of the state 

identification effect. Since its foundation in 1893, this bank also saw in national popular 

culture and its celebratory character, a scope of consent and production of scenarios of 

control. Its performance and repertoire of bankarization, of course, is what served the 

Bank to promote its own private economic interests. Simply stated, in the search for the 

                                                 
42 I affirm that Muñoz was forced because when one is subjected to a colonial condition, there is a threat to 

"the common wealth," which is the main reason for setting up a political community. Then, there is no 

other choice than to construct a carnival (a big party consisting of masks, parades, dances and noise) and 

the myth that celebrates what is not. This political strategy is curious because it is precisely articulated in 

the denial of the possibility of forming a community into a political community, therefore downgrading the 

commonwealth to a colonial contract. 
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―forever errant surplus-value,‖ anything will be courted. Arlene Dávila states that ―this 

task involves treating corporate interests not as forces that are contrary to the 

development of ideas of cultural distinctiveness, but rather as added players elaborating 

conceptions of Puerto Ricanness‖ (1997, 169). From civil society, and aside from or in 

collaboration with the governmental apparatus, we will see how Banco Popular 

intervenes in the production of the state-like effects and in particular the identification 

effect. The case of Banco Popular de Puerto Rico is a good example of the transition 

from the liberal model to the predominance of the neoliberal in Puerto Rico, where 

―subjectivity‖ is created even beyond the State governmentality. However, the state-like 

interventions, as is the case of Banco Popular, can even be traced back to as early as the 

end of the 19th Century.   

I should not omit that Banco Popular, in its function as finance capital among 

other things, is directly involved with everything related to the State public debt and the 

processes of capital circulation, accumulation, treasuring, concentration, centralization 

and the integration of the multitude into what Banco Popular‘s agents themselves call 

bankarization. Thereby, it cannot be categorically asserted that Banco Popular in itself is 

not a part of the governmental apparatus, as it is the articulator and managing entity of 

capital capable of producing state like effects. This institution of the capitalist elite, as we 

shall see, directly participates in the design of the governmental apparatus and has a 

decisive influence in the election of who directs it. What makes this performer 

particularly interesting is that by the end of the 19th Century it aided, while at the same 

time competed with the governmental apparatus in imagining the Puerto Rican popular, 

as Muñoz did, in a celebratory-performative and civilizing manner. By celebrating the 

Puerto Rican popular, Banco Popular, has presented itself as the ―Banco del Pueblo,‖ as 

it literally does in publicity campaigns. The statement ―Banco del Pueblo‖ creates the 
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myth, and as Barthes sustains: ―myth is a type of speech‖ (1997, 165 and 199). In the 

case of their ―look at me, I am like you,‖ Banco Popular exposes a false popular 

performative representation that makes bankarization naïve and innocent. From Ricoeur 

it is clarified that ―seeing X as if it was Y implies that X is not Y‖ (2001, 285). More 

perverse yet is that Banco Popular has assumed and sponsored the existence of ―the you‖ 

where the corrupt love of the same nestles. For that reason it is not odd that Banco 

Popular in its publicity campaigns consistently describes itself as ―the bank that supports 

all that unites us.‖ This would be the other arm that accompanies the identitarian love, 

wanting everyone to love making the same;
43

 from Muñoz we get the patria-pueblo, from 

Banco Popular, the banca-pueblo. But in a less explicit way, like the phantom that 

appears and disappears in the scene, the one who is really in control and who is the 

reason for such theatrics is in search for the wandering surplus-value and power; there 

lies its performance.        

To say that the Banco del Pueblo celebrates the pueblo is to say that Banco 

Popular is the pueblo. Likewise, Kelly M. Askew asserts regarding the State that to say 

what the State is, makes the State be (2002, 11). This is a performative practice of the 

government apparatus as well as of others outside of it. By means of the performance 

play of its speech, Banco Popular levels itself from its finance power to bankarize the 

State. My assertion is that Banco Popular from its banking operation, as ―a kind of central 

nervous system‖ (Harvey 2010, 334) of capital constitutes itself into an authority power 

comparable to the governmental and with biopolitical practices in its intervention with 

the population. For that reason its performance challenges the State itself in the 

production of state effects and includes in its repertoire the carnival of identity. The State 

                                                 
43  Again, here I follow Hardt and Negri (2009, 183).  
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and the participants in the production of state-like effects do it through performative 

practices, and therefore it is important to examine what performance is. 

ABOUT PERFORMANCE 

Peggy Phelan in the introduction of The Ends of Performance, identifies the 

collaboration between Richard Schechner and Victor Turner as one of the starting 

moments of performance theory (1998). This collaboration, indicates Phelan, built a 

bridge between theater and anthropology, and the questions that both disciplines share on 

cultural expressions. However, Schechner points out that the philosophical antecedents of 

performance theory could draw from ancient times to the questions of Plato and Aristotle 

about everyday life, the theater and what was "really real" (2002). During the time of the 

European Renaissance there was also much talk about the world as a great theater where 

daily life was theatrical. Later anthropologists such as Gregory Bateson, Erving Goffman 

and Clifford Geertz among others theorized performing everyday life and the textual 

constraints building the narrative of what was observed during fieldwork (Conquergood 

1991; Schechner 2002). Through the sixties and seventies, Richard Schechner from the 

School of Performance Studies at the University of New York, began to create links 

between performance and social sciences. Along with Victor Turner they develop a series 

of lectures that had as main discussion how cultures are expressed and are more aware of 

themselves through rituals and theatrical performances. These lectures further developed 

performance theory.  

Victor Turner stresses that ―performance is a dialectic of ‗flow,‘ that is, 

spontaneous movement in which action and awareness are one, and ‗reflexivity,‘ in 

which the central meanings, values and goals of a culture are seen ‗in action,‘ as they 

shape and explain behavior‖ (in Schechner 2002, 13). For Turner, the language of drama 
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and performance are a way of thinking and referring to people as actors that represent, 

and interpret certain roles and scripts in their daily lives (Turner 1986). Meanwhile, 

Richard Schechner proposed that ―to treat any object, work, or product ‗as‘ performance 

– a painting, a novel, a shoe, or anything at all – means to investigate what the object 

does, how it interacts with other objects or beings, and how it relates to other objects or 

beings. Performances exist only as actions, interactions, and relationships‖ (2002, 24). 

However, in epistemological terms, understanding everything as performance represents 

a complication since it is impossible to embrace everything. 

Although everything can be performance, for purposes of this research, I limit the 

scope of performance to ―what happens and deserves the name of event‖ (Derrida 1998, 

29). Not everything that happens and is action transcends or can be identified that there is 

a will to performance. This means that who produces the action does not necessarily has 

to have the will and intention for it to remain as an event and constitute into archive. 

Neither does it mean that even when someone has the will to performance, the action 

constitutes into an event that transcends. I use performance from two complementing 

perspectives. First, as the ―the many practices and events –dance, theatre, ritual, political 

rallies, funerals – that involve theatrical, rehearsed, or conventional/event-appropriated 

behavior‖ (Taylor 2003, 3). Second, I use performance as an analytical strategy, as a sort 

of methodological lens from which we can analyze different events as performances. 

When viewed this way, it has a methodological-epistemological function of producing 

knowledge and, at the same time, serves as vehicle or practice of social intervention in 

the everydayness (Taylor 2003). This is performance as a make-everydayness-practice 

and as a research method to talk about the practice. This way, it is an accurate and 

attractive instrument of ethnographic research.   
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Taylor makes a distinction between artistic performance and cultural 

performance. She states that the artistic one assumes the participation and set up of a 

fiction that is based upon a supposed reality as art form. The cultural performance deals 

with the negotiations and interventions that take place within the social practice itself. 

Taylor, citing Victor Turner (1994), proposes that the different populations can be 

understood and studied through the cultural performance or ―social drama.‖ Both the 

artistic and the cultural performance, in their management of fiction and reality, show us 

their critique dimension and ethnographic value.    

Dwight Conquergood argues that performance studies struggles ―to open a space 

between analysis and action and to pull the pin on the binary opposition between theory 

and practice‖ (2002, 145). Performance is much more than a mere incident, it is when 

social relations become visible. They are moments when social conflicts or events are 

manifested and where on the contrary, the illusory social cohesion is created. Power also 

needs to be made visible in order to be effective (Taylor 2003, 140), since as Roberto 

Esposito asserts, ―politics accentuates and exalts the theatrical attitude of existence‖ 

(1999, 51). Following Derrida, an example where power is made visible is when the 

―State emits paper money at a fixed rate, its intervention is compared to ‗magic‘ that 

transmutes paper into gold. The State appears then, for it is an appearance, indeed an 

apparition‖ (1998, 59). Summarizing with Taylor ―performance makes visible (for an 

instant, live, now) that which is always already there: the ghost, the tropes and the 

scenarios that structure our individual and collective life‖ (2003, 143).      

This research singles out those social-performance drama-events where increasing 

intervention of finance capital in Puerto Rico are made visible with the bankarization. I 

monitor this process following Banco Popular de Puerto Rico‘s steps or instances of 

performance starting at the end of the 19
th

 Century. The bankarization and its repertoire 
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attaches itself, becomes context and stage, not only in the industrial capital and the 

governmental apparatus, but also, with its seductive chant of banca-pueblo, in the 

―popular.‖   

I view performance as an accurate method of inquiry, an analytical tool in which I 

take into consideration several aspects. By means of the analysis of performance, I 

observe the power relations that take place, especially who is in control. I take this into 

consideration, even though those in control may not necessarily explicitly appear in the 

performance. The point is to pay attention to that ghostly character of power that Derrida 

refers to, and which as per Taylor‘s description, appears and disappears (2003, 141). 

Indeed, Taylor describes performance itself as having that same characteristic of visibility 

and invisibility. Either way, whoever is in control, by virtue of his/her participation, will 

be part of the performance and be in the memory of the archive that emerges once the 

repertoire is displayed. With the analysis of performance I take into consideration the 

theatrical look because it implies a scenario, a repertoire, a space, territory, a coming onto 

the scene. In addition, I look at the spectacle, which includes spectators as witnesses of 

social relations mediated by images. I also pay attention to the performative act itself, the 

act or event that implies there is an intervention. Moreover, I view in the performance the 

representation, because it evokes notions of mimesis, that there is a rupture between what 

is ―real‖ and what is being represented. Another useful guiding element of performance 

analysis is that it looks at the recurrent banal sense as a practice to reduce the complexity 

of ―reality‖ in the social drama by attempting to capture it in an imaginary that is naïve, 

nice and convenient. An example of this is the image of the ―jíbaro‖ as relational body 

that attempts to organize, imagine, represent the Puerto Rican popular, thus creating in 

whom sees it the illusion of cohesion and harmony. This is the identitarian, the love of 

the same, which is nothing other than its banalization; it is the trivialization that silences 
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(Trouillot 1995). Finally, it is essential to pay attention to the archival practices. I mean 

by this that when the repertoire, which in turn is making life into action, is recorded and 

registered, becomes historical memory (Taylor 2003, 14).      

In this research I give importance to the historical archive as traditionally 

understood in its logocentric emphasis, because in part that is where I obtain the material 

that allows me to see the relevant moments of performance of the bankarization of Puerto 

Rico. However, in my inquiry through the analysis of performance, I focus more on the 

repertoire of those events where ―what happens and deserves to be called event‖ becomes 

visible. The performance analysis resists the logocentrism, it pays more attention to what 

the body does. As Taylor asserts, ―instead of focusing on patterns of cultural expression 

in terms of texts and narratives, we might think about them as scenarios that do not 

reduce gestures and embodies practices to narrative description‖(2003, 16).
44

 Aside from 

speech and writing, it is relevant to examine what the body does, its gestures, the way it is 

represented, administered, how and what dances, the music, and the images that display 

it.      

Kelly Askew‘s text, ―Performing the Nation‖ is a good example to see 

performance as an analytical tool that goes beyond the textual narrative to be a research 

method of the social life practices that mark everydayness (2002). Askew discusses how 

musical performance has been fundamental in the active and reactive process of the 

transformation of national identity in Tanzania, Africa. She examines, among other 

things, how music and dance groups serve as potent vehicles to inculcate and mobilize 

                                                 
44  My preference for the performance analysis, which is critical of the logocentrism, does not imply a 

failure to recognize the value of the works that center their explanation in the literary analysis.  See Charles 

W. Mills (2010, 200) for the debate regarding ―music as against logocentrism.‖ Also, the work by Ángel 

Quintero (2009) is a good example that gives emphasis to what the body does.  In this work, the musical 

aspect and its dance movement moves away from the logocentrism and as Quintero (2010, 24) states,  it 

enjoys its ―cimarronería musical.‖   

  



 59 

political conscience starting with the late colonial period into the early independence 

period in Tanzania. The same as Trouillot (2001), she asserts that it is not only the 

government who produces the identification effect, but that there are others that cause it 

too.     

Using performance analysis, Askew conducts ethnography of cultural nationalism 

and the State in Tanzania. When speaking about the State, she asserts that both the 

academic fields as well as politics itself define State as an autonomous agent, coherent, 

effective and as a rational entity. While culture appears more as a state effect in whose 

production and determination other actors, aside from the governmental, intervene. The 

statement of ―what the State is,‖ is a performative practice of the government 

bureaucracy itself as much as of others outside of it, and it‘s what makes the State be 

(Askew 2002, 11). Here lies the importance of performance analysis for Askew, as the 

State is a context of performative practices. Performance analysis serves as an accurate 

way to see how the state identification effect is produced, which happens as part of 

governmental practices or as a result of practices by other actors outside of the 

government. The popular cultural nationality manifests itself as performative action. The 

performance of that effect has an important and perverse function, as it creates identity 

and, above all, imagines it producing the sense of coercion and popular national unity. 

This is the corrupt love of the same. The staging and performance execution is made 

evident by the theatricality, the repertoire, spectacularity, action, representation and 

creation of archive among others. The performance of the production of identification 

effect promotes the consent and homogenization that imagines, supposes, invents the 

community, ―produces life,‖ administers it and creates subjectivity. Through it, the state-

like effect that is identity gets materialized, crystallized and made ―real;‖ it is what makes 

it visible.       
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Meanwhile, performance as social drama requires and has as its purpose to silence 

conflicts. When reflecting about popular cultural nationalism and the production of 

subjectivity, it is usually thought of a matter produced by the dominant elite to be 

imposed upon the population. However, Askew differs with this notion and proposes that 

the example of nationalism in Tanzania shows how ―the other non privileged ones‖ also 

produce and impose their national imaginary (2002). She cites Foucault asserting that 

power is available to anyone and anywhere. Instead of an absolute ideology produced by 

ones to be consumed by others, nationalism ―ought to be conceptualized as a series of 

continually negotiated relationships between people who share occupancy in a defined 

geographic, political, or ideological space‖ (Askew 2002, 12). No rhetoric or State 

bureaucracy or government is capable of constructing the nation all by itself. The nation 

must have a resonance with the citizenship of the nation-state, and we can add, that 

seduces and allows itself to be seduced by the popular. The acting of the pueblo is not 

passive, nor can it be completely silenced. However, I agree with Charles W. Mills 

(2010) that we must be mindful regarding the participation that the body from the street 

may have in the construction of the imaginary. Mills indicates that ―it is possible for 

whites, without any sense of contradiction or any uneasiness of conscience, to think of 

themselves as anti-racist and dance to hip-hop at night while denying systemic black 

handicap and holding on their white privilege by day‖ (2010, 209). It cannot be 

concluded that the participation in the production of the national imaginary by those that 

do not belong to the power elite will mean real political progress. 

Askew indicates that in the case of Tanzania, several government leaders 

proposed the invention of a particular cultural nationalism as a strategy to unify the 

people (2002). This strategy by the government officials had a hegemonic intention as it 

showed their control over the political-economic and, to top it all, appropriates itself of 
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the popular cultural. Consistent with this tactic, they formed the Ministry of Culture of 

Tanzania (here we can see the similarity with the creation of the ICP in Puerto Rico). 

This institution was to be in charge of recovering a supposedly common cultural past. All 

of which, according to Askew (2002) leads to two questions:  How does a nation get 

imagined? Who imagines it?    

Performance analysis is very relevant in responding these questions. Askew 

indicates that in Tanzania the performance of the cultural was the vehicle employed to 

construct the national. In this respect, she stresses the deep relation between the cultural 

and the political.  For that reason Askew emphasizes the power contained in what is 

performance as the scenario of cultural practices. Following Eric Wolf (1999), she 

specifies that ideas do not float in the air; instead they acquire substance through 

communication in the discourse and performance. Askew points out that ―performance is 

a loaded term. With it comes a significant corpus of theory exposing performance as a 

mode of social interaction that is contingent, emergent, undetermined, and susceptible to 

unrehearsed actions‖ (2002, 15).  

Askew proposes to see performance as something more than language and 

theatricality, and introduces a political theory about performance (2002, 18).  In 

accordance to this theory, the elements directly related with the political are: ―the process 

of its production, its communicative function, the messages it communicates, its 

transformation of being and/or consciousness, and the capacity for active power 

negotiation and contestation in local and national, private and governmental 

performances‖ (2002, 23). These elements, according to Askew, constitute a direct 

conversation between the performance, the performers and the audience who is active, 

not passive. Performance is related to the active construction of social life, that is, it is a 

creative activity of the ―reality‖ of said social life. Therefore, it becomes a forum for the 
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reconfiguration of social relations and is also a state effect. This notion correlates with 

the way in which artists combine their knowledge of art and their virtuosity to produce 

their performance. The agents of the governmental apparatus, the finance aristocracy and 

other producers of culture providers of ―state effects‖ and of ―state-like effects‖ operate 

in a similar fashion. National identities are constructed by means of performance. 

Therefore, rather than getting fascinated with an ―imagined community,‖ ―imagined 

nation,‖ or allowing myself to be seduced by the bad identitarian love of the ―popular,‖ I 

am more interested in seeing how the active and reactive production of those ―national 

imaginaries of the popular‖ take place. That is, ―the multiple and often contradictory 

layers and fragments of ideology that underlie continually shifting conceptions of any 

given nation‖ (Askew 2002, 273).  As she states, the national imaginary in Tanzania is 

alive, breathing and rejecting any codification, universalism or essentialism. It continues 

to be celebrated the same as the Puerto Rican imaginary.    

Yes, I recognize how contradictory or perverse it may be to want to understand 

the ―human all too human,‖ but I am attracted by the curiosity to look at what in 

appearance seems clear to many but whose complicated nature is masked. I study that 

which is called the State, the economic, the national, the popular, and culture not only as 

an archive constructed with pieces of fiction, but as a repertoire of practices in those 

moments of performance when what happens deserves the name of event. In the 

following chapter, I examine the performance of Banco Popular in the scenario of the 

bankarization of Puerto Rico. I use the categories of performance analysis as guide in the 

ethnographic inquiry of this process. 
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Chapter 3:  The Bankarization of Puerto Rico 

…Banco Popular, whose objective is to develop a spirit of economy in every social class, 

and especially among the poor, through savings.45 

-Banco Popular, 1893 

 

Banco Popular is a genuinely native institution exclusively dedicated to work for the 

social and economic welfare of Puerto Rico and inspired on the most solid and basic 

good banking practices. The Popular fully commits its efforts and will to develop for 

Puerto Rico banking services within the strictest of standards and as efficient as the most 

progressive community the world would demand.46  

-Rafael Carrion Pacheco, 1928 

 

They can take care of it for you at Banco Popular.47 

-Banco Popular, 1956 

 

We invite you to join the bank that supports everything that unites us. 48 

-Banco Popular, 2010 

On May 1, 2010 the Commissioner of Financial Institutions of Puerto Rico 

announced that following months of planning and in face of the economic crisis that had 

affected Puerto Rico since 2008, three well known local banks were closing due to 

insolvency. These banks served close to ten thousand clients and controlled 

approximately one-third of the banking market in Puerto Rico. The United States Federal 

Deposit Insurance Corporation (FDIC), the agency that regulates banks in Puerto Rico 

                                                 
45 Part of the first article of the Banco Popular de Puerto Rico‘s Articles of Incorporation, presented to 

notary Mauricio Guerra Mondragon on November 10, 1893. Spanish original: … Banco Popular, cuyo 

objetivo es desarrollar el espíritu de economía en todas las clases sociales y especialmente en los pobres, 

por medio del ahorro.  
46 These words were pronounced by Rafael Carrión Pacheco in 1928 upon becoming the Vice-President of 

Banco Popular de Puerto Rico. Since then these statements by Carrión Pacheco have become the Bank‘s 

creed, and are included in every stockholders‘ annual report. Spanish original: El Banco Popular es una 

institución genuinamente nativa dedicada exclusivamente a trabajar por el bienestar social y económico de 

Puerto Rico e inspirada en los principios más sanos y fundamentales de buena práctica bancaria. El Popular 

tiene empeñados sus esfuerzos y voluntad al desarrollo de un servicio bancario para Puerto Rico dentro de 

normas estrictamente y tan eficiente como pueda requerir la comunidad más progresista del mundo.    
47This was Banco Popular‘s first official publicity slogan in 1956. Spanish original: Se lo pueden arreglar 

en el Banco Popular. 
48 Part of Banco Popular‘s ad that appeared in the newspaper, El Nuevo Día on May 9, 2010. Spanish 

original: Te invitamos a estar en el banco  que apoya todo lo que nos une.   
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since 1950, supervised the compliance of agreements with the institutions taking over the 

banks that were closing. The Westernbank, one of the insolvent banks and the third most 

important bank in Puerto Rico at the moment, with headquarters on the western part of 

the island, had marked its 52
nd

 anniversary. The assets of this bank were acquired by 

Banco Popular de Puerto Rico, currently the bank with the most assets, branches and 

deposits in Puerto Rico.
49

 

These events of banking merger make visible the coercive practices of the 

competitive capital and the participation of banks in the processes of centralization, 

concentration, circulation and accumulation of capital.
50

 I interpret these mergers, and 

Banco Popular de Puerto Rico has had several pertinent ones, as moments of 

performance. Diana Taylor in The Archive and the Repertoire, partly following Victor 

Turner (1974), defines performance as social drama (2003, 137-143). She states that 

performance goes beyond the mere incident and is those instances where particular social 

relations are made visible. This would be, as previously noted, what Jacques Derrida 

proposes as ―what happens and deserves the name of event‖ (1998, 29). Going back to 

Taylor (2003), the analysis of performance must take into account the images that happen 

and that show gestures, representation, scenarios, archive, repertoire, action and 

spectacle. This means all that theatricality that makes relations visible. Even power needs 

to make itself visible. Strategically, someone that is in control makes and sees him/herself 

as a main character in the action, uses and/or constructs scenario-contexts, tyrannizes the 

representation, denounces and silences it and produces for itself and for witnesses the 

spectacle, the series of social relations mediated by images (Taylor 2003). 

                                                 
49 See: El Nuevo Dia, May 1, 2010, 40-47. 
50 For an analysis of the credit system, its crisis and capitalism in current times see:  Harvey 2010, 330-343 

and Hardt and Negri 2009, 290-311. 
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In this chapter I develop a profile of Banco Popular de Puerto Rico, which not 

only shows the banking merger as performance, but I also include the repertoire of other 

relevant events within the process of bankarization in Puerto Rico. To construct the 

profile of Banco Popular I used the traditional historical textual archives as source of 

information, but also focused on the interpretation of what I call repertoire of 

performance. As already mentioned, performance analysis is a convenient method of 

inquiry to discover and examine masks that cover what is behind an event. To analyze 

Banco Popular I included an examination of the theatricality surrounding its foundation 

as performance. It was pertinent to look at the ceremony that legitimized the act, what 

was represented, who were the representatives, who did they seek to represent, what was 

the chosen scenario, what was the general scenario/context and of course, who was in 

charge of that social drama. I took this panoramic view of Banco Popular with the 

intention of getting to and going into its intervention in the production of the state 

identification effect. 

THE PROFILE OF BANCO POPULAR DE PUERTO RICO  

The Sociedad Anónima de Economía y Préstamo (Economy and Loan 

Anonymous Society), entitled by the articles of incorporation as Banco Popular, 

historically appeared on scene on Thursday October 5, 1893, and started operations on 

January 10, 1894. In its first year it was located in a rental space where the Casino 

Español and the Ateneo Puertorriqueño were located. It later moved into an area on the 

first floor of the Casa del Ayuntamiento de San Juan (San Juan City Hall). This urban 

space in the capital city of Puerto Rico is located in what is known today as Old San 

Juan. Towards the end of the 19
th

 Century, San Juan was the main center of economic, 

social and political activity in Puerto Rico, even if Ponce, a large municipality in the 
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south of the Island and the second most important city in the country, followed close by. 

In fact, the process of bankarization itself, with its physical set up and management 

apparatus in San Juan towards the end of the 19
th

 Century and beginning of the 20
th

 

Century, together with the city‘s role as governmental capital and the large concentration 

of new corporations, confirmed San Juan‘s primacy in the Puerto Rican urban hierarchy.    

In this analysis it is important to examine the theatrical, the stage where the 

performance was constructed. The establishment of Banco Popular, the spectacular way 

in which the institution has marked its emblematic moments reveals how the Bank‘s 

executives are fascinated with making visible their power, or at least their relationship 

with power. First, when it was founded. Banco Popular shared its scenic urban location 

space with two of the most prestigious civil institutions of the era, the Ateneo 

Puertorriqueño and the Casino Español
51

. A year later it moved to the lower level of the 

Ayuntamiento de San Juan. From then on Banco Popular sought to display its presence 

and scenic power with monumental architecture that stood out in the city‘s landscape. 

Second, power was made visible through the cast of characters chosen to intervene and 

represent the rest of the stockholders at the official ceremony that legalized the 

foundation act. This ceremony was the signing of the Bank‘s articles of incorporation. 

The founding signatories to the articles of incorporation were largely leading actors in the 

country‘s civil sector. For example, Manuel Muñoz Barrios, the first President of the 

Board of Directors was a military and San Juan‘s Acting Mayor. Manuel Fernández 

                                                 
51 The Ateneo Puertorriqueño was founded on April 30, 1876, by a group of local intellectuals, 

professionals and men-of-letters. It is the oldest cultural institution in Puerto Rico. The Ateneo was created 

to promote science, literature and fine arts. Originally, among its functions were: lecture series, 

conferences, artistic and musical events and the creation of a library. For many years the Ateneo 

ccontributed to spread and entrench a culture and civilizing project promoting above all education through 

their lectures (Álvarez 2001; Cruz Monclova 1970; Colón 1996). The Casino Español was founded in 1874 

as a social space for recreation and culture tending to the prosperity of the time (Cruz Monclova 1970). 
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Juncos was a renowned poet, perhaps one the best representative of the era‘s ciudad 

letrada, leader of the Ateneo Puertorriqueño, politically a liberal/autonomist, founder of 

several newspapers and later to become Secretary of the Department of Treasury during 

the brief Autonomist Government. Manuel F. Rossy Calderón was a lawyer, Secretary of 

the County Council, Municipal Judge and later Secretary of Public Education during the 

Autonomist Government. José Celso Barbosa, a black medical doctor, son of artisans and 

educated in the United States and active member of the Ateneo was also Undersecretary 

of Public Education in the Autonomist Government
52

. Also, Manuel Fernández Juncos, 

Manuel Rossy and José Celso Barbosa, were well known leaders and founders of the 

Puerto Rican autonomist political movement. This movement claimed to be 

representative of the popular classes at the end of the 19th Century (Brau, 1966; Colón 

1996; Cruz Monclova 1970).   

According to the minutes of Banco Popular‘s first meeting, held the same day of 

the signing of the articles of incorporation at eight in the evening of Thursday, October 

1893 at the Ateneo Puertorriqueño, forty-four (44) stockholders were in attendance 

(Baralt 1993; Cruz Monclova 1970; Santiago 1989). Among those present were a good 

number of well known lawyers, medical doctors, government officials, professors, 

                                                 
52 Research about black intellectuals and literature of the 19th Century and the beginnings of the 20

th
 have 

demonstrated that the role of black Puerto Ricans had a new vision in the social scene and in history as 

creators of cultural, intellectual and literary products (González 1993; Quintero 1998; Ramos Perea 2011). 

In the late 19th century, after the abolitionist period, although not many, it was starting to be visible the 

participation of black Puerto Ricans, like José Celso Barbosa, in the professional faction. Another example 

was ―El Maestro Rafael Cordero‖ who is known as the father of public education (Álvarez 2001). During 

the mid 19
th

 century he dedicated his life to teaching children who could not afford education. He was the 

teacher of children that later became distinguished active members of the ciudad letrada and the Ateneo 

Puertorriqueño.  Antonio S. Pedreira, in his study of Barbosa and Cordero explained that they were rare, 

but suitable examples to demonstrate that social and racial factors did not determine the fate of individuals. 

Rather, Pedreira explained that discipline and sacrifice, but especially education was what allowed black 

Puerto Ricans to join the creative cultural dynamics of identity (Pedreira 1933; Pedreira 1934, 180-181; 

Rodríguez 2004, 98-99). This view reveals how the ciudad letrada understood race as a cultural category. 
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politicians and medium and small merchants. Most of them were in turn connected as 

members or directors of the various merchant houses and professional guilds, Masonry 

Lodges, the Casino Español and the Ateneo Puertorriqueño itself. The initial Board also 

had a strong political presence of the Puerto Rico liberal autonomist leadership.    

The autonomist movement of populist tendencies gained great strength in March 

1887 with the foundation of the Partido Autotonomista Puertorriqueño (Puerto Rican 

Autonomist Party) in Ponce.
 
As a consequence of an August 1886 visit by delegates of 

the Partido Autonomista Cubano (Cuban Autonomist Party) to San Juan, starting that 

same year Manuel F. Rossy, Manuel Fernández Juncos and José Celso Barbosa, among 

others, organized the Comité Autonomista de San Juan (San Juan Autonomist 

Committee). The Partido Autonomista de Puerto Rico was founded during a marathon-

like assembly held on March 7, 8 and 9 of 1887 in Ponce.
 53

 This political movement 

affirmed, in its own perverse love for the same, that there were two Spains: one a 

peninsular European and the other American, both under the same Spanish nationality. 

The movement stated that these had to remain inseparable, while at the same time it 

claimed more administrative autonomy for the provinces. The movement‘s moment of 

great splendor came about with the creation of the Gobierno Autonómico de 1898.
54

 It 

was a fleeting moment since a few months later, on July 25, 1898, on Apostle Santiago‘s 

Day - the patron saint of Spain, the United States invaded Puerto Rico.  However, the 

liberal populist autonomist movement continued after the Unites States invasion. But José 

                                                 
53 In 1887, the Partido Liberal Reformista, through an assembly held in Ponce, was converted into a new 

collectivity: Partido Autonomista Puertorriqueño. This new party promoted that solution to the problems 

of Puerto Rico was to be achieved with the participation of Puerto Ricans. However, the party requested to 

maintain the legal and political relations with the metropolis. Liberals in Puerto Rico set their hopes on a 

plan that contemplated the possibility of in words of Alfonso de Hostos (1948, 156), ―obtaining recognition 

of the Puerto Rican personality.‖  
54 For further detail, about the Movimiento Autonomista and its 1891 manifesto, see Cruz Monclova 1970, 

400-451. 
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Celso Barbosa distanced himself from it and founded the Partido Republicano 

Puertorriqueño in 1899.The pro-statehood movement  aims, up to this day, to make 

Puerto Rico a State of the American Union. Later on, Luis Muñoz Marín, with his 

populist formula, brought the autonomy movement back into governmental power, within 

the colony, with the foundation of the Partido Popular Democrático in 1938, winning the 

elections from 1940 until 1964. Banco Popular benefitted from that liberal populist 

autonomist tradition from its inception and later under the control of the Carrión family it 

continues to do so to the present.
55

 It continues to be an important part of its performance, 

its brand, the Popular.    

In performance analysis it is also important to examine the context-scenario, as 

well as what is represented and who is supposedly represented. Those present at the 

signing of the articles of incorporation upon Banco Popular‘s foundation, is a centerpiece 

of this performance. They represented, as noted above, the high professional hierarchy of 

notable lawyers, medical doctors, teachers, journalists, entrepreneurs and government 

officials. All were spokesmen for the ―civilizing message‖ of the era and, of course, most 

were Ateneistas.
56

 They were not the large production hacienda landowners or owners of 

major merchant houses, but they were their medical doctors, lawyers, journalists, public 

officials, who also understood the importance of the bankarization of the multitude as one 

of the signs of the new times.
57

 The founding signatories were a good sample of the other 

forty-four stockholders present at the Ateneo Puertorriqueño for Banco Popular‘s first 

meeting that night of October 5, 1893. They all represented themselves, distinguished 

                                                 
55 The Carrion family holds a great importance in the formation of Banco Popular. On this I will be 

discussing later in the chapter. 
56 Ateneistas were the active members of the Ateneo Puertorriqueño. 
57 The integration of many others to the process of exploitation was presented as a solution to the crisis 

with the advent of popular capitalism, that implies expanding the field to those who can assist in the 

biopolitization of the multitude.   
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members of the lettered community, ―whose objective was to develop a spirit of economy 

in every social class, and especially among the poor, through savings.‖ The bankarization 

of the Puerto Rican multitude has its successful origin here; must make the multitude 

live.
58

                     

Following Jaime Colón, I indicated in the prior chapter that at the end of the 19
th

 

Century a ―civilizing‖ discourse gained strength in Puerto Rican society (1996).
59

 Colón 

identifies that in Puerto Rico, similar to the situation in other parts of Latin America, it 

was the intellectual faction in accord with liberalism who ―most felt seduced by this 

discourse‖ (1996, 2). In Puerto Rico we can point to the Ateneo Puertorriqueño as a 

―public sphere,‖ much like the coffee houses in London, (Álvarez 2001; Habermas 1994) 

as one of the most active places where intellectuals and professionals carried out the 

―civilizing crusade.‖
 60

  This crusade had as its main character the so called ―ciudad 

letrada,‖ which assumed the task of disciplining the popular sectors that after all were 

―not responsible for their acts.‖ The “ciudad letrada” is a construction that brings up a 

new intellectual subjectivity composed of journalists, teachers, and diplomats and their 

institutions (Álvarez 2001; Rama 1984). The Ateneo served as a structure in stone and 

architecture that made it visible. As I noted previously, Jaime Colón stresses that in this 

                                                 
58 In the process of bankarization it is important to manage and ―produce life‖ to the banking-subject and 

what a better way than to found a bank that will be supported through the popular and by a capitalism that 

wants and need to be popular. 
59 Spanish original: ―durante el último tercio del siglo XIX va ganando fuerza en la sociedad 

puertorriqueña un discurso ‗civilizador‘ cuyos fragmentos pueden ser rastreados en textos de muy diversa 

naturaleza: decretos legales, artículos periodísticos, ensayos literarios y hasta en obras de ficción.‖ 
60 The civilizing project in Puerto Rico can be viewed through Habermas's (1994) theory of ―bourgeois 

public sphere‖ which proposes that to mediate between the private concerns of individuals in their familial, 

economic, and social life with the demands and concerns of social and public life, spaces be created to 

promote debate. Habermas indentifies the public sphere in the intellectual faction, the only entrusted with 

the institutions and forms to conform a forum of discussion. This sphere can take place in newspapers, 

journals, meeting halls, coffee houses and other public spaces where socio-political discussion happen. This 

meant mediation between the bourgeoisie, petty bourgeoisie and the popular to form a particular bourgeois 

democracy or popular capitalism. However, it is very important to point to the ways corporate interests 

have colonized this sphere, using media and culture to promote their own interests.  
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―last third of the 19th Century, a new image of the popular sectors [was created] that 

relegated them to potential subjects‖ (1996, 4).
61

 This civilizing discourse and their 

performers continued beyond the 1898 switch of colonial metropolis. Silvia Álvarez 

Curbelo indicates that in Puerto Rico, ―the majority of the modern intellectuals, 

constituted during the second half of the 19
th

 Century cooperated with the economic-

political elites in the elaboration of the civilizing agenda‖ (2001, 50). The civilizing 

endeavor promoted a new order that was in accordance with the new exigencies of 

progress of the advancing capital and the staging of modernity.  

The banking context or scenario in Puerto Rico towards the end of the 19th 

Century was not different from that of the rest of the world.
62

 Capitalism, now in a more 

advanced development and organizational stage, was experiencing a shift wherein banks 

controled the treasuring, accumulation, concentration and circulation of capital. The 

industrialization of the sugar cane agriculture and the extended use of steam engines for 

agricultural large scale production meant greater finance capital investment, the 

proletarization of rural peasantry, and at the same time, a never before seen increase in 

profits. All this demanded greater availability of liquid capital for treasuring, 

reinvestment and for salary payment. In equal fashion, these developments conjured the 

masked artifice of the disciplinary civilizing discourse of the popular and promoted a new 

mode of organization and performance in capitalism. For the newly bankarized capital 

                                                 
61 Spanish original: ―último tercio del siglo XIX una nueva imagen sobre los sectores populares que los 

relega al lugar de los sujetos en potencia.‖ 
62 Authors such as Santiago (1989) and Baralt (1993) affirm that there is certain instability and delay in the 

development of the finance capital scenario in Puerto Rico from mid to the end of 19th Century. Yet, upon 

a review of other authors (Ayala 1990; Ayala and Bernabé 2007; Harvey 2010; Hilferding 1973;  Moen 

2003; and  Ramos Mattei 1988) among others, that delay can be attributed more to the initial development 

of the finance capital process, at the global level. This particularly applies to issues related to the stability 

of currency, the establishment of banks and to State control of this highly speculative novel fraction of 

capitalism in the larger theatre at a worldwide scale. 
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this meant the staging of banks, the new social economical institutional performer (Ayala 

1990; Harvey 2010; Hilferding 1973;  Moen 2003; Ramos Mattei 1988). Also, it required 

the participation of a professional intellectual faction that would collaborate in the 

articulation of the new performance. As an aftereffect, they would get properly 

remunerated.                                                                                                                                                         

I distance myself from those who affirm that Puerto Rico in the 19
th

 Century was 

delayed in the process of bankarization and establishment of banks (Baralt 1993; 

Santiago 1989).  On one hand, these proponents state that the lack of banking structure 

since the beginning of said 19th Century in Puerto Rico shows the economic weakness of 

the colonial condition. Yet, these same critics do not stop mentioning how the new and 

―modern‖ investors from Puerto Rico went looking for business to the credit markets of 

Saint Thomas, bridge to the promising European and North American banking world. 

Characteristically, in both the local and global scenario of those years, commercial firms 

and merchant houses controlled credit.
63

 In Puerto Rico these facilitated the purchase of 

machinery and manufactured products essential for production and for consumption by 

hacienda owners and their workers. They did this by giving credit to the landlords and, of 

course, later buying what they produced. During this era‘s growing capitalism of 

manufactured production, landlords in part relied on locally purchased means of 

production, but most purchases were in foreign markets through credit (Santiago 1989). 

The large merchant houses of the time financed both, the purchase of means of 

production for productive consumption, as well as purchases for individual consumption 

by the landlords and their workers. Some merchant houses were bankarized, by becoming 

banks, as production was increasingly industrialized and expanded.  As this process 

                                                 
63 These would be what are known today as ―trading companies.‖  
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facilitated the treasuring of capital, these firms and new banks assumed control of the 

circulation of monetary capital and established an alliance with the governmental that 

gave them authority to control and dispose of enough money for payment of salaries, 

instead of providing commodities for individual consumption. This is the origin of the 

bankarization of capitalism. Bankarization is when banks appeared in the social scene 

and took a leading role; they were the performers that made visible the new form of 

organization of capitalism. 

Bankarization is the event that characterized not only Puerto Rico but also the 

world from the middle to the end of the 19th Century. This process was required by 

virtue of the accumulation, concentration and centralization of capital that was on the 

rise. This was taking place at the global level as well as in the local scenario. This further 

explains the creation of monopolistic capitalism which entails a much more complex 

organization of credit and finance capital, a more fluid currency circulation, a level of 

speculation, fictitious handling of capital as never seen before and a new banking 

management that will articulate it (Ayala 1990; Hardt and Negri 2009; Harvey 2010). 

The absence at that moment of a competent financial system and an adequate banking 

structure was not a social deficiency of the times, nor was it particular to Puerto Rico; 

rather it was something new and innovative for the whole world. Thus, it was not a matter 

of precariousness of the colonial crisis, but the birthing pains of something new in 

capitalism worldwide.                 

Not only was the consolidation of bankarization of the great monopolistic capital 

of the time taking place, but the savings and salaries of the popular multitude were being 

bankarize. The workers were getting paid in currency and needed to be bankarized to 

fulfill the ―civilizing manner‖ through the management of their money by means of a 

bank. The Puerto Rican ateneistas understood this well. Rather than considering the final 
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years of the 19
th

 Century in Puerto Rico as delayed, it seems the opposite. These were 

like good children of the new and flaming era of the bankarization of capitalism at a 

global level (Bottomore 1991). Everything had to be bankarized, it was the strength of 

capital committed to ―the corrupt love to make the same.‖       

The hegemonic control of the financial or banking capital in Puerto Rico was 

consolidated at the beginning of the 20th Century. This happened when the larger banks, 

which had their origin under the shadow of the coercive competition characteristic of 

capitalism, progressively centralized the local credit system by means of banking 

mergers. These were carried out through amicable agreements or because the strongest 

one swallowed the weaker one. The coercive laws of capital are revealed to have the 

same perversity as the identitarian love for the same. In fact, not only are the less 

proficient banks eliminated thus opening the way for the more powerful ones, but the 

latter also took hold of the large industrial, commercial monopolistic capital as well as 

the multiple small monetary funds of the popular multitude. Banco Popular de Puerto 

Rico‘s hegemonic intentions strategy was made visible from its inception when the Bank 

discovered the popular multitude which must be disciplined and managed in the 

necessary and convenient art of savings and handling of finances (Colón 1996; Duprey 

2010). After all, Banco Popular sought to ―develop a spirit of economy.‖ During the 

beginning period of Banco Popular, it was also involved in the production of the state 

identification effect and in being the effect. The Bank assigned itself to be the relational 

body to produce the ―popular,‖ to represent it and to create a certain identity. This 

designation was in alliance with the ―ciudad letrada,‖ which in turn self appointed to be 

the educators of ―those that were not responsible for their own actions.‖ The Puerto 

Ricans must be bankarized so that it stayed abreast of the modern times. As we shall see, 

that has been the story of Banco Popular de Puerto Rico and its spectacular performance. 
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HOW BANKARIZATION WAS MADE VISIBLE IN PUERTO RICO 

Let us examine in detail the local banking scenario: who were the characters that 

initiated, controlled, represented and made visible the new organizational spectacle of 

capital. I define the bankarization of capitalism, from within the perspective of 

performance analysis, as the social drama (complex social relations) that is revealed 

through the creation of banks and the never seen before type of management, the 

necessary availability and the use of money. This social drama, which in its roots is 

complex, is defined by the advanced status of the processes of accumulation of capital 

that entail a larger concentration and centralization. These processes happened as a 

consequence of a huge intensification of production and the social relations of 

exploitation.
64

      

The large owners of land, many of whom were also owners of the predominant 

merchant houses, were the most advanced in Puerto Rico in comparison to the 

governmental and the multitude during this novel financial performance of capital. Don 

José Ramón Fernández Martínez, Marqués de la Esperanza and owner of the richest 

plantation of the era in Puerto Rico, Hacienda de la Esperanza
65

, founded and was first 

director of the Sociedad Anónima De Crédito Mercantil. One of the most important allies 

of this bank was Governor José Laureano Sanz, official representative of the Spanish 

colonial metropolis and a close friend of the Marquis.   As first act in the theater of 

bankarization, it was established by those that most needed to treasure and productively 

diversify investments, capital circulation and manage a larger monetary volume to 

purchase means of production and pay salaries. The Marqués de la Esperanza also co-

                                                 
64 See among others, Hardt and Negri (2009) and Harvey (2010) in relation to the global context. In 

relation to the Caribbean and Puerto Rico, see Lewis (1963); Dietz (1986), Ayala (1990, 2007); Santiago 

(1989) and Baralt (1993) among others. 
65 Hacienda de la Esperanza was located in the municipality of Manatí in the northern part of Puerto Rico. 
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owned one of the major merchant houses in San Juan, Látimer & Fernández & Cía. As 

Annie Santiago indicates, one of the ways in which commercial credit control was 

transitioned to the banks was precisely when the merchant houses began to specialize in 

banking functions (1989). It is no surprise that the name of the first viable bank 

established in Puerto Rico was named Crédito Mercantil (―Mercantile Credit‖).  

The Sociedad Anónima De Crédito Mercantil started with a 167,714.34 pesos 

capital and after a few years, in 1889 closed to become the Banco Español de Puerto 

Rico. At the time of closing it had a capital of 2,770, 487 pesos, quite a respectable sum 

at the time (Santiago 1989, 156). The Marqués de la Esperanza died in 1883 and 

leadership went on to Pablo Ubarri Capetillo and Guillermo Mullenhoff. Both were large 

property owners of haciendas, urban land in San Juan as well as merchant houses. They 

both stressed the need for an issuing bank recognized by the Spanish colonial 

governmental authority that would regulate and stabilize currency flow. One of the 

characteristics of bankarization performance, and always present in its repertoire, is its 

alliance with the governmental, which it requires to be made visible and legitimized.   

The Sociedad Anónima De Crédito Mercantil gave way to the Banco Español de 

Puerto Rico, which started operations in 1890 under direction of Don Pablo Ubarri 

Capetillo, Count of Santurce and Guillermo Mullenhoff, as one of the licensees. 

Mullenhoff was a partner of the merchant house Mullenhof & Kober (Baralt 1993; 

Santiago 1989). Shortly after the invasion by the United States in 1898, Mullenhoff‘s 

partner William Kober and a group of ―respectable Puerto Rican citizens,‖ who 

contributed forty per cent of the initial capital, together with a group of North American 

investors founded the American Colonial Bank of Puerto Rico (Ayala 1990). Kober was 

one of the first vice-presidents of the American Colonial Bank. In fact, at the beginning 

of the 20th Century, Mallenhoff and Kober also became shareholders of Banco Popular 
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(Baralt 1993, 54).  Banco Popular which was established in 1893 with the intention of 

representing the popular in its bankarization performance, by the beginning of the 20
th

 

Century also sought production and merchant capital. This  in turn consolidated its 

banking repertoire, as it magically brought together under one same theatre two economic 

social forces in conflict, that of the owners of capital and that of the popular salaried with 

their small but multiple savings and deposits. 

At the beginning of the 20th Century, aside from Banco Popular and the 

American Colonial Bank, the Island had Banco de Puerto Rico. The latter started 

operations in 1900 and was the successor of the Banco Español, which in turn, was 

established in 1890 upon closing of the Crédito Mercantil. The Banco de Puerto Rico 

later became the Banco Comercial de Puerto Rico until the 1930s when it was taken over 

by Banco Popular. In addition, there were two other local banks in operation, the Crédito 

y Ahorro de Ponce (founded in 1895) and the Banco Territorial y Agrícola. The latter 

was founded in 1894 by another group of powerful hacendados and merchants with the 

goal of offering agricultural credit mortgage and financing of crops, which at the time 

were largely specialized in sugar cane, coffee and tobacco. This bank was one of the most 

influential at the time, as the new sugar mill industry and agriculture generally constituted 

the main source of economic income in the Island. Rafael Fabián, one of the most 

powerful landowners and whose properties included sugar mills and merchant houses 

was its President for many years. The same as Banco Popular, the Territorial y Agrícola, 

and the Banco de Puerto Rico were located in the new banking center of Old San Juan. 

Eventually, all the banks mentioned, in one way or another, some sooner than others 

merged with Banco Popular. The exception was the American Colonial Bank, which 

merged with the National Citibank of New York in 1930.   
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Let‘s examine the general scenario in Puerto Rico starting in 1898, after the 

United States invasion, an aftermath of the Hispanic American War. Initially, Puerto Rico 

suffered a financial crisis that had roots beyond Puerto Rico (Moen 2003; Ayala 1990).
66

 

The Island also suffered the strong impact of the San Ciriaco hurricane in 1899, which 

caused great damage to crops.
67

 Once recuperated from the effects of the hurricane and 

with the new North American colonial power fully established, Puerto Rico was a place 

of interest for business, industrial and banking investments from the United States, which 

found some fine and willing Puerto Rican partners. A number of U.S. corporations settled 

in the Island and bought large extensions of sugar cane, tobacco and coffee plantations. 

These investors were well organized and were ―representatives of the great railroad, 

telegraph, and other corporations that had been besieging Congress for months for the 

purpose of obtaining lucrative concessions‖ (Lewis 1963, 88). As a result, new 

protagonists entered the banking market. United States‘ banks settled in with particular 

interest in the sugar industry. Close to 16 new banks were established after 1898, half of 

them foreign (Baralt 1993).     

Meanwhile, despite initially feeling the effects of the banking invasion and the 

hurricane damages, Banco Popular survived this period. The BPPR benefited from the 

economic growth that took place in Puerto Rico in general and particularly in San Juan 

during the early 20th Century. Eventually the market price of sugar increased between 

1915 and 1920 and had a major impact. Since BPPR did not wholly depended on 

                                                 
66 Mostly during this time there were problems with the regulation of currency. Also the local currency had 

been devaluated (Cruz-Monclova 1970; Santiago 1989). 
67 In reports sent to the President of the United States by Henry Carroll, (1899) and General Davis (1900), 

they stated that Puerto Rico was in good condition and that even though the San Ciriaco Hurricane had 

been strong, the islands were alright. The war did not result in great losses for the country. In addition, 

there was a particular credit characteristic, that there was barely any public debt. This allowed the local 

government, as the public officials stated it, to ―turn to the New York investment markets to finance the 

new public works.‖ 
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agricultural business it was able to deal with the eventual agricultural crisis that ended 

sugar‘s ―danza de los millones‖ (―the millions of dollars dance‖) better than other 

institutions.
68

 Moreover, to its advantage, at the time BPPR was the only stable banking 

institution ―genuinely native‖ to have headquarters in San Juan, the main scenario of 

economic and governmental activity in Puerto Rico. Another advantage was that BPPR 

had the trust of many Spanish merchants resident in Puerto Rico and who acted pursuant 

to requirements of the Spanish Commercial Code. The Bank made many businesses with 

―important Spanish commercial firms favorably known in the country for their good 

credit and unlimited trust‖ (Baralt 1993, 52). These large owners and merchants, and later 

on their heirs, turned out to be main stockholders of the BPPR even after the U.S. 

invasion. Some of the most prominent ones became members of the Consejo Directivo 

del Popular (―Executive Council‖).
69

 

The early presence as stockholder of Damián Monserrat y Simó, a major and well 

known actor among the Spanish merchant houses in Puerto Rico, was an indication that 

merchant capital and their interests were present from very early on in the development 

of Banco Popular. In fact, Monserrat y Simó was the BPPR‘s director in 1901 and after 

being briefly substituted from 1902 to 1903 by Enrique Cerecedo, senior partner in the 

merchant house Cerecedo Hermanos and majority stockholder of Banco Popular, he 

returned as President from 1904 until 1953. Guillermo Baralt describes Damián 

Monserrat y Simó as someone that ―fomented the notion of industriousness and the 

virtues in savings by the neediest classes and in childhood‖ (1993, 52).   

                                                 
68 For an extensive and detailed historical analysis of the relation between sugar and finance capital in 

Puerto Rico, see: Ayala (1990). 
69 The Consejo Directivo del Popular (―Popular Executive Council‖) was denominated Board of Directors 

starting in 1940. Candidates to the Board of Directors are appointed by the Comité de Regencia 

Corporativa y Nominaciones (―Corporate Regency and Nominations Committee‖). They are evaluated by 

the Board according to merit and potential contribution. Additionally, a review is conducted to ensure they 

qualify as independent directors in accordance to NASDAQ standards.   
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The new “ciudad bancaria” (bankered city), heir to the intellectuals of the 

―ciudad letrada,‖ was loyal to the new capital organization in Puerto Rico through a new 

executive council. There was a shift from the intellectuals and professionals to the 

business oriented sector taking over the council and the civilizing project of modern 

times. The new executives were not part of the popular multitude, but in their 

performance of marketing they pretended to represent them knowing that in reality they 

only represented themselves and their interests. The ciudad bancaria kept the interest in 

progress and the civilizing project but now the members consisted of a new subjectivity, 

the businessmen. This was an excellent act of banking theatrical trickery, seeking to have 

in the same stage the exploiter and the exploited. It is no surprise that the bankarization of 

the popular was so much in accord with the national cultural, since both required the 

same magical act using words that would charmed, surprised and entrapped ―all that 

unites us.‖ The insistence by the marketing strategists of Banco Popular of intervening in 

the production of the state-like identification effect is understood, since the spell clearly 

applies to both spheres, bankarization and production of the cultural, which is simplified 

and summarized in the performance of the ―popular.‖ Further along, I discuss these 

banking strategies in more detail.     

In 1923 Law number 18 regarding the ―Regulation of the banking system and 

banks in Puerto Rico,‖ known as the Bank‘s Law, was approved. These regulations were 

modeled after the New York Bank Code (Baralt 1993). To adopt the standards set by this 

law, the stockholders of the Bank created a new corporate organization that would simply 

be called ―Banco Popular de Puerto Rico.‖
70

 This action gave BPPR the official name 

that it holds to the present day. Up to that moment, Banco Popular consistently had 

                                                 
70 At the start it was officially named Sociedad Anónima de Economías y Préstamos (―Anonymous Society 

Savings and Loans‖), titled Banco Popular.   
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advanced the consolidation of two bankarization fronts: the industrial capital of the 

economic elite and the so called popular of ―modest means.‖ However, Banco Popular 

remained as a local institution, native from the San Juan capital city and relatively small. 

This changed significantly when Rafael Carrión Pacheco came in as the main character 

and strategist in the drama of Banco Popular and Puerto Rico in 1927. The explanation of 

what Banco Popular cannot be complete without an examination of the performance by 

the Carrión Family in the Bank and in the bankarization of Puerto Rico as a whole. 

THE CARRIÓN FAMILY AND BANCO POPULAR  

Rafael Carrión Pacheco, the fourth out of five brothers, was born in 1891 in 

Machuchal, a popular sector of the Santurce neighborhood in San Juan. At an early age 

after his mother‘s death, he moved to the town of Gurabo. His move coincided with the 

arrival of the United States soldiers, who following the Spanish Amercian War set up a 

military camp in the nearby town of Caguas. This event gave Carrión Pacheco the 

opportunity to mingle with the soldiers and at a very early age learn some English; at 

times he served as interpreter and delivery boy (Baralt, 1993). However, his stay in 

Gurabo was brief, as upon his father‘s death he moved to the town of Arecibo to live with 

his much older half-brother, José B. Carrión and later to San Juan in 1902    

Jose B. Carrión was a merchant by profession, and although a minor one, he was a 

member of the first group of Banco Popular‘s stockholders (Santiago 1989; Baralt 1993). 

Thanks to his economic situation, his younger brother Rafael Carrión Pacheco was able 

to study. Also, Rafael Carrión Pacheco worked and passionately learned about the 

business world thanks to his brother and the contacts he had. So much so, that after the 

eighth grade he dropped out from school and dedicated himself full time to working in a 
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merchant house in San Juan. He first worked in the mercantile firm of Villar & Hermanos 

and later in Lamba & Cía.  

In 1909 at the age of 18, with a fairly comprehensive commercial education and 

background, Rafael Carrión Pacheco decided to try his luck in New York, capital and 

model of the banking and commercial world. He only stayed for a few months since, 

according to Carrión Pacheco himself, luck was not on his side (Carrión Pacheco 1993). 

This turn of events and the fact that his brother fell gravely ill made him return to San 

Juan. While in San Juan he was in charge of his brother‘s business, a store that also 

served as a sales agent for several factories of railway lines, engines, wagons and other 

railroad equipment. Carrión Pacheco deemed this a very promising and timely business 

for the modernization of the sugar industry, which at that time was growing at full speed 

(Carrión Pacheco 1993). Later, towards the end of the 1910s and the beginning of the 

1920s, he also started a real estate and construction business dedicated to building 

residential houses mostly in Santurce, which at the time was the San Juan neighborhood 

experiencing the highest urban growth. Carrión Pacheco remained as sales agent for 

railway transportation equipment that gave support to the sugar industry, he bought 

stocks in several sugar mills and in San Juan he continued his other commercial 

activities.
71

 At the end of the 1920s, Carrión Pacheco received an invitation to join the 

Board of Directors of the American Colonial Bank. It was while holding that position that 

he became interested in assuming a protagonist role in the theatre of banking, and not just 

as an actor in the general cast.  As stated by his grandson Richard Carrión, his 

                                                 
71 The sugar mills of that era were in actuality huge manufacturing and trade centers with the most modern 

industrial machinery and chemical testing laboratories.  They were also one of the most effective means for 

finance capital income, particularly that from North America.  In the same fashion, it was the perfect 

scenario and vehicle for the social drama of the proletarization of peasants (Ayala 1990, Mintz 1988, 

Steward 1956). 
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grandfather was later expelled from the American Colonial Bank Board and from there 

he went to ―buy the little bank at the corner of Tetuán Street‖ (in Zamora 1997).   

In 1926, with the idea to ―buy a small bank that he could manage to his 

satisfaction,‖ Rafael Carrión Pacheco bought 5,006 Banco Popular stocks, out of the 

10,000 outstanding, thus becoming the majority stockholder (Baralt 1993, 75). Once he 

attained power and control over the stocks, during a meeting of the Board of Directors 

held on February 2, 1927, he stated that it was urgent to give the Bank ―an essentially 

commercial flavor.‖
72

  In his view, this was the way to ―attract commercial and industrial 

accounts, bringing in those important accounts while discreetly and prudently eliminating 

the small accounts that offered no benefit and yet required a considerable amount of 

work‖ (Baralt 1993, 76). These initial recommendations by Carrión Pacheco can be 

explained, as he himself was a product, beneficiary and a member of the general cast in 

the theatre of merchants‘ capital. However, only the first part of his statement turned out 

to be true since, as we will see further below, his second recommendation of eliminating 

the ―small accounts‖ was not advisable. Carrión Pacheco also recommended establishing 

relations with banking institutions from the United States.    

Rafael Carrión Pacheco‘s first few years as majority partner at Banco Popular 

were by no means easy.  Billy Carrión (1990) remembers hearing his father Rafael 

Carrión Pacheco tell his mother one day coming home from work: ―Ernestina, we are 

ruined, we are ruined, because I gambled everything I had when I bought the Banco 

Popular stocks, and that Bank is no good, it is a disaster.‖
73

 Yet, facing the problem, he 

decided to give it his all, to be a lead actor, to learn how the Bank operated, and study 

                                                 
72 See the Board of Directors Minute Book, February 2, 1927 (AHBPPR).  
73 Spanish original: ―Ernestina, estamos en la ruina, estamos en la ruina, todo lo que yo tenía lo jugué al 

comprar las acciones del Banco Popular porque ese Banco no sirve, porque eso es un desastre.‖ 
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how the United States banks operated. ―And little by little, he steadily made the bank 

strong, you know, so what he had was little, but it was a strong little bank‖ (B. Carrión).
74

 

Once he felt secure that the Bank was becoming stronger, he realized that the future 

depended not only in the bankarization and the economy of the Island, but also on the 

connections he could make with other banks in the United States, above all those in New 

York.  Billy Carrión stated: 

Once the bank was strong, when he felt that the Bank was strong, he left for the 

United States without taking anything, only a small business card that said: ―R. 

Carrión, Banco Popular de Puerto Rico Executive Vice-president.  And so he 

went and introduced himself to those important bankers who did not know him at 

all, but there he was with his card and saying that he wanted to meet them, that he 

wanted to establish business relationships with them and that he wanted them to 

know about his little bank in Puerto Rico, who knows, and he started to promote 

the Bank [Banco Popular] to the bankers over there.  And little by little he was 

able to get the bankers‘ trust. And that‘s how it got started, that little by little 

those people began to know the Banco Popular and to trust it, not only the Bank, 

but also my Dad (1990).
75

 

Ever since he entered the Banco Popular‘s scenario in 1927 as majority 

stockholder, Carrión Pacheco assumed control of it, first as Vice President and later as 

President, from 1953-1956. From those two powerful positions, he took the task of 

establishing new connections with foreign banks. Carrión Pacheco did all this with the 

goal of setting up alliances, ideas and connections that strengthened Banco Popular. 

When he returned he organized a local system of personal loans for salaried clients based 

                                                 
74 Spanish original: ―Y poco a poco fue poniendo el Banco como sólido, tú sabes, que lo que tenía era 

poquito,  pero era un banquito sólido.‖ 
75 Spanish original: Cuando el Banco está sólido, que él se siente que el Banco está sólido agarra su 

memoria y se va para Estados Unidos con nada, con una tarjetita impresa que decía: ―R. Carrión, 

Vicepresidente Ejecutivo del Banco Popular de Puerto Rico.‖ Y se va y se les presenta allá a los banqueros 

aquellos importantes que no lo conocían, pero que él va con su tarjeta y yo quiero conocerlo, yo quiero 

establecer relaciones y que ustedes conozcan mi banquito en Puerto Rico, que sé yo y empieza a vender el 

Banco a los bancos de allá. Y poco a poco logra que aquellos bancos cojan confianza. Y por ahí empieza y 

poco a poco la gente aquella empieza a conocer al Banco Popular y cogerle confianza no solamente al 

Banco, a Papá 
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on the salaries they received and without requiring collateral. The novel aspect of this 

event is that this is not only capitalism with its new mode of organization dictated by 

finance capital that generates a greater capacity for execution and governance of capital 

itself, rather it goes beyond and intervenes with the multitude that is now salaried and so, 

worthy of bankarization. The Popular was making itself popular: they were producing life 

to the banca-pueblo.
76

    

Another important act initiated by Carrión Pacheco that helped the Bank‘s growth 

was to intervene in the bankarization of yet another front, the governmental. That is, not 

only does the government governmentalized the banks through its banking laws and 

regulations, but also at the same time, the government was bankarized when it deposited 

funds, applied for loans and created public debt. Historically, the government of Puerto 

Rico had been a great ally of Banco Popular, above all in those moments when the Bank 

and its bankarization were not doing so well, as we will see below.   

Rafael Carrión, Jr. pointed out in an interview that by his father Rafael Carrión 

Pacheco holding 52% of the stocks ―he was the one giving orders even if there was 

another President. Don Rafael Carrión was very nice, but when he wanted something, 

that‘s how it had to be done, even though he had no experience as a banker.‖
77

 As I 

indicated, regarding performance analysis, one of the main devices in the theatricality of 

power is its need to be made visible and to say who is in control. The most characteristic 

and evident feature about the performance of Banco Popular to the present day is that 

ever since Rafael Carrión Pacheco became a majority partner of the Bank, the Bank has 

been controlled by the Carrións.        

                                                 
76 Even though the Bank, since its inception, was conceived to offer banking services to the popular 

masses, it did not achieved the name of event, performance, until Carrion Pacheco took over.  
77 Interview with Rafael Carrión, Jr. by Carmen Lidin, November 18, 1988 (AHBPPR).  Spanish original: 

―él era el que mandaba aunque hubiera otro presidente. Don Rafael Carrión era muy amable, pero cuando 

quería algo, así se tenía que hacer aunque no tenía experiencia como banquero.‖   
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From the beginning, Carrión Pacheco was aware that he had to compete with the 

other local banks, above all with the foreign ones, and be at the level of banks that had 

larger capital. Baralt states that when Carrión Pacheco started at Banco Popular and 

things were not going well, ―the only way out for the entrepreneur, if he was to save the 

Bank, was to directly get involved in its management. From that moment on, there was 

not a single meeting of the Banco Popular Board that would not end with the phrase: 

‗Rafael Carrión Pacheco is hereby authorized to resolve all details related to‘…‖ (1993, 

78)
78

    

At the beginning of the 1930s, socio-economic tensions in Puerto Rico had 

increased due to the Great Depression which had local and worldwide effects. In 

addition, there was damage caused to the agriculture sector by the hurricanes San Felipe 

(1928) and San Ciprián (1932). For a long time Banco Popular granted loans to the 

government and its municipalities. Explaining the Bank and Government relationship of 

that time, Rafael Carrión, Jr. stated that Manuel Domenech, then Secretary of the 

Treasury in Puerto Rico, approached Rafael Carrión Pacheco because: 

At a given moment there was no money [in the Department of Treasury] to pay 

their employees, it was broke. Through a correspondent bank, Carrión Pacheco 

was able to get credit for the Government of Puerto Rico in December, so it could 

pay. At that point the Government realized that Banco Popular was stable and that 

it could help (Carrión Jr. 1988).79 

                                                 
78 Spanish original: ―la única salida para el empresario era la de participar directamente en su 

administración, si quería salvarlo. A partir de ese momento, no transcurriría reunión del Consejo del Banco 

Popular que no fuera concluida por la frase ‗queda Rafael Carrión Pacheco autorizado para resolver todo 

detalle relacionado con…‖ 
79 Spanish original: En un momento no había dinero [en el Departamento del Tesoro] para pagarle a los 

empleados, estaba pelao. Carrión Pacheco consiguió a través de un banco corresponsal que se le extendiera 

un crédito al Gobierno de Puerto Rico en diciembre para poder pagarle. Con eso el Gobierno se dio cuenta 

que el Banco Popular es estable y puede ayudar. 

 



 87 

In a letter dated May 9, 1933 by then BPPR‘s Vice President, Rafael Carrión 

Pacheco addressed to the Puerto Rico Secretary of the Treasury, Manuel Domenech, he 

stated with regards to the local Government‘s deposits at the BPPR that: 

Notwithstanding the stipulated herein, the BPPR would cooperate at all times with 

the Department of Treasury, so that the Government‘s deposits in the Bank had 

absolute protection and to help the Government in everything within its power 

with respect to the normal payments of June and December (AGHPR).
80

    

In the same manner, on many occasions the Government of Puerto Rico, through 

its representatives, came to the BPPR‘s aid. The hegemonic intention of finance capital 

and its visible performer, the banks, is distinctive not only for the way it administered the 

industrial/merchants‘ capital and that of the workers themselves by controlling their 

deposits and debts, but also because it bankarizes the State. Due to the effects of the 

Great Depression, particularly caused by the banking system, Banco Popular also had its 

credibility crisis, which generated the massive retirement of deposits. At that time, the 

sugar agricultural economic elite was not doing well, so it was the popular side, with their 

multiple deposits, who were sustaining Banco Popular. The newspaper, La 

Correspondencia narrated in its May 22, 1931 paper that: ―in today‘s morning, a 

multitude invaded the Banco Popular building, seeking to withdraw funds deposited 

there."
81

 Guillermo Baralt adds to this that ―most of them were people of modest means, 

whose small accounts were the core deposits of Banco Popular‖ (1993, 86).
82

 

                                                 
80 Spanish original: Irrespectivamente de cuanto aquí se estipula, el BPPR habría de cooperar en todo 

tiempo con el Departamento de Hacienda, a fin de que los depósitos del Gobierno en dicho Banco tengan 

absoluta protección y para ayudar al Gobierno en cuanto esté a su alcance en los pagos usuales de junio y 

diciembre. 
81 Spanish original: en la mañana de hoy, una multitud invadió el edificio del Banco Popular, solicitando 

retirar sus fondos allí depositados. 
82 Spanish original: En su mayoría eran personas de recursos modestos, cuyas pequeñas cuentas constituían 

la medula de los depósitos del Banco Popular. 
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The unfortunate statement by Carrión Pacheco in 1927, when he took control of 

the Bank, about giving more importance to the bankarization of the industrial and 

merchants‘ capital and reducing ―the small accounts that offered no benefit whatsoever,‖ 

the ―popular ones,‖ was now proven to be in error. The Bank‘s salvation was that they 

maintained the three bankarization stages combined (the industrial/merchant capital, 

popular, and government). To address Banco Popular‘s deposits withdrawal crisis, the top 

of the Island‘s government hierarchy, literally went on stage. The newspaper, El Mundo 

(May 23, 1931) narrated: 

At ten thirty in the morning the Acting Governor, Mister Beverley and the 

Island‘s Treasury Secretary, Manuel Domenech, went to the Banco Popular and 

standing on an improvised platform inside the premises addressed the clients 

congregated.
83

   

The article from El Mundo continued reporting the words of Secretary of 

Treasury, Manuel Domench: 

The Government of Puerto Rico is the most important depositor of Banco 

Popular. It has deposited hundreds of thousands of dollars and is willing to 

increase the deposits as necessary. I do not exaggerate when I say that the 

situation of Banco Popular is much better than many banks in the US. As 

Treasurer of Puerto Rico and knowledgeable of the situation of this bank, I say to 

you, that Banco Popular is like the rock of Gibraltar within the financial structure 

of Puerto Rico.
84

  

The governmental support and connection with Banco Popular became visible in 

the performance of the ―improvised platform‖ and the eloquent speeches. A platform that, 

                                                 
83 Spanish original: A las diez y media de la mañana el Gobernador Interino, señor Beverley, y el Tesorero 

Insular, señor Domenech, se trasladaron al Banco Popular y desde una tribuna improvisada en el interior 

del banco dirigieron la palabra al público allí congregado. . 
84 Spanish original: El Gobierno de Puerto Rico es el depositante más importante del Banco Popular. Tiene 

en depósito más de centenares de miles de pesos y está dispuesto a aumentar este depósito en tanto fuere 

necesario. No exagero si os digo que la situación del Banco Popular es mucho mejor que la de muchos 

bancos en Estados Unidos. Como Tesorero de Puerto Rico y conocedor de la situación de este banco, os 

digo en verdad que el Banco Popular es como la roca de Gibraltar dentro de la estructura financiera de 

Puerto Rico. 
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of course, was built upon the not so visible bank deposits of the central government and 

the various municipalities. The finance capital, the symbol or mark (Barthes 1997; 

Ricoeur 2001) that denotes a more sophisticated organization of capitalism, goes on stage 

in Puerto Rico as well as globally at the end of the 19th Century and beginning of the 

20th Century. Bankarization was characterized by its close relation with the government, 

either because the latter pretended to regulate the former or because the State was, at the 

same time, bankarized by finance capital. The gap between public and private ―melts into 

air.‖  

Referring once again to Diana Taylor, she defines performance as social drama 

where social relations become visible by way of events presented by images included 

within the stages (2003). Following that description, the spectacle that was the 

―improvised platform,‖ where the ―crowd witnessed‖ the very Governor himself 

defending the economic solidity of Banco Popular through his eloquent speech, is a good 

example of what is performance. That was a moment that deserves the name of event, 

where specific social relations of capital were made visible. The multitude that witnessed 

the crisis of the newly born banking capital, ―the restless clients‖ with their ―popeyed‖ 

were impatient spectators of a drama where, those that represented them, once again 

appealed to them to have trust in their economic solidity. The curious paradox of the 

performance of bankarization in that crisis happens when the populist governnmentality 

of the era‘s ―New Deal‖ appealed to the multitude, to the popular, to save the Popular. It 

was the theology of giving credit to the credit giver, it was the reversed ―trust‖ (Derrida 

1998). Once the crisis was over, those who in reality gave life to capital got banalized.  

Once the worst part of the crisis of the early 1930s was overcome, Carrión 

Pacheco achieved one of the most important business deals in the history of BPPR. This 

deal was the merger of Banco de Puerto Rico with BPPR, which began in 1934. This 
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merger secured BPPR as the most important native-national bank. Through this 

transaction, a number of important accounts, heirs of past mergers, were inherited-

transferred from Banco Comercial de Puerto Rico, previously known as Banco Español, 

which was originally the Sociedad Anónima de Crédito Mercantil founded in 1877. This 

business deal finalized on October 22, 1936. According to Carrión Pacheco, this merger 

eventually turned the ―most significant in the history of the economy of Puerto Rico, as it 

provided the country with a national banking institution‖ (in Baralt 1993, 96). 

Subsequently, BPPR also inherited the accounts from Banco Territorial y Agricola, 

established in 1894 as a result of another merger (Santiago 1989).
85

 These banking 

mergers, which are in themselves social dramas, can be explained as performances that 

result from the less visible processes of production and reproduction of capital, whose 

actions brought out coercive practices of competition related to the concentration and 

centralization dynamics (Harvey 2010, 271-272, 331). About the power acquired with the 

mergers, Carrión declared that now BPPR would be managed by ―our own people, the 

ones that not only know very closely its problems, but also feel with it‖ (Baralt 1993, 96). 

His well rehearsed words, appealing to both feeling and sense of belonging, ―our own 

people,‖ aimed to fend off any harmful idea that the suspicious and novel banking labor 

could provoke. This is the ―look at me: I am like you.‖ Banking was represented as 

something natural, common; and there lies its banality, trivialization and transvestism. It 

is a transvestism with a double agenda of banality that affirms that they are ―like you,‖ 

                                                 
85 The chronological order and mergers until 1936 for Banco de Puerto Rico was: Sociedad Anónima de 

Crédito Mercantil (1877), then it became Banco Español de Puerto Rico (1888-1900). After the invasión of 

the United States it was named Banco de Puerto Rico (1900-1913). For some time, it became Banco 

Comercial de Puerto Rico (1913-1933), but later it went back to Banco de Puerto Rico (1933-1936) until it 

completely merged with BPPR in 1936. In addition, Banco Territorial y Agrícola (1894-1932) was 

acquired by Banco de Puerto Rico in 1932, so in turn it eventually was absorbed by BPPR.  
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while at the same time it invents another you: ―our own people‖ (Arroyo 2003; Barthes 

1997). Thus, banking performs the identitarian.   

Banco Popular was strengthened thanks to President Roosevelt‘s economic 

policies, as part of the North American populist solution to the Great Depression by 

means of the ―New Deal.‖ As part of the plan, Puerto Rico was granted close to $42 

million dollars for reconstruction. According to Baralt (1993), this money was divided 

through the Puerto Rico Reconstruction Administration (PRRA) and the Puerto Rican 

Emergency Relief Administration (PRERA) among others, which then invested in 

electricity, public works, sanitation, public education and agricultural projects with quite 

a high pay roll. The money sent by the United States Federal Government not only helped 

the banking sector, but the whole pueblo. There was no longer sole dependency on sugar 

crops, as it gave way to the establishment of new businesses and industries.  

Hardt and Negri indicate that in those times of depression, capitalism had to 

radically transform itself. In the case of Italy and Germany, it led to the development of 

fascism and Nazism and in Japan to militarism and imperialism (2000, 240-244). 

Additionally, in Latin America, it led to a whole variety of dictators, some more notable 

than others in their fascist and racist vocation. However, in the United States, the 

response to the crisis was a ―democratic new Deal‖ (Hardt and Negri 2000). This meant 

overcoming the crisis with a solution that was agreeable to the American liberalism and 

populism, which from the beginning of the 20
th

 Century had characterized the 

management of governmental matters in the United States. That populist liberal repertoire 

and its celebration is precisely Banco Popular‘s script. That is why several years later it 

splendidly articulates with the populist project of Muñoz‘s government. 

As soon as the crisis-drama of bankarization was normalized, there were new 

changes reflected in Banco Popular‘s Board of Directors. The Board seemed to be going 
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through a transformation in ways parallel to what was happening in the Puerto Rican 

economy and with those that controlled it. During an interview, Billy Carrión pointed out 

that when his father Rafael Carrión Pacheco decided to take over the reins of the Bank: 

He [Carrión Pacheco] then took the Executive Vice President position and set up 

the Board of Directors, because he was a majority stockholder and owned more 

stock than anyone else, he had a new control. He never owned enough stock to 

have complete control, but he owned a large amount, he was the Bank‘s most 

powerful stockholder…he started to bring in people, his people. These were the 

big cocorocos [―big honchos‖] of that time. The Ballesters were the big 

businessmen. And that was when he got it all started, the Bank starts to progress 

(―echar pa’adelante‖) with all those people there (AHBPPR).
86

   

In the early days of Banco Popular, the Board members were largely important 

characters of the ―ciudad letrada.‖ Later, with the arrival of Carrión Pacheco, there was a 

stronger push to bring into the Board prominent businessmen and sugar mill owners. This 

management strategy was important for the growth of Banco Popular. The new Board of 

Directors, with its management and power capacity, controlled the economic stage of the 

Island and, thus, was born the ―ciudad bancaria.‖ 

As a visible and triumphant symbol of that new ―ciudad bancaria‖ and its 

performance, Rafael Carrión Pacheco constructed a remarkable and emblematic 

multistory building, like a great banking theatre or a new cathedral to the city. The 

construction began on September 13, 1937, even though many Board members believed 

it was insanity on Carrión Pacheco‘s part because they feared it would cost too much. 

However, for him, this concrete performance piece was very important, as it would show 

the grandiosity of Banco Popular and its scenic control of the ciudad bancaria. Following 

                                                 
86 Spanish original: Entonces él [Carrión Pacheco] se colocó como Vicepresidente Ejecutivo y empezó 

entonces él la Junta de Directores porque tenía la cantidad mayor de acciones que ningún accionista, un 

nuevo control. Él nunca llegó a tener tantas acciones como para controlar completo, pero sí una gran 

cantidad, el accionista más fuerte del Banco era él. … empieza a traer gente, la gente de él. Eran los 

cocorocos grandes de aquella época. Los Ballester, eran los comerciantes grandes. Y ahí es que él empieza 

entonces, el Banco empieza a echar pa‘ lante con toda esa gente. 
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de Certeau (in Taylor 2003, 29), these are the practices of capital making their place. The 

new Banco Popular building was located in the lot where Banco de Puerto Rico 

previously stood. The latter was demolished to give way to the new Banco Popular art 

deco structure. On the subject of the archive, the Banco de Puerto Rico at the same time 

took its site from the so called first successful bank in Puerto Rico, the Crédito Mercantil. 

This space, in turn, was where Banco Territorial y Agricola, now also gone, once stood. 

In other words, the new and majestic Banco Popular skyscraper created its own new 

scenic presence, which became archive, literally over the ruins of the two most 

recognized banks of the early bankarization in Puerto Rico. As I indicated, bankarization 

articulates the processes of circulation, accumulation, centralization and concentration of 

capital. This allows treasuring and the provision of services that, in turn, make viable the 

flow of capital. In addition, in its performance it makes those processes visible in the 

form of brick and architecture. It is as if the economic graphic line that shows the 

ascending levels of concentration and centralization of capital became alive and took 

height in the shape of the skyscraper. The physical scenario of the ciudad bancaria that 

could be seen was constructed as performance, while simultaneously, the archive that 

transcends space and time was produced; it is a repertoire that annihilates what came 

before.                                                                                                                                                                                          

The art deco style, so in fashion in the architecture of the time, with two huge 

eagles on the façade and its strategic location in front of the Old San Juan Marina, made 

the building the main jewel of the prominent banking landscape. BPPR had always 

operated from the Old San Juan area since that was the founding site of the ciudad 

bancaria and the place where the largest business transactions of Puerto Rico, at the time, 

took place. This building was not only the main headquarters of the Bank, but also the 

tallest skyscraper in the Caribbean. The banking skyscraper was inaugurated on April 11, 
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1939. The opening was attended by several personalities of the time, such as Governor 

Blanton Winship; the most important landowner of the Island at the time, Manuel 

González Martínez, as well as businessmen and correspondents from New York banks. 

During the event Carrión Pacheco expressed that the construction project of such an 

outstanding building ―offered evidence to the world of the capability of the sons of this 

land in every order of life‖ (La Correspondencia 1939).  

With the spectacular arrival on scene of this new building, BPPR wanted to make 

visible that it was the most powerful economic institution in the country. In addition, the 

building did not only house the Bank‘s main offices, but also some important businesses, 

landowners and even the Corporación de Reconstrucción Financiera
87

 (―Financial 

Reconstruction Corporation‖) rented office space there. Banco Popular was not only the 

most important financial institution in Puerto Rico; it was the emblematic institution of 

the modernization of Puerto Rico. So claimed Carrión Pacheco in 1939 when he 

established that: ―the success of Banco Popular was no longer the patrimony of only a 

few men, it had turned into the triumph of Puerto Rico.‖
88

 At the same time, as a 

testimony to that fashionable Puerto Rico, also the Banker‘s Club of Puerto Rico was 

founded and housed on the building.
89

 This prestigious Club, inspired by the New York 

                                                 
87 The Corporación de Reconstrucción Financiera granted Rafael Carrión Pacheco a $250,000 loan for the 

construction of the new Banco Popular building (Baralt 1993). 
88 Spanish original: ―el éxito del Banco Popular ha dejado de ser el patrimonio de algunos hombres y se ha 

convertido en el triunfo de Puerto Rico.‖ 
89 The idea of founding the Bankers Club in Puerto Rico came from Rafael Carrión Pacheco, who in his 

constant travels to New York had attended the New York Bankers Club and thought that the idea would 

work well in Puerto Rico, as it would serve as a meeting and lunch place for the San Juan area 

businessmen, since it was customary to take a work break from 11:30 am to 1:30pm.  In 1939, Rafael 

Carrión Pacheco together with other businessmen were able to reach an agreement with the New York Club 

to use the name and adapt the concept to Puerto Rico. It was inaugurated the same day as the new art deco 

style Banco Popular building. An interesting fact, as narrated by Carrión, Jr. was that the Puerto Rico 

Bankers Club was successful because gas was rationed during the Second World War, so businessmen 

went to the Club for lunch, instead of going to their homes (AHBPPR).  
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Illustration 1: New BPPR 

art-deco building 

Bankers Club, was located on the top floor of the new Popular building. It was the place 

where the most prominent characters who controlled Puerto Rico gathered. 

The new ciudad bancaria and its performance of power that becomes visible 

changed the landscape of the bay and of all of San Juan. Now it 

was not only the old military Castillo del Morro (Morro Castle) 

that stood as the landmark signaling that you had reached the 

Ciudad Amurallada (Walled City), instead it was the brand new 

Popular skyscraper, the performance- spectacle that with its 

image of solid stone and height attested that you had arrived at 

the new ciudad bancaria. Bankarization has that ethnographic 

quality of the archive and the repertoire, as it selects, eliminates, 

classifies and appropriates the scenario and presents its particular world vision, which is 

concretized in an ostentatious building. This building was much more than stone, it was 

the social drama that ―showed the world the capability of the children of this land in all 

the orders of life‖ (Carrión Pacheco in Baralt 1993, 100). The city was redefined, a new 

form of dominion was written over it: the banking (Quiles 2003, 21). The city can be 

conceived of as a combination of archive and repertoire in the sense articulated by Diana 

Taylor (2003, 21).  It is something alive, but at the same time a replica, it is media, 

action, representation and memory. 

In terms of local banking power, figures of BPPR showed that it held the most 

assets of any other native bank in Puerto Rico and each time it was closer to the level of 

the foreign banks. This distinction between local and foreign was in reality quite 

problematic, when we consider the close financial relations that existed between them. 
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Assets Deposits % 

Deposits 

Loans  %  

Loans 

Local Banks      

Banco Popular $22,834 $18,676 81.8% $5,389 23.6% 

Banco Crédito y Ahorro Ponceño  14,025  10,287 73.3%  5,831 41.6% 

Banco de Ponce  10,358  8,272 79.3%  5,463 52.7% 

Roig Commercial Bank  1,551  1,000 64.5%  784 50.5% 

Banco de San Germán  1,033  854 82.7%  277 26.8% 

Banco de Fomento  500   500 100.0%  n/a n/a 

Banco de Economías y 

Préstamos 

 477  377 79.0%  203 42.6% 

Credit Union Bank  365  288 78.9%  164 44.9% 

Banco de San Juan  199  110 55.3%  129  64.8% 

Subtotal $51,342 $40,364 78.4% $18,240 35.5% 

United States Banks      

National City Bank of New York $62,014 $61,407 99.0% $9,186 14.8% 

Chase National Bank of New 

York 

 8,571  8,548 99.7%  1,819 21.2% 

Subtotal $70,585 $69,955 99.1% $11,005 15.61% 

Canada Banks      

Royal Bank of Canadá $7,719 $7,667 99.3% $4,318 55.9% 

Bank of Nova Scotia  7,626  2,834 37.2%  6,671 87.5% 

Subtotal $15,345 $10,501 68.4% $10,989 71.6% 

Total $137,272 $120,320 88.0% $40,234 29.3% 

Table 1:  Commercial Banks in Puerto Rico by 1942 (in millions) 

Coinciding with the Second World War period (1939-1945), political economic 

affairs in the government of Puerto Rico were changing, as was also the focus of the 

BPPR. During this time, the government created a series of institutions that set the pace 

to carry out the modernization plan conceived for Puerto Rico through the so called 

industrialization. One of the most important ones was Banco de Fomento de Puerto Rico, 

which operated from 1942 to 1948, and later was transformed into what is known until 

today as Banco Gubernamental de Fomento. This institution was created with the goal of 

serving as the government‘s fiscal agent and to facilitate the establishment of industries, 
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factories, buildings and other projects by enterprises, corporations and individuals (Picó 

1962). This development was promoted through the Banco de Fomento by assisting the 

agencies and public authorities to issue and sell bonds in the stock market. The bank also 

sponsored the development of local capital through loans for construction, commerce and 

manufacturing industries (Bolívar Fresneda 2008, 102).  

It is advisable to approach the matter with suspicion and not conclude that this 

new governmental actor in the finance theatre of the financial means that the State was 

taking control of the banking aspect, something like a governmental bankarization. 

Instead, what was at play was the creation of an authority from within the State that will 

effectively coordinate the involvement of the banking-nongovernmental in the 

governmental, particularly in matters related to the management of public debt. The 

Banco Gubernamental de Fomento was like a Celestine for the speculator bond buyers of 

the stock market who became the real owners of the country. Through this masked 

strategy the bankarization of the public sector was more efficiently articulated, once 

again leaving everything to melt into the financial air.  

The establishment of the Banco de Fomento also had consequences for the Banco 

Popular.  In this regard Rafael Carrión, Jr. (1988) pointed out: 

With the creation of Banco de Fomento the relation [with the government] as their 

deposit bank came to an end. The government‘s main account was in Banco de 

Fomento. However, with all the ramifications, that was free and everything 

depended on who was in charge of ―x‖ agency with ―x‖ bank. Banco Popular was 

the depositary of some of them, for example, of the University of Puerto Rico 

(AHBPPR).
90

   

                                                 
90 Spanish original: Desde que hicieron el Banco de Fomento se acabó esa relación [con el gobierno] como 

banco depositario. La cuenta principal del gobierno está en el Banco de Fomento. Pero con todas las 

ramificaciones, eso es free y todo depende del que esté al mando de la agencia ―x‖ con el banco ―x‖. El 

Banco Popular es depositario de algunas de ellas como por ejemplo con la Universidad de Puerto Rico. 
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Even though most of the government‘s accounts were now handled through Banco de 

Fomento, this did not mean all relations with Banco Popular stopped. Perhaps Banco 

Popular was no longer the depositary, but it still maintained banking business with the 

government through loans and project financing.   

In the 1942, BPPR annual report, Damián Monserrat y Simó declared that due to 

uncertainty created by the Second World War, during that year the Bank had decided to 

adopt a ―judicious and conservative policy‖ maintaining its assets ―in liquid form, 

investing all surplus funds in Government bonds.‖ In that same report, stockholders were 

informed that during that year BPPR had been designated as the Depositario y Agente 

Financiero del Gobierno de Estados Unidos en Puerto Rico (―Depositary and Financial 

Agent for the United States Government in Puerto Rico‖). It was also granted the 

capacity to act as agent for the Emisión de Bonos de la Defensa por el Departamento del 

Tesoro (―Issuance of Defense Funds by the Treasury Department‖). Later in 1944, 

President Monserrat y Simó reported that BPPR‘s capital investments were divided into 

92% in the United States Government bonds, 7% in Puerto Rico municipal bonds and 

loan capital and 1% in bonds and capital loans to the Pueblo de Puerto Rico (―the People 

of Puerto Rico‖). That 1% constituted the purchase of $1 million dollars in bonds from 

the Autoridad de Fuentes Fluviales, the governmental agency in charge of electric energy 

production in Puerto Rico. 

Banco Popular‘s assets increased significantly during that era due to the Federal 

Government disbursements and refund of excise taxes imposed on rum sold in the United 

States (El Mundo 1944). Even if investment on local government bonds was a mere 1%, 

in the annual report the BPPR President noted that they had always been available to 

respond to the government‘s needs. It was so much so that when the Government was not 

in condition to face its financial needs,  Banco Popular came to its rescue so that the 
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―Island employees were able to collect their salaries during the Christmas season, thanks 

to the ready and timely aid offered by the Popular‖ (BPPR 1944, 13). 

The three stages of the bankarization performance by Banco Popular– the large 

industrial/merchant capital, the popular multitude and the governmental – reaffirmed that 

the separation between the public and private sector is in reality mere theatricality. 

Following Taylor, this theatricality is choreography of color blends, movements, sounds 

and spaces within the same social drama (2003). The bond holders, stockholders and their 

banking articulators took hold of the new performance of capital: they control. And what 

became of the ―muscular view of exploitation‖ of Baudrillard (1998)? Rather it seems 

that the muscular view of Marx was validated. The performance of banking capital 

showed a weak mask whose appearance created confusion about who was in charge.  

Until that moment BPPR had distinguished itself from many other local banks by 

staying away from financing the sugar industry. It was not until the decade of the 40s that 

the Bank financed some sugar landlords that supplied sugar cane to the mills and granted 

loans to mills. The sugar mills in their performance of huge sugar chimneys made visible 

the processes of concentration and centralization of agricultural industrial capital. The 

gigantic sugar mills reshaped the rural scenario in the same way that the big buildings of 

the ciudad bancaria redefined the urban landscape. Some of the sugar mills that received 

financing from Banco Popular were: Central Juanita in Bayamon and Central Soller in 

Camuy. Also, Central San Vicente in Vega Baja, the first sugar mill in Puerto Rico and 

Central Carmen (both owned by Manuel González Martínez, one of the major sugar 

producers) and Central Victoria in Carolina, owned by Rupert & Hermanos. Both sugar 

landlords were major stockholders and members of the Banco Popular Board of Directors 

until their death. Once they passed away, their heirs took over their places. 
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The most important banking transaction in this predominant economic social 

theatre of sugar happened thanks to the efforts of Carrión Pacheco when in 1944 the 

Banco Popular Board of Directors approved the application for a $600,000 farm credit 

loan to Rusell & Co. & Sucesores, owners of the Central Guánica in Ensenada, Guánica. 

Until that moment Banco Popular had never granted a loan for such a large amount. The 

Central Guánica was the most important sugar mill in Puerto Rico and had obtained loans 

only from United States banks. Three years later, during the 1947-1948 sugar harvest, 

Banco Popular duplicated the loan amount to $1.2 million. This meant that the sugar mill 

became one of BPPR‘s key accounts and the Bank demanded a commitment to not use 

any other financial institution (Baralt 1993, 116).
91

 The Popular got sweetened and had 

its banking zafra.
92

 

BANCO POPULAR AND THE AUTORIDAD DE TIERRAS 

Law Number 26 of April 12, 1941 as amended, known as the ―Ley de Tierras de 

Puerto Rico, created the Autoridad de Tierras de Puerto Rico. The Autoridad de Tierras 

was established to comply with the objectives of the Ley de Tierras, which among other 

things gave way to an agriculture reform. This law was promoted by then Senator Luis 

Muñoz Marín.
93

 One of the major goals of the law was to limit land possession to 500 

acres, eliminate the corporate large estates and to stop the emergence of new ones. This 

governmental measure tried to mitigate the ill fated excesses of the process of 

concentration and centralization of capital. The Autoridad de Tierras, the new State 

entity, was granted power to buy and expropriate land owned by latifundistas (large 

                                                 
91 For an explanation of the concentration and centralization processes related to the sugar industry, its 

relation to finance capital and the importance and magnitude of the Central Guánica, see Ayala 1990 y 

Dietz 1989, 108-109.  
92 Zafra is the sugar cane harvest.  
93 See A. W. Maldonado (2006) for the debate and intentions of Muñoz behind the approval of this law.  
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estate owners). These lands would be distributed for use as individual farms and parcelas 

(small holdings), for military purposes, and to acquire land for sugar cane production and 

sugar mills. Sugar production was being governmentalized. The welfare populist State 

got scared by the excesses of the coercive practices of capital competition, which led it to 

violate the principles of free market that gave rise to it. This was the dreaded monopoly. 

In the theatre of finance capital in Puerto Rico, we also see this rather unpopular coercive 

practice in the so called mergers, in which Banco Popular has been a lead actor. 

Capitalism‘s corrupt love for the same is manifested in its greedy tendency towards 

monopoly, which is nothing else than the elimination of alterity. 

In 1947 Banco Popular granted the Autoridad de Tierras a six million dollar loan 

to finance sugar production in Puerto Rico. According to Baralt by this action BPPR not 

only offered support for production in the Island, it also meant its endorsement of the 

populist social reform that the government was attempting to promote through Luis 

Muñoz Marín (1993). This way the reform was bankarized. Curiously and also 

suspiciously, the Popular‘s performance as ally of the reformist governmental populism 

of Muñoz was not seen as beneficial to finance capital and bankarization. Now land and 

sugar were ―public,‖ but Popular(ly) in debt. As a result of the implementation of Ley de 

los 500 acres, the Autoridad de Tierras acquired land and became the largest sugar cane 

producer in Puerto Rico. This season of governmental zafra coincided with the best sugar 

prices in the market, all of which led to good profits.   

The government took advantage of the moment and invested in other des-

latifundisados’ agricultural land, such as pineapple plantations, which seemed to have a 

promising future. BPPR continued financing these projects, which created employment. 

However, by mid 1950s, sugar and agricultural production in Puerto Rico was already in 
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decrease. The tiempo muerto  came and went, but this time it never left.
 94

 By the 1970s, 

BPPR‘s loans for sugar production ended. This is how finance capital in search of the 

―forever errant surplus-value‖ moves from one stage to another. Derrida stated that one of 

Marx‘s favorite words was metamorphosis (1998, 55, 64). That artifice of transforming 

itself into something else fitted perfectly to the banking repertoire, since the lead actor in 

the cast was the money: the ―visible god.‖ The money shifted from one stage to another 

without difficulty. As Derrida affirms, it leaves the flesh, becomes ghostly and has the 

ability to mask the real value production process, its accumulation and the consequent 

exploitation (1998, 55).              

The implementation of the Ley de Tierras generated diverse employment 

opportunities. For example, during that time and coinciding with the Second World War, 

large military bases began to settle in Puerto Rico. This prompted many laborers to move 

out of the rural scenario, in search of employment in the construction of these military 

facilities. In addition, there were many housing construction jobs in the cities. One of the 

consequences of this migration from rural areas to urban areas was the formation of 

slums, as there was no affordable housing for the salary level of non skilled and skilled 

workers. According to Census data between 1901-1940 the population in San Juan grew 

from 25,000 to 170,000 residents. The slums that were formed included La Perla, located 

next to the wall that borders the islet of San Juan and Tras Talleres in Santurce at the 

border of the Martín Peña waterway, next to the railway factory. With the goal of 

eliminating the slums, at the end of the 1930s, low cost residential housing projects were 

constructed through the PRRA reconstruction program. Among the public housing 

                                                 
94 Tiempo muerto (―dead period‖) is the time of year when there is no harvest, reason for which labor is 

substantially reduced, above all referring to the sugar cane harvest.  
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projects developed were: El Falansterio in Puerta de Tierra and the Eleonor Roosevelt 

development in Hato Rey.  

THE BANKARIZATION OF HOUSING 

In June 1934 the United States Congress had passed the Ley Nacional de Hogares 

and its Title I (―National Housing Law, Title I), which included Puerto Rico. One of the 

objectives of this law was to facilitate loans so that low income people were able to 

finance, repair, and improve their homes. Banco Popular was appointed and authorized to 

carry out these loans. Since the salary level of laborers and part-time workers was not 

enough to qualify and receive these loans, 

the slum problem worsened.
95

 To solve 

this problem in 1938, President Roosevelt 

approved an amendment to the Ley de 

Hogares, known as Title II (Mortgage 

Insurance). The amendment applied to 

Puerto Rico thanks to the efforts of Rafael 

Carrión Pacheco. He traveled to 

Washington D.C. with his son Rafael 

Carrión, Jr. to request that a Federal 

Housing Administration (FHA) office be 

established in Puerto Rico. Baralt notes that during 

this trip they drafted ―the regulations under which the FHA loans were financed, to be 

implemented by Banco Popular, as well as other banking institutions‖ (1993, 304). The 

BPPR was recognized by the FHA as the qualified financial institution to serve as 

                                                 
95 On the topic of urban development in San Juan and Santurce see: Corrada del Río 1994, Quiles 2003 and 

Sepúlveda 1988. 

Illustration 2: FHA authorization for BPPR 
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mortgage creditor. The government guaranteed mortgage loans allowed for more people 

to take advantage of the loans, and thus helped in the purchase of existing housing or the 

construction of new residential housing. In the face of concerns that these loans could 

bring losses to the Bank, Carrión Pacheco explained to the stockholders that ―these 

mortgages could turn into cash at any time the Bank wished to do so, because the 

government of the United States through its Financial Reconstruction Office, would take 

charge of the papers without any further risk of liability for the Popular‖ (Baralt 1993, 

137).
96

 

Carrión Pacheco in his performance as the great benefactor of the pueblo, of the 

banca- pueblo and ally of the reforming populist project of the New Deal and Muñoz, 

personally intervened by going to Washington D.C to advocate in favor of including 

Puerto Rico in the Hogares y Seguro Hipotecario program (―Home Mortgage Loan‖). 

This had no purpose other than to bankarize workers through their housing. The State 

then acted as facilitator by guaranteeing that the popular housing bankarization would be 

solid and secure for the finance capital. It is an all around good deal, safe banking – I win 

because they pay me, and if not, I win anyway because the State will always back me up. 

What is the importance of this new moment in the bankarization of Puerto Rico? What is 

the social drama that appears in the scene? What is that ―that happens and deserves the 

name of event‖? What is the performance?   

Carrión Pacheco convinced his stockholders that the idolatry for ―money,‖ ―the 

visible god,‖ the fetishism of money should not paralyze them. They had to give credit 

and once again trust the magic of metamorphosis. Sugar was dead, long live housing. 

                                                 
96 See also the Stockholders Minutes of July 3, 1941. Spanish original: ―estas hipotecas podían convertirse 

en efectivo en cualquier momento en que el Banco lo desease, pues el gobierno de los Estados Unidos, a 

través de su Oficina de Reconstrucción Financiera, se haría cargo de dichos papeles sin ulterior 

responsabilidad para el Popular.‖ 
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And after all, the United States would take care of ―those papers‖ if anything went 

wrong. Why should they not be paralyzed? Because bankarization, even though it carries 

out the essential function of treasuring, the circulation of money capital is more important 

(M-C-M= money-commodity-money);
97

 the wandering surplus-value must be pursued. 

The metamorphosis had to continue its eternal return, which makes it appetizing. The 

labor-power moved on from the zafra to the construction of the city. 

What is so particular about this housing-commodity to excite the Carrións so 

much? The high value of housing production was one of the economic activities that 

generated the most surplus-value. The particular event or social drama, at the moment, 

was the entry of the multitude into the mortgage market. Once again, Banco Popular 

provided for the bankarization of the popular. The multitude commits its salary for years 

to come, in order to get their home. The government, the eternal Celestine for capital, 

guarantees to the creditor, to banking- the Popular to not fear as there is nothing to lose. 

Rafael Carrión Pacheco understood and executed well his protagonist role in the theatre 

of populism of the Roosevelt and Muñoz ―welfare state.‖ Carrión Pacheco broadened the 

banking repertoire of Banco Popular. He took it on as something personal, after all, who 

if not he was Puerto Rico‘s bankarizer. He himself drafted the regulations, the drama 

script that would allow him to appear on the scene and personally delivers it to 

Washington.
98

 Finally, he convinced his passive Board of Directors that everything was 

to be fine; circulation and pursuit of the wandering surplus-value was necessary.  

Why can we describe this event as performance? What and who was made visible 

in this social drama? The State appeared, as the ghost, surrendering its represented, the 

                                                 
97 See Harvey (2010) chapter 2. 
98 We must remember that Puerto Rico was and still is a colony, and that fact means that more lobbying is 

needed than by other citizens of ―the great nation.‖ For that reason Carrion, aware of the importance of this 

new regulation, personally went to Washington DC. 
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popular, to the Popular. Is the transvestite State ―the pueblo’s benefactor?‖ Or suspicious 

facilitator that pretends, under its banal populism, its servility to capital that was in search 

of the roaming surplus-value? Mortgage credit found ―in the low income people‖ a good 

niche where to nest, and along the way ―produce life‖ and manage them. Once again, the 

popular became Popular. The breach between the real and the represented was, among 

other things, what made this novel event, performance (Taylor 2003). What were real 

were the social relations of exploitation that were masked by a State that pretended to be 

benefactor and populist and a Bank that appeared to be popular. By pretending, the State 

tyrannized the representation relegating the poorly represented - the pueblo to mere 

spectators administered and disciplined. The Bank, meanwhile, feigns and exaggerates its 

representation of being at service of the popular and always made sure that someone 

would ―be in charge of those papers with no further liability for the Popular.‖ The event, 

social drama, performance of those 1940s was that for the first time mortgages for low 

income housing were guaranteed in a massive fashion. It was a vast and astutely 

organized way to make the bankarization and commodification of the ―homes‖ of the 

multitude viable. In the present day this hegemonic practice goes by without much notice, 

because it is already part of the banking repertoire, and as Diana Taylor indicates, the 

performance creates and disseminates the archive and sustains the power (2003, 19). The 

identitarian effect of consenting to unify everything in the same is manifested when even 

the workers‘ place of residence is coercively absorbed into the regime of bankarization. 

The banca-pueblo identity made the pueblo to be banca and the capital to be popular. 

In 1950 BPPR granted the Autoridad de Hogares one of the largest loans for 

construction of popular housing, $5 millions. This loan financed the construction of the 

largest public housing ever developed in Puerto Rico, the Residencial Luis Llorens 

Torres located in Santurce. This massive project constructed by the Government of 
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Puerto Rico provided housing for low income people displaced from the slums. Banco 

Popular has continued to finance 

public housing projects for the 

―poorest classes‖ to this day. The 

Popular in its search for the errant 

surplus-value had also financed both 

private and government tourist 

projects. By 1968, 70% of the mortgage 

debt in Puerto Rico was linked to the FHA. 

BPPR became the financial institution that financed the most number of housing with 

FHA loans (Baralt 1993). All these endeavors of unsuspected dimensions by the colonial 

State‘s easy populism and the bankarization of the popular by the Popular and its 

performance cannot be explained without examining the arrival to the scene of Luis 

Muñoz Marín and Rafael Carrión Jr. 

 

 

 

 

 

 

 

    

 

      

Illustration 3: Rafael Carrión hands check to finance 

public housing projects 
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Chapter 4:  The Populism Repertoire: Muñoz and Banco Popular in the 

staging of modernity 

Several social, political and economic changes took place in Puerto Rico at the 

beginning of the 1950s. Banco Popular faced these changes, made adjustments to its 

repertoire and adopted new forms of bankarization. Two main protagonists marked the 

social drama of the era, the prominent personalities of Luis Muñoz Marín and Rafael 

Carrión, Jr. 

From the governmentality Luis Muñoz Marín, in his performance, imagined 

himself to be the ―pamphleteer of God‖ who made sacrifices ―to satiate the dreams that 

[slept] in my veins of the men that sweat and cried and raged to sweeten my coffee…‖ In 

his role as a populist governor, Muñoz acted as the ―civilizing‖ guarantor of the power 

that educates, shapes and manages the ―production of life‖ of the Puerto Rican peasantry 

through the myths of modernization. The ―ciudad letrada‖ tradition of liberal 

autonomists at the end of the 19th Century was rejuvenated and embraced by the populist 

formula of Muñoz. This time, the mask was painted in the color red of the Populares.
99

 

[…] I have suffocated my dreams 

to satiate the dreams that sleep in my veins 

of the men that sweat and cried and raged 

to sweeten my coffee […] 

[…] I am the pamphleteer of God, 

God‘s agitator, 

and with the mob of stars and hungry men I go 

towards the great dawn.100  

                                                 
99 Red is the representative color of the Partido Popular Democrático (Popular Democratic Party), political 

party founded by Luis Muñoz Marín. 
100 These are phrases taken from the text of Panfleto (Pamphlet) by Luis Muñoz Marín, written in the 20s. 

Related to Muñoz‘s biography see, among others, the texts by Bird 1991; Cancel 1998; Maldonado 2006; 

Mathews 1967; Muñoz, 1982, 1999; Natal, 1989, 1994.  For an extensive analysis about Muñoz, his 

writings and writings about him, see the José J. Rodríguez text (2004). Spanish original: […] He ahogado 

mis sueños/ para saciar los sueños que me duermen en las venas/ de los hombres que sudaron y lloraron y 

rabiaron/ para sazonar mi café […]/ […] Yo soy el panfletista de Dios,/ el agitador de Dios,/ y voy con la 

turba de estrellas y hombres hambrientos/ hacia la gran aurora. 
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Luis Muñoz Marín, as a charismatic populist leader, took control of the national 

scenario as the first elected Puerto Rican governor after his victory in 1948.
101

 The naïve 

populism promoted by Muñoz confronted his biggest adversary, the radical nationalism 

of Don Pedro Albizu Campos. The radical patriotism of Albizu echoed the revolutionary 

movements that were taking place in the Caribbean and the rest of Latin America. At the 

time, Pedro Albizu Campos proposed a violent break away from the ―entrañas del 

Monstruo‖ (the entrails of the Monster), the name with which he at times referred to the 

United States. However, the proposal of Muñoz overcame. One of the ways that the 

Senate, led by the Partido Popular Democrático and Muñoz as a Senator, found to 

silence Albizu‘s nationalism was to approve Law 53 also known as the Ley de la 

mordaza (Gag Law). This law, approved on June 10, 1948, stipulated ―to declare felony 

to promote, advocate, advise or preach, willingly or knowingly, necessity, desirability or 

advisability of overthrow, destroy or paralyze the Insular Government, or any political 

subdivision of this…‖ Of course, one of the first arrested was don Pedro Albizu Campos. 

Many argue that this law was applied more against the nationalist leaders and followers, 

as was used to harass and intimidate people and minority groups to avoid a revolution 

(Acosta 1989; Ayala and Bernabe 2007; Helfeld 1964; Rodríguez 2004). After being 

elected Governor in 1948, this law helped Muñoz exercise his position without having to 

deal with the opposition. Another proposal that overcame the radical nationalism and 

induced by the US Congress was to approve Law 600 in 1950. This law set off the 

institutionalization of Puerto Rico as a Commonwealth State.
102

 Rafael Carrión Pacheco 

and Luis Muñoz Marín actively participated at the hearings held to approve this law he 

                                                 
101 Until then, the colonial metropolis of the United States directly appointed the governor of P.R. We 

should mention that even up to this day, it still indirectly appoints them.  
102 In Spanish, Commonwealth State is: Estado Libre Asociado. 
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clearly favored. As in any performance, the act needed to be legitimized and it was done 

with the approval of the Constitution of Puerto Rico in 1952.  In 1950, the U.S. Congress 

approved Public Law 600 which allowed for a democratic referendum in Puerto Rico to 

determine whether Puerto Ricans desired to draft their own local constitution. It required 

congressional approval of the Puerto Rico Constitution before it could go into effect, and 

repealed certain sections of the Organic Act of 1917. The Constitution of Puerto Rico 

was approved by a Constitutional Convention on February 6, 1952, ratified by the U.S. 

Congress, approved by President Truman on July 3 of that year, and proclaimed by 

Governor Muñoz Marín on July 25, 1952, on the anniversary of the landing of U.S. 

troops. As part of the theatrically, after this event, the Puerto Rican single star flag was to 

be raised accompanied by the U.S. flag from this moment on. This event marked the 

beginning of the Estado Libre Asociado (Commonwealth), political status that is still 

active to this day: the colonial contract. Under the new regimen that masks its colonial 

condition, Puerto Rico became a territory of the United States, but without being a part of 

it. A performance of local electoral illusion was created, but with no real power since 

Puerto Ricans would not be able to vote for whom was to ultimately has the control: the 

President of the metropolis. As Barthes (1997) would call it, this colonial condition was 

the kind that ―leaves the tyrant‘s hands free.‖  

The new status brought political and economic changes that promoted 

modernization and industrialization. Meanwhile, Muñoz was taking hegemonic control of 

the political scenario, linking and submitting to the developing economic interests 

sponsored by the local and North American corporations that he supported. Luis Muñoz 

Marín, with his populist-rooted political status, appropriated the local podercito, but 

above all, masked the real colonial power of United States. Muñoz trivialized the legal 

discussions related to the colonial situation that divided the country and focused on what 

http://en.wikipedia.org/wiki/Referendum
http://en.wikipedia.org/wiki/Constitution_of_Puerto_Rico
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he called: the patria-pueblo.
103

 The complexity implied in the colonial relationship by 

consent with the United States was trivialized. The mask was colored with the soft hues 

of a pro-development populism that was puertorriqueñizado, and wanted to manage the 

―production of life‖ and thereby justify its reason for being in power.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                      

Muñoz realized that there was a manipulating and masking power in the cultural-

identitarian
104

 aspect that could give life to a popular Puerto Rican identity, which was 

not controversial but easy going and convenient, not as an effect from the State, but more 

to justify the colonial State. Mario S. Cancel affirms that ―having a bohemian tradition, 

for Muñoz Marín, poetry was a way to authorize attitudes that a traditional bourgeois 

formation…would not have allowed him‖ (1998, 13).  With respect to the patria-pueblo 

Muñoz (1999) stated that: 

The patria has the landscape we love, its colors and the seasons, the fragrance of 

its humidifying land […] but, above all its people: the pueblo, life, the tone, the 

customs, the ways of understanding, of doing, of getting along with one another.  

Without that, the patria is a name, or an abstraction, or at best, landscape. With 

people included: it is patria-pueblo. That is why I say that whoever declares to 

love the patria but looks down on the pueblo, suffers from a great confusion of 

the spirit. The ones who suffer from it - and we should not assume it is out of 

wickedness or bad faith – are those that with their words or the implications of 

their actions say ―save the patria even if the pueblo goes under!‖  

The love must be for the whole patria, for the patria-pueblo. How can we not feel 

it? And who could say that to feel it is harmful? It is pleasant to the spirit and it is 

exalting to feel that love. What we must protect ourselves from, in the world that 

                                                 
103 Silvia Álvarez Curbelo indicates that ―in several of our societies and during the period left desolated by 

the world wars and the crisis of capitalism, populism was able to generate integrating myths for a 

generation determined to take on modernity, once and for all. Populist projects like the Mexican 

Cardenism, the Peronism in Argentina, Varguism in Brazil, Muñocismo in Puerto Rico revealed themselves 

as proposals around the key modern myths: development, industrialization, political self-determination with 

respect to the global centers, social and racial harmony and the national identity‖ (Álvarez Curbelo 1993).                                                                                                                                                                                             
104 Hardt and Negri define identitarian as in ―identitarian love‖ referring to when there is a ―shift in love 

from the common to the same‖ (2009, 182). Examples of this tendency of corrupt love are the family, 

neighborhood, race, the nation, religious fundamentalism and patriotism, ―it as a call to love those most 

proximate, those most like you‖ (Hardt and Negri 2009, 182). 
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we live in today, is of confusing the love for the patria-pueblo with the futile 

concept of the small and naïve national state (1999).
105

  

Margarita Flores affirms that for Muñoz poetry, as an artistic mean, served him as 

a mechanism to talk about certain political realities while he constructed a cultural 

identity ―foreign to the political fractures that divided the country‖ (1998, 81). Through 

governmental agencies, such as the Instituto de Cultura Puertorriqueña, Muñoz and his 

populism brought poetry to politics and politics to poetry. Ironically, with his political 

strategy of governmentalization of culture, he constructed a reductionist and trivial 

national identity based on social and racial harmony distant from a final political solution 

for Puerto Rico. Neither alternative one, achieve permanent separation 

from the United States or, the other, total annexation were supported. 

This pleasant populist strategy, which was managed from the 

governmental, had as its main plot the idea of the ―great Puerto 

Rican family‖ represented by the relational body of the popular 

jíbaro.
106

 

Going back to the financial scenario of Banco Popular, another Carrión made his 

strong appearance as the future lead actor of Banco Popular and the bankarization of 

Puerto Rico. Even though Rafael Carrión Pacheco was still in control, starting in the mid 

                                                 
105 Spanish original: La patria tiene el paisaje que amamos, sus colores y las estaciones, el olor de su tierra 

que humedece […] pero, por sobre todo, su gente: el pueblo, la vida, el tono, las costumbres, las maneras 

de entender, de hacer, de llevarse unos con otros. Sin eso, la patria es nombre, o abstracción, o a lo sumo, 

paisaje. Con la gente: es patria-pueblo. Por eso digo que quienes profesan amar la patria y desprecian al 

pueblo sufren un grave enredo de espíritu. Lo sufren - y no debemos suponer que sea de perversidad o mala 

fe - quienes con palabra o por implicación de sus acciones dicen, "¡que se salve la patria aunque se hunda el 

pueblo!"  

El cariño ha de ser a la patria entera, a la patria-pueblo. ¿Cómo no lo hemos de sentir? ¿Y quién puede 

decir que hace daño sentirlo? Es grato al espíritu y es enaltecedor sentir ese cariño. De lo que tenemos que 

resguardarnos en el mundo en que vivimos es de confundir el amor a la patria-pueblo con el concepto fútil 

de pequeño e ingenuo estado nacional (1999). 
106 The image of the jíbaro appears also in the flag of the Partido Popular Democrático. It has in its center 

the face of a jíbaro with the traditional pava (straw hat) with the brim turned up in front and the words Pan, 

Tierra y Libertad (―Bread, Land and Freedom‖) at the bottom. 

 

Illustration 4: Flag of the 

Partido Popular 

Democrático 
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1930s, his son Rafael Carrión Ruiz also known as Rafael Carrión Jr. was in charge of 

Banco Popular‘s operational matters. Rafael Carrión, Jr. was born on August 27, 1914, in 

Santurce like his father. He went to public school during his elementary school years and 

later went to the Central High School in Santurce, from where he graduated with honors. 

In 1931 he registered in the Finance Program of the University of Pennsylvania. 

However, after one year he returned to Puerto Rico due to the financial crisis that 

threatened Banco Popular and the panic, which as stated earlier, broke out in Puerto Rico. 

Rafael Carrión, Jr. had the opportunity to study the banking structure of New York when 

he spent a season visiting the Federal Trust Co., the Bronx County Trust Co. and the 

Continental Bank & Trust Co. In 1936 Carrión Jr. received training from another 

scenario, the New York brokerage firm Lamborn & Co. This was an important 

connection as he was educated about everything related to the sugar business. All this 

training served him well to attain the business success that Banco Popular enjoyed during 

the 1934-1976 period (Baralt 1993, 307).  

At the beginning of the 1950s, Banco Popular was established as the most 

powerful and solid local financial institution, with assets as high as $58 millions. From 

1952-1956, Carrión, Jr. was Vice President of Banco Popular and later from 1956 

through 1973 succeeded his father as President. Carrión Jr. also became President of the 

Board of Directors from 1956-1964. In the tradition of the Carrión Family, he imagined 

that Puerto Rico and Banco Popular was one and the same thing and he affirmed that 

―Banco Popular felt responsible for the progress of Puerto Rico and proud of 

participating in the welfare of the Island (Baralt 1993, 159).    

The same as his father did, from the start he changed the way things were done in 

the Bank. He created new departments: loans, operations, control, public relations and 

investment. Each one of these departments answered directly to him. According to 
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Carrión Jr., this reorganization substituted paternalistic and centralized power for power 

with greater participation. This way he had more control over the affairs of each branch, 

through the respective officers.  

Like his father and Muñoz, Carrión, Jr. was distinguished for his charismatic 

personality. Richard Carrión, son of Rafael Carrión, Jr. and current President of Banco 

Popular said in an interview that ―my grandfather was a great banker, my father was a 

great banker, but above all else, they were poets and understood that most important were 

the people.‖
107

 Similar to Muñoz and his patria-pueblo, Carrión, Jr. realized that in the 

populism of his banca-pueblo lay a power that came from a supposed Puerto Rican 

popular identity. This identity did not make the banca Puerto Rican but instead, made the 

Puerto Ricans banca. Carrión, Jr. stated that ―from its early beginning the Popular had 

been what its name suggests: a bank of the pueblo, of the small guy, the one who owed 

itself to the Puerto Ricans‖ (Baralt 1993, 159). With Rafael Carrión, Jr. Banco Popular 

continued the 1893 initial formula proposed by the liberal autonomist and populist 

―ciudad letrada;‖ once again Banco Popular reaffirmed it was the ―Banco del Pueblo.‖ 

This was ―the great Banco Popular family.‖
108

 In the performative context of this great 

family, Rafael Carrión, Jr., as lead actor, assumed the venerable figure of the father, to 

the point that he was ―popularly‖ called ―Papi‖ Carrión by everyone in Puerto Rico. In 

the family, it was clear who controled the performance and who the spectators were. 

                                                 
107 Interview of Richard Carrión by Guillermo Baralt (AHBPPR). Spanish original: ―mi abuelo fue un gran 

banquero, mi padre fue un gran banquero, pero por encima de todo fueron poetas y entendían que lo más 

importante era la gente.‖ 
108 The great Banco Popular family is the way of referring to the employees, Board of Directors and the 

multitude of clients that were part of the Banco Popular de Puerto Rico.   
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Both Luis Muñoz Marín, God‘s pamphleteer as well as Rafael ―Papi‖ Carrión 

understood that the popular cultural was a 

good scenario from which to manage and 

mask their interests. They stayed away 

from hard political and economical 

discourses and identified themselves with 

a pleasant and convenient populism that 

made them popular. Muñoz went to the bateyes
109

 as a kind of chosen one to lead the 

multitude in the ―landscape we love.‖ He was the ―civilizador letrado‖ (―civilizing 

lettered‖) destined to explain the circumstances, the solutions and how to come out of 

political, economic and social crises; and ―Papi‖ Carrión was to ensure the spirit of 

savings of the multitude. Both believed to be the makers and administrators of the lives of 

the subjectivity. 

As indicated in the second chapter, Muñoz understood that it was essential to 

construct a Puerto Rican cultural personality and to promote it through pedagogical 

programs, such as that implemented by the División de Educación de la Comunidad 

(DivEdCo). This program was in accord with the pleasant populism of the criollo New 

Deal. Muñoz was concerned and believed it was urgent to construct a Puerto Rican 

cultural populist personality capable of creating a certain comfortable sense of unified 

pueblo.
110

 It is no surprise that the political party that Muñoz founded in 1938 is called 

                                                 
109 The ―batey‖ is a Taino word that refers to a type of plaza where ceremonies, games and events were 

held. The word is also used in rural areas to refer to the where people gather, usually it is the space in front 

of the houses. 
110 During his 1944 campaign for governor, Muñoz used metaphors adopted from the rural experience to 

address the pueblo.  In addition, as a political strategy he created pedagogic materials like the ―Catecismo 

Illustration 5: Muñoz in the batey 



 116 

Partido Popular Democrático. Once the new political status was established in 1952, and 

following up on his sense of priority regarding popular culturalism, Muñoz held a series 

of confidential meetings. The meetings were with the Secretary of Public Education, 

Mariano Villaronga, the President of the University of Puerto Rico, Jaime Benítez, the 

Editorial Director of the Department of Public Education, Antonio J. Colorado and the 

Director of Industrial Development, Teodoro Moscoso. According to María Elena 

Rodríguez Castro the discussions in these meetings were about what could be done to 

educate about and preserve the culture, so in this way ―to adjust the institutions that 

shaped the citizenry‖ (in Kennerley 2009, 66). The discussions included the use of radio 

and television as a strategy to control the information that reached the multitude.   

The concern about the construction and control of the national imaginary sought 

to avoid the controversial strategy of annexation to the United States by gently admitting 

that Puerto Rico was a fully formed national community with its own well-rooted 

identity. It was important to invent an image that affirmed a self-identity when facing the 

colonial metropolis and its local allies. This performance would allow Puerto Rico to 

claim some political power in Washington D.C. On the other hand, as José Rodríguez 

informed me, that convenient populism was really meant to ―block out the internal 

enemies and thus disarmed the Albizuista movement and the Partido Independentista 

Puertorriqueño from the Puerto Rican symbols that advocated in radical ways 

independence.‖
111

 Rodríguez added that, indeed, Muñoz resorted to a culturalist analysis 

to address the issue of identity in Puerto Rico due to the lack of internal debate on the 

issue of the political status. The language chosen by the Muñocista populist government, 

                                                                                                                                                 
del Pueblo‖ (―People‘s Catechism‖) and the bulletin ―El Batey‖ so that the pueblo knew and supported the 

proposal of the Partido Popular. 
111 Spanish original: ―bloquear enemigos internos y así quitarle al independentismo albizuista y al Partido 

Independentista Puertorriqueño la bandera de ‗lo puertorriqueño,‘ que promovía vías radicales de libertad.‖ 
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regarding the United States did not attend the concern about difference and identity. In 

his memoir, Muñoz reflected on the issue of radical nationalism of the 1950s and 

acknowledged: 

The words ―final,‖ ―permanent,‖ were like lead hanging on the neck of the Puerto 

Rican political thought; the ―permanente‖ and ―final‖ issue was a manía 

(annoying habit) and a machaca (a nag) in the constant public debate. It was 

distressing to deal with this:  to me independence, the same as statehood, would 

be a ―final‖ form, yes, but in the way of the Final Judgment, that is, either would 

end everything else. The compulsion of a number of Puerto Ricans to deprive 

themselves of freedom options– the creative freedom of doing with the own spirit, 

his experience and his own circumstance, his own freedom – in a stubborn 

sacrifice to a god worshiped under the name of ―final‖ or ―permanent,‖ is just 

curious and tragic (Muñoz Marín 2003).
112

 

Muñoz proposed that to be a ―real‖ Puerto Rican, it was not necessary to be a 

nationalist in the radical sense. What Muñoz raised as strategy to attain his podercito was 

to separate what refered to the cultural national identity from the political national 

identity. Néstor García Canclini states that ―cultural modernism, instead of being 

denationalizing, has given impulse to, and the repertory of symbols for the construction 

of national identity‖ (1995, 52). That is why for Muñoz it was necessary to create 

institutions that, from within and on behalf of the State, shaped and administered the 

Puerto Rican individuals by training and civilizing them, in particular the rural multitude, 

as part of his modernizing pro-development plan. Referring again to Jaime Colón and his 

thesis about the civilizing discourse, this strategy contained the appropriate devices 

needed by a new labor discipline, production and the operational dynamics of capitalism 

                                                 
112 Spanish original: Las palabras ―final,‖ ―permanente,‖ eran un plomo colgado al cuello del pensamiento 

político puertorriqueño; era manía y una machaca del constante debate público lo de ―permanente‖ y lo de 

―final‖. Era una angustia tener que bregar con esto: para mí la independencia, lo mismo que la estadidad, 

serían ―finales,‖ en forma sí, pero en forma parecida al Juicio Final, esto es, acabarían con todo lo demás. 

Es curiosa y trágica la compulsión de un número de puertorriqueños a privarse a sí mismos de las opciones 

de libertad – de libertad creadora de ir haciendo con su propio espíritu, su experiencia y su propia 

circunstancia, su propia libertad – en sacrificio testarudo a un dios al que se adora bajo el nombre de ―final‖ 

o ―permanente‖ 
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(1995). Once again the autonomist liberal civilizing project of the populist ―ciudad 

letrada‖ gained relevancy. 

In addition to the DivEdCo programs, perhaps the most important device 

proposed by Muñoz, for the construction of the Puerto Rican populist imaginary, was the 

Instituto de Cultura Puertorriqueña (ICP). From the governmental apparatus itself, 

Muñoz proposed the law to establish the foundation of this institute, which would address 

all matters related to Puerto Rican culture and identity. Thereby, the populism of the 

criollo ―New Deal‖ governmentalized culture, by founding the ICP in 1955. From within, 

the governmental apparatus established an authority to act as custodian of the national 

cultural patrimony. It would be maintained by ―people of recognized capability in the 

knowledge of Puerto Rican cultural values,‖ the ―ciudad letrada‖ (Flores 1998, 79). 

Among its responsibilities were the preservation of historical monuments, 

commemoration of illustrious figures, the creation of programs, museums and parks, 

visual arts programs, music, theatre, films, and cultural promotion throughout the 

different municipalities (Alegría 1973). 

I agree with Arlene Dávila in that ―the promotion of cultural nationalism was 

linked to the creation of cultural policies and institutions as channels for political 

legitimization‖ (1997, 253). So was the Muñocista performative scheming trap, it 

separated the Puerto Rican cultural aspect from the radical political project of national 

freedom and manipulated the pleasant and massive populism to settle in his colonial 

popular podercito. As I noted, the populist Puerto Rican scheme imagined the cultural as 

homogeneous in social and racial harmony. Its purpose was to establish a productive and 

stable order for the functioning, also convenient and pleasant, of capital and the colonial 

State. Rodríguez indicates that Muñoz‘s moderated populist nationalism ―cannot be 

interpreted as an antibourgeois discourse designed over a class struggle theory. No matter 
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how paradoxical it may seem its modernizing utopia was always within the model of 

capital‖ (2004, 321).
113

 This way, the popular carnivalesque performance was useful as a 

mechanism to speak-mask certain political and economic realities and interests. However, 

―God‘s pamphleteer,‖ ready and willing to ―agitate‖ and bring justice to the Puerto Rican 

pueblo was not alone in the tragicomic theatre of the popular colony, there were other 

additional Popular ―pamphleteers.‖   

Let us go back to the theatre of the Popular finance capital in Puerto Rico. Banco 

Popular advertised itself as the bank designated to assist the government in the social and 

economic development of the Island. In the 1951 Annual Report, Rafael Carrión Pacheco 

indicated that the Bank continued to be interested in the progress that Puerto Rico was 

enjoying as a result of government plans. In addition, he stated that the Bank ―had 

continued, likewise, offering its moral and material contribution to all the civic economic 

programs and projects that had been prioritized by the Island‘s administration.‖
114

 That 

year, Banco Popular was once again selected by the Autoridad de Tierras (to be 

understood as Muñoz) to finance its activities. 

By 1950 there were 10 Banco Popular branches established in the capital city and 

in municipalities such as Manatí, Aguadilla and Caguas where large sugar cane 

agricultural industries were in operation. However, during the 1950s Rafael ―Papi‖ 

Carrión believed it was necessary to expand bankarization and reach even the most 

faraway places of Puerto Rico. As an attack in a raid, in order to get to those places, 

which were mostly urban centers in the rural interior, Carrión, Jr. came up with the idea 

                                                 
113 Spanish original: ―no puede interpretarse como un discurso antiburgués bosquejado sobre una teoría de 

la lucha de clases. Por paradójico que parezca, su utopía modernizadora se dio siempre dentro del modelo 

del capital.‖ 
114 Spanish original: ha continuado, asimismo, prestando su aportación moral y material en todos los 

programas y proyectos de carácter cívico económico que vienen recibiendo la atención preferente de la 

administración insular.‖ 
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Illustration 6: Muñoz in his campaign bus 

of creating a type of mobile bank. The banca-pueblo now had wheels.  Borrowing the 

idea from a bank in Stockholm, ―Papi‖ Carrión, together with his father and some 

carpenters, took up the task of transforming a common passenger bus into a bus with 

banking facilities. It was not easy to get the necessary FDIC permits due to the lack of 

security in the invention. Despite this, as soon as the military high command of the 

Buchanan Fort in Puerto Nuevo heard about Banco Popular‘s plans, they requested the 

mobile bank modality for their military installations. The authorization was granted, but it 

took longer to mobilize to other towns. The project had the approval of the Secretary of 

Treasury at the time, Sol Luis Descartes as well as the direct support of the governor 

himself, Luis Muñoz Marín. For Muñoz this project would be ―convenient for the public 

in the small towns and villages and would probably help put in circulation savings that 

until now remained stagnated in their homes‖ (in Baralt 1993, 245).
115

 The original 

vocation of populist ―civilizing‖ performers was still alive. This new element in the 

repertoire of popular bankarization shared sympathies with the roots of populist 

liberalism. For that reason, it fitted well with Muñoz‘s plans to educate, shape and 

administer the pueblo for a better political, social and economic operation. In fact, Muñoz 

also used to go around the countryside in his governmental Popular-bus.  

 

 

                                                 
115 Spanish original: ―conveniencia para el público en las pequeñas poblaciones y probablemente ayudaría 

a poner en circulación productivos ahorros que ahora permanecían estancados en sus hogares‖ 
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Even though, as mentioned, the FDIC authorization was delayed a bit more than 

expected (we must keep in mind that Puerto Rico is a colony), the ―banco-bus‖ project 

was approved and travelled around most of the Island‘s 

regions. There were several units that visited the 

municipalities two days a week. The main clients were 

the municipal governments themselves, the local 

merchants and other people that started to deposit their 

savings in the Bank, which became more popular each 

time. As a consequence of this banking territory 

occupation on wheels effort, permanent branches were established in the municipalities 

later on. With renewed popular impetus of conquest, the traditional Hispanic landscape of 

the Island‘s multiple urban centers was redefined by adding to the customary format of 

Church, plaza and Town Hall, a Banco Popular branch. The pueblerino urban stage was 

bankarized. The performance of growth of the banca-pueblo had its own occupation 

strategy. The finance capital was made visible and it settled in every corner of the 

country. Now all of Puerto Rico was ciudad bancaria. From 1950 until 1971 there were 

80 Banco Popular branches established in Puerto Rico. This conquest strategy intended to 

train the non-bankarized communities in the practices of bankarization.  It was a matter 

of going to where they were and ―producing life.‖ 

Although Puerto Rico had been experiencing economic growth since the first, 

second and third decades of the 20th Century, it is not until the 40s that the idea of 

development captivates Puerto Rico‘s economic imagination. This was particularly true 

in mid decade with the implementation of the “Operación Manos a la Obra”
116

 

                                                 
116 See James Dietz (1986, 206-212) regarding Puerto Rico and the economic plan Manos a la  Obra. Also 

see  Arturo Escobar (1995) regarding the topic of desarrollismo (economic development policies) as a 

colonizing ideology of the economic imagination. 

Illustration 7: The Popular Bus 
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(Operation Bootstrap). The new Commonwealth government and its Fomento Industrial 

agency significantly increased industrial activity in Puerto Rico. With the promotion of 

tax exemption, cheap labor-power market and other incentives, many United States 

industries were interested in settling their factories in the Island. According to Baralt, by 

1956 there were 445 new industries established under Fomento Industrial and available 

employment went up as high as 6,812 positions (1993). In 1970 close to 1,843 industries 

that operated in the Island received attractive tax exemptions. Little by little, Puerto Rico 

became a paradise for foreign investors. Baralt states that the local banking system 

enjoyed from the bonanza of these investments ―growing at a pace proportionately larger 

than the Puerto Rican economy, reason for which it was able to contribute enormously to 

this development and take part in financing the government and its projects‖ (1993, 

168).
117

 We must remember once again that it is precisely the bankarization of capital 

that in large measure empowers the awakening of development policies. It articulates, 

manages and governs this new mode of organization of capitalism.    

Banco Popular benefited greatly from the investments made by industries, even 

though it did not directly participate in the financing of the new industries, since that was 

Fomento’s territory. But indirectly, Banco Popular was involved in the financial activity 

by buying and selling bonds and through the public debt, or directly, as stockholders of 

those new enterprises. Likewise, local banks offered loans to industries for the 

construction of factories, while at the same time housing construction also continued to 

grow. In its 1955 annual report, Banco Popular‘s President stated that ―activity in 

construction work was without a doubt one of the most important sources in the ordinary 

process of the general economy and it helped in great measure to foster activity in all 

                                                 
117 Spanish original: ―creciendo a un ritmo proporcionalmente mayor que el de la economía puertorriqueña, 

por lo que pudo contribuir enormemente a dicho desarrollo y tomar parte en el financiamiento del gobierno 

y sus proyectos.‖ 
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lines of our commercial existence.‖
118

 As indicated previously, one of the novel 

investment forms during that time was the bankarization of popular housing. 

Another achievement for Banco Popular was getting the payroll deposit accounts 

of the new industries, both local and foreign. The abrupt economic growth that Puerto 

Rico experienced during the first fifty years of the 20th Century led to a significant 

increase in income and in urban population. Between 1947 and 1957, employment in the 

industrial sector increased to 20,700 and in businesses sponsored by Fomento to 37,300 

(Dietz 1986, 212). Competition increased among banks to get not only the accounts of the 

larger industries, but also those of the working class and the unions that were being 

created; it became a matter of advertisement. 

Similar to Muñoz, ―Papi‖ Carrión from his banking stage realized that popular 

culture served as a bridge to reach the multitude and to promote the Bank‘s interests. 

―Papi‖ observed that ―receiving and loaning money was easy; yet how to attract them [the 

clients] was the hard part‖ (Baralt 1993, 176). Consequently, with this understanding, 

Carrión created the Public Relations and Advertising division of the Bank. This division 

was delegated to his brother Billy Carrión. About his brother, ―Papi‖ acknowledged that 

―Billy had a certain sensibility and knew how people think‖ (Carrión Jr. 1988). For 

―Papi‖ Carrión it was important to create ―campaigns for the pueblo‖ that would connect 

Banco Popular with the people. Together with his brother Billy, who understood the 

message that ―Papi‖ wanted to bring, he launched publicity campaigns where Banco 

Popular was presented distanced from the discourse of economic intention. According to 

Billy Carrión, the institutional objective of his campaigns was that the community would 

see them [the Bank] as part of them, closely in touch with their problems and contributing 

                                                 
118 Spanish original: ―esta actividad en las labores de construcción es sin duda alguna una de las fuentes 

más importantes en el proceso ordinario de la economía general y ayuda en alto grado a mantener en 

movimiento todas las ramas de nuestra vida comercial.‖ 
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to the cultural development of the citizenry (AHBPPR).  In this way the performance of 

the trope of ―I am like you‖ was intensified. 

The mask of the servant served that insists that he serves, is manifested in the set 

up of the first Banco Popular campaign in 1956, based on the phrase ―of course, they can 

take care of it at Banco Popular.‖
119

  Baralt tells that this phrase came up during a speech 

that ―Papi‖ Carrión gave to his Bank officers (1993, 272). In the meeting he was 

explaining that Banco Popular should be like a hospital where they as officers, the same 

as doctor do, should solve their clients‘s problems; it is the intention of administering the 

―production of life.‖ Despite the economic crises that Puerto Rico might have been going 

through, Banco Popular could take care of it. It‘s just that being popular also means to be 

―appreciated,‖ to say it with a certain banking greed flavor. This other connotation of the 

popular voice, also tries once again to hide the harmful and suspicious idea of 

bankarization. The publicity campaign that started in 1956 sought to make popular the 

Popular. The inauguration of the Banco Popular‘s first rolling unit coincided with this 

advertising effort, now the Bank went to where you were.    

Competition, the inexorable practice of capital, was not absent from the financial 

stage in Puerto Rico. To have scenic control, Banco Popular had to present itself different 

vis-à-vis the other banks. Since its 1893 foundation the Popular originated from the 

performance of ―look at me: I am like you.‖ During the 1950‘s, it spectacularizes itself 

with the splendor of the advertising techno-media and proclaimed to be ―El Banco del 

Pueblo‖ (―The People‘s Bank‖). The same as Muñoz, it urged the Bank to create a 

narrative of the ―nativo popular‖ that was its own, grounded on cultural populism, or it 

would simply be just another bank. After all, they were the Popular. From their Bank, the 

                                                 
119 Spanish original: ―claro que sí, se lo pueden arreglar en el Banco Popular.‖ 
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Carrións remained loyal to the formula of naïve, pleasant and convenient populism of its 

beginnings. With Muñoz on scene, without any problem at all, they reaffirmed their 

support to that harmless moderate nationalism, thus making contributions to the State in 

the production of the identification effect. One left the political tyrant‘s hands free and 

the other to capital.  

Like the heroic chosen one, ―Papi‖ Carrión and his ―Banco del Pueblo,‖ in a 

civilizing manner bankarized a pueblo involved in a ferocious transformation of 

capitalism. The pueblo did not delay its response to one offering to ―take care‖ and 

resolve the problems, thus enabling the Bank‘s meteoric growth. Banco Popular occupied 

in a prominent way the financial stage at the end of the 1950s and during the 1960s with 

their campaigns to make themselves popular. BPPR had a Board of Directors that 

dominated the economic stage in Puerto Rico. The same way that in the 1930s Carrión 

Pacheco had reorganized the Board to diversify it, twenty years later, Carrión, Jr. does the 

like. A new generation of merchants, industrial businessmen and professionals became 

Board members. Baralt states that, ―these directors‘ businesses served as a thermometer 

of the country‘s economic conditions. Together with the institution‘s officers, they 

defined the course that Banco Popular had to follow each moment, particularly starting in 

the 1960s, when they enjoyed – under the leadership of Carrión, Jr. – more participation 

in decision making‖ (1993, 269).
120

 Rather, they not only defined the course the Bank 

would take, but through their own businesses and social and political activities, they 

would also be in charge of the economic affairs of Puerto Rico as a whole. Banco Popular 

continued to be one of the leading actors of the country‘s bankarization. They also added 

                                                 
120 Spanish original: ―los negocios de estos directores servían de termómetro de las condiciones 

económicas del país. Junto a los oficiales de la institución, ellos definían el curso que el Banco debía seguir 

en cada momento, muy especialmente a partir de la década del 60, cuando estos gozarían – bajo el liderato 

de Carrión, hijo – de una mayor participación en la toma de decisiones.‖ 
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their presence in a series of sports, musical, social and cultural activities pretending 

through their performance to distance themselves from their suspicious purpose of 

economic interests. For example, Banco Popular ―donated‖ the electric blackboard of the 

recently inaugurated baseball stadium Hiram Bithorn in San Juan with the Bank‘s logo 

displayed on it, of course. In the 1963 Annual Report, Carrión, Jr. as Bank President 

stated ―our job is to help our community built for the future, and help to build the future 

for our community by providing timely services with awareness and our eyes set to the 

future.‖
121

  

The Banco Popular of that time already coveted another stage it found appetizing, 

a bit distant, but equally popular, New York. With its ―tradition into the future‖ and 

following the steps of the ―forever errant surplus-value‖ it became diaspora and expanded 

to New York. New York had a substantial Puerto Rican population much higher in 

numbers than the residents of San Juan. With its populism, Banco Popular went on to 

accompany those that were pursuing the American dream, and why not, over there also, 

“Banco Popular could take care of it.” 

BANCO POPULAR: VISIBLE INSIDE AND OUTSIDE OF PUERTO RICO 

It was the 1960s and little by little Puerto Ricans spread through the streets of the 

Bronx, Brooklyn and the Spanish Harlem of New York (Duary 2002; Grosfoguel 2003; 

Vega 1977). However, already since the 1940s and particularly during the Second World 

War, there had been a large migration of Puerto Ricans to the United States (Dietz 1986). 

This migratory process started in Puerto Rico itself, when the agricultural economy 

declined and attractive incentives were created for the industries through programs like 

                                                 
121 Spanish original: nuestra labor es ayudar a nuestra comunidad a construir para el futuro, y ayudar a 

construir el futuro de nuestra comunidad mediante un servicio a conciencia, oportuno y con la mira puesta 

en el porvenir.‖ 
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Manos a la Obra. The consequence was an intensive migration to the urban centers in 

search for employment. At the same time, in the United States there was a great demand 

for labor-power. The population increase in Puerto Rico, together with the agricultural 

economic crisis and Muñoz‘s ineptitude and lack of interest to introduce changes in the 

agrarian sector, led the government to serve as intermediary promoting the migration to 

the United States. Direct flights to the Northeast of United States increased, above all to 

New York, and even air transportation costs were lowered. Muñoz‘s government sold 

Puerto Rico cheap and marketed its popular imagined ―jíbaro,‖ who left ―loco de 

contento para la ciudad‖ (―blissfully happy towards the city‖). Also a large part of those 

leaving, at the insistence of ―God‘s Pamphleteer‖ himself, wound up in the United States 

seasonal farm work employment programs. Muñoz, the poet, can be lampooned by 

reciting with him: ―with the mob of stars and hungry men I go towards the great dawn…‖  

Or did he mean to the Big Apple? According to Census figures, by early 1960s, the 

Puerto Rican population in New York was estimated at 700,000, thus becoming the 

Puerto Rican city with the highest population. Who were to bankarize them? 

The popular diaspora seduced the Popular by telling its body to have no limit. 

BPPR inaugurated its first New York branch on November 20, 1961 in Westchester 

Avenue in the Bronx. The opening was a big event and present were, aside from the 

Carrións, the mayor of New York, Robert Wagner and the mayor of San Juan, Felisa 

Rincón de Gautier. Nelson Rockefeller, Governor of New York at the time, cut the 

inaugural ribbon. As narrated by one of my informants, a marketing strategy for the 

―nuyorrican‖ Popular had Rafael Hernández, the famed and beloved composer and singer 

of popular music, be the first person to open an account in the Banco Popular of New 

York. Rafael Hernández is one of the most renowned composers and performers not only 

in Puerto Rico, but in Latin America. This Puerto Rican was very familiar with the 
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migratory experience and he knew well how it felt to have that perverse illusion of ―salir 

loco de contento para la ciudad,‖ as one of his famous compositions cries out. Therefore, 

who better to promote Banco Popular than ―el Cumbanchero,‖ ―el Jibarito,‖
122

 the artist 

that Puerto Ricans and Latin Americans in general most identified with? His popular 

songs told about the experiences and nostalgia of the diaspora. There could not be a better 

popular figure of identitarian relational link to create the connection with the banking 

stage. During the ten years that followed the opening of that first branch in New York, 

Banco Popular opened another seven branches in that State. Banco Popular continues to 

be today the bank of the Puerto Rican pueblo.‖
123

  

THE “GOLDEN MILE:” THE NEW FACE OF THE CIUDAD BANCARIA 

Going back to the other Puerto Rico, the one with the islands, and to the 1960s, 

Banco Popular relied again on the performance of the monumental, to the Bank of the 

skyscrapers or the making visible its power. The huge increased in employees, the 

advanced in banking technology and the new corporate practices led Rafael Carrión, Jr. 

to build the ―Popular Center.‖ Curiously, he looked to the past and utilized the same 

monumental archive-repertoire strategy that his father used in 1939. ―Papi‖ Carrión, as 

Banco Popular‘s President, wanted to build a huge building to witness and symbolize the 

modernization and progress that was evident. He wanted to mark the landscape once 

again with the intention of transcending space upwards and defining the new times. From 

the beginning of his tenure as President in 1956, he had been trying out the way to return 

to the top of the banking heights and build what would be the tallest skyscraper in Puerto 

Rico. This time, ―Papi‖ Carrión bought one acre of land where the railway station was 

                                                 
122 These were some of the names that were given to Rafael Hernández. 
123 Verse from the poem ―Boricua en la luna‖ (―Boricua in the Moon‖) by the poet from the town of 

Ciales, Juan Antonio Corretjer. Spanish original: ―aunque naciera en la luna.‖ 
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located in Martín Peña, Hato Rey (Baralt 1993). This space, a central location in the 

growing urban expansion of San Juan became the popular site of the renewed banking 

practices. The old headquarters of the ciudad bancaria in Old San Juan moved to this 

new financial area, which eventually sheltered the headquarter offices of several banks. 

Standing out in that brilliant spectacle of banking 

scenery was, of course, Banco Popular. The ―Popular 

Center‖ housed the novel headquarter offices and a 

modern branch of Banco Popular. The ―Popular 

Center‖ consolidated what is popularly known as ―la 

Milla de Oro‖ (the golden mile). An emblematic 

building such as this was a performative event. Similar 

to the architectonic performance of the multistory 

building of 1939, the Popular Center was also 

established as archive that transcends time and space, 

and becomes scenario-text in the urban landscape, so that it can be seen. The twenty-story 

building-monument announced once again that Banco Popular was the most powerful 

and had the largest presence in Puerto Rico. Power made itself visible. More than the 

―jibaros,” it was the ―Yuppies‖ with high ambitions who would be walking throughout 

the Popular Center and the Milla de Oro. 

After many setbacks and grueling planning of the building, it was inaugurated on 

November 22, 1965. The El Nuevo Día newspaper called it ―an extraordinary modern 

engineering and architectural piece of work that combined countless novel comforts‖ 

(1965, 2).  At the time Rafael Carrión Pacheco had already passed away,
124

 so he never 

                                                 
124 Rafael Carrión Pacheco died on March 26, 1964 at the age of 73, barely a year before the inauguration 

of the Popular Center. 

Illustration 8: The Popular Center 
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saw the building dreamed of and built by his son completed, or the mural unveiled for the 

occasion. The mural by María M. Rodríguez Sañeriz captured Carrión Pacheco‘s 30 years 

as the enterprising and powerful ―Señor‖ of bankarization in Puerto Rico. Diana Taylor 

affirms that one of the fundamental elements of performance is the archive, because it 

―sustains power‖ (2003, 19). The mural was that type of memory of power. As in 1939, 

the spectacle of the inauguration was attended by distinguished personalities such as, 

Governor Luis Muñoz Marín, the mayor of San Juan, Felisa Rincón, the Director of 

Compañía de Fomento, Teodoro Moscoso, and Senate President, Samuel R. Quiñones. In 

her message to the spectators of the social drama doña Felisa stated:  

Its twenty levels extending towards the infinite are a great symbol that without 

space to grow lengthwise or sideways, it opts to grow vertically in its legitimate 

yearning for progress and wellbeing, and this magnificent structure is an eloquent 

and well deserved monument to an old trunk of the family [Rafael Carrión 

Pacheco], to a tireless fighter who through industry and honesty lifted himself up 

from his humble origins, to become one of the most outstanding figures of the 

Puerto Rican financial sector (AHBPPR).
125

 

In capitalism, the ―magnificent structures‖ make visible, this time in the form of 

stones ―extending towards the infinite,‖ the processes of concentration and centralization 

of capital, and that is performance. They are also ways of accumulation of capital, which 

is treasured in the form of a ―monument.‖ In the particular case of a Bank, it is like a 

gigantic vault protecting another. 

The Puerto Rico President of the Senate, Samuel R. Quiñones also spoke during 

the inauguration, declaring:   

                                                 
125 Spanish original: Sus veinte plantas proyectándose hacia lo infinito, son todo un símbolo, que sin 

espacio para crecer a lo largo y a lo ancho, opta por crecer verticalmente en sus legítimas ansias de 

progreso y de bienestar, y esta soberbia estructura es un muy elocuente y merecido monumento a un viejo 

tronco de la familia [Rafael Carrión Pacheco], a un incansable luchador que de humilde origen fue 

aupándose a fuerza de laboriosidad y honestidad, hasta constituirse en una de las más destacadas figuras de 

la finanza puertorriqueña (AHBPPR). 
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I wish to stress before these distinguished visitors that the Banco Popular is one of 

the most respected institutions. More than commercial, it is a social institution. It 

is a social institution in the sense that it has helped so much to the progress of 

Puerto Rico, which you have observed during this visit to our Island.  And for 

that, Puerto Ricans are very grateful to the Banco Popular (AHBPPR).
126

 

These interventions by two secondary actors of importance in the Puerto Rican 

political scenario made visible once again the relationship that Banco Popular maintained 

with the State. As part of its performance, Banco Popular was captivated by the chance to 

show power or, at least, to be seen in the company of power. We would have to ask 

whether this is about the Bank being governmentalized or is it the government being 

bankarized; simply said, everything in capital ―melts into air.‖ When Doña Felisa refered 

to Carrión Pacheco as ―an old trunk of the family,‖ it is the simple and paternalistic 

populist discourse of the cultureta (bogus culture) sponsored by the imaginary that we are 

part of a great Puerto Rican family, and here you have your parents. From the 

performance analysis, this is a good stage image that allows us to observe how, in the so-

called relational body, it is seductive to have its control.  

Samuel R. Quiñones, President of the Senate and member of Muñoz‘s political 

aristocracy, took advantage of the inauguration and, by way of mourning, invoked not 

only the specter of the recently passed Carrión Pacheco, but also the ―ciudad letrada,‖ the 

―civilizing‖ foundation of banking and its repertoire; that in his words, ―has helped so 

much to the progress of Puerto Rico.‖ Quiñones legitimized the culturalist benefactor 

strategy of Banco Popular, which from its banca-pueblo gets patriotized. The banking 

performance of the inauguration had as co-protagonists of the social drama: Muñoz, 

father of the patria-pueblo sent to ―satiate the dream that stomachs strangled by hunger 

                                                 
126 Spanish original: Quiero destacar, ante estos distinguidos visitantes, que el Banco Popular es una de 

nuestras más respetadas instituciones. Es una institución social, más que comercial. Es una institución 

social en el sentido de que ha ayudado tanto a este progreso de Puerto Rico que ustedes han visto en esta 

visita a nuestra isla. Y por esto, los puertorriqueños estamos tan agradecidos al Banco Popular. 
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dream,‖ and ―Papi‖ Carrión, father of the banca-pueblo heir to the tradition into the 

future in charge of ―developing the spirit of economy in every social class and specially 

among the poor.‖ In order to clear out any negative idea about their suspicious presence 

in such a high-handed banking drama, Quiñones, declared that Banco Popular was ―more 

than commercial, it is a social institution.‖ This was a reaffirmation that the civilizing 

crusade is not dead. 

In their speeches, Muñoz and the Carrións, consistently made reference to the 

rural experience, to the native and the popular, in order to reach out to the pueblo, to the 

market, and in that way promote their policies and their bankarization. Their repertoires 

are both rooted in the naïve, convenient, civilizing populism of the Puerto Rican 

autonomist liberalism of the end of the 19
th

 Century. That explains why this ―magnificent 

structure‖ made sense to them and they celebrated it. They imagined it the product of the 

populism they professed and for which ―Puerto Ricans are so grateful.‖ They both created 

and sponsored a Puerto Rican populist identity that was pleasant, innocent, but above all 

convenient, the kind that ―leaves the tyrant‘s hands free‖ (Barthes 1997, 195). This 

identification effect of ―light‖ populism was beneficial for Muñoz and the Carrións. For 

one, it was from and for the State, and for the other, from and for finance capital. The 

banca-pueblo of the Carrions preceded the patria-pueblo of Muñoz, as the Popular came 

before the Populares.
127

 

It was no problem for the Carrións to be accomplices in the culturalist plan 

imagined by Muñoz. Sponsorship of the pleasant and enjoyable patria-pueblo and banca-

pueblo discourse kept the multitude entertained, while the rural and the imagined 

―jíbaro,‖ which ironically was invoked to affirm that in Puerto Rico there existed the 

                                                 
127 In this sentence the reference to Populares means Luis Muñoz Marín‘s political party, the Partido 

Popular Democrático. 
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Puerto Rican, were eradicated. The ―modernizing‖ development policies took the 

machete and the rural scenario away from that emblematic figure, invented and 

appropriated by the populist bogus culture of Muñoz. This style of masking and making 

theatre is performance. Whatever is ―Puerto Rican‖ was trivialized and manipulated, and 

instead, the multitude was shown a spectacle that supposedly represented them and they 

supposedly relate themselves to. A self that, curiously no longer was because it never 

were and, moreover, because in the performative pantomime of their political and 

commercial affirmation, they fancy ―to produce its life,‖ but in reality seek to eradicate it.   

The Banco del Pueblo, on the other hand, continued its populist advertising 

spectacle. Its new media campaigns persistently promoted the pleasant and convenient 

illusion of the corrupt love to make the same within an imagined unified pueblo and, of 

course, Banco Popular was present forging that unity and progress. So then, why not 

appropriate from the carnival of music, one of the most representative elements of the 

popular imaginary of Puerto Rico‘s cultural identity? As one of my informants from the 

Bank pointed out, ―what problems could it [music] possibly cause to a corporation? 

Music is celebratory; it is something that unites people.‖  Banco Popular manipulated, 

promoted and produced the identification effect to identify itself with the pueblo. ―Papi‖ 

Carrión suggested to his brother Billy, who was in charge of the Bank‘s publicity, to 

produce a video about a popular man that represented a whole generation. Billy accepted 

the suggestion and took upon the task of producing the biggest tribute ever offered to the 

Puerto Rican musician and composer, Rafael Hernández. 

RAFAEL HERNÁNDEZ IN THE PERFORMANCE OF THE JÍBARO 

Rafael Hernández was the ideal representative of the Puerto Rico of the peasantry 

and the peasantry in the diaspora. Hernández, born in 1891 in the neighborhood of 
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Tamarindo, in the town of Aguadilla, knew how to personify the ―jíbaro‖ that Muñoz 

made his and imagined belonged to everyone. Rafael Hernández was known throughout 

Latin America as, ―el Jibarito.‖ But who was that person that lends his black body to act 

and take on the innocent and pleasant invention of the ―jibarito?‖ A jibarito that, if it 

ever was, had vanished in the colonial subordination of Muñoz and the new airs of 

bankarization. 

Since a young age, Hernández was exposed to popular music as his grandmother 

was a cook in a restaurant in the urban center of Aguadilla where they played live music. 

Even though he did not want to be a musician, he was trained by the town‘s music 

teacher. With great ability he learned to play several musical instruments. As his son 

Alejandro ―Chali‖ Hernández narrates, the first contact that his father had with the so 

called ―jíbaro‖ was when he took care of horses for the peasants that came from the 

countryside to the city market (2008). Back then, Hernández, still a boy, stayed with the 

horses while waiting for the peasants to sell their loads.   

At the age of eighteen, in search for better employment opportunities, he moved 

in with his sister who lived in Puerta de Tierra, a San Juan neighborhood. This was one of 

the San Juan islet areas that the rural migration had turned into a slum. As many other 

Puerto Ricans did, Rafael Hernández used his brand new citizenship to enlist in the 

United States military service, and he took part in the First World War. He played in the 

military band, which exposed him to diverse musical genres and musicians worldwide. 

When the war was over, he returned to Puerto Rico for a while and later, during the 

1920s, like many other Puerto Ricans, he migrated to New York. Working as a musician 

he spent several seasons in Cuba during the 1920s and during the 1930s he went to 

Mexico, but he always returned to New York. In 1947 he returned to Puerto Rico, where 

he was acclaimed, and was received as a hero. Jesús T. Piñero, the first Puerto Rican 
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governor, received him and invited him to play in a government event. He accepted the 

offer to be conductor of the Puerto Rico Symphonic Orchestra. He also served as 

consultant to the government station WIPR (Hernández, 2008). The ―Jibarito‖ was 

governmentalized. Curiously, his life‘s coming and goings and lamentations represented, 

more than a ―jibaro’s‖ life, the Puerto Rico left behind or perhaps he was never a 

―jibaro;‖ that was his performance. In 1961 Rafael Hernández was chosen as guest 

musician in a White House event where then United States President John F. Kennedy 

honored Luis Muñoz Marín. That same year he was also invited as guest musician to 

Rafael Carrión Pacheco‘s 70
th

 birthday celebration.   

According to Billy Carrión, Rafael Hernández was chosen for the advertising 

campaign because ―we considered that his music best represents the sensibilities of our 

pueblo.‖
128

 Many of the most renowned popular artists of the era participated in this 

project, directed and written by Billy Carrión himself. This performance was first 

broadcast on November 21, 1965, one day before the inauguration of the new Popular 

Center building. On the evening of the Rafael Hernández tribute video presentation air 

time was reserved from 51 radio stations and 11 television channels. It would be 

broadcasted not only in Puerto Rico but also in Santa Cruz and the Virgin Islands. It was 

not possible to miss the event, as there was a will to performance. The wish was for 

popular music to become Popular, to bankarize it. Rafael Hernández was the most 

emblematic figure of popular music, which would now become Popular. Hernández had 

as stage for his performance his own body, which acted out this choreography of colors, 

movements, sounds and gestures that gave him the name of ―Jibarito.” 

                                                 
128 AHBPPR  
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Diana Taylor, states that written literary text haunts and attempts to monopolize 

the production of knowledge and the tools available for theoretical analysis (2005, 27).  

Performance analysis challenges that epistemological strategy producer of knowledge. 

The body, gestures, the dance, the repertoire, and the popular music that Rafael 

Hernández embodied, represented, assumed and acted made the populist imaginary, the 

―jíbaro,‖ visible and credible. His black body challenged the typical imagined whitening 

of the relational body, to make it more street body. This paradox of having a jíbaro 

blanqueado challenged by the black body of Hernández was resolved with popularity. 

The relational body now was the popular, banalizing and silencing his blackness. His 

musical performance produced knowledge, informed us and made ethnography that 

redefined the popular, the ―jibaro.‖ The Carrión, very knowledgeable about the repertoire 

of populism did their homework when they saw in Rafael Hernández and his 

performance what they wanted to continue doing: to make popular the Popular. The 

monumental performance of the Popular Center became suspicious with its ―magnificent 

structure‖ that insinuated a ―look at me, I am not like you,‖ but very cleverly, on the other 

hand, once again they appealed to the innocent and pleasant popular music, in order to 

mask the perverse and self-interested bankarization of Puerto Rico. 

At the end of the video honoring Rafael Hernández, produced in 1965 by Banco 

Popular as a ―gift‖ to the pueblo of Puerto Rico, a very frail Hernández addressed the 

public in a pre recorded message. In this message, Rafael Hernández stated that he could 

not believe that a banker would pay attention to popular music. He declared: ―this great 

patron [Rafael Carrión] devoted himself to this great jíbaro.‖ In passing he thanked him 

for the favor done to his music and thanked the Puerto Rican pueblo. At the end of the 

video, the narrator closes by saying: ―his music is Puerto Rico, because Don Rafael is 

Puerto Rico.‖ Through this populist performance, Banco Popular, the Banco del Pueblo, 
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with the chorus of the Puerto Rico that loves and sings to the popular, transformed itself 

by masking its real ―Popular Center‖ vocation. The Popular not only intervenes in the 

production of the state identification effect, but rather, it is the effect. The performance of 

Banco Popular is to advertise, celebrate, and embrace the relational body of the popular 

―jíbaro‖ that sings.  The Banco Popular is Puerto Rico. 

Rafael Hernandez was also related to Luis Munoz Marín. Ruth Glasser indicates 

that the relationship between Rafael Hernández and Luis Muñoz Marín went back to the 

end of the 1930s and early 1940s, when both the bohemian and poet Muñoz, as well as 

Hernández, wandered about the Greenwich Village area in New York (1997). Later, 

when Muñoz was leader of the Partido Popular Democrático, he used the Rafael 

Hernández song ―Lamento Borincano‖ as the theme song of his populist political 

campaign. That popular campaign led Muñoz and the Populare to win the 1940 elections, 

and to become in 1948 the first governor elected by Puerto Ricans (Rodríguez Vázquez 

2004). Rafael Hernández‘s songs, above all ―Lamento Borincano‖ and later on 

―Preciosa,‖ had become a type of popular hymns for the Puerto Rican pueblo.   

The ―Lamento Borincano‖ of Rafael Hernández had some not so pleasant images 

for Muñoz, who was settling himself in and betraying his own pro-independence 

nostalgia, thus becoming a suspicious accomplice to what he himself condemned: ―I have 

drowned my dreams.‖ It came to this point where, in his tiny tyrant delusions of 

hegemonic intentions, he attempted to have Hernández also drown and change the lyrics 

to ―Lamento Borincano.‖ According to Muñoz, the line in the song that says ―everything 

is deserted and the pueblo is dead from suffering hardships,‖
129

 placed in doubt the 

fulfillment of the unfulfilled promises of his populist project to ―produce life.‖ The lyrics 

                                                 
129 Spanish original: ―todo está desierto y el pueblo está muerto de necesidad‖ 
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assertively reflected the failure of his plan to change the economic situation of Puerto 

Rico. The attempt to mutilate the lyrics did not come to be and they remained as they 

were (Glasser 1997; Ramos 1989). However, it is also said that Muñoz never wanted to 

refer to the ―Lamento Borincano‖ by its title; instead he preferred to call the composition 

―El Jibarito‖ (Hernández 2008). The lyrics are as follows: 

 

Out he goes overjoyed   

With his load  

To the city, ay, 

To the city . 

 

In his mind there is  

A whole world full  

Of happiness, ay, 

Of happiness. 

  

He plans to remedy the situation  

Of his home, his sole illusion, yes. 

 

And joyfully the jibarito goes 

Thinking this, saying this,  

Singing this down the road  

If I sell my load, my dear God  

For my old lady, I will buy a dress for. 

 

And joyfully alongside also walks his mare  

Sensing, sensing  

That that song  

Is a hymn of joy. 

And meanwhile, daylight surprises him  

And they get to the city market 

The morning goes by  

Without anyone wanting  

To buy his load, 

To buy his load. 

Everything, everything is deserted, 

And the pueblo is dead 

From suffering hardships.   
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That lamentation is heard from all over, 

About my unfortunate Borinquen, yes; 

And sad the jibarito goes 

Thinking this, saying this 

Crying this down the road; 

What will become of Borinquen 

My dear God! 

What will become of my children 

And of my home! 

 

Borinquen, land of Paradise  

The one who the great Gautier in his song  

Called the pearl of the seas. 

Now that you are dying  

With your sorrows  

Let me also sing to you. 

Let me also. 

We can interpret that the load is the rural labor-power that goes to the city‘s labor 

market, cannot sell itself and migrates with its lamentation. That was the reality of the 

rural proletariat of the 1940s and above all of the 1950s and 1960s, once the sugar world 

ceased to exist. The jibaro had nothing left to do but, sadly, leave behind his machete, his 

mare and migrate. 

Another Rafael Hernández song, ―Preciosa,‖ expressed a more direct political 

protest. It was first recorded by Grupo Victoria, a group conducted by Rafael Hernández 

in 1935. ―Preciosa,‖ composed during the years of strong radical nationalist activity, not 

only spoke about love and nostalgia for the patria, but also manifested discontent over 

the island‘s conditions. That is why when it makes reference to a ―tyrant,‖ there can be no 

doubt that the reference is to the United States and the other collaborators.  

 

Beautiful you are called by the bards 

That sing your history. 

No matter that the tyrant treats you 

With black evilness. 
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For Muñoz these ―subversive‖ verses represented an undesirable reference, in 

light of the relations of dependence and his own relations as collaborator conveniently 

settled in with the United States and his rejection of the Albizuist anti-United States 

radical nationalistic struggle of the era. Populism could stop being naïve and pleasant, but 

Muñoz‘s populism pretended to be innocent, convenient and with a long chain. The song 

―Preciosa” represented an assault against the possibility of sanctioning a new political 

status of ―light‖ annexation with the United States. Muñoz demanded that the lyrics be 

mutilated at the end of the 1940s. He attempted to have the word ―tyrant‖ be substituted 

for ―destiny‖ (Glasser 1997). This attempt to trivialize and once again to mask reality did 

not have Rafael Hernández‘s support who, according to his son, continued to sing the 

song with its original lyrics. For Rafael Hernández, his politics was the music and he 

continued singing to the patria from his musical performance. The artists in their 

performance deal with art ―forms‖ that sometimes converge and are convenient, but other 

times are resistant. The artistic form reveals the ―I do not paint history; I paint the light on 

that wall‖ (Baudrillard 1998, 167). The performer makes ethnography and each one has, 

and sometimes also manifests, its little power (Askew 2002; Foucault 1991). 

THE BANCO POPULAR IN NEOLIBERAL TIMES 

During a personal interview with Francisco Catalá,
130

 he commented about the 

particular identity the Carrións have in the financial world and indicated as follows:   

                                                 
130 Francisco Catalá is a distinguished economist and professor of Puerto Rico who has collaborated for 

many years as counsel and mediator for several labor unions. See his text ―Elogio de la Imperfeccion‖ (―In 

Praise of Imperfection‖) (2007). Of particular interest is the section entitled ―Salsa Boricua‖ (106-127) 

where Catalá relates the performance of the sale of the government of Puerto Rico‘s telephone company, a 

public corporation.  He reveals the suspicious involvement of Richard Carrión and Banco Popular in this 

neoliberal heroic deed.  Catalá (2007, 124) points out, referring to a speech offered by Carrión on June 17, 

1998 that ―the strike clarifies that Banco Popular made its proposals according to their own interests. The 

unions had to make their proposal according to theirs. The popular mask disappears, capital appears.‖ 
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Right now try to identify a name, the name of a family or of a bank in Puerto Rico 

or of a financial institution, cooperative…there is none. But try to identify a name 

with Banco Popular and any guy on the street will tell you Richard Carrión.  And 

it is not that Richard Carrión is there, it is that he has been there since the 19th 

Century.
131

 

With more than eighty years ―leading the way‖ and ―looking for the future 

wellbeing of Puerto Rico,‖
132

 Banco Popular went through transformations brought about 

by a new generation of Carrións. To begin with, there was a succession in the position of 

President in the institution, because the Board of Directors considered it was not 

advisable that the Board‘s President also be its Chief Executive Officer (Baralt 1993). As 

a result, José Luis Carrión, brother of Rafael ―Papi‖ Carrión, became Banco Popular‘s 

President and Rafael ―Papi‖ Carrión remained as President of the Board of Directors. 

José Luis Carrión was President from 1973 through 1978.   

By 1976, Banco Popular had already established branches in New York and 

California, but it was still considered an institution with mainly a local base. That year, 

by invitation of his uncle José Luis, Richard L. Carrión, son of ―Papi‖ Carrión, who had 

recently graduated with a Masters Degree in finance from the Massachusetts Institute of 

Technology (MIT), joined the ranks of Banco Popular. Since the beginning of his tenure 

at the Bank, Richard Carrión noticed that the market in Puerto Rico was becoming more 

and more limited.
133

 An early contribution of Richard Carrión was to revolutionize the 

institution‘s automated system and to modernize it further. Francisco Catalá, in a 

                                                 
131 Spanish original: Ahora mismo trata de identificar un nombre en alguna familia o algún banco en 

Puerto Rico o alguna institución financiera, cooperativa… no lo hay. Pero tu trata de identificar un nombre 

con el Banco Popular y cualquier hijo de vecino va a decir Richard Carrión. Y no es que Richard Carrión 

esté ahí, es que está desde Siglo XIX.   
132 These phrases were part of the Banco Popular advertising campaign on the occasion of the 85 year 

anniversary of the Bank‘s foundation.  
133 The answer of Richard Carrión and Banco Popular about the limit of market was to promote neoliberal 

practices to expand and go to international markets, claim deregulation of banking practices and participate 

fiercely and advantageously in the campaigns of the privatization of the so called public or governmental 

goods (Harvey 2010, 332) 
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conversation, pointed out that the technological advances that banks like Banco Popular 

control, which they use to bankarize the billing systems from several governmental 

agencies, demanded a reevaluation of what is understood as neoliberalism. This because 

these technological changes ―allow offering services to the governmental apparatus that 

were unheard of a few years ago.‖ The barrier between the public and the private ―melts 

into air.‖ 

Richard Carrión described the period between 1973 and 1985 as years where there 

was a lack of institutional focus. He attributed this to changes in high management 

positions at Banco Popular (AHBPPR). Moreover, these were also times of political 

change. Muñoz and his populism had begun their decadence when the Partido Popular 

Democrático lost the 1968 elections to Luis A. Ferré, the pro-statehood leader. In that 

moment, the pairing of the governmentalized patria-pueblo and the banca-pueblo had a 

break up. It was no longer clear which of the two controlled the political power. And in 

reality, neither did they know at Banco Popular since for example the power group of the 

Ferré Rangel corporation
134

 was producing effects in every sector of Puerto Rico and still 

do in actuality. During a conversation with Francisco Catalá about Banco Popular and the 

Ferré Rangel group, he commented:  

Since the Popular is one of the few corporations in Puerto Rico whose stocks are 

quoted in the stock exchange, as they have innumerable owners, including 

external owners, and among the most important individual owners until recently 

was Antonio Luis Ferré, or now the Ferré Rangel group. It is not the Carrión 

family who commands, but the Carrión family is the ―emblem.‖ Antonio Luis 

Ferré is the son of Luis A. Ferré, who in 1968 won against the Partido Popular 

                                                 
134 The Ferré Rangel are the sons and daughters of former Governor Luis A. Ferré. The family is originally 

from Ponce and are the owners of the newspaper, El Nuevo Día, in addition to other important companies 

in Puerto Rico over the decades. Additionally, currently they are the major shareholders of the Banco 

Popular and one of their members is parte of the Board of Directors after her father retired. For more 

information about the history of the Ferré family in Puerto Rico, see among others, the book by Guillermo 

Baralt, La Vida de Luis A. Ferré (―The Life of Luis A. Ferré‖) 1996.   
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Democrático of Muñoz. The Ferré Rangel are the children of Antonio Luis 

Ferré.‖
135

 

Seemingly, the pleasant days of naïve and convenient populism and of apparent 

consensus were over. Banco Popular insisted in producing the state identification effect, 

compensating for the decline of the populist identity governmentalized project of 

Muñoz‘s autonomist liberalism. Banco Popular continued its populist performance but 

now with an even greater presence in the techno-media. The finance capital aggressively 

renewed its repertoire opting for techno-media neoliberal seduction strategies, which 

foster that other authorities beyond the State safeguard their interests. 

When Richard Carrión assumed the Presidency in 1985, he stated that ―the control 

and direction of the organization had been lost‖ and resolved to make Banco Popular, 

The Bank (R. Carrión 1990). Observing the market tendencies, Carrión again sought to 

consolidate and diversify. After the 1985 advertising campaign, ―because they are our 

path, our hope,‖
136

 Banco Popular, with a 33 year old Carrión at its head, set off to 

recover the vanguard position. To close the decade of the 1980s and inspired ―looking 

towards our 100 years,‖ he recruited ―people who supported and enriched his efforts and 

new strategic plan‖ (Baralt 1993, 280).  

With the efforts of his new administrative team, Banco Popular closed the 1980s 

with ample financial success and started the new decade of the 90s with one of the most 

important performative capital transactions in Puerto Rico‘s banking history. On 

December 31, 1990 the cordial merger between the Banco Popular and BanPonce 

                                                 
135 Spanish original: Como el Popular es una de las pocas corporaciones en Puerto Rico que sus acciones se 

cotizan en la bolsa de valores, pues sus dueños son innumerables, inclusive, dueños externos, entre los 

dueños individuales más importantes hasta el otro día era Antonio Luis Ferré o el ahora grupo Ferré 

Rangel. No es la familia Carrión, pero la familia Carrión es el ―emblema.‖ Antonio Luis Ferré es hijo de 

Luis A. Ferré, quien le ganó al partido Popular Democrático de Muñoz en el 1968. Los Ferré Rangel son 

los hijos de Antonio Luis Ferré. 
136 porque son nuestro camino, son nuestra esperanza‖ 
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Corporation took effect; the process of concentration and centralization of capital 

continued. As mentioned previously, one way in which capital practices are made visible 

is through the performance of mergers. This transaction-performance meant the fusion of 

the two oldest and most prestigious banking institutions of Puerto Rico. With this 

banking integration, in which BanPonce lost its name, the branches of Banco Popular 

increased to 179 in Puerto Rico, 24 in the United States and three in the Virgin Islands 

(Baralt 1993). Richard Carrión took almost absolute control of the banking performance 

in Puerto Rico as he became President of BanPonce Corporation, President of Banco 

Popular and was elected President of both Board of Director‘s. Once again a Carrión took 

control of the financial scenario in Puerto Rico. The repertoire of Banco Popular stands 

out in those moments or social drama of banking mergers and it is then when the 

dynamics of capital concentration and centralization processes can be seen. When there is 

a banking crisis, the merger performance takes place and normalcy is restored.
137

 These 

performances of the coercive laws of capital emerge in moments of crisis; for some it 

means suddenly disappearing, perhaps violently, while others are gulped down ―in a 

friendly manner.‖  

In anticipation of the first centennial celebration of Banco Popular, Guillermo 

Baralt asked Richard Carrión during an interview about the changes he expected at Banco 

Popular. Carrión answered that: ―today‘s economic world is changing and there are 

multinational banks with access to technologies and multiple markets. Therefore, one 

issue for this year is to ensure that the Bank is independent and that requires strength and 

                                                 
137 Diana Taylor follows the ―social drama‖ in crisis model of Víctor Turner in the analysis of performance 

(2003, 137).  This model includes four phases: ―breach, crisis, redressive, and reintegration.‖ The banking 

crisis occurs, its extension is avoided, it is resolved through integration and things are restored to normalcy.  

Of course, greed in capial has the phantasmagorical theatrical faculties and knows that as soon as it can, it 

will reappear.   
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diversification‖ (AHBPPR).
138

 This means having the capability of acquiring top 

technology and then selling it, it does not matter to whom. Francisco Catalá indicated me 

that Banco Popular made viable one of those innovative technologies, Evertec, which is 

utilized to bill credit cards, ATMs and others. This technology speeds up financial 

transactions for both private businesses as well as the government. Bankarization is 

digitalized with this technological performance, but at the same time, the digital is 

bankarized. Following Marx we can say, even time and space melts into air.  

The technological advances seem to indicate that Banco Popular‘s success would 

be in expanding its operations outside of Puerto Rico. In his interview with Baralt, 

Carrión stressed that he will continue with the tradition of the past Carrión, that the 

―future of Banco Popular is closely connected to the future of Puerto Rico‖ (AHBPPR). 

The banca- pueblo must continue. Taking into consideration these new times, Carrión 

concluded that in Puerto Rico Banco Popular must establish even firmer foundations, and 

from there project towards a new expansion by following the new market tendencies. In 

this respect Richard Carrión stated:  

In terms of where we wanted to expand, we looked at the fact that the Hispanic 

population was growing, and while we're not purely you know, a Hispanic bank... 

in fact it shocks most people to learn that over half our customers in the US are 

non-Hispanic ... we certainly do have a very good name and a very good position 

in areas of high Hispanic concentration. So we looked at the [United] States and 

the cities with the highest Hispanic concentrations, and that is what we began to 

target ... Again, we don't see ourselves as a bank only for Hispanics, we are really 

a community, a bank (Pedrero and Santiago Renta 2005, 1). 

In 1993 Banco Popular advertised that ―we were born to be the Banco del Pueblo 

and this is where our heart is.‖
139

 This phrase formed part of the advertising in 

                                                 
138 Spanish original: ―el mundo económico hoy en día está cambiando y hay unos bancos multinacionales 

con acceso a tecnologías y múltiples mercados. Así que una de las cosas de este año es lograr que el Banco 

sea uno independiente y eso requiere una fortaleza y diversificación.‖ 
139 Spanish original: ―nacimos para ser el Banco del Pueblo y es aquí donde está nuestro corazón.‖ 
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celebration of the centennial of Banco Popular‘s foundation. But, where are the pueblo 

and its heart? ―Are they in areas of high Hispanic concentration?‖ Of course, Puerto Rico 

after all is an area of ―high Hispanic concentration.‖ With respect to the advertising 

campaigns that have identified the Bank, Richard Carrión points out that: ―all these 

advertisements bring us a lot of memories and are part of our folklore. In their time they 

served to identify even more the Bank with the pueblo‖ (AHBPPR). What are Richard 

Carrión‘s strategies to produce this state-like identification effect that had as its almost 

exclusive co-owner the patria-pueblo govermentalized by Muñoz? First, to continue 

emphasizing in the homogeneous ―pueblo‖ within a naive populist colonial political 

economic context that silences racial differences and subordination. Second, recognizing 

the new markets to be bankarized composed of a multinational ―community,‖ which has 

been singularized or entrapped by calling it ―Hispanic.‖ 

One of the ways the Popular is giving attention to the new target is by rescuing 

the mobile units from the time of Rafael Carrión and Rafael Carrión Jr. Nowadays the 

Popularbus travels around Latino communities and work fields of immigrants in the 

United States. The banca-pueblo doesn‘t discriminate. It appears that Banco Popular 

discovered that the publicity campaigns and their particular performance of identitarian 

inclusion transcend Puerto Rico. The corrupt love of the same gets spread. 

The seduction of the naive, convenient and pleasant populism, it appears, has no 

borders. The repertoire of Banco Popular conveniently modifies itself, plots and unifies 

the same ghost of the ―popular‖ with the Latinos. After all, both are fields of the 

identitary performance. The local is transcended and it enters the ample world of the 

popular Latino banking market; it even helps to create it. Populism itself has that taste of 

multitude and it spreads geographically beyond the Puerto Rico national body limit. 

Arlene Dávila indicates that many advertising companies in the United States, starting in 
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New York, used the ―Hispanic‖ category to profit in the market (2001).
140

 Dávila adds 

that  ―this has traditionally involved emphasizing their Hispanic identity, asserting that 

‗they too are Hispanic,‘ and thus rightful advocates for ‗Hispanics‘ vis-a-vis the ‗average 

American consumer,‘ veiling differences of class, race, and other exclusionary principles 

that mobilized in the process of representation…‖ (2001, 42). The surname ―Hispanic‖ 

allows Banco Popular to say, ―don‘t panic, I‘m Hispanic‖ (in Dávila 2001) to propagate 

and claim its ―native‖ identity, to annihilate the local space and once again recite in other 

stages its performance lines: ―look at me: I am like you.‖ This trivialization of the 

complexity of the human population that is culturally branded as ―Hispanic,‖ leveling it, 

equalizing it, racializing it, or to put it in Agamben terms, ―trapping it‖ is useful to capital 

(1996, 140). Capital exists by accumulation and concentration, but to subsist it needs to 

expand (Harvey 2009, 332). Arlene Dávila points out that ―this task involves treating 

corporate interest not as forces that are contrary to the development of ideas of cultural 

distinctiveness but rather as added players elaborating conceptions of Puerto Ricannes‖ 

(1997, 169). We may also add that it happens in the conception of the Hispanic. In a 

conversation with Carlos Pabón, he seemed to broaden the matter by stating that Banco 

Popular, as interlocutor, sees in culture a power of seduction useful in the promotion of 

its strategies. Since its origins, Banco Popular had been part of that capital expansion 

scheme manufacturing for its own convenience its performance of the popular, which 

suspiciously masks its banking repertoire. 

As his father ―Papi‖ Carrión and Muñoz had, Richard Carrión realized that in the 

populist cultural national and its carnival-like celebratory character (following Hardt and 

Negri in Multitude, 2004) there is a scope of innocent consent, pleasant unity and of 

                                                 
140 Regarding the study of cultural identities and advertising see among others: Cashmore 1997; Chin 

2001; Dávila 2001; García Canclini 1995; Negrón-Muntaner  2004). 
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reproduction of a hegemonic condition. This popular cultural national context of 

celebration, as we have seen, has served Banco Popular well to promote its private 

economic interests, the ―banca-pueblo,‖ now the ―banca-Hispanic.‖ From David Harvey 

we are reminded, that capital resolves its crises by resorting to concentration and 

centralization but also, as part of the neoliberal strategies of our times, by opening new 

markets (2010, 332-336). 

Starting in 1993, it would no longer be only the usual ads, part of the advertising 

campaigns, what would identify Banco Popular with the pueblo. That year, popular music 

once again suitably served as a chorus to identities of the ‗banca-pueblo’s‖ discourse, and 

not long after that, of the ―banca-Hispanic.‖ Richard Carrión rescued the idea of 

producing techno-media video programs to honor Puerto Rican popular music. The 1993 

video production followed the repertoire of bringing together a variety of popular 

musicians and artists from the carnival of the multitude. The performance-program fully 

adhered to the 1965 video honoring Rafael Hernández, like a script. The difference was 

that this time the performance was not focused in celebrating one single composer, but 

popular music in general. From its own experience, Banco Popular knew that popular 

music with its passion and desire for celebration had the ability to ―unify a pueblo,‖ the 

Puerto Rican.  This first video, one of the many to come later on, was titled ―Un pueblo 

que canta,‖ (―A Pueblo that Sings‖), and was a great success when it was broadcasted. 

As in 1965, all television and radio airtime was reserved from 7:00 PM to 8:30 PM. This 

required that producers and media advertisers give up their time slots to allow broadcast 

of the Banco Popular performance on the first Sunday of December, 1993. This desire to 

take over the spectacle clearly shows the will to performance that the Carrións have, but 

also that they have been good children of their era, and knew the importance and 

seductive magic of techno-media power. This event of nearly absolute media control was 



 149 

in itself a performance and was complemented by the content of the program. The full 

control of media forced the spectators to watch the same. 

These programs reaffirmed that Banco Popular was the Banco del Pueblo. The 

high handedness of this performance, with its scenic control, aimed to show that on that 

night, Banco Popular was Puerto Rico. Going back to Taylor, power needs the 

performance of making itself visible (2003). During a discussion with Angel ―Cucco‖ 

Peña, a well known Puerto Rican musician, composer, and musical director of the 1993 

video, he informed me that ―it was a way of celebrating and recreating our musical 

history, with no holds barred and without deprivations, because we finally had a client 

interested in the project, who identified with the project and was willing to roll up its 

sleeves and get down to work in the best way possible, without worries about how much 

it cost.‖
141

 Even in the appreciative Cucco Peña, there is a touch of suspicion in his 

surprise about Banco Popular ―rolling up its sleeves.‖ Could it be that the ―look at me: I 

am like you‖ revealed the fact that it was not? On the other hand, a bank that seeks to 

seduce is because it wants to trap. 

The old protagonist, Banco Popular, now enlivened by neoliberalism, relegated 

the antiquated cultural governmentality of Muñocista roots to simple general casting 

actors. Even though ―perceived as a threat to the image of homogeneity that the 

government cultural policy strives to project, the growth of new groups has led to uphold 

government-sanctioned definitions of Puerto Rican culture‖ (Dávila 1997, 256). Finance 

capital accompanies and also competes with the State and its banking-rationalization of 

culture, through its publicity performance. Once again, capital bankarized culture. The 

                                                 
141 Spanish original: ―fue una manera de celebrar y recrear esta historia musical nuestra con todos los 

hierros y sin miseria porque por fin teníamos un cliente que le interesaba el proyecto y se identificaba con 

el proyecto y estaba dispuesto a enrollarse las mangas y ponerse a trabajar de la mejor manera posible sin 

preocuparse cuánto había costado la cosa.‖ 
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banca-cultura bewitches, seduces and captivates; it masks in order to trap. That is why it 

is called, Popular.    

Due to the success of the 1993 video, considered a ―gift‖ to the pueblo of Puerto 

Rico, Banco Popular continued producing these. The videos became custom, tradition 

and repertoire. Each year since then, these Banco Popular videos are broadcast on the 

first Sunday of December at 7:00 PM. ―Cucco‖ Peña commented about his experience of 

participating in the videos that: 

It confirmed your position within the Puerto Rico musical spectrum and they [the 

artists] were very cooperative. Later on that changed because, as people changed, 

so changed the program objectives. At the beginning it was to celebrate Puerto 

Rico, but later, when Banco Popular expands and opens branches in the United 

States, then the program reaches United States. At first, it was the Puerto Rican, 

and even those that were over there. But by having such a presence over there, 

then the program starts to open up to make it attractive for them and for the 

Hispanic communities.
142

 

The ―banca-pueblo‖ was metamorphosed into banca-Hispanic, which is larger 

than Puerto Rico; the body limit is widened by the forces of capital in pursuit of the 

wandering surplus-value. Banco Popular, skillful in the the pleasant and naïve populism, 

discovered that it had no borders ―we don‘t see ourselves as bank only for Hispanics, we 

are really a community, a bank.‖  

LOWERING THE CURTAIN 

This research has an interest to inform and construct a successful narrative about 

the intervention of other characters beyond the governmental in the production of state 

                                                 
142 Spanish original: Era una confirmación de tu posición dentro del espectro musical en PR y ellos 

[artistas] eran muy cooperadores. Más adelante eso fue cambiando porque según cambió la gente, 

cambiaron los  objetivos del programa. En un principio era celebrar PR, pero después cuando el Banco se 

amplía y abre sucursales en EU, ya el programa llega a EU. Al principio era lo puertorriqueño y hasta los 

que estaban allá. Al tener tanta presencia allá entonces se empieza a abrir el programa para que sea 

atractivo para ellos y para las comunidades hispanas. 
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effects, in particular that of the identity. I have taken the Banco Popular de Puerto Rico as 

a field of study of this issue. I understand that it has been important to look at what is the 

general context-scenario and particularly, the archive, repertoire and who has been in 

control of the Bank since its inception and subsequent execution. This reference is 

required to understand its will to intervene and notoriously participate in the production 

of the state effect of identification. 

What it is revealed and is relevant to the narrative that I have constructed about 

the Banco Popular, seen through the analysis of performance, is how Puerto Rico has 

been bankarized. I have defined bankarization as the way this new form of organization 

of capitalism managed and controlled by finance capital was made visible from the late 

nineteenth century. Through chapters three and four of this dissertation, it can be 

appreciated how the Banco Popular became a major player in the bankarization of Puerto 

Rico. The relevant execution of this bank was shown in three stages of bankarization: the 

economic elite itself, the governmental and the popular. It is revealed in the narrative the 

origins of the Bank and the will to performance of the members of the so-called ciudad 

letrada, as the founders of the Bank. There is a will to performance in the sense that this 

ciudad letrada and its project of civilizing the masses had already been revealed in other 

instances of social life in Puerto Rico, such as in education and health and now I unveil 

its interest in progress through bankarization (Álvarez 2001; Colón 1996; Duprey 2010). 

This research reflects these civilizing campaigns as strategies necessary to discipline the 

multitude in the new capital requirements while serving as a means of biopolitizing the 

population and making capitalism popular. The narrative that I elaborated shows how the 

cast of characters of a ciudad letrada, founders of the Bank, transited to one formed by a 

new subject-the businessman, that together formed what I called ciudad bancaria. This 

ciudad bancaria, we have seen, in its performance became physically visible by 
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transforming the urban landscape and redefining the city. The bankarization, I have 

discussed, in itself is an effect that became visible also by creating a new identity that sat 

well in the landscape and the peasantry. 

Banco Popular‘s leading role in terms of its execution in the economic elite was 

confirmed by it being, through its history, a great performer of relevant large bank 

mergers, showing its will to monopolize that function of management and control of 

financial capital. In terms of its intervention with the governmental, it was highlighted the 

coincidence of the governmentalization project and the colonial contract of the popular of 

Munoz and the one of the bankarization of the governmental and the popular of the 

Carrións, that as we saw, the latter preceded the former. Precisely in alliance with the 

governmental, the Popular participated as a leading actor in the bankarization of the land 

that became "public" with Muñoz, of housing, and banking measures, which as I said, 

made capitalism even more popular. I have indicated that since its founding the Banco 

Popular has looked at the multitude as its object to be subject. What I call banca-pueblo, 

from the crisis of the Great Depression of the thirties, remains as the essential key to the 

sustaining of the Popular, which from the hand of Carrions made its motto, el Banco del 

Pueblo. This banca-pueblo becomes "Hispanic" when the population becomes diaspora 

and the Bank closely follows with the intention of them not leaving the trap. The 

performance of bankarization, which identifies the new form of organization of capital, is 

mixed with the popular, becomes popular and answers why the Bank is involved in the 

production of the state effect of identity, because it in itself claims to be. How the Banco 

Popular celebrates that identity with the popular? In which way this producer participates 

in the production of the identity effect? I discuss these and other questions in the next 

chapter. 
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Chapter 5:  Counterpoint of Archive vs. Repertoire 

On Sunday December 5, 1993, many of us gathered in our homes to watch the 

much publicized Banco Popular television program in celebration of its 100 years 

anniversary. This was supposed to be a gift to the pueblo of Puerto Rico. At 7:30 PM, the 

television screen showed a message that read, ―Banco Popular de Puerto Rico presents… 

Un pueblo que canta‖ (―A Pueblo that Sings‖). For the next one and-a-half hours, 

without commercial interruptions, approximately twenty well known Puerto Rican artists 

performed a variety of songs from a collection that could be termed as national hymns 

appealing to the emotions. The performance was simultaneously broadcast in Puerto Rico 

through all local television channels and many radio stations.  

Not only was the Sunday night programming a success, but video sales 

throughout the Bank‘s branches the following day made it a merchandising success. The 

newspaper, El Nuevo Día described it as ―a history making program‖ that marked a 

before and after, as the broadcast night marked the fortieth anniversary of the first 

television broadcast in Puerto Rico. The review of December 7, 1993 added that the 

program was a mix where feelings ran the gamut ―from nostalgia, to laughter, to crying, 

to joy…those of us watching it went through all those emotions.‖ On the other hand, the 

Puerto Rican pro independence weekly newspaper, Claridad stated in its December 20–

16, 1993 edition, that ―Un pueblo que canta coincides with a moment in history that 

could be described as effervescent with respect to national reaffirmation… the 

contribution of the documentary to cultural heritage is magnified in the present 

context.‖
143

 What no one imagined at the time was that this media performance would be 

                                                 
143 Spanish original: ―Un pueblo que canta coincide con un momento que se puede definir como uno de 

efervescencia de la reafirmación nacional… la aportación de este documental al acervo cultural se 

magnifica en el presente contexto.‖ 
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the beginning of a tradition that is maintained to the present day. Since 1993, on the first 

Sunday of December, Banco Popular has given the pueblo its musical program as a 

―gift,‖ changing the premise but keeping the same performative formula of producing the 

national cultural imaginary. 

I interpret the production of Banco Popular‘s videos, all of which have as their 

main theme the celebration of Puerto Rico‘s popular music, as moments of performance 

in the bankarization of Puerto Rico. Similar to banking mergers, the videos are events 

where specific social relations are made visible. I turn to performance analysis once again 

to examine how these social relations are dealt with via media, through images, gestures, 

scenarios, repertoire, archive, action and spectacle. 

In this chapter I trace a descriptive map of the Banco Popular video-performances 

from their context at the beginning until 2007, although the 

videos continued to be produced to the present. However, 

special emphasis was placed on the videos of years 1998 and 

2001. I conduct this performance analysis review with the 

intention of examining Banco Popular‘s intervention in the 

production of the state-like identification effect in Puerto Rico.  

Like his grandfather, Rafael Carrión Pacheco and his father Rafael Carrión Jr., 

very early on, Richard Carrión sensed the importance of relating ―the material with the 

cultural,‖ in order to successfully bankarize the pueblo. The will to bankarize, possibly 

the final form of capitalist organization, goes hand in hand with the intention to centralize 

commercial and community banking. Here we see the will to performance, the intention 

or vocation to be hegemonic, to captivate and to charm. Richard Carrión understood that 

within national popular culture there is a scope of consent and pleasant unity. What better 

way to achieve it than through music and techno-media. As Richard Carrión himself 

Illustration 9: Video covers 
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points out in the 1993 video-performance, ―because music is something that unites us as 

pueblo, one of the few things that unite us, irrespective of anything else, is music.‖
144

 

Like it had occurred before, the national cultural context that celebrated the popular 

became a lackey of Banco Popular to promote its own interests. By celebrating the 

popular it is implicit the notion of a unified pueblo, thus hoping to silence social relations 

of power and social antagonisms. The popular music assumed by Banco Popular, as a low 

conflict and naïve practice, was a useful tool to present the banca-pueblo identity and 

celebrate it. Here the TV programs made their cinematographic grand entrance to make 

visible this practice which, through images, rhythm, color, scenarios and gestures charm 

and captivate, mask and silence in order to trap into the reproduction of the hegemonic 

condition. 

SCENARIO AND PROFILE OF THE VIDEO-PERFORMANCES 

In 1993 Banco Popular celebrated its first century anniversary. As his father and 

grandfather had done during their respective terms as Presidents of the Bank, now it was 

Richard Carrión‘s turn to create his repertoire and archive. Instead of a monumental stone 

and architectural performance, the young President chose paper and cinematography as 

his elements to sustain the Bank‘s power, which became visual in Puerto Rico‘s general 

and economic history. For the first performance in celebration of the centennial, well-

known Puerto Rican historian Guillermo Baralt
145

 was hired as the proper person to write 

the Banco Popular biography.  The text is titled, ―Tradición de futuro: el primer siglo del 

                                                 
144 Spanish original: ―porque la música es algo que nos une como pueblo, las pocas cosas que nos une 

irrespectivo de cualquier otra cosa es la música.‖ 
145 Guillermo Baralt, is a Professor at the University of Puerto Rico, History Department and has been the 

author of other books by commission, as are:  La Buena Vista, 1833-1904: estancia de frutos menores, 

fábrica de harinas y hacienda cafetalera (1988); Desde el mirador de próspero: la vida de Luis A. Ferré; 

(1996) ; La historia de El Nuevo Día, 1909-2000( 2002); Recuerdos del porvenir: la historia del Sistema 

Universitario Ana G. Méndez (2004); Si es Goya… tiene que ser bueno, 75 años de historia (2011). 
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Banco Popular de Puerto Rico, 1893-1993‖ (Tradition into the Future: The First Century 

of the Banco Popular de Puerto Rico, 1893-1993), and was published on the anniversary 

year. Also an idea came up to produce a program for TV about popular music in Puerto 

Rico throughout the times with which the Puerto Rican popular pueblo could identify. 

The 1993 Banco Popular centennial celebration also coincided with other 

important events in Puerto Rican history. After pro-statehood leader, Pedro Rosselló 

González took office as the new governor of the Island, fulfilling one of his campaign 

promises, he began the process to conduct a plebiscite. This plebiscite proposed the 

opportunity for Puerto Ricans to freely vote and decide their political status vis-à-vis the 

United States. After many debates, it was decided that the three options subject to vote 

would be: statehood, which requested admission into the American Union as a federate 

State; Estado Libre Asociado, which reaffirmed the 1952 agreements under Law 600 

maintaining the condition as colonial territory of the United States; or independence, 

which demanded the separation of Puerto Rico from the United States.  

The cultural issue played a major role during the campaign period. Political 

analyst Juan Manuel García Passalacqua indicated that ―the issue of culture became 

crucial in the campaign leading up to the vote, expressing an obvious undercurrent of 

nationalism‖ (1994). Even though the Partido Nuevo Progresista (―New Progressive 

Party‖) defended its estadidad jíbara (―jíbaro statehood‖) view, the Partido Popular 

Democrático’s threats prevailed. The PPD pointed that if statehood was attained, Puerto 

Rico would not have national team representation in the Olympics, Spanish would no 

longer be the Island‘s official language and, amazingly, some feared losing representation 

in the Miss Universe beauty pageant. Using that approach and with the campaign slogan 
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―the best of two worlds,‖ the patria-colonial contract won the plebiscite.
 146

  The 

November 14, 1993 final voting count was:  Estado Libre Asociado 48.4%, statehood 

46.2% and independence 4.4%.  

Even though the margin of victory was not huge, the patria-pueblo was fueled 

that week, as the plebiscite results also coincided with the commemoration of the fifth 

centenary since the ―discovery‖ of Puerto Rico by Spain. The festivities were combined 

with an early celebration of the Central American and Caribbean Games hosted by the 

City of Ponce, in the southern part of the Island, from November 19 through November 

30, 1993. This performance was a mix of athletes and artists who with games and 

festivities celebrated sports and the fifth centenary;
147

 it all became a carnival of 

―puertorriqueñidad mestiza hispanófila.‖ To round off the repertoire of identity 

celebration, on Sunday December 5, 1993, a week after the games had ended, Banco 

Popular celebrated its centennial with its highly publicized musical TV program. The 

combination of these three events in less than a month was enough to intensify and 

mobilize the national popular spirit of the patria-pueblo.    

The initiative of producing a video was an effort to follow up on the 1965 

program honoring Rafael Hernández, aired the day before the Popular Center 

inauguration. This would be the second time that the video format was utilized as archive 

                                                 
146 The party that won is mounted on the political formula promoted by Munoz during the 40's and 50's that 

biopolitizes, manages and governmentalizes the popular without becoming a political community. This 

formula also is masked in the celebration of popular culture. One possible explanation for these results that 

favored the colonial contract and the annexation was that the independence movement has been 

criminalized and persecuted fiercely since Muñoz, as with the Ley de la mordaza. Also it was due to the 

dependence created in the economic structure of the colonial metropolis, and because as some radical 

leftists have affirmed, the "nice"colonial contract has been a growing stage for annexation (Acosta 1989; 

Ayala and Bernabé 2007; Pabón 2002; Torrecilla 2004). 
147 The Banco Popular participated very actively in the fifth centennial festivities in Puerto Rico, 

sponsoring a variety of events and celebratory activities such as the opulent performance of fireworks by 

the Grucci firm. Indeed, it was Banco Popular who first brought a fireworks show to Puerto Rico; back 

then, they also relied on the exclusive fireworks company of the Italian family, Grucci.  
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practice to celebrate Banco Popular. Back then, many popular artists of the time took part 

in the 1965 program, performing classic songs composed by Hernández. The review in 

the Revista de la Semana, dated November 28, 1965, declared: ―they seemed to be 

competing in a spectacular tournament of talent and abilities, of affability and grace, of 

good taste and elegance.‖ It was a successful performance-event orchestrated by Billy 

Carrión, Banco Popular‘s Public Relations Manager, under the Presidency of his brother 

Rafael ―Papi‖ Carrión. During an interview about the program, Billy himself described 

the production process stating that: 

We had to clear out air time from 7 to 8:30 PM on the evening of Sunday 

November 21 [1965]. That is, we had to get television and radio stations 

producers and advertisers to give up their air time on that day, in order to 

broadcast the show; we had to persuade  the musicians trade unions to not object 

to agreements made with musicians and artists and television and radio stations 

…it was a formidable and tremendous task. (AHBPPR)
148

 

This video was filmed live in the Telemundo studios, one of the main television 

networks in Puerto Rico. The script, written by Billy Carrión, 

started with an introduction by ―Papi‖ Carrión announcing the 

inauguration of the Popular Center, as the new and most 

modern building in Puerto Rico which, in Empire State 

Building mode, would offer visitors ―guided tours by trained 

señoritas.‖ After the announcement, narrator Raúl Dávila starts 

the tribute to Rafael Hernández saying: ―who does not know 

the music of Rafael Hernández?  He has taken his music from 

                                                 
148 Spanish original: Se tuvo que limpiar el tiempo de las 7 a las 8:30 de la noche del domingo 21 de 

noviembre [1965]. Esto es, conseguir que productores y anunciantes en televisoras y radioemisoras 

cedieran su tiempo, en estos medios, ese día para que se pudiera transmitir el show; persuadir al gremio de 

músicos para que no pusiera objeción a ciertos arreglos con músicos y artistas y televisoras y 

radioemisoras… fue una tarea imponente y tremenda. 

Illustration 10: Rafael 

"Papi" Carrión 
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our small Island to the rest of the world.‖  After these words the parade of popular artists 

begins. They were elegantly dressed, singing Rafael Hernández‘s best known songs 

which had become something akin to national hymns. With a few interruptions reminding 

that the TV program was presented as a gift from Banco Popular to the pueblo of Puerto 

Rico, it went on with anecdotes about the songs and the performances of close to 15 

artists. At a given moment, the narrator says that ―Rafael Hernández captures in his music 

the personality of the Puerto Rican, and that‘s why we call him, el Jibarito.‖ His own 

popularity paradoxically silenced and banalized his blackness as well as the Puerto Rican 

blackness in general (Ayala and Bernabé 2007, 192; Glasser 1997). Through his 

experiences and repertoire, Rafael Hernández made visible the relational populist 

imaginary of the jíbaro. As noted in the prior chapter, the figure of Rafael Hernández had 

become the emblem or the visible relational body of popular music and identity.    

Moments before the video ends, Billy Carrión comes on stage wearing a gloomy 

expression to give the sad news that the 

space reserved for a live appearance by 

Rafael Hernández himself would not be 

shown, as he had been bedridden for the 

last few days. However, he indicates that Hernández had sent 

an audio recording from the hospital. Billy Carrión remained on stage, took off his 

glasses and completely absorbed listened to ―el Jibarito’s‖ voice, as if patria-pueblo 

itself was speaking to him. In the message, Hernández says that he can hardly believe that 

a banker had taken interest in popular music, instead he believed that they would have 

hired a great symphonic orchestra as the gift for a pueblo jíbaro. I interpret Rafael 

Hernández‘s expression of surprise as an unveiling of the paradox in Banco Popular‘s 

speech of the ―look at me, I am like you,‖ pretending to be popular by celebrating music 

Illustration 11: Billy Carrión 
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and ―all that unites us.‖ Following the Jibarito‘s words, the narrator ended by saying that 

―Rafael Hernández is our own, his music is our own, his music is Puerto Rico.‖ Once 

again, the popularity of Hernández‘s jibarito weakened his and 

the Puerto Rican blackness in the identitarian love of the same. 

Immediately after these words, all the artists taking part in the 

program, all formally dressed, the women in evening gowns and 

the men in tuxedos, gather on stage to sing the final song, 

Lamento Borincano. 

Through this performance, Banco Popular was able to inject and sponsor its 

vision of the national popular culture. This was a vision-effect, which in its performance 

imagined a cultured, elegant and civilized jíbaro. It seems that capitalism‘s culture of 

greed gets silenced by celebrating popular culture. In order to produce life to the popular, 

and thereby extend the life of capital this celebration was necessary. Twenty-eight years 

after the release of the tribute to Rafael Hernández‘s video, Banco Popular decided to 

rescue this successful performative formula that had charmed and captivated the Puerto 

Rican pueblo, to celebrate its centennial. Considering the importance of the national issue 

at that historical moment in Puerto Rico, it was a sure bet as another Popular success. 

This time around Banco Popular was not alone, instead it counted with a group of artists, 

musical producers and filmmakers, all also in search of a stage to make visible the 

repertoire of the Puerto Rican national popular imaginary. Ángel ―Cucco‖ Peña
149

 

informed me that for a while a group of his friends (artists, producers and directors who 

had collaborated together in several advertising-related events and activities) ―had been 

                                                 
149 Ángel ―Cucco‖ Peña, son of the musical director Lito Peña, is an outstanding composer, producer, 

musician and singer from Puerto Rico.  He has been musical arranger for many renowned artists from 

Puerto Rico and elsewhere.  He was the musical producer and arranger of the Banco Popular programs 

from 1993 until 2003. 

Illustration 12: Artists 

from the 1965 video 
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thinking about a project that celebrated the vision of Puerto Rico that we shared. Then 

Banco Popular joined in because they wanted to do something and we presented them 

with the idea.‖
150

 The outcome of this collaboration between these music producers, 

filmmakers and Banco Popular was the 1993 video titled ―Un pueblo que canta.‖ The 

video had Banco Popular as producer, Marcos Zurinaga
151

 as director, Ángel ―Cucco‖ 

Peña as musical director and arranger, Tato Rossy as creative director and screenwriter, 

and the collaboration of approximately twenty popular Puerto Rican artists. 

This performance-program, ―gift to el pueblo,‖ starts with a group of renowned 

Puerto Rican artists arriving at the Cuartel de Ballajá in Old San Juan carrying their 

outfits. Their festive mood makes it seem that they were on their way to a gathering of 

old friends. Simultaneously, people from el pueblo talk about which artists they would 

like to see in the program and which musical genres they would 

like to hear. Surrounded by scaffolding, panels, lights and c-

stands Zurinaga in his director role shows the stage to Richard 

Carrión, who is dressed like an executive. With the platform set 

up almost ready, the narrator starts by 

saying that ―throughout time, music has 

been a reflection of our collective feelings 

and sense. We have poured all our dreams and our hopes into music. 

Today, on the occasion of our centennial celebration, Banco Popular 

                                                 
150 Spanish original: ―estábamos pensando un proyecto que celebrara una visión de Puerto Rico que 

compartíamos, y pues el Banco Popular se juntó porque el Banco quería hacer algo y le presentamos la 

idea.‖ 
151 Marcos Zurinaga is a renowned director and film producer from Puerto Rico. Among his most 

outstanding work are the feature films, “La gran fiesta” and “Tango Bar.”  Zurinaga worked as director 

and photography director for the Banco Popular videos from the beginning in 1993 until 1999. 

Illustration 13: Marcos 

Zurinaga and Richard 

Carrión (1993) 

Illustration 14: Artists 

informally dressed 

(1993) 
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de Puerto Rico proudly presents: Un pueblo que canta.‖
152

 Following the presentation, 

the artists gather on stage informally dressed, as if in rehearsal, to sing the theme song. 

The song has the same title as the video, Un pueblo que canta. 

Like his father, ―Papi‖ Carrión had done in 1965, his son delivered a message 

before the song repertoire started. However, unlike his father, Richard Carrión adopted a 

more informal stance in front of the cameras. Sitting on a chair, his hands comfortably 

resting on the back of the chair, he acts the script which suggests a conversation with 

Cucco Peña and Tato Rossy. Carrión mentions his wishes about this performance. In a 

deliberate manner he turns to the camera and says: 

   

 
Illustration 15: Richard Carrión in 1993 video 

I would like to see the Banco Popular philosophy reflected in this program, a 

philosophy of commitment to the economic and social welfare of Puerto Rico and 

of the communities that we serve. That is, a tribute to our pueblo‘s popular 

culture. I believe it will be a token of the appreciation Banco Popular feels for the 

crucial support received during these past 100 years.
153

 

Immediately following this message, the repertoire of songs and anecdotes about 

music by both artists and the pueblo begins. The musical selection was a journey of 

boleros, salsa, danzas and songs that have been popular throughout the different periods 

                                                 
152 Spanish original: ―a través del tiempo la música ha sido reflejo de nuestro sentir. En ella hemos volcado 

nuestros sueños y nuestras esperanzas. Hoy, con motivo de la celebración de nuestro centenario, el Banco 

Popular de Puerto Rico presenta con orgullo, Un Pueblo que Canta.‖ 
153 Spanish original: A mí me gustaría que se viera en este programa la filosofía del Banco Popular, una 

filosofía de compromiso con el bienestar económico, el bienestar social de Puerto Rico y las comunidades 

que servimos. Esto es, un homenaje a la cultura popular de nuestro pueblo. Yo creo que va a ser una 

muestra de agradecimiento que siente el Banco Popular en estos 100 años por ese respaldo tan importante. 
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in the history of Puerto Rico. In the final message Richard Carrión, sitting in the same 

pose, closes by saying: 

It is important to record and save for the future this sample of the finest talent that 

could possibly have been gathered this year. I believe it equally important and 

meaningful that this program is simultaneously broadcast in three local channels 

and at the same time, via satellite, in New York, Chicago and various Hispanic 

communities in the United States, because music is something that unites us as a 

pueblo. I truly believe that among the few things that unite us, no matter what 

other differences there may be, that is music.
154

   

Towards the end of the performance all the artists that took part in the program 

gather to sing a potpourri of popular songs. As opposed to the 

beginning, at the ending all the singers and musicians are dressed 

formally. After the potpourri the artists remain on stage and close 

the performance by singing in tune the song Preciosa by Rafael 

Hernández. After this rendering, the program ends with everyone 

on stage, including directors and producers, in a festive mood celebrating music, 

celebrating the patria-pueblo, the banca-pueblo.  

All newspaper reviews of the following day applauded and lauded the program. 

During a press interview for the nationalist weekly, Claridad (1993), Tato Rossy, 

creative director of this performance, indicated that ―a group of us took upon ourselves 

the task of developing a project that, after watching it, would lift the self-esteem of us 

all.‖
155

 On this end, Marcos Zurinaga declared that ―I am of the idea that music 

                                                 
154 Spanish original: Es importante que en esta muestra del mejor talento que podemos reunir en este año lo 

grabemos y se tenga para el futuro. Igualmente, creo que es muy importante y significativo que estamos 

sacando este especial simultáneamente en tres canales del país a la vez que se está transmitiendo vía satélite 

a Nueva York, a Chicago, a varias comunidades hispanas en los Estados Unidos porque la música es algo 

que nos une como pueblo; verdad, de las pocas cosas yo creo que nos unen irrespectivo de cualquier otra 

diferencia es la música. 
155 Spanish original: ―nos dimos a la tarea un grupo de personas de desarrollar un proyecto que a fin de 

cuentas cuando tú terminas de verlo te levantara la estima de todos nosotros.‖ 

Illustration 16: Artists 

formally dressed (1993) 
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throughout the history of Puerto Rico, all music is extraordinarily meaningful as 

reaffirmation.‖
156

 Placed in the context of the effervescent celebration of the Puerto Rican 

national imaginary that was taking place at the time, what was really reaffirmed was the 

notion that the Banco Popular was the Banco del Pueblo. As Cucco Peña informed me 

about this project:  

It was a way to celebrate and recreate this musical history of ours with no holds 

barred  and without deprivation, because we finally got a client that was interested 

in the project, who identified with it and was willing to roll up its sleeves and get 

down to work in the best way possible without any worries  about the cost.
157

 

There is always a tinge of suspicion in the surprise about Banco Popular‘s 

willingness to ―roll up its sleeves.‖ Richard Carrión‘s appearance in casual attire, wearing 

no sox and sitting informally is a performer‘s attempt to project the ―look at me, I am like 

you‖ discourse. However, the ―like‖ always betrays that he is not. The high-handed 

performance of that evening, having practically absolute control over the techno-media 

and over the popular, aimed to confirmed the will to performance and that Banco Popular 

―was Puerto Rico.‖  This was not only a situation where an authority beyond the State 

produced the identification effect, rather it claimed and assumed that it, itself, was the 

identitary relational body. 

The performative successful formula of 1965, proved to be equally successful 

again. After the program broadcasted, people who went to the Banco Popular branches to 

make their deposits and also purchased the video and music CD of the TV program. The 

video and CD were very timely and both quickly became favorites for Christmas gifts. 

                                                 
156 Spanish original: yo parto de la idea de que toda la música en Puerto Rico a través de la historia, toda 

música tiene un significado extraordinario de reafirmación.‖ 
157 Spanish original: Fue una manera de celebrar y recrear esta historia musical nuestra con todos los 

hierros y sin miseria porque por fin teníamos un cliente que le interesaba el proyecto y se identificaba con 

el proyecto y estaba dispuesto a enrollarse las mangas y ponerse a trabajar de la mejor manera posible sin 

preocuparse cuánto había costado la cosa. 
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According to the 1994 Banco Popular annual report, the sales of Un pueblo que canta 

exceeded $300,000. This performative formula proved that there was a repertoire of the 

popular and that by using techno-media it could be appropriated and injected into the 

production of the identification effect. 

After 1993 it has become a popular tradition to wait for the Banco Popular 

program. For many it is the event that marks the beginning of the Christmas season in 

Puerto Rico. In an interview from newspaper, El Nuevo Día (1997), Carrión stated:  

To me the program is an indication that the Christmas season has started and that 

we are united as a pueblo to celebrate it. It is a new custom, yes, in sync with the 

times. By taking advantage of the electronic means and relying on our artists, the 

endeavor has translated into the development of a new-found tradition. And that 

gives me great satisfaction, particularly in these times of globalization and 

ferocious competition where television is full of empty babble because that is 

more marketable.
158

    

This tradition ―in sync with the times‖ not only placed Banco Popular ahead of 

the competition in television ratings, but also gave it an advantage in the global banking 

market, thanks to the popular. Cucco Peña told me that as he saw it, ―it became a habit 

for the pueblo to wait for this gift from the Bank and for the Bank. I used to call it the 

most important project for us during the whole year.‖
159

 Richard Carrión himself has 

compared the yearly programs with the tradition created by the famous store windows of 

one of the first big department stores, González Padín in Old San Juan (AHBPPR). The 

store used to display colorful Christmas decorations and new merchandise, and people 

waited for it as part of the season‘s festivities. In the case of the performance-program, 

                                                 
158 Spanish original: Para mí el programa constituye un señalamiento de que empezó la Navidad y de que 

estamos unidos como pueblo para celebrarla. Es una costumbre, nueva, sí, a tono con los tiempos. La 

utilización de los medios electrónicos y de nuestros artistas, se traduce en el desarrollo de una tradición 

reciente. Y eso me da mucha satisfacción, en tiempos de la globalización, de una competencia feroz en que 

la televisión se nutre de latas porque le es más rentable. 
159 Spanish original: ―se convirtió en una costumbre para el pueblo esperar ese regalo del Banco y para el 

Banco. Yo le llamaba el proyecto más importante para nosotros durante todo el año.‖ 
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they are like display window-videos and their production make visible the popular 

national imaginary, which is redefined and appropriated each year by means of its 

celebration.  

The formula of performing popular music by selecting the artists and musicians 

most in fashion was carried out and repeated until 2006. The only change in the repertoire 

was the theme of each video. These performances can be divided in three periods, the 

manifestation of popular music in general (1993-1995 and 1999), tribute to composers 

(1996 –1998), and the enactment of a message (2000-2006). Similar  to Un pueblo que 

canta (1993), the following two videos, El espíritu de un pueblo (―A Pueblo’s Spirit‖) 

(1994) and Somos un solo pueblo (―We are All One Single Pueblo‖) (1995) once again 

celebrated popular music. After the 1993 program broadcasted, early in the year 1994, 

Banco Popular began its Tú eres el Banco Popular (―You are Banco Popular) advertising 

campaign. This propaganda was very much in sync with the unity theme sought to be 

delivered by using music as that which ―unites us.‖  This sense of belonging and of 

suspicious love of being one coincides with the publicity idea of the ―great family of 

Banco Popular,‖ which gets tangled up with the banca-pueblo in the ―look at me, I am 

like you‖ discourse. 

In 1994, convinced that popular culture was the key, the same group of creative 

directors together with Banco Popular once again resolved to create another successful 

performance-video. The 1994, Espiritu de un Pueblo TV program became Cucco Peña‘s 

favorite, as the mistakes and blunders of the first one were avoided. In his view, everyone 

enjoyed the process of production much more. Peña added that due to the roaring success 

of the prior program, as word got around about plans to film a new one, many artists 
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quickly contacted him and Angelo Medina
160

 asking to be included in the cast. Using 

some of the same artists in the prior program, and adding a few of the new popular stars, 

this performance seems to be in constant search to define what is and what defines a 

pueblo‘s spirit. So starting with the theme song that opens the drama, there is constant 

reference to that spirit which: 

llega como una brisa 

que toca los corazones 

despierta los sentimientos 

y se traduce en canciones. 

Comienza como una voz 

nacida de la esperanza 

y no conoce de tiempo 

ausencia ni de distancia. 

El espíritu de un pueblo 

que en canciones se levanta. 

El espíritu de un pueblo 

es algo mágico en el aire… 

Further along in the performance, José Miguel Agrelot, ―Don Cholito,‖ one of the 

most renowned comedians Puerto Rico has had, seems to offer the answer that Banco 

Popular is interested in when he states that ―a pueblo‘s spirit are its customs, its folklore, 

idiosyncrasies, its way of seeking and finding itself, the identity.‖
161

 Adding to Agrelot‘s 

words, José Feliciano, a virtuoso musician born in Puerto Rico and raised in New York, 

offers his version of what that spirit is. He states that ―a pueblo‘s spirit is the laughter of 

its people, the culture, the food and its people‘s inner sentiments.‖
162

 These two 

definitions of what makes up a pueblo‘s spirit merge popular culture with the naive-

                                                 
160 Angelo Medina is an internationally known music manager, promoter and producer.  He has been the 

manager of most of the artists that have taken part in the Banco Popular de Puerto Rico programs and has 

been a producer of these programs. 

 
161Spanish original: ―el espíritu de un pueblo son sus costumbres, su folklor, su idiosincrasia, su forma de 

buscarse y encontrarse a sí mismo, identidad.‖   
162 Spanish original: ―el espíritu de un pueblo es la risa de su gente, la cultura, las comidas, el sentimiento 

que lleva la gente.‖ 



 168 

sentimental and are manifested through music. That pueblo spirit (the identitary relational 

body) is capable of traveling from the countryside to the city and to the diaspora, where 

also ―tú eres el Banco Popular‖ and where Banco Popular continues to be the Banco del 

Pueblo, who comes to take care of everything, even the nostalgia of those that leave.  

The attempt to define ―el espiritu de un pueblo,‖ gave way to the next 

performance-video of 1995 titled Somos un solo pueblo. Even though since 1993, the 

performance-programs had included themes and scenes reenacted in New York, this 

performance made the diaspora its main theme. Before any official opening message, the 

show starts by presenting aerial images of the different States and countries where Puerto 

Ricans resided in 1995 and how many: California (127,000), México (1,500), New Jersey 

(320,000), Florida (247,000), Spain (2,000) and New York (1.9 millones). Immediately 

after that, a voice is heard saying, ―Puerto Rico and Banco Popular, together 

everywhere.‖
163

 In the traditional message, Richard Carrión as President, presents Somos 

un solo pueblo as a drama that reveals: 

A small piece of our people‘s history, the people who left opening new horizons 

and searching for new destinies. During that absence, it is music what has defined 

us; it is music that has served to eliminate barriers and to bring us closer as one 

single pueblo. We want this program to further contribute to eliminate barriers 

and motivate us to give our best. Enjoy the very best from our pueblo, enjoy the 

music from one [his emphasis] single pueblo.‖
164

 

As usual, the opening is the theme song that has the same title as the program and 

is written by Cucco Peña (like in the rest of the videos). The spectator is left with the 

anticipation of finding out what the ―música de un solo pueblo‖ (―the music of a single 

                                                 
163 Spanish original: ―Puerto Rico y Banco Popular juntos en todas partes.‖ 
164 Spanish original: Un pedacito de la historia de nuestra gente, la gente que salió abriendo nuevos 

horizontes y buscando nuevos destinos. Durante esa ausencia ha sido la música la que nos ha definido, ha 

sido la música la que ha servido para eliminar barreras y acercarnos como un solo pueblo. Queremos que 

este programa contribuya a seguir eliminando barreras y nos motive a dar lo mejor de nosotros. Disfruten 

de lo mejor de nuestro pueblo, disfruten de la música de un [énfasis por él) solo pueblo.  
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pueblo‖) is. What follows is a symphonic orchestra playing a musical repertoire of 

tropical rhythms with lyrics that rather seem like a list of fruits, colors, florae with a 

message that says ―we are a single family, we are one single root, we are one single seed 

that flourishes from one country to another.‖
165

 Here the intention of the corrupt love for 

the same and for making the many into one (Hardt & Negri 2010) became evident.     

It is no coincidence that Banco Popular decided to go into the popular subject of 

migration, since that year‘s Annual Report highlighted the Bank‘s interest in expanding 

the bankarization repertoire by aiming to go beyond Puerto Rico. In the 1995 Banco 

Popular Annual Report, President Richard Carrión declares: 

The combination of the Hispanic and American heritage has provided the 

Corporation with an advantage in the development of business opportunities in 

the mainland United States. It has been able to capitalize on this advantage by 

focusing its efforts in developing its franchise in highly concentrated Hispanic 

areas (1995, 15). 

Once again Banco Popular sensed that in the national populist culture and its 

celebration through popular music there was a scope of consent and unity that allowed it 

to reproduce its hegemonic intention beyond the Puerto Rico body limit. In an interview 

for El Nuevo Día (1997), Richard Carrión stated: ―I love to see how people get together 

with their family or with friends to watch the program. That they wait for it and comment 

about it.‖ Now the target to ―develop that spirit of savings‖ was not only the patria-

pueblo-Puerto Rico, but the patria-Hispanic. Maribel Ortíz Márquez indicates that 

―migration in the Banco [Popular]‘s productions is a movement to find better 

opportunities, without going into the historical characterizations which could be 

                                                 
165 Spanish original: ―somos una sola familia, somos una sola raíz, somos una sola semilla que florece de 

país en país. The interpreters of this theme song are a group of Caribbean and Central American artists (in 

order of appearance): Gilberto Santa Rosa (Puerto Rican), Luis Enrique (Nicaraguan), Ángela Carrasco 

(Dominican), Wilkins, Ricky Martin and Ednita Nazario (Puerto Ricans), Celia Cruz (Cuban), Rubén 

Baldes (Panamenian) and Ruth Fernández (Puerto Rican). 
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categorized within the context of what some have called ‗labor migration under 

capitalism‖ (2004, 107). Banco Popular is not too interested in the ―lamento borincano‖ 

of the jibarito that leaves because the market is deserted, instead it sees the possibility of 

economic growth in bankarizing communities, not only the Puerto Rican ones, but the so 

called Hispanic.   

After the first three performance-programs, Banco Popular in collaboration with 

the creative team produced a series of videos dedicated to composers. These were: Al 

compás de un sentimiento (―To the Beat of a Feeling‖) (1996) a tribute to Pedro Flores, 

Siempre piel canela (―Cinnamon Skin Forever‖) (1997) a tribute to Bobby Capó and 

Romance del Cumbanchero (The Romance of the Cumbanchero) (1998), which again 

exalted Rafael Hernández. These  programs selected three Puerto Rican composers who 

are identified with the migration experience or in Pedro Flores‘ own words, ―being far 

away from the patria hit both Rafael [Hernández] and me in such a way that we had to 

express ourselves in the best way we knew how‖ (in Romance del Cumbanchero 1998). 

These performances celebrating the composers and their popular songs were good 

practices for Banco Popular to chorus, represent and appropriate the identitary in the 

diaspora and create the banca-Hispanic. Richard Carrión himself suggests it when he 

describes Bobby Capó in the 1997 program, ―even more, Bobby was an instrument of 

unity among Latinos, both with his music and through his commitment to the wellbeing 

of these communities.‖
166

 Bobby Capó was an instrument not only for Latinos, but also 

for Banco Popular, which promoted its interest in the control of capital by producing life 

to the ―Hispanic.‖ From these videos, later I will specifically analyze Romance del 

cumbanchero (1998) in greater detail.  

                                                 
166 Spanish original: ―más aún, Bobby fue un instrumento de unidad entre los latinos tanto a través de su 

música como de su compromiso con el bienestar de estas comunidades.‖ 
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The 1999 program, Con la música por dentro: Cien años de historia (―The Music 

Inside Us: One Hundred Years of History‖), is like a musical repertoire-compendium 

welcoming the new century. From this video and in tune with the changes taking place at 

Banco Popular and its strategies, there was a new phase in the structure of the 

performances that were now handled according to themes. The intention was to deliver a 

civilizing message of change for the better and progress to the audience. The following 

videos maintained the performative formula of celebrating the popular and essentially 

included the same artists, but there were changes in the technical and creative teams. 

Even though Cucco Peña remained as musical director and arranger until 2003, the 

direction was entrusted to the young Paloma Suau Carrión.
167

 She was the director, 

screenwriter and editor of the next seven videos. It is fair to say that this next 

performance series, except the 2005 and 2006 programs all have elements of the 

documentary genre. The first of these was Guitarra mía (―This Guitar of Mine‖) (2000). 

This program is about the life of renowned Puerto Rican guitarist and singer-composer 

José Feliciano. Feliciano, who is blind from birth, was born in Puerto Rico and raised in 

New York. As opposed to the prior dramas, this one seems more like a documentary and 

more than a tribute to his music, it presents several topics related to his life. In Paloma 

Suau Carrión‘s own words, the message that Banco Popular wanted to deliver through 

this musical documentary ―was a message of what he had had to overcome in order to 

succeed‖ (in Luna 2002). The old vocation of the civilizing ciudad letrada with 

suspicious aroma of bankarization showed up again. The next performance, Raíces 

                                                 
167 Paloma Suau Carrión is a Puerto Rican filmmaker who had directed and worked on the programs‘ 

production from 2000 until 2006 through her film company, Ninguna Ciencia, Inc.  She is the 

granddaughter of Billy Carrión, the first Banco Popular Public Relations Manager and the one who 

conceived the formula of creating the programs. 
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(―Roots‖) (2001), is a documentary that shows the repertoire of bomba and plena. Further 

ahead I will focus on this performance-program in greater detail.  

The next video was Encuentro (―Encounter‖) (2002). This performance is a 

representation of the Latin American popular repertoire through the music and history of 

three famous singer-composers: Rubén Blades (Panamanian), Juan Luis Guerra 

(Dominican) and Robi ―Draco‖ Rosa (―Nuyorican‖). To represent the journey throughout 

different regions and generations, the TV program uses an animated male character. 

According to Suau Carrión, the message intended with this program/documentary was 

one of unity. "The message sent through the music is of unification. We have three 

songwriters from three different countries that offer us their vision of the world, of the 

society we live in" (in Luna 2002). The body limit was extended, now the whole Latin 

America is Popular. 

The production following that year was Ocho Puertas (―Eight Doors‖) (2003). 

The subject of this performance is the 60s and 70s famous night club Ocho Puertas, 

located in San Juan. Using the scenic background that recreated the club with 

photographs and anecdotes, the program celebrates the popular artists of those times and 

the repertoire of songs that were performed there. From Ocho Puertas, the series went on 

to En mi País (―In My Country‖) (2004). This performance-documentary recreates a 

―typical‖ Christmas gathering in Puerto Rico by means of scenario, folklore, and of 

course, popular music interpreted by the artists. Even though the main stage is Puerto 

Rico, several artists from various Latin American countries also appear. These share their 

stories about the traditional festivities in each of their respective countries as they join in 

with the Puerto Rican artists in a big ―Hispanic‖ party. 

The next video was Queridos Reyes Magos (―Dear Three Kings‖) (2005). This 

program recreates the arrival of a father coming from New York to meet with his 
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adolescent daughter and celebrate Three Kings Day. This performance once again 

delivers the message of unity and peace through images, magic, the innocence of 

childhood and the Three Kings. The performative formula constructs the myth of the 

innocent-popular body and Banco Popular sponsors it in an attempt to give a certain halo 

of sacred and harmless to the suspicious bankarization.  

The last program directed by Paloma Suau Carrión was Viva Navidad (―Hooray 

for Christmas‖) in 2006. This performance narrates the story of an adolescent and how 

popular music helps narrow the generational gap between him and his grandfather. The 

year 2007 closed the long chapter of the performative formula that started in 1965 with 

the memorial-video titled Lo mejor de nuestra música 

popular: 15 años de éxitos (―The Best of Our Popular 

Music:  15 years of Hits‖). This is the archive that was 

made looking at the archive. This performance brings 

together on stage Cucco Peña, Camille Carrión, Silverio 

Pérez, and Antonio Martorell,
168

 who engage in a dialogue that attempts to revive 

memory, by once again recreating the popular repertoire of the Popular. Richard Carrión, 

who knows he owns and controls all the performances, appears at the end like the 

anticipated phantom, 

formally dressed and in 

his real role of 

President, to justify why Banco Popular has celebrated the popular 

for 15 years. Interestingly, the performance shows a moment of 

                                                 
168 Camille Carrión is a Puerto Rican actress, daughter of Billy Carrión, mother of Paloma Suau. She had 

also participated in prior programs. Silverio Pérez is a Puerto Rican singer composer, well known in the 

nova trova scene and for his role as host in television programs. Antonio Martorell is a versátil creator, 

largely known in Puerto Rico as an outstanding visual arts artist. 

Illustration 18: Debate in 

the 2007 video 

Illustration 17: Richard Carrión 

enters the scene 
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doubt in the love for the same when a question is raised about whether rap and reggaetón 

have the blessing of the autochthonous identity of Puerto Rico. A debate ensues with 

words and gestures during which Camille states that it is, and Cucco reminds her that the 

Ley de Música Autóctona de Puerto Rico (―The Puerto Rico Autochthonous Music Law‖) 

says it is not. At the end, together with Martorell, they conclude that more important than 

whether rap and reggaetón are or not autochthonous, is that ―anything that can be 

appropriated to make new creation, is our own.‖
169

 Thus these musical genres that 

contain in their performance that flavor of popular street body are saved from exclusion 

by the performer arbiters so knowledgeable about the popular. However, following Mills‘ 

(2010, 209) viewpoint, for the street body, the street will remain uncertain and difficult 

no matter how much Richard, Cucco, Camille, Silverio and Martorell sing and dance rap 

and reggaetón in this performance.
170

  

ROMANCE DEL CUMBANCHERO AND ITS SOCIO-HISTORICAL SCENARIO 

Following this general view of the repertoire of popular performances produced 

by Banco Popular, I will examine in more detail the 1998 and 2001 programs. We could 

say that in 1998 Puerto Rico had as its resistance slogan the battle-cry, “Puerto Rico no 

se vende, coño, somos una nación,”
171

 and as theme song of the year, Preciosa by singer-

                                                 
169 Spanish original: ―todo de lo que uno puede apropiarse para hacer nueva creación es propio.‖ 
170 For the purpose of this dissertation I will only discuss until the program of 2007. However, the 

Christmas tradition generated by Banco Popular and their performance-programs continued after 2007 until 

the present. The following years the Bank produced two dramas that integrated music but centered mostly 

on the story being told. The formula contained in the previous ones did not repeat until 2009. The 2009 

program, Palés y la rumba de esquina, was dedicated to the poems of Luis Palés Matos. His Afro-Antillano 

poems were turned into music by different well known artists at the moment. The next video, released in 

2010, Salsa: un homenaje a El Gran Combo de Puerto Rico, celebrates one of the most famous salsa 

orchestras in history. The performance on this one was more about the orchestra‘s history recounted by its 

members entwined by their famous songs. The last program produced by the Banco is Sonó sonó Tite Curet 

(2011) and was dedicated to renowned Puerto Rican popular composer Catalino Curet Alonso, best known 

as "Tite" Curet. 
171 ―Puerto Rico does not sell out, damn it, we are a nation.‖ This was one of the most common slogans of 

protest during the 1998 manifestations related to the privatization of the Puerto Rico Telephone Company.    
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composer Rafael Hernández. Strangely, both the year‘s slogan and theme song came out 

of the same hub, the Banco Popular. The battle-cry was against neoliberal practices of 

privatization provoked by the Popular‘s banca-mercado. The song promoted by the 

Popular celebrated the unity of the banca-pueblo.  

In 1997 rumors started circulating about the possible sale of the Puerto Rico 

Telephone Company (PRTC), a company ―owned‖ by the Puerto Rican government and 

considered an important part of the pueblo‘s national heritage. Or better said, the 

company was partly owned by the government, since in 1992 then governor Rafael 

Hernández Colón, sold 80% interest of the long distance communications division to the 

Telefónica de España for $141 million, leaving the government of Puerto Rico with 20% 

interest (The New York Times 1992).
172

 In addition, finance matters in this so called 

public corporation were actually controlled by the bondholders who owned the debt 

issued by the corporation itself. During the summer of 1998 Governor Pedro Rosselló 

announced the sale of the PRTC to a consortium of investors led by GTE. The 

preliminary agreement stated that the purchase of the PRTC, approximately $375 million, 

would be divided between the consortium of the General Telephone and Electronics 

Corp. (GTE), local investors, Banco Popular, Inc. as a minority stockholder in GTE. In 

addition, there would be a percent of the stocks for the PRTC employees and GTE would 

control the majority of the board of directors.
 173

 

Immediately upon the announcement of the sale, the PRTC labor unions, the 

UIET and the HIETEL, joined other Puerto Rican organizations to form CAOS (Comité 

                                                 
172 In 1990 Governor Rafael Hernández Colón had attempted to sell the PRTC to Bell South International 

located in Atlanta. However, both the Unión Independiente de Empleados and the Hermandad 

Independiente de Empleados de la Telefonica (both labor unions) opposed the sale and put up a fight. The 

partial sale took place two years later (Catalá 2007, 106-128). 
173 Eventually, GTE merged with Bell Atlantic and formed Verizon. In the end, with the sale of the 

Telefónica de Puerto Rico Verizon controlled 52% of the stock, Banco Popular ended with 13%, the 

Government with 28% and 7% went to employee shareholders (Catalá 2007, 129). 
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Amplio de Organizaciones Sindicales, Sociales, Políticas y Religiosas) (―Broad 

Committee of Labor, Social, Political and Religious Organizations‖) to fight against the 

privatization of the PRTC. The employees went on strike and called upon the Puerto 

Rican working class to join in what they called ―Huelga 

del Pueblo‖ (Pueblo Strike) to pressure the Puerto Rico 

Senate to not approve the sale. The strike started on June 

18 and lasted fourteen days. In principle the strike was 

against the sale of the PRTC but, in general terms, it was 

in opposition to the neoliberal practices of the Partido 

Nuevo Progresista (PNP) (―New Progressive Party‖) and Governor Roselló. The PNP 

party favors statehood for Puerto Rico. In addition, the Huelga del Pueblo was against 

Banco Popular for its participation in the sale of the PRTC. Thus on one hand, the slogan 

expressed the strong sentiments and resistance against a privatizing market, and on the 

other hand, it also expressed anti-imperialist feelings by defending the PRTC as cultural 

heritage, because it was a company that ―belonged‖ to the pueblo. Banco Popular, which 

also had an interest in bankarizing communications, revealed itself in the labor strike 

performance without its naïve popular mask. 

During the days of the social drama of the strike, many sectors of the so called 

civil society were highly active in their support of the workers. There were also clashes 

and violence between the Police Strike Force and the strikers. Another unusual protest 

event was the acts of vandalism and detonation at several Banco Popular branches. Los 

Macheteros, the Puerto Rican armed radical nationalist group, took responsibility for 

those anti-banking incidents. They criticized Banco Popular‘s participation in the process 

of handing over the PRTC because they alleged that historically the Bank ―had identified 

itself with important values aimed towards the consolidation of the Puerto Ricaness by 

Illustration 19: Sign against 

Governor Rosselló during the strike 
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supporting expressions defining the culture representative of that Puerto Ricanness‖ (El 

Nuevo Día, 1998).
174

 They pointed out that these expressions of national affirmation 

caved in when Banco Popular accepted the powerful incentive that Governor Roselló 

offered them, in dollars and cents, upon sale of the Puerto Rican national heritage. During 

a conversation with Francisco Catalá, one of the main advisors to the labor unions during 

the strike, he commented that:  

I don‘t know how the theory got started in CAOS that if they threw stones at the 

Banco Popular branches, broke a few glasses, and forced Banco Popular out of 

the sale the sale could fall off track. And that‘s how they did it. I understood it all 

differently because the Banco Popular participation was really minimal. If I 

remember correctly, their share was about $20 some millions, while GTE was 

going to pay $400 million and financing by the Citi Bank was going to be $1500 

million, and as best as I can remember, not a single stone was thrown at the Citi 

Bank.
175

   

Banco Popular was a minority stockholder in the sale, but Banco Popular‘s main 

interest was not the stocks. At the time of the sale, the PRTC was a fully digitalized 

company on the vanguard and at the same level with United States telephone companies. 

In fact, PRTC was in twelfth place among the best telephone companies nationwide 

(Catalá 2007, 112). During the personal conversation with Catalá, he mentioned that 

throughout the PRTC sale process, Banco Popular was most interested in taking charge of 

invoice, billing services, and offering another set of banking functions. It should also be 

mentioned that David Chaffey, Banco Popular Vice-President at the time, also presided 

                                                 
174 Spanish original: ―se había identificado con importantes valores orientados hacia la consolidación de la 

puertorriqueñidad, apoyando expresiones definitorias de la cultura que representa esa puertorriqueñidad‖ 
175 Spanish original: En el CAOS no sé cómo se desató la teoría de que si le lanzaban piedras a las 

sucursales del Banco Popular, rompían varios cristales y sacaban al Banco como co-participante de la 

compra-venta, pues la venta podía descarrilarse. Y así lo hicieron. Yo entendía que no porque la 

participación del Banco Popular era mínima. Si más no recuerdo, era de unos $20 y pico millones cuando 

GTE iba a poner $400 millones y el financiamiento que iba a poner el Citi Bank era de $1500 millones y 

que yo recuerde al Citi Bank no le tiraron ni una piedra.  
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over the Autoridad de Teléfonos de Puerto Rico’s (―Telephone Authority of Puerto 

Rico‖) Board of Directors. Moreover, Banco Popular was already a stockholder in the 

PRTC, so the business deal, which can very well be included in what I call merger 

performance, would be akin to buying itself.  

The popular resistance struggle had the intention to prevent the process of 

privatization of the Teléfonica. However, as Carlos Pabón indicates, this strike event was 

marked by the ―national consensus‖ discourse that claimed the Telefónica as Puerto 

Rican ―cultural heritage‖ (2002). So, the strike became a performance of revival of the 

popular cultural nationalism and morality… ―Puerto Rico no se vende, coño, somos una 

nación.‖ Paradoxically, the unionized and the so called radical left concentrated in 

obstructing any practice that could weaken the colonial nation-state and what supposedly 

belonged to the pueblo. Since this was a matter of popular national consensus and 

defense of the cultural heritage, it led ―el pueblo‖ to demand an explanation, not from 

Banco Popular as the banca-mercado, that in reality it is, but from the popular Richard 

Carrión with respect to the performance of the banca-pueblo. Carrión was viewed as the 

emblematic figure, a protagonist of so many TV programs, as the one in charge of the 

great performance of bankarization and the naïve and pleasant production of the state-like 

identification effect. Catalá told me that Richard Carrión had no option but to meet with 

the labor unions. He went on to say that ―he [Carrión] met with both union leaders 

because he was very worried about the strike against Banco Popular and was concerned 

about their image, because this was perhaps the first time that Banco Popular faced a 

protest from the ‗civil society‘ and that was an extremely uncomfortable situation for 

Banco Popular.‖
176

 Like a flashback to the 30s, another Carrión had to come out on stage 

                                                 
176 Spanish original: ―él [Carrión] se reunió con ambos líderes de las uniones porque estaba muy 

preocupado con la huelga contra el Banco Popular y por la imagen, porque era la primera vez quizás que el 



 179 

and deliver a message to the pueblo. This time around the platform was the media, radio, 

television and the written press. On June 17, 1998, Richard Carrión addressed the pueblo 

with the following message:  

The time to free the Telefónica from political games is now; we cannot wait until 

the competition penetrates its market, deteriorates it and becomes a big problem. 

There will also be a local capital component, so that a Puerto Rican voice 

participates in the major decisions affecting the future of the telephone company. 

We will also make sure to prepare the local capital markets to absorb the 

subsequent sale of the shares that the government retains.
177

 

As a result of the popular indignation, many unions and workers withdrew their 

deposit accounts from Banco Popular.
178

 It is interesting to note how during those days, 

the discussions with regards to Carrión, were not about the economic interests of Banco 

Popular, but about his quality and loyalty as a Puerto Rican and as a supporter of the 

popular national heritage. Beyond his concrete functions as a capitalist, Carrión was a 

great actor and popular hero. He inherited this from his father and from his grandfather 

Rafael Carrión Pacheco. Yet, in his acting the discourse of ―look at me, I am like you,‖ in 

face of this financial action called neoliberal, what truly got exposed was his real 

bankarization and capitalist competition role. As Taylor states, in performance once in a 

while power needs to be made visible (2003). Eventually the labor leaders voted in favor 

of ending the strike, after a popular manifestation where the pueblo showed their 

solidarity with the workers. However, upon conclusion of the work stoppage and after the 

                                                                                                                                                 
Banco se encontraba de frente a una protesta de ‗sociedad civil,‘ y esa situación era incomodísima para el 

Banco Popular.‖ 
177 Spanish original: El momento de liberar a la Telefónica de juegos políticos es ahora; no debemos 

esperar a que la competencia penetre su mercado, se deteriore y se convierta en un serio problema. Habrá 

también un componente de capital local, para que una voz puertorriqueña tenga participación en las grandes 

decisiones que afectaran el porvenir de la telefónica. Nos aseguraremos, también, de preparar los mercados 

de capital local para absorber las ventas subsiguientes de las acciones que le quedan al gobierno. 
178 Curiously, many of the accounts withdrawn from Banco Popular at the time were deposited in new 

accounts at Westernbank which, in an irony of the perverse capital, was absorbed by Banco Popular in the 

2010 performance merger with that bank. 
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governmental sale was approved, the transaction process started without any major 

developments. In a message for the Banco Popular internal magazine, Nuestra Gente 

(―Our People‖) (1998), Richard Carrión declared:   

In these times when the globalization of markets has become so crucial, our 

financial industry and our operations in particular, must also adapt to the new 

tendencies and new approaches. For example, we can no longer say that we 

ourselves determine the course to reach our goals. Instead, the market imposes 

upon us certain more aggressive parameters so that we can maintain our 

leadership. That is why we have decided to participate in the transaction of the 

Telefónica . This verifies our firm commitment with Puerto Rico‘s economy. In 

addition, through this transaction we contribute so that Puerto Rico becomes the 

strategic center for the traffic of voice and data between the Carribean and Latin 

America.
179

    

Openly revealing Banco Popular‘s real position, as too favorable towards the 

banca-mercado, was not compatible with the emblematic performer image of the banca-

pueblo, sponsor of the Puerto Rican popular culture. In fact, in the Opinion section of El 

Nuevo Día, June 13, 1998, Iván Sanchez urged ―the Puerto Rican artists to let Richard 

Carrión know that if he did not reflect upon the issue and come join the side of those who 

defend the national heritage that he cannot count with them for his Christmas 

programs.‖
180

 Nevertheless, the Banco Popular performance-video of that year, 1998, had 

the highest sales among all the videos to date. It also included the song that became the 

                                                 
179 Spanish original: En estos momentos en que la globalización de los mercados adquiere mayor 

importancia, nuestra industria financiera y nuestras operaciones en particular, también tienen que adaptarse 

a nuevas tendencias y nuevos enfoques. Por ejemplo, ya no podemos decir que nosotros mismos 

determinamos nuestra propia ruta hacia la obtención de nuestras metas. Más bien, el mercado nos impone 

unos parámetros más agresivos a fin de que podamos mantener el liderazgo. Por eso es que hemos decidido 

participar en la transacción de la compañía Telefónica. Esto comprueba nuestro firme compromiso con la 

economía de Puerto Rico. Además, a través de esta transacción es posible que contribuyamos a que Puerto 

Rico se convierta en el punto estratégico para el tráfico de voz y datos entre el Caribe y América Latina.  
180 Spanish original: ―a los artistas puertorriqueños para que le hagan saber a Richard Carrión que si no 

recapacitaba y se pone del lado de los que defendemos el patrimonio nacional, que no cuente con ellos para 

sus especiales navideños.‖ 
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biggest musical performance of the year, as well as the theme song for all the programs, 

Preciosa. 

When the curtain went down on that intense summer where Carrión‘s banking 

practices were questioned and the importance of small but multiple popular deposit 

accounts reaffirmed in keeping the bank solid, work started on the new video. It urged 

Banco Popular to recover its publicity leading role in the production of the national 

popular narrative by appealing once again to the cultural identitary. If not, the Bank 

would have gone on to be simply one more bank. To this end, Banco Popular once more 

relied on popular music and the cinematography that by this point had become a custom. 

In collaboration with the group of creative directors, the production began in August. 

This was just one month after the PRTC incidents; the curtain went up. This time they 

enlisted renowned Puerto Rican writer Edgardo Rodríguez Juliá to write the performance 

script.  Banco Popular again resorted to Rafael Hernández and his popular music as the 

composer focus of the program. This performative formula had proven to be successful 

and it was once again useful as a banking strategy to connect with el pueblo, rescue the 

Bank‘s image, and go back to the ―look at me, I am like you‖ discourse. In a message 

written for the Banco Popular internal magazine Nuestra Gente  Richard Carrión 

explained about the TV program: 

Like in prior years, we present this year‘s program as a gift to the pueblo of 

Puerto Rico; without any resentment for the insults and criticism we were 

subjected to, but neither with the arrogance of one that believes he owns the truth. 

We proved with actions, not with words. We acted in the way we should 

undertake every great enterprise: with a firm purpose and loyal to our principles.  

Our public has responded with great enthusiasm and already the year 1998, as 

also does the Romance del Cumbanchero, is part of history (1998, 3).
181

 

                                                 
181 El programa de este año, al igual que en años anteriores, lo presentamos como un regalo al pueblo de 

Puerto Rico; sin rencor por los insultos y críticas de las que fuimos objetos, pero tampoco con la arrogancia 

del que se cree dueño de la verdad. Demostramos con acciones y no con palabras. Lo hicimos como 

debemos acometer toda gran empresa: con firmeza de propósito y fiel a nuestros principios. Nuestro 
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Illustration 21: Carrión with 

students (1998) 

Illustration 20: Rafael 

Hernández 

A few months after the Macheteros detonations, the broken windows, and the 

exposure of the suspicious banking mask, Banco Popular, as the old popular cultural 

benefactor, dons its mask and makes its appearance like the phantom returning to the 

identitary stage and gave ―Romance del Cumbanchero‖ as a ―gift to the pueblo.‖ This 

performance followed the same structure of the prior ones. It opened with President 

Richard Carrión‘s entrance on stage with his official message 

followed by the theme song, the body of the musical and the 

grand finale. At the beginning, the performance shows a 

group of young people working in different fields of art:  

sculpture, music and composition. In an innocent tone, 

Richard Carrión speaks with these high school students about 

what art means to them and about the life of Rafael Hernández. 

During the conversation, Carrión asks the youngsters what they 

know about Rafael Hernández. They answer by singing some of 

his songs. Later, Richard, grandson of Rafael Carrión Pacheco 

who was born in the Machuchal of Santurce, tells them: 

―imagine, Rafael Hernández, born in Aguadilla, black, he had to 

struggle against racial prejudice. He leaves Puerto Rico and goes to New York during the 

depression. What does that tell you about what needs to be done?‖
182

 A youngster 

answers: ―if you have the courage to do things, if you love what you do, you can get 

anywhere.‖ Another one answers: ―I think Puerto Rico has way a lot of talent, we have to 

                                                                                                                                                 
público ha respondido con mucho entusiasmo y ya el año 1998, al igual que Romance del Cumbanchero, 

forma parte de la historia. 

 
182Spanish original: ―imagínense, Rafael Hernández nace en Aguadilla, negro, tiene que batallar el 

prejuicio racial. Sale de aquí, de Puerto Rico, y tiene que ir a Nueva York en los años de depresión. ¿Qué 

les dice eso de lo que hay que hacer?‖ 



 183 

lose our shyness a bit, be persevering and get ahead.‖ This was the preamble of the 

President‘s official message which states:   

These young people are the real capital of Puerto Rico, and we want to invest in 

them. This year the Banco Popular program pays tribute to Rafael Hernández. The 

first Banco Popular musical production was in 1965, an initiative of my uncle 

Billy. It was dedicated to our ―Jibarito.‖ Today, 33 years later, a new generation 

pays tribute to the music of Rafael Hernández. On behalf of all my colleagues I 

want to dedicate this production to that extraordinary being that was Billy. Enjoy 

the Romance del Cumbanchero.
183

 

Following the usual structure, the message to ―produce life,‖ to produce life for 

capital and the reference to young people as ―the real capital of Puerto Rico,‖ gave way 

to the theme song. The difference, compared to prior programs, was that in this one the 

musical interpretation of the theme song Cumbanchero was instrumental, with a musical 

arrangement by Cucco Peña and performances by Chichi Peralta, Tito Puente and Richie 

Ray. After this first song, there is an introduction to the musical program.  Playing the 

recorded message of the 1965 program, Rafael Hernández‘s voice is heard saying: ―My 

dear pueblo, my pueblo, I wish to tell you that I still am the same jíbaro borincano of 

always.‖
184

 The words sounded as if Banco Popular itself was apologizing, like the 

prodigal son that returns full of remorse. Immediately following these words, the artists 

Marc Anthony, Ednita Nazario and Gilbertito Santa Rosa come on stage. They sing and 

also act the script written by Rodriguez Juliá. Regarding the script, Edgardo Rodriguez 

Juliá (1998) explained that after several drafts it was finally decided that the story would 

be about ―Marc Anthony, who would represent himself. He would be a neorican that, 

                                                 
183 Spanish original: Estos jóvenes son el verdadero capital de Puerto Rico, y es en ellos que queremos 

invertir. Este año el especial del Banco Popular le rinde tributo a Rafael Hernández. La primera producción 

musical que realizó el Banco Popular fue en 1965 como una iniciativa de mi tío Billy. El mismo fue 

dedicado a nuestro ―Jibarito.‖ Hoy 33 años más tarde una nueva generación le rinde tributo a la música de 

Rafael Hernández. En nombre de todos mis compañeros quiero dedicarle esta producción a ese ser 

extraordinario que fue Billy. Disfruten el Romance del Cumbanchero. 
184 Spanish original: ―Mi pueblo querido, pueblo mío quiero decirte que sigo siendo el jíbaro borincano de 

siempre.‖ 
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after his Americanized training in hip-hop and pop music, was rescued by the music of 

Rafael Hernández.‖
185

 Gilbertito and Ednita acted as commentators intertwining the 

performance with the experiences of Marc while he ―finds himself‖ through the music of 

Rafael Hernández. In their first scene, Gilbertito‘s words highlight how music unites us 

all as one pueblo, a notion carried throughout all the prior performances. Gilbertito says:  

When we do this type of work, it is always curious to see how this popular music 

seeps into us, not only as singers, but as Puerto Ricans. I believe that it has 

touched every Puerto Rican generation, his as well as the generations that 

followed. There is a power of reaffirmation in the music and above all of 

transcendence. 

Following this scene, the musical part of the program proceeds by intermingling 

dialogues, Rafael Hernández‘s musical appearances and images that created the story that 

produced the identitary imaginary of the popular Puerto Ricaness.  

 The musical performances are presented in three different stages. One is a 

spacious set with walls made of white squares where the artists narrating the story, Marc 

Anthony, Ednita Nazario and Gilbertito Santa Rosa sing the 

first songs of Rafael Hernández, while images of his 

performances are shown on the background. The other two 

sets recreate the 1950s, although it is not clear who it intends 

to represent. One set replicates the Hernández Music Store, 

the store that Rafael Hernández and his sister Victoria owned 

in New York during the 1920s. Songs of a nostalgic tone were chosen for that stage, such 

as Lamento Borincano. The third set represents a night club with blue neon lights, a 

platform and a dance floor with tables around it. Most of the songs are performed on this 

                                                 
185 Spanish original: ―Marc Anthony que se representaría a sí mismo. Sería este cantante neorican que, 

después de una americanizada  formación en el hip-hop y el pop, se salva con la música de Rafael 

Hernández.‖ 

Illustration 22: Marc Anthony 

singing Lamento Borincano 
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platform with accompaniment by an orchestra of formally dressed musicians. The 

repertoire for this platform consisted of the genres of rumba, romantic and Christmas 

music. The staging is completed with a set that represents the present, by showing a 

group of young people gathered in a pub in Old San Juan as if they were watching the 

program on television.   

In the ―making of‖ section that comes with this video, stylist Wanda Montes and 

costume designer, Vilma Martínez explain that to recreate in the artists the ―look‖ of the 

50s, they used magazines from that era. Men 

had their hair swept to the side or back with 

brilliantine; women had their hair pulled up 

under a hat or in tight waves. The outfits 

were all formal and elegant. The men were 

largely dressed in a white tuxedo and black tie, and 

when a more casual look was needed, they wore 

pants, long sleeved shirts, vests and a beret, none of 

it tropical. The women wore long evening gowns, pearl 

custom jewelry and gloves. For a casual look they were 

dressed in skirts and long sleeved blazer suits.  

The wardrobe of both the men and the women resembled high class styles, winter 

wear or, perhaps, clothes worn for formal occasions.  

The paradox is that the stages and costumes made visible 

in the video were at odds with, and did not really 

represent the lyrics being sung or the dancing to the 

music played. While it is true that Rafael Hernández 

Illustration 24: Recreating the 50's lookc(1998) 

Illustration 23: Recreating the 50's 

look (1998) 

Illustration 25: Representation of the 

"jíbaros" (1998) 
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captured in his music, lyrics, repertoire and rhythms the general feeling and sense of the 

street and its pueblo, of the place where he was and that he felt, the image represented in 

the video and what is made visible in this performance can be questioned. Where is the 

popular Jibarito? 

In this program, the relational street body of the popular is shockingly in contrast 

with the modern-americanized vision of a new Puerto Rican body, a symbol of progress 

and development that becomes visible through the clothing and opulent appearance. 

Emphasis was placed on men and women wearing winter clothing usually worn by the 

high class with their accessories like 

jewelry and hats. As in the prior 

programs, there was an insistence in 

representing the popular jíbaro body as 

elegant and all dolled up. The Rafael 

Hernández highlighted was not the one that was ―black, born in Aguadilla,‖ but the 

Rafael Hernández that had two thousand compositions to his name, a Masters in classical 

music, numerous achievements in Latin America and the Caribbean and the title of Mr. 

Cumbanchero, conferred to him by  President 

Kennedy. However, through the gestures and 

musical interpretations of the performers can 

be perceived the struggle between the 

cultured, that is supposed to civilize, and the 

expressions of freedom, that are made visible in a contestatory manner when singing. The 

relational body of the jíbaro that Hernández sang about is inconsistent with the stage 

imagined in the Banco Popular performance; it was distant from a night club. The 

Illustration 26: Melina León performing a plena (1998) 

Illustration 27: Olga Tañon performing a plena 

(1998) 
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popular street body, el pueblo, is in contrast with the Americanized elegance of the 

stages.  Rafael Hernández sang to the street, whereas Banco Popular seemed to sing to 

the avenue. There is an insistence in a ―same,‖ but what we see is not the same. Rafael 

Hernández himself was suspicious when in his message in the first program of 1965 he 

declared with surprise: 

My dear Puerto Rican pueblo, pueblo of Puerto Rico, no one would have believed 

that an opulent banker from Puerto Rico like Rafael Carrión would have cared 

enough about popular music as to present this great concert. I would have thought 

that instead he would have contracted a symphonic orchestra and offered classical 

music by Bach, Mozart and Beethoven to give to a pueblo, a jíbaro pueblo such 

as ours.  

Also notable are the bodies depicted in the video case of this 1998 performance-

program, designed by graphic artist Raúl Colón. In it the designer 

presents a body, Puerto Rico, shaped as a sleeping non white 

woman and a black artist, which is presumed to be Rafael 

Hernández, singing at a distance with his guitar. Which is the 

identity that the Banco Popular sings to and claims from a 

distance? A fair question, since the lyrics of the songs say one 

thing, but the opulence of the bodies shown in the performance say another.  

As a result of the event, social drama, performance of the ―Huelga del pueblo,‖ it 

was necessary to reconstruct the naïve, convenient, identitary display window of what 

had been innocently imagined it meant to be Puerto Rican. In addition, it was important 

to restore the corrupt love for what the Macheteros identified as the ―expressions defining 

the culture that represents the Puerto Ricaness,‖ and which Banco Popular had so avidly 

celebrated. Romance del Cumbanchero rescued the relational figure of the good jíbaro 

represented by Rafael Hernández and his popular music. However, it was not done from 

Illustration 28: Raul 

Colón designing the1998 

cover 
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the perspective of the Hernández that had suspicions and who hurt for the patria. It 

wasn‘t the one that sang songs of lament and protest: ―Bolívar in Venezuela, in Cuba 

Maceo and Martí and in the Republic of Argentina the glorious San Martín. And they 

granted to Quisqueya patria and half of freedom, and to my borincana land only God 

will ever grant it.‖
186

 The novel thing about this 1998 performance, as Edgardo 

Rodríguez Juliá (1998) noted, was that by means of popular music and the TV program, 

―we had our identity restored via a jibarito with glasses from the New York Barrio, who 

had a neorican accent and, as Ednita Nazario put it, born with tears in his voice.‖
187

 In 

order to imagine, represent and ―produce life‖ to this, the screenwriter Rodriguez Juliá 

together with director Zurinaga, using the musical arrangements by Cucco Peña and with 

the consent of Richard Carrión himself, decided that 

―the  Albizuista ‗glorious transfiguration‘ moment 

would belong to Marc Anthony, not Ricky Martin 

and that the consecrating and sacramental song 

would be, Preciosa.
188

 That would be the target of 

the Christmas program. Everything would be leading to this compelling Albizuista 

moment…‖ (Rodríguez Juliá 1998).
189

 This Preciosa rendition would not be the one sung 

                                                 
186 These verses are from the Rafael Hernández song,  Un buen borincano (―A Good Borincano‖). Spanish 

original: ―Bolívar en Venezuela, en Cuba Maceo y Martí y en República Argentina el glorioso San Martín. 

Y le dieron a Quisqueya patria y media libertad y a mi borincana tierra solo Dios se le dará.‖ 
187 Spanish original: ―la identidad se nos devolviera vía un jibarito espejuelado del Barrio neoyorquino, con 

acento neorican y, como dice Ednita Nazario, nacido con una lágrima en la voz.‖ 
188 One of my informants on the 1998 video production told me that there was a great debate to select who 

would sing Preciosa. The Bank wanted Ricky Martin since at the time he was the young Puerto Rican 

native from the Island, very popular and akin to the national discourse. There was some fear of putting 

Marc Anthony as the popular national representative since he was a Nuyorican. About this topic, Cucco 

Peña told me that the song had to go to Marc Anthony because he was the only one with the right vocals 

and feeling to sing Preciosa. 
189 Spanish original: ―el momento de la ‗transfiguración gloriosa‘ albizuista le tocaría a Marc Anthony y no 

a Ricky Martin; el número consagratorio y sacramental sería, Preciosa. Ese sería el blanco, ‗target‘ del 

Especial Navideño. Todo estaría en función de ese momento ‗compelling‘ y albizuista…‖   

Illustration 29: Marc Anthony performing 

Preciosa (1998) 
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by Hernández, which freely expressed and cried out against the tyrant metropolis (―tirano 

te trate con negra maldad‖), instead it would be more a shout about overcoming 

difficulties and antagonisms.  

The message was about progress and modernization of the jíbaro, now a 

―neorican” with glasses, able to rise above and succeed in the free market. This glorious 

moment where the patria-pueblo and the banca-pueblo met happily again should have 

been enough for the Macheteros to take the Popular back. This 1998 program broke the 

memory of a pueblo that had shouted against privatization of the supposed national 

heritage. Without realizing it, the Popular once again 

privatized the national imaginary and produced the 

identification effect. What became visible in the 

showcase of the Popular‘s identitary performances was 

how the myth of the cultured and elegant was used to 

hide the contestatory. The torrent of images presented 

while Preciosa, now Marc Anthony‘s, is heard, is a 

―son‖ (―beat‖) of apparent progress, not of resistance and clamor for ―freedom‖ in the 

political sense. There is an insistence to silence the uncomfortable politics and the 

conflict that controversy may bring. The performance of Banco Popular‘s performers 

―produce life‖ and they produce the life that is indispensable to capital. The popular 

banking identity effect seduces with its corrupt love for the same; the banca-pueblo is the 

identification effect. 

 

 

Illustration 30: Marc Anthony 

performing his Preciosa 



 190 

RAÍCES: MEMORY AND CELEBRATION, ARCHIVE VS. REPERTOIRE 

 

I was not going to wear something that I did not like, but that was well structured, the 

clothing… but with respect to the hair I said no way. That is, nobody is getting anywhere 

near it.
190

  

- Welmo Romero-Joseph 

 

… negritude is not an opaque spot of dead water on the dead eye of the earth. 

-Aimé Césaire 

In 2001, Banco Popular produced its ninth video. This performance was dedicated 

to the Afro-Caribbean rhythms of bomba and plena. As recounted by the project‘s 

director, Paloma Suau Carrión in an interview with Diálogo newspaper (2002), the 

initiative came out of a trip she made to Africa. During the trip, Suau Carrión, whose 

parents are a Spaniard and Camille Carrión (first cousin of Richard Carrión), felt how 

essential it was to have a deep understanding of Puerto Rico‘s African heritage, one of 

the elements in the mix of the three roots that define the Puerto Rican imaginary. Riding 

on her merits as director and in light of the creative task entrusted to her by her cousin, 

Richard Carrión, to direct the Banco Popular TV programs, Suau Carrión decided to 

focus on bomba and plena. In an article for El Vocero newspaper (2001), Paloma Suau 

Carrión says that: ―the importance of this project is in the creation of a historical 

document that combines artistic elements with educational techniques, so that the 

spectators concentrate on the links that comprise the historical and social development of 

the bomba and plena.‖
191

 Largely conforming to the Banco Popular‘s past performances, 

here again, they realized that popular music was the force that creates that homogeneity 

and unity of the pueblo. 

                                                 
190 Spanish original: Bueno, yo no me iba a poner algo que a mí no me gustara pero eso si estaba bien 

estructurado, vestimenta… este, pero con el pelo yo dije que no iba… o sea que ni se acercaran a él. 

 
191 Spanish original: ―la importancia de este proyecto está en la creación de un documento histórico que 

combine elementos artísticos con técnicas educativas, de forma que los espectadores se adentren a los 

entronados que componen el desarrollo histórico y social de la bomba y la plena.‖ 
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However, different than the prior programs, Raíces breaks away from the 

structure format used until then. From the start the spectator distinguishes that this 

performance will be 

different from the rest. 

There is no opening 

theme or official 

message from the 

Bank‘s President. Indeed, he does not appear in the video at all. The 

introduction to the program is the image of an animated multicolor seed 

depicted in the germination process until it transforms into deep vertical 

roots. These roots grow and form a trunk which then is turned into a big 

tree. The tree grows branches and leaves that when falling become black bodies-

characters dancing to the rhythm of bomba on a batey-stage under the tree. Meanwhile, 

bomba music is heard and later lyrics that say: ―I am looking for a tree that will give me 

some shade, because the tree that I have, is making me hot.‖
192

 Following, appears the 

title of the program, Raíces, with and image of the Aguirre sugar mill ruins in the 

background. 

 

                                                 
192 Spanish original: ―estoy buscando un árbol que me de sombra porque el que tengo calor a mi me da.‖ 

Illustration 31: Raíces animation series (2001) 
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Illustration 32: Central Aguirre (2001) 

Even though some of the prior videos had a documentary touch to them, this one 

accentuates more the genre from the beginning. This was made evident by the inclusion 

of renowned intellectuals in the fields of history, sociology and ethnomusicology. They 

were there for the purpose of providing truthfulness, legitimacy and authority to the 

performance presented. One of them is Ricardo Alegría, who many consider the ―father‖ 

and maximum official authority of 

Puerto Rican culture. He earned this 

semi sacred power when he was 

appointed by Luis Muñoz Marín to 

direct the Instituto de Cultura 

Puertorriqueña upon its foundation in 

1955.  Ricardo Alegría was to be in 

charge of ―the preservation, 

promotion, enrichment and the spread of Puerto Rican values, as they are‖ (Law 89 of 

June 21, 1955).  As the voice of ―truth‖ of Puerto Rican culture, Ricardo Alegría appears 

in the documentary-performance whenever there is need to clarify a fact or to legitimize 

information that may have been in doubt. A good example in the performance is the 

moment where a question arises about the geographic region that bomba comes from. 

Illustration 33: Intellectuals from Raíces video (2001) 
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Alegría appears on scene, like the governmental phantom, with firm gesture affirming 

that the origin and place of bomba in Puerto Rico is in ―the coast, the area that had the 

largest concentration of black slaves because the sugar cane harvest was there.‖ The same 

happened when plena was placed in a particular historical time described as a 

―phenomenom [that appeared] at the end of the 19th Century.‖ The performance of 

Ricardo Alegría and other famed intellectuals such as Ángel ―Chuco‖ Quintero and Juan 

Flores are included in this documentary to provide the performance with a sort of 

professional legitimacy. These intellectuals have made an academic career by creating 

interpretative discourses that seek to clarify the Puerto Rican reality. As José Rodríguez 

indicated during a personal interview, ―these intellectuals act as the voice of authority, 

anxious to offer interpretations that answer the key questions of the moment: are we or 

aren‘t we, what are we and how are we the Puerto Ricans, what are the elements that 

make up our collective personality and how have they been shaped throughout time.‖
193

 

These authorized intellectual voices chorus the ―truth‖ together with the bomba and plena 

players that have the popular wisdom of the street body.  

Raíces is one of the few television projects daring to openly discuss the racial 

issue in Puerto Rico.
194

 Isar Godreau notes that ―the history of colonialism and slavery 

also explain the fugitive and uncomfortable way in which the subject of race is discussed 

in Puerto Rico, particularly when it deals with naming ―the black‖ (2000, 57).
195

 The first 

scene after showing the title of the video presents the narrator-chronicler of the Raíces 

                                                 
193 Spanish original: ―estos intelectuales fungen como voz autorizada deseosa de realizar un esfuerzo 

interpretativo para responder a las preguntas claves del momento: somos o no somos, qué somos y cómo 

somos los puertorriqueños, cuáles son los elementos constitutivos de nuestra personalidad colectiva y cómo 

se han forjado a lo largo del tiempo.‖ 
194 On the subject of race and television in Puerto Rico, see the text of Yeidi Rivero (2005) Tuning Out 

Blackness: Race and Nation in the History of Puerto Rican Television. 
195 Spanish original: ―la historia del colonialismo y la esclavitud también explica lo fugitivo y la 

incomodidad existente al hablar sobre el tema racial en Puerto Rico, particularmente cuando se trata de 

nombrar ‗lo negro‖ 
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journey-performance. The narrator is interpreted by the well known hip hop singer and 

social activist Welmo Romero-Joseph. Welmo starts his account 

elegantly dressed in formal attire, with his afro, which 

according to a conversation we had, he did not allow anybody 

to ―come anywhere near it.‖ He uses rap as the mode of 

expression and narration throughout the program. Standing in 

the closed down sugar mill Aguirre, in the town of Salinas, on 

the southern coast of Puerto Rico, Welmo warns the spectators that:  

Assuming that my people are ready, here a chronicler has arrived, a protagonist of 

a story that pays tribute to rhythm, to the drum and to cadence, according essence 

and relevancy to powerful memories clamoring for space inside a culture that at 

times has forgotten the splendor of its blackness.
196

  

Immediately following these words claiming the forgotten black roots, the 

program shows images of maps illustrating the routes between Africa and the Caribbean 

and through written text an explanation is offered that says: ―bomba and plena are the 

product of the musical fusions of our mix of cultures: the Taina, the Spanish and the 

African.‖
197

 Bomba and plena are included in Puerto Rico‘s folklore, as elements that 

make the Puerto Rican identitary relational body mestizo. The proposal by Banco Popular 

is in a way not far from the official discourse of the popular nation state sponsored by the 

Instituto de Cultura Puertorriqueña in as much as the racial mix is made to be 

harmonious and popular, while conflicts and silences are denied. However, in a 

                                                 
196 Spanish original: Presumiendo que mi gente se encuentre lista llega un cronista, un protagonista de una 

historia que le rinde culto al ritmo, al tambor y la cadencia dando esencia y vigencia a fuertes memorias 

reclamando un espacio al interior de una cultura que en ocasiones se ha olvidado el esplendor de su 

negrura. 
197 Spanish original: ―la bomba y la plena son el producto de las fusiones musicales de nuestra mezcla de 

culturas: la taína, la española y la africana.‖ 

Illustration 34: Welmo 

Romero-Joseph 
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passionate staging a flamenco dancer, representing the Spanish root and a bomba dancer, 

representing the African root, are presented each displaying performative gestures and 

movements of controversy. In this scene the Taino component disappears and the Spanish 

and the African go into a counterpoint to the rhythm of drums and a flamenco guitar. 

Each dancer marks in contrast the 

rhythm of the other. The director 

of the performance, Suau Carrión, 

through musical director Cucco 

Peña, seems to resolve this 

apparent controversy by creating a harmonious fusion of music and rhythm. The sound of 

drums and the flamenco guitar are melodiously merged and the famous voices of Olga 

Tañon, Lucecita Benítez, and the new nuyorican Jibarito, Marc Anthony seem to resolve 

the racial conflict in a consensus reached by means of popular music. Once again the 

Popular and its banca-pueblo attempted to ―take care of‖ the conflictive social drama 

using the performance that unites us within the popular.  

This 2001 performance-program seeked to find the roots of what Puerto Rico is, 

within a place of celebration and memory provided by popular music. At the same time 

and seemingly on purpose certain moments of silence, that have been trapped by the 

forced placement of African roots in the geographically-racialized Puerto Rican folkloric 

archive, are uncovered. Raíces seems novel and even contestatory by connecting 

blackness to the past-archive and the present-repertoire.
198

 By way of the performer 

                                                 
198 Regarding blackness in the Caribbean, see: Arnold 1998; Balutansky and Sourieau 1998; 2002; Burton 

1997; Cesairé 1967; Dash 1988; Dash 1994; Glissant 1989; Price 1998; Racine 1989; Seghor 1964. 

Regarding  mestizaje see: Aponte 1995; Baud 1996; Cassá 1078; de Diego-Padró 1973; de la Fuente 1998; 

de la Fuente 1999; Duharte 1983; Duke 1983; Epstein 1978; Fennema 1989; Flores 1993; Giovanetti 2003; 

Godreau 2002; González 1983; Guerra 2003; Helg 2001; Helg 2002; Martínez 1998; McLeod 2003; 

Illustration 35: Counterpoint, bomba vs flamenco (2001) 
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chronicler, Welmo, there was an attempt to break the discourses of silence and 

banalization. He narrates-raps: ―I do not pretend to replace the absent voices, nor to say 

that my oratory is the only reference. If you dance bomba, play the plena what I say is 

worth it and the important thing is the connection between the past and the present.‖
199

 

This performative-scenario problem of placing blackness in a historical time and a 

geographic-space in Puerto Rico also makes visible conflicts of authority and authenticity 

that happened throughout the production of this program. Beyond highlighting the 

geographic-historical development of the bomba and plena, the production of this 

documentary generated controversy before and after filming about who has authority to 

speak and perform bomba and plena in Puerto Rico, about who can speak and how to 

speak about blackness in Puerto Rico, and about who controls that performance.  

The filming of Raíces started in July 2001 and it was broadcast on December 2, 

2001. As soon as the content of this new Banco Popular performance was announced, 

letters to the editor and opinion articles came in fast. After the broadcast premiere, 

spectators were equally eager to offer their criticism. We will review some of the 

criticism made before and during pre-production of the program. In the Primera Hora 

newspaper of August 21, 2001, Mercy Robles from the musical group Punto y Aparte 

wrote that: 

We have repeatedly asked ourselves: What do Olga Tañón and Marc Anthony 

have to do with bomba and plena? Also, why wasn‘t filming done in the places of 

origin with their own historical background? It is regrettable to create a product 

with renowned artists in order to attract attention and/or have publicity bait, which 

                                                                                                                                                 
Merino-Felú 2004; Naranjo and García 1996; Ortiz 1993; Pedreira 1937; Pérez 1986; Román 2003; San 

Miguel 1992; Wolf 1975; Zeuske 2002. 
199 Spanish original: ―no pretendo ser remplazo de voces que están ausentes, ni decir que mi oratoria es el 

único referente. Bailes bomba, toques plena lo que digo vale la pena y lo importante es la conexión del 

pasado con el presente.‖ 
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benefits the artist, the Bank, etc. But they forget our history, they are far removed 

from the reality of our Puerto Rico.
200

 

Even Olga Tañón herself, a famed Puerto Rican singer of merengue music, was 

surprised about this project. Tañón, who had taken part in all the prior performances said 

to El Nuevo Dia: ―I never thought that Richard Carrión and Banco Popular would go to 

Piñones with a mix of cultural roots which, really, is the Boricua essence that Americans 

should see.‖
201

 This critic towards the Bank intervening on who gets to be included, 

reflects the instilled notion that, indeed, someone has been granted the knowledge-power 

to speak about blackness in Puerto Rico. Moreover, what is revealed is the weakening of 

the power of the Instituto de Cultura to decide and speak of who is included and 

accepted. This is significant because the Bank abrogates the authority to name the 

blackness and decide who is included and what the Puerto Rican identity is, something 

they have been doing for a long time. During a conversation with Welmo Romero-Joseph 

about Raíces, he told me that when we speak about bomba and plena in Puerto Rico: 

In all practicality, this matter is really about the families – the Cepedas, the 

Ayalas. Actually, during production there was quarreling because some were 

called and others were not; and at times there was even annoyance because a 

white person was dancing bomba. But also one cannot help but think that they 

[Banco Popular] want this production to sell. Therefore, they could have decided 

that everyone involved be a total unknown, but they always need to see an Olga 

Tañón, a Marc Anthony, a Michael Stuart; and they do that because they need to 

sell the product.
202

 

                                                 
200 Spanish original: Nos hemos preguntado repetidas veces: ¿qué tienen que ver Olga Tañón y Marc 

Anthony con la bomba y la plena? Además, ¿por qué no transportar la realización a los lugares de origen 

con el trasfondo histórico que poseen? Es lamentable hacer un producto con artistas de renombre para así 

llamar la atención y/o poner  un gancho publicitario beneficiándose el artista, el Banco, etc. pero se olvidan 

de nuestra historia, se alejan de la realidad de nuestro Puerto Rico. 
201 Spanish original: ―nunca pensé que Richard Carrión y el Banco Popular llegaran a Piñones con una 

mezcla de raíces culturales que, realmente, es la esencia del boricua que el americano debe ver.‖ 
202 Spanish original: Esto es una cuestión prácticamente de familias - los Cepeda, los Ayala. Inclusive para 

esta producción hubo rollos con familias porque llamaron a unos y a otros no, y hasta cosas como molestias 

porque una persona blanca estuviese bailando bomba. También uno no puede dejar de pensar que esta es 

una producción que ellos [Banco Popular] quieren vender, por lo tanto ellos pudieron haber tomado la 
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Indeed, Welmo‘s role as narrator in a performance that ―discovers roots‖ resulted 

strange not only because he is ―not that famous‖ in a general way, but also because being 

born in Puerto Rico of Dominican-Haitian parents, raised doubts about whether he 

himself is part of the ―the Puerto Rican same.‖ These families from Santurce and Loiza, 

that Welmo mentioned, and others around the Island have become the official stamp from 

the street of the bomba and plena, but most of them are also authorities validated and 

sponsored by the Instituto de Cultura Puertorriqueña. So, the inclusion of some but not 

others is equal to questioning or attacking the national popular cultural heritage. Yet, at 

the same time, the families fall into the trap of seeking exclusivity from those that 

exclude them. The same as in 1998, the radical critics claimed that Banco Popular was 

distant from the ―values aimed to consolidating the Puerto Ricaness.‖ Now, the Bank was 

accused of being too banco-mercado because they brought in pop artists that could sell, 

but did not include all of the autochthonous governmentally recognized blacks. These 

were the living archive-performance, who with their black bodies demanded to be part of 

the performance of the Popular, because they had been officially registered as such.  

Following up on claims, the Comité Pro Nuestra Cultura (Committee in Pro of 

Our Culture), formed by directors of plenero groups from Ponce, together with then 

mayor of Ponce, Churumba Cordero demanded to be included in the filming of Banco 

Popular‘s production. In an interview with El Nuevo Día newspaper, September 1, 2001, 

Churumba Cordero made the following appeal: ―if Banco Popular wants to continue 

being called the Banco de Puerto Rico, it has to include the Barrio of San Antón, and if 

not, it will be the bank of the metropolitan area. Definitely, Ponce and the southern part 

                                                                                                                                                 
decisión de que todos los que estuviésemos allí fuéramos totalmente extraños, pero siempre necesitan ver 

una Olga Tañón, un Marc Anthony, un Michael Stuart; eso porque tienen que vender el producto. 
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of Puerto Rico should not support this program.‖
203

 Thus, Banco Popular was questioned 

not only for attempting to speak for blacks, but also regarding the location from where 

they attempted to speak.   

After the premiere broadcast there was some criticism centered on claims related 

to authenticity and representation, but the great majority of it questioned the validity of 

including the genres of rap and reggae in a performance that celebrated Puerto Rican 

roots. In the Opinion section of El Nuevo Día from December 4, 2001, the words of 

Raquel Ortiz stood out. She wrote:  

More than emotion, what I felt was a big disappointment, because evolution of 

bomba and plena to the genres of rap and electro boogie has no sense. Bomba and 

plena are rhythms originated in the Island and have their own spirit, reason for 

which they cannot evolve nor change, there can only be a fusion between them. 

But from that to say that they suffer changes such as to evolve into rap is a form 

of ridicule, since this latter genre has its own roots that have nothing to do with 

our Island. Each time I got interested in the program, I got interrupted with visual 

images by this young man singing rap, and it made me want to stop watching. The 

roots are our roots, these don‘t change. Please, can you show respect for our 

bomba and plena?  

On his part Julio Martínez also sent a letter to El Nuevo Día where he gave his 

opinion: 

The Raíces program seemed to be a show displaying our African origins and all 

was going regular fine? until this young man appeared singing rap. I am not the 

most knowledgeable person about our black music, but I do understand that the 

inclusion of this young man was out of context, and even more so was the 

presentation of a reggae band. The problem with these programs is that to attract 

the public of different ages and social levels, they include artists of the moment, 

but are mediocre. These productions are very expensive, so I urge you not to 

throw away the money doing something so bad.   

                                                 
203 Spanish original: ―si el Banco Popular quiere seguirse llamando el Banco de Puerto Rico, tiene que 

incluir al Barrio de San Antón, o si no, será el banco de la zona metropolitana. Definitivamente, Ponce y el 

sur de Puerto Rico no deben de patrocinar este especial.‖ 
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The black roots, of which no one can really claim to have ―superior knowledge,‖ 

may be   excluded but do not disappear, rather they are silenced, trivialized and banalized 

(Truillot 1995). According to Isar Godreau, the process of silencing and banalizing in 

Puerto Rico can be viewed from two dimensions, temporal and spatial (2002). At the 

spatial level the excluded is assigned a place, thus creating a scenario of nostalgia that is 

exhibited, admired and made exotic (Godreau 2002, 23). In Puerto Rico, the trap of the 

mestizaje ideology, through its whitening, expresses territoriality by placing blackness in 

certain coastal geographical pockets, as 

Ricardo Alegría notes in the program. The 

Raíces documentary-performance also 

reflects this, as the coastal towns of Loiza, 

Mayagüez, Guayama and Salinas were 

the chosen stages to locate blackness. 

These ―displacements of blackness‖ as Godreau calls it, happen also in the Barrio San 

Antón of Ponce. Jossianna Arroyo indicates in her essay about Raíces that ―criticism 

from members of Barrio San Antón in Ponce referred 

in many ways to local geographies as a claim of 

authenticity, and openly criticized the exclusion of 

their community‖ (2010, 201). Indeed, as the popular 

lyrics say, ―la plena viene de Ponce, viene del Barrio 

de San Antón‖ (―the plena comes from Ponce, it 

comes from the Barrio of San Antón‖).  The director Paloma Suau Carrión together with 

the Bank resolved the issue of who got to participate in the performance action by trying 

to be as inclusive as possible. In the case of Ponce, even though there is a reference made 

Illustration 36: Barrio San Antón, Ponce 

Illustration 37: Representation of Barrio 

San Antón (2001) 
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about Barrio San Antón in the video when performing plena of Ponce, the location was 

not included, instead the filming was on a constructed set that simulated the Barrio.
204

 

The Puerto Ricaness celebrated by Banco Popular through its performance of 

mestizaje is a type of ―inclusive ideology of exclusion‖ (Dávila 1997, 69), where those 

that get excluded also assume the trap. It is a trap in the style of the Kafka-like tale 

quoted by Agamben, where a perfect burrow is constructed in which nobody could get in, 

but with the perverse consequence that it ―revealed itself to be a trap with no way out‖ 

(2000, 139). At the same time that there is a struggle against the delimitation of blackness 

to a territory, there is also a demand to include those limits of what is imagined as 

autochthonous black and what was excluded.  Paradoxically, the ―poorly represented‖ 

spectators claimed that they had been excluded from the national discourse by silencing 

their place in the racial. They assumed themselves to be part of the perverse invention of 

the trap-rhizome and demanded to be included by claiming a delimitation of their racial 

archive space; ―plantaciones ya no quedan, la ciudad el nuevo rumbo para familias 

enteras‖.
205

 The archive-trap is reproduced in the Barrio. Race is silenced and trivialized 

by making it archive of the past and a geography of blackness. But on the other hand, it 

becomes live repertoire in the continuing social drama of the national popular culture; 

―que los cueros no se callen, pues si callan no soy libre.‖
206

  

With regard to the second dimension, the historical-temporal, there is the sense 

that blackness has been relegated to the past. ―The excluded‖ from the nation is 

                                                 
204 According to Jossianna Arroyo, at the time the program was filmed, the Barrio San Antón was still in 

the process of a reconstruction sponsored by the municipality.  For information about the Barrio San 

Antón‘s reconstruction process, see: Godreau, Isar (1999). Missing the Mix: San Antón  and the Racial 

Dynamics of  ―Nationalism‖ in Puerto Rico. Dissertation, University of California, Santa Cruz. 
205 ―plantations are no more, the city is the new way for whole families.‖ These are part of the lyrics by 

Welmo Romero-Joseph during the performance of Raíces (2001). 
206 ―let the drums never be silenced, if they are silenced, I am not free.‖ These are part of the lyrics by 

Welmo Romero-Joseph during the performance of Raíces (2001). 
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celebrated as something autochthonous and is de-essentialized ―distancing blackness to 

the margins of the nation and romanticizing black communities as remnants of a past era‖ 

(Godreau 2002). The discourse about the harmonious mix celebrates the African roots in 

as much as it is part of the memory, in the traditional, in the carnival archive-folklore. On 

the other hand, the proposal by Suau Carrión seems to create a split in the vision of 

bomba and plena as captives of the past and of the immobile archival tradition by 

presenting them as ―live forms of our music‖ (Rodríguez-Juliá 2001). 

Using the figure of the cimarrón (maroon) the video creates a breach that gives 

way to the live repertoire, so that bomba and plena are seen more than as museum pieces, 

as genres that are transformed, that transcend the temporality and continue to denounce 

through ―expressions of freedom.‖ The first moment of fissure is seen when Welmo 

narrates the following:  

Let the drums sound so they are felt throughout my whole house. Let the drums 

sound, as they brings joy to my heart and soul. Alert my race, escapes a cimarrón. 

Down the hills, day and night escaping from the hot iron that marked his life. He 

follows the sounds of the drum that lead him to his gods; they guide him, as he 

raises a prayer to the heavens. In the meeting that preceded the great escape the 

singing is heard and dawn is here. Our history nurtures memories that struggle 

against the oblivion that in its passing hits.
207

    

 

 
Illustration 38: Welmo in performance (2001) 

                                                 
207 Spanish original: Suene el tambor para que se sienta en toda mi ca-sa. Suene el tambor que así se alegra 

mi alma y mi corazón. Alerta mi ra-za se escapa un cimarrón. Monte abajo, noche y día escapando del 

hierro caliente que marcó su vida. Sigue el sonido de tambores que lo llevan sus dioses, lo guían, mientras 

al cielo una oración eleva. La reunión que precede la gran fuga se oye el canto y la madrugada llega. 

Nuestra historia que alimenta una memoria que lucha contra el olvido que a su paso pega. 
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Welmo in his rap shows and announces the cimarrón that is made visible, that 

breaks the silence and retakes music as repertoire that denounces. The cimarrón escapes 

from the archive and resists; and also escapes by way of the Afro-Caribbean singer Ruth 

Fernández. In the documentary, Ruth Fernández narrates how during the 60s, while she 

was singing with the Whoopee Kids, there was a performance at the opulent Hotel 

Normandie in Condado. Mingo, the orchestra director asked her to come early so she 

could get in through the back door. But with a challenging gesture she responded to him: 

Let them come up with one reason, one single reason why I should not be able to 

enter. Because I‘m black? Ha, black and so what! So what? And I told him, 

Mingo, you guys go ahead first, go and enter in whichever way you want. I am 

walking in through the front.
208

  

 

 
Illustration 39: Ruth Fernández (2001) 

The day of the performance, she made her challenge visible, dressing like a 

―queen‖ in a white draped jersey dress. When she arrived at the hotel she waited for the 

porter to open the car door. Ruth Fernández recounts that the porter was sort of shaking, 

seeing the obvious, that she was black, but he did not say a word. ―I only said, ‗Good 

evening.‖ Once inside the hotel, a waiter approached her and she asked him where the 

orchestra was playing. He said to her, ―oh, of course señorita.‘ And I said to myself, ‗oh, 

I already won the fight.‘ He called me ‗señorita,‘ he did not call me ‗negrita.‖ The Ruth 

Fernández that resists racism connects with her repertoire to the cimarrón that escaped 

                                                 
208 Spanish original: Que me digan una sola razón, una sola razón por la que no pueda yo entrar. ¿Por 

negra? ¡Ja, negra y qué! ¿Y qué? Y le digo, Mingo, váyanse ustedes primero, vayan y entren por donde 

ustedes quieran. Yo voy a entrar por el frente. 
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from ―the hot iron,‖ and it‘s the contestatory image of marronage that reveals ―blackness 

and the daily social struggles of Blacks in Puerto Rico and in the Afro-Caribbean 

diaspora‖ (Arroyo 2010, 213). 

This breach in the Raíces performance, which broke away from the notion of 

imagining bomba and plena as archive-event of a past era, is also revealed in the 

documentary by including scenes in the Rincón Criollo in New York. Also by integrating 

the more contemporary genres of rap and reggae towards the end of the program. The 

Rincón Criollo or la casita de Chema, 

as Juan Flores notes, is in itself like a 

performance of the Puerto Rican 

diaspora (2000).  It is a little house 

made of wood simulating a typical 

country house in Puerto Rico, 

constructed right in the middle of the Barrio in the Bronx, New York. According to 

Flores, ―the casita kindles a performative sense of vividly imagined place and time: it is 

‗as if‘ we were in Puerto Rico or Puerto Rico were here, or ‗as if‘ Puerto Rico were still 

as it was back in the days when people like us lived in casitas‖ (2000, 73). Jossianna 

Arroyo affirms that the performances that take place in Rincón Criollo, and the casita as 

such, ―address how diaspora Puerto Ricans have kept these musical traditions alive‖ 

(2010, 214). Even though the space celebrates memory and the archive, it makes visible 

the repertoire of new experiences that are revealed through popular music, which are 

renewed and transmitted as freedom expressions by the diaspora body. In the diaspora, 

bomba and plena currently function as identitary theatre and as means to speak and 

gesture with nostalgia its eternal return to the roots, but in a living blackness that refuses 

to be archived. 

Illustration 40: Rincón Criollo, N.Y. (2001) 
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Campo yo vivo triste, 

cada día viviendo más. 

Ay Dios, qué será de mí 

Si no bailo esta bomba me voy a morir
209

 

La India, that interpreted ―Campo yo vivo triste‖ in the Raíces performance, 

seemed to be different from the one in the 1998 program, where she was opulently 

dressed for a gala event. In Raíces, she is 

like the casita de Chema, stage-woman that 

manifests, in the performative action, the 

nostalgia that brings to the fore the conflicts 

that form part of the migration. In the Raíces 

documentary, Juan Flores indicates that ―there is a geographic nostalgia about the Island 

and also a historical nostalgia.‖ Welmo announces in his rap:   

Mister drum, it would be ridiculous for me to say that I don‘t know about music if 

I go the electronics way. You are the base, origin, the beginning of stories that are 

sung in between time and space. Mister drum, extremely necessary and difficult to 

drop, as difficult as dropping a vice.
210

  

This is the introduction made by the narrator to give way to director Paloma Suau 

Carrión‘s proposal on how to transcend the archive of bomba and plena into the 

contemporary repertoire, into musical genres like hip-hop and reggae. As explained by 

Rodríguez Juliá, these genres, the same as bomba and plena, ―emerged from the suffering 

and exploitation of social marginalization‖ (2001).
211

 In order to legitimize the 

performative vision of director Suau Carrión, and sensing beforehand the criticism that 

would come when the program premiered, the documentary relies on the ―authoritative‖ 

                                                 
209 These are part of the verses from the song that the Nuyorican singer, La India, sang in Raíces.  
210 Spanish original: Señor tambor, para mí sería ridículo decir que no sé de música si me voy por lo 

electrónico. Eres base, origen, inicio de historias que se cantan entre el tiempo y el espacio. Señor tambor, 

sumamente necesario y difícil es dejar como dejar es un vicio.  
211 Spanish original: ―surgieron del sufrimiento y la explotación de la marginalidad social.‖ 

Illustration 41: La India, 1998 and 2001 
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explanations of the intellectuals Chuco Quintero and Juan Flores. They validate the 

creative participation of Puerto Ricans in the repertoire of these new performative genres 

of the popular street body. Chuco Quintero declares that ―there are Puerto Ricans among 

the most important figures in the history of rap and hip-hop.‖
212

 About this, Juan Flores 

states that what happens is that ―the Puerto Rican part is erased and it is painted as purely 

Afro American.‖
213

 Then, Lito Peña says: ―this is an identity crisis that we have suffered 

all our lives. We consider our own things as marginal, to which we do not lend the proper 

importance.‖
214

 Before the last interpretation, a voice is heard in the performance that 

says: ―the question is, who am I? Where do I come from?‖
215

 And Rafael Tufiño, ―el 

pintor del pueblo‖ (―the painter of the pueblo‖) ends by saying that: ―if the roots are 

healthy, everything flourishes.‖
216

 

After the statement by Tufiño, the documentary returns to the animation roots. 

This time a tree is presented coming out of the deep 

rhizome with branches full of leaves growing out, but 

now the leaves fall into the sea. Meanwhile, a voice is 

heard announcing: ―today is a great day comrades, we 

will make history.‖ This is all followed by the 

performance of the renowned reggae group Cultura 

Profética, who together with William Cepeda and Welmo sing: 

 

 

 

                                                 
212 Spanish original: ―dentro de la historia del rap y del hip-hop entre las figuras más importantes están 

puertorriqueños.‖ 
213 Spanish original: ―se borra la parte puertorriqueña y se pinta como puramente afroamericano.‖ 
214 Spanish original: ―es una crisis de identidad que hemos tenido toda la vida. Tomamos las cosas nuestras 

como una cosa marginal a la que no le adjudicamos la importancia que tiene.‖ 
215 Spanish original: ―la pregunta es, ¿y quién yo soy? ¿De dónde es que yo vengo?‖ 
216 Spanish original: ―si las raíces están bien, todo florece.‖ 



 207 

Tumba'o de resistencia 

Oye como es, siente como va. 

Que suena ante todo tiempo. Siempre con firmeza 

Oye como es, siente como va. En el repique es que está la certeza 

Oye como es, siente como va. De que la raíz crece, 

crece profundo y no cesa. 

Oye como es, siente como va. Siente... La cadencia de claridad 

Oye como es, siente como va. Que la música recoge y pinta. 

Documentando la realidad. 

Oye como es, siente como va. Y seguimos creciendo... 

Oé, Oé Somos fruto de nuestro ayer 

Un poco de aquí, un poco de allá 

Somos fruto de nuestro ayer Con algo de sal y pimienta de ahora. 

Somos fruto de nuestro ayer Generación que en crecer no demora. 

Somos fruto de nuestro ayer 

Fruto de la tradición de cantar nuestra historia 

Somos fruto de nuestro ayer Documentar 

la memoria Somos fruto de nuestro ayer 

Para no olvidar fácilmente y proponer el presente 

Somos fruto de nuestro ayer 

The repertoire of this performance has a reggae base, but it interweaves bomba 

rhythms played with barrels, the Afro-Rican jazz by William Cepeda and the hip-hop 

breaks integrated by Welmo. The moment that Welmo intervenes, the lyrics continue: 

 

En sus marcas, listos, fuera. 

Prohibido el que empiece en derrota 

cuando empiece la carrera. 

Me levanto en la mañana con ideas en mi mente. 

Oiga gente, llegó el día de mi suerte 

porque vengo decidido a ser vivo y no me cohíbo. 

Lo negativo esquivo, escribo lo que siento y vivo. 

Como raíces que se extienden sin medir alcance 

es lo que somos, miramos hacia el horizonte. 

Mira pa‘ lante y para atrás ni pa‘ coger impulso. 

Mi corazón palpita, estable está mi pulso, 

señal de vida y presencia siempre voy con excelencia 

y mantengo a distancia el abuso y la ignorancia. 

Dime si es falso o cierto, 

dime si hay consenso 

que somos más del 10.8 que salió en el Censo. 
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Y que somos, somos oasis frente al desierto. 

Y que soy, soy negro con orgullo y represento. 

Y que somos, somos un pueblo hermoso que camina 

y que soy sujeto que da gracias por la vida 

Y que somos 100 por 35 en el Caribe. 

Y que soy maestro de ceremonia, participo en mi historia, alimento mi memoria. 

No hay espacio para olvido hay mucho que recorrer 

Te pregunto... ¿estás conmigo? 

 

All of a sudden there is another break in the lyrics and the scene focuses on the 

dancing ―floor,‖ built on the stage in 

the middle of the instruments and 

where the young spectators of the 

performance stand. Among the 

performers that come out to dance is 

a bomba dancer previously seen in 

the documentary performing the 

traditional bomba from Mayagüez. But 

at this moment he has changed his outfit and does bomba steps challenging the hip-hop 

beat. On this floor-stage two other young dancers also intervene with their break dancing, 

challenging the bomba barrels and the jazz trombone of William Cepeda. After the 

dancing, Welmo and Cultura Profetica go back to the lyrics, finishing off the 

performance:         

 

Y que somos, somos oasis frente al desierto 

Somos fruto de nuestro ayer 

Y que soy del Caribe con orgullo y represento 

Somos fruto de nuestro ayer 

Y que soy sujeto que da gracias por la vida 

Somos fruto de nuestro ayer 

Y que somos, somos un pueblo hermoso que camina 

Illustration 42: Break dancers and bomba dancers 
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Somos fruto de nuestro ayer 

Y somos fruto de nuestro ayer..... 

Frutos del árbol que quedó de pie 

Somos fruto de nuestro ayer 

Es lo que somos 

 

Almost at the end of this performance of counterpoint of archive-vs.-repertoire, 

there is a call for a celebration of the national pride. It is done with a cry of ―everyone to 

the water,‖
217

 inviting the spectators 

and musicians to jump into the sea. In 

response to the call, the young people 

run to the water in a celebratory 

gesture of unity, in the love for the 

same. With this final performative 

image, director Suau Carrión succeeds 

in making blackness visible represented by the young people that experience the identity 

effect of their ―roots‖ in their everydayness through the repertoire of popular music and 

their racialized rhizome bodies. Just as bomba and plena are archive forms of traditional 

oral expressions and gestures of popular freedom of the past, hip-hop, reggae and 

reggaetón are manifestations of freedom of the popular repertoire of the present. Past and 

present, archive and repertoire are connected problematizing the official definitions of 

blackness in Puerto Rico. Meanwhile, the Puerto Rican relational body continues to be 

popularly celebrated as mestizo. 

 

 

                                                 
217 Spanish original: ―mi gente todos al agua‖ 

Illustration 43: Everyone to the water (2001) 
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The grand finale of the documentary-performance happens by going back to the 

animation image of the leaf that fell onto the sea and transforms into body-stage. It swims 

under water, representing the archive-repertoire root that expands in the water like a 

mangrove, while Welmo‘s voice is heard singing:   

 

y soy libre como el río que desemboca, 

libre las palabras que saltan de mi boca 

libre decido y alcanzo lo que quiero  

y aunque preso de mi cuerpo,  

es mi mente la que elevo 

libre es el aire que respiro desde el momento en el que nazco  

hasta el último suspiro 

libre como el suelo de una isla que se expande 

soy libre 

Jossianna Arroyo asserts that the image is similar to that of a rhizome (2010). 

Arroyo points out that ―if the weight of the island is on its roots, it is the rhizome that the 

problematic definitions of blackness are sorted out in Puerto Rican identitary discourses‖ 

(2010, 214). The image of the Island, popular relational body that expands and grows like 

roots, questions the notion of the hardened archive of blackness that exists in the folklore 

and the nostalgia for the past. As Jennifer González  indicates ―race, in all its historical 

complexity, is not an invention of visual culture, but, among the ways in which race as a 

system of power is elaborated as both evident and self-evident, its visual articulation is 

one of the most significant‖ (2003, 81). The Raíces performance serves as ocular proof of 

the archive-repertoire dynamics, by way of what is made visible and the popular music 

heard. In conversation with Welmo, he said that ―I believe that the cool thing about this 

Illustration 44: Raíces animation serie (2001) 
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video is that, within the topic of what is bomba and plena, it portrayed what goes on 

inside these gaps and that is, that it is not just one sole truth. That ambivalence is the 

ambivalence of the country.‖
218

 

The banca-pueblo, popular producer of this performance-video, celebrates and 

seduces in its need to love making the same. It re-elaborates the myth of a relational body 

that still is mestizo, united in a banal way and which in its ―ambivalence‖ produces life to 

capital, the banca-mercado. The process of producing the national popular imaginary 

makes visible how malleable capital and the national are. The Popular continues to 

celebrate identity and promoting its effect. It is not so much a celebration of the popular, 

but the popular as the body that organizes a perverse identity that entangles like a 

rhizome a supposed archeological archive from the past with a questioned and 

questionable repertoire of the present. As Welmo commented to me: 

Raíces took an approach at the level of the public. The extras used were the most 

common and normal persons that you could find in the streets of Puerto Rico; 

because in the other programs you can see that the people inside are acting, it was 

a public that looked…impeccable, well dressed, you know, the clothing, their 

hair…In Raíces it was like being at home. There was the full range of different 

people, but there you can notice that resistance, maybe you can get to see a part of 

the identity of your pueblo.
219

  

The performance of the patria-pueblo body, seen and represented though popular 

music, that has us relate-organize, makes us to be suspiciously ―the same.‖ The crisis of 

the banca-mercado, in its eternal search for the ―forever errant surplus-value,‖ needs to 

                                                 
218 Spanish original: ―lo chévere de este especial es que dentro del tema de lo que es la bomba y la plena, 

yo creo que retrató lo que pasa en el interior de estos trechos que es que no hay una sola verdad. Esa 

ambivalencia, es la ambivalencia del país.‖ 
219 Spanish original: Raíces, se acercó al nivel del público. El extra que salía, era el extra más común y más 

normal que tú puedas ver en la calle de Puerto Rico; porque en los otros especiales se ven los que están en 

el interior actuando, es como un público que se ve… bien nítido, bien puesto; sabes, los trajes, los pelos… 

En Raíces fue bien en la casa. Toda esa gama de personas distintas, pero ahí te das cuenta que la misma 

resistencia, quizás ves una parte de lo que es la identidad de tu pueblo.     
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―produce life‖ to be banca-pueblo, which in an eternal return is forced to produce the 

discourse of love of the same. Popular capital speaks to and becomes repertoire with the 

popular nation state and validates popular culture. Popular capitalism even throws itself 

in the sea of the diaspora, extending the body limit of the patria-pueblo in order to open 

to the external markets; it sets itself free, like an Island that expands and repeats 

itself…becoming ―Hispanic.‖ 

The needs of a rampant privatizing neoliberalism, sponsors a revival of the banca-

pueblo and goes in search of new markets; it metamorphoses into banca-hispana. The 

perfect burrow-rhizome of the identitary effect is similar to the Kafka tale that becomes a 

trap. It accepts, with its popular seductive performances, the banca-pueblo-mercado. This 

is the speculative finance popular capitalism that becomes hegemonic. It is a capitalism 

that when encouraged, according to Catalá, ―by the framework of neoliberalism, has 

stimulated the struggle for instant capital return‖ (2007, 37).
220

 Catalá further asserts that 

―the long term perspective yields in face of the urgency for short term profit, indifferent 

to the ecological and human consequences. Without a long term vision, by definition, 

makes it is impossible to have a commitment with anything or anyone.‖
221

 We can add to 

Catala‘s ―anything‖ the Puerto Rican popular patria-pueblo. The ―poisonous identitarian 

love of the same‖ (Hardt & Negri 2009, 182-183) and its effect, precisely also hide the 

―commitment‖ to the commonwealth or with ―whatever is‖ the human person in its 

otherness. Following Charles W. Mills (2010, 209), the banca-pueblo can produce 

multiple and opulent performances celebrating the alleged mestizo popular street body 

                                                 
220 Spanish original: ―por el marco del neoliberalismo, ha estimulado la lucha por el rendimiento 

instantáneo‖ 
221 Spanish original: ―la perspectiva de largo plazo cede ante la urgencia de la ganancia a corto plazo, 

indiferente ante las consecuencias ecológicas y humanas. Sin visión de largo plazo es imposible, por 

definición, el compromiso con lo que sea o quien sea.‖ 
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without this adding a drop of real ―commitment‖ to improve the economic and political 

colonial contract of the popular Puerto Rican patria-pueblo. 
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Chapter 6:  Conclusion 

On Monday August 15, 2011, as I was driving and listening to a political 

commentary program on an AM frequency radio station, the program was interrupted. A 

narrator‘s voice suddenly announced: ―The Gran Combo of Puerto Rico has an important 

message for you tomorrow morning at 7:30 and 8:30.‖
222

 I asked myself what this was 

about and even wondered whether I had heard it correctly, that the Gran Combo, one of 

the most internationally acclaimed salsa orchestras, wanted to deliver a message. Later a 

program on the FM frequency was also interrupted and now there were no doubts left 

about the announcement. As if that were not enough, that evening while listening to 

Pandora Internet Radio, the advertisement of the very important message was aired again. 

This only increased my intrigue and curiosity. 

The next day, as announced, at 7:30 AM the radio programming was interrupted 

and the husky voice of Rafael Ithier, Director of the Gran Combo de Puerto Rico 

orchestra, was heard. Ithier‘s message started by explaining that the popular salsa group 

had been formed in 1962 and that throughout their musical career they had to overcome 

many obstacles. The leader of the ―Mulatos del Sabor‖ continued:  

Today we still struggle against the day to day adversities that life brings. The 

struggle is not lost. Our Puerto Rico is not lacking in hope. Let‘s go pa’lante 

(―move on‖). Let‘s dream. Let‘s think big. That is what we did back then and we 

continue to do to this day. We have to be positive. Do not expect that someone 

else will do it for you.
223

   

                                                 
222 Spanish original: ―El Gran Combo de Puerto Rico tiene un mensaje importante para ti mañana, a las 

7:30 y 8:30 de la mañana.‖ 
223 Spanish original: Hoy todavía seguimos luchando contra las adversidades que día a día nos trae la vida. 

La batalla no se ha perdido. Nuestro Puerto Rico no está pobre de esperanza. Vamos pa‘lante. Vamos a 

soñar. Vamos a pensar en grande. Así lo hicimos nosotros en aquel entonces y lo continuamos haciendo 

ahora. Tenemos que ser positivo. No esperes que nadie lo haga por ti. 
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Rafael Ithier concluded the message announcing that they had decided to do 

something positive for the pueblo of Puerto Rico by going back to one of Gran Combo‘s 

most renowned hits, Y no hago mas ná, and radically transformed the lyrics. Some of the 

original lyrics of this salsa classic say as follows:  

 

(Qué bueno es vivir así, comiendo y sin trabajar) 

¡Oigan!, yo nunca he doblado el lomo 

y no pierdan su tiempo, no voy a cambiar. ¡Qué va! 

 

(Qué bueno es vivir así, comiendo y sin trabajar) 

Señores, si yo estoy declarado en huelga, ¡sí!, 

¡mi mujer que me mantenga! ¿Oíste? 

 

(Qué bueno es vivir así, comiendo y sin trabajar) 

Qué bueno, qué bueno, qué bueno, 

qué bueno es vivir la vida, 

¡comiendo, durmiendo y no haciendo na'! 

 

Oiga compay, 

¿usted sabe lo que es estar en un sillón mece que te mece? 

Esperando que lleguen los cupones del Seguro Social... 

¡Así cualquiera! 

(Qué bueno es vivir así, comiendo y sin trabajar) 

Recibiendo la pensión por loco, 

de loco yo no tengo na', ¡listo que soy! 

 

(Qué bueno es vivir así, comiendo y sin trabajar) 

Qué bueno... 

Traen un plato de mondongo, 

arroz, habichuela y carne guisá, para empezar. 

 

(Qué bueno es vivir así, comiendo y sin trabajar) 

 ¿Quién trabajará? ¿Quién, yo?  

Búscate a otro, yo ya hice lo que iba a hacer 

After Rafael Ithier made the announcement, in chorus with the other Gran Combo 

members, he invited the public to: ―Echar pa’ lante!‖ Immediately after this shouted 
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―appeal for progress,‖ the same salsa rhythm of the original version started, but with new 

lyrics that say as follows:      

 

The Gran Combo, by commission, changed a popular salsa classic that had 

originated as a social critique of the economic condition in Puerto Rico during the 1970s 

and 1980s. The song, Y no hago más ná, was a 1983 hit from the album, ―La Universidad 

de la Salsa.‖ In its original version, the song became a sort of anthem or celebration of 

dependence on government financial aid programs and to ―eating without working.‖ I 

must admit that I was surprised and, up to a certain extent, disappointed by the message. 

Y a la hora de la salida, 

lo recuerdo como ayer, 

el sermón de mi viejita 

diciendo ―mi‘jo hay que laborar. 

 

De cabeza y nunca pa‘ atrás.‖ 

 

Si me estanco en el tapón, 

lo convierto en vacilón. 

Aprovecho la ocasión: 

un momentito pa‘relajar. 

 

A la la, a la la, a la la lara la lara 

 

Me acuesto a dormir con sueños, 

y mi motor pongo a descansar, 

listo pa‘ arrancar mañana 

nunca pa‘ atrás, pa‘ atrás. 

 

¡Qué bueno es vivir así, que bueno, con 

ganas de trabajar! 

Oiga yo siempre voy contento y positivo no 

voy a cambiar 

¡Qué bueno es vivir así, mira si, con ganas 

de trabajar 

Haciendo de todo poco voy progresando, no 

voy para atrás 

 

Yo me levanto por la mañana. 

Salgo de casa bien elegante, 

listo pa‘ echar pa‘ alante, 

nunca pa‘ atrás, pa‘ atrás. 

 

Hoy le meto mano al día. 

Esa es mi filosofía: 

derechito por mi vía, 

y nunca pa‘ atrás, pa‘ atrás. 

 

De las seis hasta las doce, 

el día me lo aprovecho. 

Me gano mis habichuelas 

aquí o allá, y nunca pa‘ atrás. 

 

A las doce aprieta el hambre. 

Busco almuerzo en la guagüita. 

Pa‘l frente voy en la fila 

con los demás, y nunca pa‘ atrás. 

 

Si me da sueño como a las tres, 

yo lo espanto con café. 

Y si se pone dura la cosa respiro hondo 

y rompo a cantar: 

 

A la la, a la la, a la la lara la lara 
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The vehemence of the advertisement and the tactic of paralyzing the radio programming 

made me expect a blunter message. At the same time, this mediatic performance raised a 

question and suspicion about where this came from. As a friend pointed out, changing the 

meaning of the original salsa, anthem to the stereotyped laziness, just did not seem to 

make sense. Something got lost in translation. But the real surprise came when it was 

revealed that the metamorphosis of the hit, Y no hago más ná into Echar pa’ lante came 

out of a commercial ―spot‖ sponsored, produced and promoted by Banco Popular de 

Puerto Rico.
224

 This explained what had been lost in translation. The commission to 

―produce life‖ and to produce life for the popular capitalism was the real message.    

Once again, in its search for the ―forever errant surplus-value‖ and in face of the 

eternal return of the economic crisis, Banco Popular places its bets on the civilizing 

media performer strategy of the popular and the banca-pueblo. All of this with the final 

end to maintain the banca-mercado alive and able to compete. As I have discussed in this 

dissertation, an important part of Banco Popular‘s archive and repertoire has been the 

appropriation of popular music, as a seductive practice that assumes the naïve and 

innocent performance of unity, homogeneity, and harmony. As we draw near the 

conclusion of this performance ethnography, I wish to highlight the relevance of 

analyzing the process of the bankarization of Puerto Rico, which aims to charm-captivate 

the multitude with its identitarian performance, making itself popular. One of the issues I 

emphasize in this dissertation is how popular capitalism produces and becomes in itself 

the identification effect, as part of its hegemonic strategy. The civilizing agenda of the 

―ciudad letrada,‖ which justified and promoted the birth of Banco Popular in 1893 and 

                                                 
224 In December 2010, Banco Popular through their traditional video-performance, paid tribute to El Gran 

Combo, the most popular salsa orchestra of all times. The 2010 program was titled: Salsa: un homenaje al 

Gran Combo (―Salsa: a Tribute to the Gran Combo‖).  
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what I call banca-pueblo, continues into the present with that same repertoire and there is 

no other purpose but to serve themselves well and to serve capital.  

Likewise, it has been my intention throughout this dissertation to show how 

Banco Popular, through the process of the bankarization of Puerto Rico, intervenes as a 

protagonist together with the State in the production of the identification effect. I can 

conclude that the patria-pueblo, labeled and conjured by Muñoz to signify whatever the 

State is in a subordinated colonial Puerto Rico, as well as the banca-pueblo, is a 

consequence of the arrival of popular capitalism dictated by the finance system. The 

identity that the architects of the patria-pueblo and the banca-pueblo imagined and 

performed is based upon counterpointing the past as archive and the present repertoire. 

This identity promotes and celebrates the unity of a patria-popular that is mestiza and 

that has been bankarized. This is a dubious device that, with it projects homogeneity and 

harmony of the corrupt love to be the same and wanting to do and produce the same, 

silences and trivializes, thus producing a ―subject full of contradictions, divided in face of 

its reality‖ (Arroyo 2003). In this trapping performance the banca-pueblo takes in the 

patria-pueblo and literally makes it its own; all done within its function as Banco del 

Pueblo that invites to ―echar pa’ lante,‖ and gives support to ―all that unites us‖ like a 

good bankarization manager in charge of ―producing life‖ and administering it. 

In this research, I can conclude that the ―unifying metaphor‖ happens towards the 

end of the 19th Century and beginning of the 20
th

 with the appearance of a new way of 

organizing capital, administered by the banking system. As previously discussed, in its 

performance, it becomes popular. The ―inextricable burundangas‖ referred to by Muñoz 

(1953), that spoil the Puerto Rican personality, came out of these mixtures of flavors of a 

capitalism that aims and always needs to be popular, in its search for the wandering 

surplus-value that produces its life. By virtue of being in dramatic action in a geographic-
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historical scenario, it plays the performance of the popular Puerto Rican with its 

identitarian archive-repertoire of corrupt love for the same.   

I argue that with Muñoz, from a State that had hegemonic pretentions but was 

paradoxically colonial, the rationality of the Puerto Rican popular modernity was 

formalized.  This modernity was represented through the relational body of the patria-

pueblo performed by the naive popular jíbaro. The Carrións, with their financial 

aristocracy and their hegemonic intention of being the ―central nervous system of 

capital,‖ puertorriqueñizan the popular capitalism in Puerto Rico with the corrupt 

identitarian performance. Muñoz claimed and appropriated the governmental in order to 

use his criollo New Deal to ―produce life‖ and administer the patria-pueblo. The 

Carrións, with their banca-pueblo and their carnival of popular identity, administered all 

the multiple accounts of the multitude, which ensured their profits and growth. 

I disagree with the general opinion that Puerto Rico‘s financial system at the end 

of the 19th Century was backwards or stagnating due to the Island‘s status as a Spanish 

colony (Santiago 1989; Baralt, 1993). Based on my research and other authors, we can 

assume that towards the end of the 19
th

 Century, capitalism in its performance in the 

global scenario was in the process of new finance reorganization. The new social drama 

of capital in Puerto Rico manifested itself through the processes of bankarization.  It was 

made visible with the birth of what I call the ciudad bancaria and the banca-pueblo. 

Following the conceptual language of performance analysis, at the turn of the 19
th

 

Century, both in the global scenario as well as locally in Puerto Rico, capitalism debuted 

as a new repertoire. 

In chapters three and four I recounted how the bankarization process developed in 

Puerto Rico showing how Banco Popular‘s protagonist role dominated the scene. Using 

the concept of performance, I defined those social dramas that deserved to be 
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characterized as events and follow the trajectory of Banco Popular‘s bankarization of 

Puerto Rico. Beginning with the performance of the 1893 foundation of Banco Popular, 

we note how the ―ciudad letrada‖ in accord with the populist autonomist liberalism of the 

era, took on in its civilizing performance to ―develop a spirit of savings in all social 

classes and particularly among the poor.‖
225

 After consulting with several authors who 

have examined the ―civilizing project‖ of the Puerto Rican liberalism at the end of the 

19
th

 Century and beginning of the 20
th

 Century, I argue that those same ―civilizing‖ 

characters are found taking part in the performance of bankarization of Puerto Rico. 

Likewise, I conclude that this ―civilizing‖ zeal revealed a process that displayed a certain 

anxiety to articulate capitalist interests with the development of productive forces and the 

social body. For example, Colón (1996) and Duprey (2010) point to these lettered 

performers and their desire to ―discipline‖ and ―produce life,‖ making the many Puerto 

Ricans into one. Their direct participation in the performance of bankarization fully 

exposed their true intentions. Following Kamran Ali (1996) in Trouillot (2001), the 

performance of the foundation of Banco Popular in itself dramatizes the campaign to 

produce ―quite new but quiet‖ Puerto Ricans. 

To summarize, Banco Popular, in its banking performance, acts as protagonist in 

three stages: that of the capitalist elite, the governmental and, last but not least, the 

popular. The dramatic action in these three bankarization stages gets entangled in one 

same counterpoint of archive and repertoire. With respect to the first stage, the scenic 

control of Banco Popular is manifested in several different performances. We can say that 

one of them is the many moments of banking mergers. That is, when Banco Popular 

applies the bankarization to other banks. The moments of merger are performances that 

                                                 
225 Spanish original: ―desarrollar el espíritu de economía en todas las clases sociales y especialmente en las 

pobres.‖ 
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make visible the so-called coercive laws of competition, which are part of capitalism‘s 

repertoire of centralization and concentration.  

In the life of Banco Popular I recognize three moments of merger that are 

historically prominent. The first was the 1934 fusion with Banco de Puerto Rico, whose 

historic archive was linked to Banco Territorial y Agricola established in 1894 by the 

Puerto Rican economic elite. Banco de Puerto Rico also was successor of the first Puerto 

Rican successful bank, the ―Sociedad Anonima de Crédito Mercantil,‖ founded in 1877. 

The second banking merger, that constituted a relevant event, occurred in 1990 with 

BanPonce, established in the city of Ponce, in the southern part of Puerto Rico. It was 

considered one of the banks with greatest banking power as it had branches in United 

States. These transactions further consolidated Banco Popular‘s control of the banking 

scenario. Finally, as recently as 2010, Banco Popular took over the Westernbank, a bank 

founded in Mayaguez, the main city in the western part of the Island and considered at 

the time of merger the third most important bank in Puerto Rico.  

The Popular bankarization, by its merging performances, makes visible that the 

corrupt love for the same is intimately embedded in the repertoire of capital, which 

perversely centralizes and concentrates. It also makes visible that these acts of destruction 

or elimination of the other confirm the capitalist culture of greed. In the face of this stage, 

controlled by the Popular, it can be concluded that the Bank not only aims to be the 

Banco del pueblo, but the only bank in the pueblo. In the same way that the identitary 

subject that pretends homogeneity finds a reality full of contradictions, this banking 

subject of hegemonic intentions, so characteristic of the speculative capitalism that 

relegates the entrepreneur as mere accessory, faces a reality counteracted by continuous 

economic crises (Catalá, 2007, 37).  
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Within this first stage, there are also two moments of performance where the 

physical set up of the banking is constructed. One was the 1939 construction of the first 

skyscraper in Puerto Rico, home to the Banco Popular headquarters offices at the 

moment. This 1939 performance of stone and architecture confirmed the Banco Popular 

dominance of the San Juan urban landscape-scenario, which I call ―ciudad bancaria.‖ 

Following Diana Taylor (2003), power needs to be made visible and this skyscraper is a 

performance of that. The other moment of performance of opulence and scenic control by 

Banco Popular was the construction of the Popular Center in 1965. Once again, the 

Popular dressed the ciudad bancaria with a monument also made of steel, cement and 

glass that is ―twenty levels projecting towards the infinite,‖ as San Juan Mayor Felisa 

Rincón de Gautier described it (AHBPPR). This architectonic event emphasized and 

made evident, yet again, the control by Banco Popular of the stage. The populist 

politicians of the era presumed with a certain banality that these monumental 

performances made of stone were ―the progress of Puerto Rico‖ silencing that in reality 

they were consequences of the perverse capital practices. We can affirm that Banco 

Popular, as a non-governmental institution, not only promoted and produced an 

identification effect, but it itself assumed to be the identity. 

With respect to the second stage of Banco Popular, the governmental, I argue that 

due to the multiple moments of extremely close and dubious collaboration between these 

two performers, any possible boundary between the governmental public authority and 

the private banking ―melts into air.‖ One of the events that showed this extremely close 

relationship between the State and Banco Popular took place in 1931; facing the public‘s 

credibility crisis founded upon a banking system that was rapidly breaking down. The 

local governmentality stood on an ―improvised platform‖ and, as in a theatric drama, 

offered the ―crowd of impatient clients‖ an impassioned speech about Banco Popular‘s 
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economic strength. As I assert in this dissertation, the initial impression of Rafael Carrión 

Pacheco, patriarch of the Carrión banking aristocracy, was that Banco Popular had too 

many small accounts ―that offered no benefits whatsoever.‖ However, those accounts 

together with the governmental deposits were what precisely saved Banco Popular in 

1931. This 1931 social drama makes visible the social relations between the 

governmental, represented by Governor James R. Beverley and the Puerto Rico Treasury 

Secretary Manual Domenech, the popular ―impatient crowd‖ and Banco Popular itself. 

Clearly, for Carrión Pacheco this event was an omen about the importance of being 

popular.   

This dissertation describes the close relationship between the government and 

Banco Popular, and shows several moments in which it is made visible. I stress here two 

of those moments. The first occurs when Muñoz, playing the political game of liberal 

populism, appropriated many of the sugar cane fields and their production and received 

assistance from Banco Popular to finance the governmental production of sugar. In this 

performance of dubious intrigue, the State relieved the private sector from the 

agricultural industrial production by producing sugar, yet ironically, the governmental 

sugar business was financed with loans from the private banking faction. This 

paradoxical dance of Muñoz and Carrión ―melts into the air‖ the boundary between what 

is labeled private and public. It is a paradox because liberal populist Muñoz gave the 

impression that he was nationalizing the land of patria-pueblo through the agrarian 

reform, but instead he used speculative finance capitalism.  This capital ensured more 

future performances of the popular. 

Another performative moment I examine in the dissertation depicts the 

protagonist role of Banco Popular in its close relationship with the governmental is when 

Rafael Carrión Pacheco and his son articulated and wrote the regulations governing the 
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practices of the Federal Housing Administration (FHA) programs, part of Roosevelt‘s 

New Deal that applied to Puerto Rico. This action by Carrión, as populist ally and 

benefactor of the banca-pueblo, had as its single purpose to bankarize laborers by means 

of their housing. The State guaranteed that the populist banking performance was going 

to be secure for the finance speculator. I conclude that this particular instance of 

governmental-banking performance falls under the category of ―what happens and 

deserves the name of event‖ (Derrida 1998), because it marks the entry of the multitude 

into the mortgage market. From that moment on, the popular‘s house became Popular. 

We can assert that the pueblo, with the proper governmental guarantees, becomes 

banca. This new banking repertoire of popular housing came at a great time, as the 

wandering surplus-value quickly abandoned the embittered rural scenario and moved to 

the city to live from construction development. Popular financing was not only granted 

through mortgages to the workers and insured by the governmentality, in particular 

Banco Popular, provided massive amounts of loans to the government for the 

construction of popular caserios (low income residential buildings), with the guaranty of 

receiving profits in interests. These are the practices that made capitalism popular and 

where the boundaries between the State and capital melt. The new repertoire of the 

bankarization of popular housing ensured that the ciudad bancaria was not only marked 

by the Popular Center‘s ―twenty levels projecting to the infinite.‖ Now, it was infinitely 

spread throughout each new neighborhood, ―public‖ residential and the ciudad bancaria 

that became popular. The performance of the banca-pueblo became visible. 

Once again, in its search for the ―forever errant surplus-value‖ and in face of the 

eternal return of the economic crisis, Banco Popular places its bets on the civilizing 

media performer strategy of the popular and the banca-pueblo. All of this with the final 

end to maintain the banca-mercado alive and able to compete. As I have discussed in this 
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dissertation, an important part of Banco Popular‘s archive and repertoire has been the 

appropriation of popular music, as a seductive practice that assumes the naïve and 

innocent performance of unity, homogeneity, and harmony. As we draw near the 

conclusion of this performance ethnography, I wish to highlight the relevance of 

analyzing the process of the bankarization of Puerto Rico, which aims to charm-captivate 

the multitude with its identitarian performance, making itself popular. One of the issues I 

emphasize in this dissertation is how popular capitalism produces and becomes in itself 

the identification effect, as part of its hegemonic strategy. The civilizing agenda of the 

―ciudad letrada,‖ which justified and promoted the birth of Banco Popular in 1893 and 

what I call banca-pueblo, continues into the present with that same repertoire and there is 

no other purpose but to serve themselves well and to serve capital.  

Likewise, it has been my intention throughout this dissertation to show how 

Banco Popular, through the process of the bankarization of Puerto Rico, intervenes as a 

protagonist together with the State in the production of the identification effect. I can 

conclude that the patria-pueblo, labeled and conjured by Muñoz to signify whatever the 

State is in a subordinated colonial Puerto Rico, as well as the banca-pueblo, is a 

consequence of the arrival of popular capitalism dictated by the finance system. The 

identity that the architects of the patria-pueblo and the banca-pueblo imagined and 

performed is based upon counterpointing the past as archive and the present repertoire. 

This identity promotes and celebrates the unity of a patria-popular that is mestiza and 

that has been bankarized. This is a dubious device that, with it projects homogeneity and 

harmony of the corrupt love to be the same and wanting to do and produce the same, 

silences and trivializes, thus producing a ―subject full of contradictions, divided in face of 

its reality‖ (Arroyo 2003). In this trapping performance the banca-pueblo takes in the 

patria-pueblo and literally makes it its own; all done within its function as Banco del 
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Pueblo that invites to ―echar pa’ lante,‖ and gives support to ―all that unites us‖ like a 

good bankarization manager in charge of ―producing life‖ and administering it. 

In this research, I can conclude that the ―unifying metaphor‖ happens towards the 

end of the 19th Century and beginning of the 20
th

 with the appearance of a new way of 

organizing capital, administered by the banking system. As previously discussed, in its 

performance, it becomes popular. The ―inextricable burundangas‖ referred to by Muñoz 

(1953), that spoil the Puerto Rican personality, came out of these mixtures of flavors of a 

capitalism that aims and always needs to be popular, in its search for the wandering 

surplus-value that produces its life. By virtue of being in dramatic action in a geographic-

historical scenario, it plays the performance of the popular Puerto Rican with its 

identitarian archive-repertoire of corrupt love for the same.   

I argue that with Muñoz, from a State that had hegemonic pretentions but was 

paradoxically colonial, the rationality of the Puerto Rican popular modernity was 

formalized.  This modernity was represented through the relational body of the patria-

pueblo performed by the naive popular jíbaro. The Carrións, with their financial 

aristocracy and their hegemonic intention of being the ―central nervous system of 

capital,‖ puertorriqueñizan the popular capitalism in Puerto Rico with the corrupt 

identitarian performance. Muñoz claimed and appropriated the governmental in order to 

use his criollo New Deal to ―produce life‖ and administer the patria-pueblo. The 

Carrións, with their banca-pueblo and their carnival of popular identity, administered all 

the multiple accounts of the multitude, which ensured their profits and growth. 

I disagree with the general opinion that Puerto Rico‘s financial system at the end 

of the 19th Century was backwards or stagnating due to the Island‘s status as a Spanish 

colony (Santiago 1989; Baralt, 1993). Based on my research and other authors, we can 

assume that towards the end of the 19
th

 Century, capitalism in its performance in the 
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global scenario was in the process of new finance reorganization. The new social drama 

of capital in Puerto Rico manifested itself through the processes of bankarization.  It was 

made visible with the birth of what I call the ciudad bancaria and the banca-pueblo. 

Following the conceptual language of performance analysis, at the turn of the 19
th

 

Century, both in the global scenario as well as locally in Puerto Rico, capitalism debuted 

as a new repertoire. 

In chapters three and four I recounted how the bankarization process developed in 

Puerto Rico showing how Banco Popular‘s protagonist role dominated the scene. Using 

the concept of performance, I defined those social dramas that deserved to be 

characterized as events and follow the trajectory of Banco Popular‘s bankarization of 

Puerto Rico. Beginning with the performance of the 1893 foundation of Banco Popular, 

we note how the ―ciudad letrada‖ in accord with the populist autonomist liberalism of the 

era, took on in its civilizing performance to ―develop a spirit of savings in all social 

classes and particularly among the poor.‖
226

 After consulting with several authors who 

have examined the ―civilizing project‖ of the Puerto Rican liberalism at the end of the 

19
th

 Century and beginning of the 20
th

 Century, I argue that those same ―civilizing‖ 

characters are found taking part in the performance of bankarization of Puerto Rico. 

Likewise, I conclude that this ―civilizing‖ zeal revealed a process that displayed a certain 

anxiety to articulate capitalist interests with the development of productive forces and the 

social body. For example, Colón (1996) and Duprey (2010) point to these lettered 

performers and their desire to ―discipline‖ and ―produce life,‖ making the many Puerto 

Ricans into one. Their direct participation in the performance of bankarization fully 

exposed their true intentions. Following Kamran Ali (1996) in Trouillot (2001), the 

                                                 
226 Spanish original: ―desarrollar el espíritu de economía en todas las clases sociales y especialmente en las 

pobres.‖ 
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performance of the foundation of Banco Popular in itself dramatizes the campaign to 

produce ―quite new but quiet‖ Puerto Ricans. 

To summarize, Banco Popular, in its banking performance, acts as protagonist in 

three stages: that of the capitalist elite, the governmental and, last but not least, the 

popular. The dramatic action in these three bankarization stages gets entangled in one 

same counterpoint of archive and repertoire. With respect to the first stage, the scenic 

control of Banco Popular is manifested in several different performances. We can say that 

one of them is the many moments of banking mergers. That is, when Banco Popular 

applies the bankarization to other banks. The moments of merger are performances that 

make visible the so-called coercive laws of competition, which are part of capitalism‘s 

repertoire of centralization and concentration.  

In the life of Banco Popular I recognize three moments of merger that are 

historically prominent. The first was the 1934 fusion with Banco de Puerto Rico, whose 

historic archive was linked to Banco Territorial y Agricola established in 1894 by the 

Puerto Rican economic elite. Banco de Puerto Rico also was successor of the first Puerto 

Rican successful bank, the ―Sociedad Anonima de Crédito Mercantil,‖ founded in 1877. 

The second banking merger, that constituted a relevant event, occurred in 1990 with 

BanPonce, established in the city of Ponce, in the southern part of Puerto Rico. It was 

considered one of the banks with greatest banking power as it had branches in United 

States. These transactions further consolidated Banco Popular‘s control of the banking 

scenario. Finally, as recently as 2010, Banco Popular took over the Westernbank, a bank 

founded in Mayaguez, the main city in the western part of the Island and considered at 

the time of merger the third most important bank in Puerto Rico.  

The Popular bankarization, by its merging performances, makes visible that the 

corrupt love for the same is intimately embedded in the repertoire of capital, which 
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perversely centralizes and concentrates. It also makes visible that these acts of destruction 

or elimination of the other confirm the capitalist culture of greed. In the face of this stage, 

controlled by the Popular, it can be concluded that the Bank not only aims to be the 

Banco del pueblo, but the only bank in the pueblo. In the same way that the identitary 

subject that pretends homogeneity finds a reality full of contradictions, this banking 

subject of hegemonic intentions, so characteristic of the speculative capitalism that 

relegates the entrepreneur as mere accessory, faces a reality counteracted by continuous 

economic crises (Catalá, 2007, 37).  

Within this first stage, there are also two moments of performance where the 

physical set up of the banking is constructed. One was the 1939 construction of the first 

skyscraper in Puerto Rico, home to the Banco Popular headquarters offices at the 

moment. This 1939 performance of stone and architecture confirmed the Banco Popular 

dominance of the San Juan urban landscape-scenario, which I call ―ciudad bancaria.‖ 

Following Diana Taylor (2003), power needs to be made visible and this skyscraper is a 

performance of that. The other moment of performance of opulence and scenic control by 

Banco Popular was the construction of the Popular Center in 1965. Once again, the 

Popular dressed the ciudad bancaria with a monument also made of steel, cement and 

glass that is ―twenty levels projecting towards the infinite,‖ as San Juan Mayor Felisa 

Rincón de Gautier described it (AHBPPR). This architectonic event emphasized and 

made evident, yet again, the control by Banco Popular of the scenario. The populist 

politicians of the era presumed with a certain banality that these monumental 

performances made of stone were ―the progress of Puerto Rico‖ silencing that in reality 

they were consequences of the perverse capital practices. We can affirm that Banco 

Popular, as a non-governmental institution, not only promoted and produced an 

identification effect, but it itself assumed to be the identity. 



 230 

With respect to the second stage of Banco Popular, the governmental, I argue that 

due to the multiple moments of extremely close and dubious collaboration between these 

two performers, any possible boundary between the governmental public authority and 

the private banking ―melts into air.‖ One of the events that showed this extremely close 

relationship between the State and Banco Popular took place in 1931; facing the public‘s 

credibility crisis founded upon a banking system that was rapidly breaking down. The 

local governmentality stood on an ―improvised platform‖ and, as in a theatric drama, 

offered the ―crowd of impatient clients‖ an impassioned speech about Banco Popular‘s 

economic strength. As I assert in this dissertation, the initial impression of Rafael Carrión 

Pacheco, patriarch of the Carrión banking aristocracy, was that Banco Popular had too 

many small accounts ―that offered no benefits whatsoever.‖ However, those accounts 

together with the governmental deposits were what precisely saved Banco Popular in 

1931. This 1931 social drama makes visible the social relations between the 

governmental, represented by Governor James R. Beverley and the Puerto Rico Treasury 

Secretary Manual Domenech, the popular ―impatient crowd‖ and Banco Popular itself. 

Clearly, for Carrión Pacheco this event was an omen about the importance of being 

popular.   

This dissertation describes the close relationship between the government and 

Banco Popular, and shows several moments in which it is made visible. I stress here two 

of those moments. The first occurs when Muñoz, playing the political game of liberal 

populism, appropriated many of the sugar cane fields and their production and received 

assistance from Banco Popular to finance the governmental production of sugar. In this 

performance of dubious intrigue, the State relieved the private sector from the 

agricultural industrial production by producing sugar, yet ironically, the governmental 

sugar business was financed with loans from the private banking faction. This 
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paradoxical dance of Muñoz and Carrión ―melts into the air‖ the boundary between what 

is labeled private and public. It is a paradox because liberal populist Muñoz gave the 

impression that he was nationalizing the land of patria-pueblo through the agrarian 

reform, but instead he used speculative finance capitalism.  This capital ensured more 

future performances of the popular. 

Another performative moment I examine in the dissertation depicts the 

protagonist role of Banco Popular in its close relationship with the governmental is when 

Rafael Carrión Pacheco and his son articulated and wrote the regulations governing the 

practices of the Federal Housing Administration (FHA) programs, part of Roosevelt‘s 

New Deal that applied to Puerto Rico. This action by Carrión, as populist ally and 

benefactor of the banca-pueblo, had as its single purpose to bankarize laborers by means 

of their housing. The State guaranteed that the populist banking performance was going 

to be secure for the finance speculator. I conclude that this particular instance of 

governmental-banking performance falls under the category of ―what happens and 

deserves the name of event‖ (Derrida 1998), because it marks the entry of the multitude 

into the mortgage market. From that moment on, the popular‘s house became Popular. 

We can assert that the pueblo, with the proper governmental guarantees, becomes 

banca. This new banking repertoire of popular housing came at a great time, as the 

wandering surplus-value quickly abandoned the embittered rural scenario and moved to 

the city to live from construction development. Popular financing was not only granted 

through mortgages to the workers and insured by the governmentality, in particular 

Banco Popular, provided massive amounts of loans to the government for the 

construction of popular caserios (low income residential buildings), with the guaranty of 

receiving profits in interests. These are the practices that made capitalism popular and 

where the boundaries between the State and capital melt. The new repertoire of the 
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bankarization of popular housing ensured that the ciudad bancaria was not only marked 

by the Popular Center‘s ―twenty levels projecting to the infinite.‖ Now, it was infinitely 

spread throughout each new neighborhood, ―public‖ residential and the ciudad bancaria 

that became popular. The performance of the banca-pueblo became visible. 

The identitarian formula that appealed and conjured the relational popular body in 

flesh and bones of Rafael Hernández, and like a ghost that appears in the 1998 integrating 

performance, seemed to apologize to the neoliberalized patria-pueblo on behalf of Banco 

Popular, when he said: ―my dear pueblo, my pueblo, I want to tell you that I still am the 

jibaro borincano of always.‖ On the other hand, in this integrating-performance, 

Hernández‘s relational body was bid farewell to receive the new ―glasses-wearing 

jibarito from the New York Barrio, with a neorican accent,‖ Marc Anthony. Preciosa 

now owned by the ―neorican jibarito‖ with a melancholic soneo (lyrics improvisation) at 

the end of the song, seems to silence the famous verse-sentence of the original 

―jibarito‘s‖ version, ―the tyrant treats you with black evilness.‖ For Cucco Peña, the 

song‘s musical arranger, it was essential that Marc Anthony be the one to sing it.  

I end the dissertation with an examination of the 2001 video, Raíces.  In this 

performance there is an explicit and direct attempt to define what the Puerto Rican 

popular identity is. For this program, the director turned to the ―educational‖ 

documentary format in addition to the traditional popular musical and image 

performance. This allowed the direct participation of emblematic figures of the Puerto 

Rican intelligentsia-lettered who were interested in the topic of identity. Once again, like 

the phantom that returns on scene, the ―ciudad letrada‖ appeared. It was conjured and 

invoked by the banca-pueblo to come and illuminate with their knowledge (committed to 

populism) and resolve what ―the Puerto Rican‖ is within its racial formation. 
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The title of the program is presented with Welmo Romero-Joseph, rapper-narrator 

of this performance, standing on the location of the ruins of the famous Central Aguirre 

in the coastal town of Salinas. This image points to where in space and time the 

intellectual consultants assign-archive Puerto Rican blackness. Ricardo Alegría, the 

major sponsor of the invention of the Puerto Rican imaginary by means of the ICP, 

archives Puerto Rican blackness in the coastal-space and the sugarcane-time.  

The documentary reveals, in flamenco and bomba counterpointing gestures, how 

the roots become rhizome (Arroyo 2010) with the musical repertoire of Cucco Peña that 

silences them to the rhythm of the beat that integrates them. There is an attempt to 

silence, harmonize and homogenize these roots, leaving them archived and folklorized. 

The musical performances, with its rhythms, gestures, movements display what was and 

is archived or attempts to be archived, as well as the repertoire of the present. Welmo 

Romero-Joseph, born in Puerto Rico of Dominican-Haitian parents, in his repertoire of 

blackness and with his own counterpoint of archive and repertoire claims he is not 

―replacement for absent voices‖ but ―what I say is worthy‖ and ―important is the 

connection between the past and the present.‖  

The counterpoint of archive vs. repertoire turns lethal for those included as 

autochthonous habitants of the archive and for those who claim from the present that they 

were omitted. For this archive being so well invented, imagined and represented it has 

turned into the perfect burrow-trap of Kafka‘s tale. With respect to the identitarian 

performance of blackness, it transcends time and imprisons in the folkloric space 

assigned, thus forcing those living in the present to voluntarily occupy that identitarian 

archive-trap.  

The Raíces performance is saved by Welmo, who ―a su paso pega‖ with his 

―tumbaó de resistencia‖ and assumes the visible cimarrón street body that acknowledges 
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the blackness of the past, but is alive and present in the repertoire of today. Seemingly, 

the identitarian performance of harmony and homogeneity is questioned by the live 

repertoire. With regards to the perception of mestizaje, even though its intention of 

mixture may not be questioned, at least the street body claims that his black root is alive. 

The means that show this archive-repertoire disputes the social drama is contained in it is 

performance. It does not exclusively rely on logocentrism, instead it seeks to 

communicate its message with images, gestures, movements, dances, sounds and songs.  

In agreement with Charles W. Mills (2010, 209) and Catalá (2007, 37), we can all 

jump together into the sea of the roots, find the one that we like best and dance to the 

rhythm of hip hop. But tomorrow the banking aristocracy, who rolls up its sleeves to 

dance popular music, will rise without having evolved in the least and without 

committing to take a single step for the advancement of commonwealth. Just the same, 

the singularity (Agamben 2000) and ―love of alterity‖ (Hardt & Negri 2009) of the person 

in the patria-pueblo will not advance. By way of prophecy, without claiming expertise in 

the financial speculative professional spheres, but with an outlook on banking 

performance in Puerto Rico, I bet the Carrión banking dynasty will end with Richard 

Carrión. It will surely be during one of those merger-moments of performance that the 

coercive practices of capital, made visible several times during the life of Banco Popular, 

will face its demise.  

In fact, through this dissertation I provide a substantial reference to recognize and 

examine popular capitalism in its performance in the scenario of Puerto Rico, and to look 

at the culture of greed behind the banking crisis at the present time. Bankarization, as a 

social drama, is currently in a rupture phase and in its crisis eagerly seeks something that 

will level it and provide a reintegration to save capital, if that is possible. The banca-

pueblo of the local Popular seems involved in this scuffle, and in my view, the big fish 
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will swallow the small one, which long ago ventured into the northern USA stormy seas, 

and has swam a little. However, it will be the greedy attention from one bigger than him, 

who following the poetic image of Luis Pales Matos, and as poetic justice, will do him 

―ñam ñam.‖   

This research contributes to the knowledge of how capitalism becomes popular 

and intervenes in the production of the identification effect, which conceptually in this 

study turns to be the identitarian effect. The methodology developed in this research can 

be employed also to look at other popular performance practices, especially in activities 

aimed to seduce and captivate the multitude such as sports, the food industry, automotive 

industry and even techno-media. By way of performance ethnography, this dissertation 

offers a tool that can be applied to different sites. This tool is that of looking at the 

performance of bankarization within the three stages discussed (the elite, the 

governmental, and the popular) and examining how the consolidation of a relatively new 

form of capitalist organization happens and how the popular is made visible.   

This dissertation contributes to the theory of performance by integrating 

performance analysis to other theoretical critical insights for the understanding of the 

performance of finance capital, its visible form of bankarization, and its intervention in 

the production of the identitarian. Following Conquergood (1991) and Schechner (2002), 

this reaserch is aligned to what in performance studies is called the politics of 

performance. That is, ―as a tactics of intervention, an alternative space of struggle‖ 

(Conquergood 2002, 152) in the advocacy in favor of the common wealth and love of 

alterity. The political critical perspective within performance theory allowed me to 

assume a suspicious look towards the archive and repertoire of performance. During the 

end of the 19
th

 century, the 20
th

 century and in present times the perverse performance of 

bankarization should not be summed up in a ―naïve knowledge‖ or some sort of ―coffee 
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table book.‖ My analysis is against bankarization strategies and its intervention in the 

production of the corrupt identitarian love effect. 

Puerto Rico as a colony uniquely situates my research and looks at bankarization 

outside traditional state formations. This small island bank managed to seduce 

transnational Latin American migrants in the US convincing them that they are in effect 

El Banco del pueblo. On the main land their language shifted from the Puerto Rican to 

the Hispanic creating the expanding island in cities like Los Angeles, New York, Miami, 

and Chicago.   

Hardt and Negri in Commonwealth (2009) show that there is hope for the 

commonwealth, but it requires new forms of social organization of the multitude far from 

the culture of greed, the colonial contract, the racial contract and the corrupted 

identitarian love among other antagonist relationships discussed in this dissertation. 

Looking into the future, a relevant study would be to observe other scenarios of popular 

bankarization or how popular capitalism has spread to other fields of social drama. 

Another research possibility could be to look at what other events are making visible new 

forms of organization within the multitude to achieve the common wealth by using 

performance ethnography. A few years ago, while I was a student at the University of 

Puerto Rico, Derrida gave a lecture and he preached the audience to give ―hospitality to 

the unknown‖… love of the farthest, love of the stranger, the alterity. 
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