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Everything you’ve ever
heard, and nothing
you’ve ever heard:
Ricanstruction, New-Nuyorican

Punk Activists

JORGE ARÉVALO MATEUS

Despite recent scholarly interventions into the
cultural production of contemporary Puerto
Rican popular music, few works have analyzed
alternative local practices or the political
activism by and within the Nuyorican youth
community. Even less examined is the impact of
so-called “white” musical genres and popular
culture (i.e. punk rock) on Boricua identity
construction. This essay recognizes the subjec-
tivities of a Nuyorican punk band in order to
discuss the negotiations and strategies used for
recapturing and redefining identity. In the
context of cosmopolitan, translocal, and hybrid
puertorriqueño cultural praxis, such urban mani-
festations suggest the formation of a new
Nuyorican social and political consciousness and
the recuperation and maintenance of Puerto
Rican activism. [Key words: Nuyorican, identity,
hybridity, music, politics, activism]

ABSTRACT

Clandestine Saint. Artwork for a CD compilation released by Serbian Tribe Records (STR 001, 2003) entitled 
Struggles for Freedom. The recording calls attention to global political struggles. vagabond, digital color print, 6 x 3-1/4.
Reprinted, by permission, from vagabond.
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Boricuas, that is, beyond its considerable hegemonic and assimilative force. It is as if
Boricua youth, “grappling with what it means to be Latino as the community grows
to include people from all Latin America and the Caribbean” (Morales 1998:226),
are somehow immune to processes of “white” gentrification of the community. 
More recently, Rivera (2003) further advances Flores’ thesis with regard to the
intersections, interstices, and convergences between blackness and Latinidad that 
are communicated within hip hop culture. As Duany points out, “the discourse of
Puerto Ricanness needs to be expanded to include nearly half of the Puerto Rican
people, who now live outside the Island, increasingly speak English, and blend
Hispanic and American practices in their daily lives (2002: 207). Indeed, as Pacini
Hernández aptly surmises, “perhaps future research will uncover a richer and more
extensive Nuyorican rock scene than has been previously imagined” (2000: 84). 

This essay attempts to address this oversight by looking beyond the qualified
success of Puerto Rican salsa and pop stars such as Tito Puente, Jose Feliciano, 
Tony Orlando and Dawn, Marc Anthony, Ricky Martin, La India, and Jennifer Lopez,
or select rap stars such as Big Punisher, Fat Joe, and Angie Martinez, to present a
glimpse of the contemporary Nuyorican political and alternative rock scene as
represented by a radical barrio band from East Harlem. Ricanstruction—the band
whose very name plays on the language of the dominant culture—are young
Nuyoricans reconstructing their Puerto Rican identity from polycultural influences
while maintaining a political and spiritual connection to the Island.1

Formed in 1995 by a multiracial group of artists, squatters, and other radicals in
the ghettos of New York City’s Lower East Side and Harlem, Ricanstruction was
conceived as an activists arts collective, whose goal was to give voice to the social,
political, and cultural issues and struggles of disenfranchised barrio communities
through the use of radical, political music, graffitti, and film. As its musical
contingent, Ricanstruction consists of four Boricua musicians who were born and
raised in the New York City diaspora. Creating self-described music they call the
“soundtrack for the revolution,” the group fuses aspects of punk rock, hip hop, 
salsa, jazz, reggae and “riot-like sounds” (Not4Prophet, personal communication).
The lyrics are composed and performed by vocalist/poet Not4Prophet (formerly
Alano Baez, and later aka Ras Alano); the Rodriguez brothers, Joseph and Arturo,
play kit drums and bass respectively; and most recently, Steven Maldonado 
(aka Albizoo) plays guitar. Former members of the band include guitarists Eddie
Alsina (aka Alsiva) and Fidel Paulino as well as percussionist Roger Vasquez. 

Further defining themselves as aural anarchists who have orchestrated a head-on
cultural collision between the in-your-face sonic sabotage of hardcore punk and
the aesthetic assault of Afro-Caribbean consciousness,2 Ricanstruction is strongly
opposed to titles, tags, names, or genres. Moreover, they attempt to use their
music and art as a means to tear down stereotypical notions or definitions
generally associated with what it means to be Puerto Rican, Nuyorican, Latino/a,
or people of color (N4Prophet, personal communication). The group works
primarily throughout New York City as well as in urban centers along the 
East coast of the US, performing in a variety of punk clubs, cultural centers, 
and public spaces such as neighborhood gardens, street protests, and rallies.
Benefit performances for social and political causes are key to Ricanstruction’s
mission. The band has not entered mainstream music markets via traditional
industry routes, but instead produces and distributes their music independently
through alternative media networks.3
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The artist must elect to fight for freedom or for
slavery. I have made my choice. I had no alternative.
—Paul Robeson. From a statement to a 1937 Royal Albert Hall, London,

rally in defense of the Spanish Republic. It also appears on Robeson’s

tombstone in Hartsdale, New York.

The choice, as every choice, is yours; to fight for
freedom or be fettered, to struggle for liberty or be
satisfied with slavery, to side with life or death.
—Mumia Abu Jamal. From the liner notes to Ricanstruction’s Abu Jamal CD

(AWOL 1998–2002) 

In the history of Puerto Rican popular music, songs of protest, struggle, and resistance
have played a significant albeit somewhat obscured role in the political life and
culture of New York’s Boricua communities. With a long and varied tradition of
cancíon styles, including música jíbara, plena and bomba, nueva cancíon, together with 
the highly popular guarachas and boleros introduced to Puerto Rico by Cubans, 
Puerto Ricans migrating to New York in the early twentieth-century brought with
them a musical language that enabled and empowered them to deal with new and
often hostile surroundings. Puerto Rican popular musics, including the new song
movement, salsa, and more recently Latin rap, have garnered considerable attention
in sociological, historical, and cultural studies and musicological scholarship
(Aparicio 1998; Boggs 1992; Flores 1993, 1994, 2000; Glasser 1995; Roberts 1974, 1979;
Singer 1983; Manuel 1994; Quintero Rivera 1998; Rodriguez-Rodriguez 1995; Santiago
1990; Rivera 2003). Nevertheless, few studies have examined the history of political
activism by Puerto Rican musicians in New York City, despite the thematic emphasis
on Puerto Rican marginalization and discrimination in early salsa. Therefore, even as
academic discourse continues to echo questions about salsa’s “authenticity” vis-a-vis
Cuban vs. Puerto Rican origins, and Cuba’s nueva trova continues to be regarded as
the model of innovation and inspiration that spawned “protest song” movements
throughout Latin America during the 1960s, Nuyorican political music and
musicians, particularly those performing non-traditional styles, remain conspicuously
hidden from view. Although Pacini Hernández’s comparative study of Chicano and
Puerto Rican musicians in Los Angeles and New York City correctly notes that racial
and cultural differences between these diasporic groups “have [had] profound
consequences not only on the nature and extent on each community’s inter-cultural
relationships, but also on their perceptions of and engagement with rock and roll”
(2000:74), there is an overemphasis on each group’s relationship to the mainstream
popular music industry that overlooks “underground” local practices, which may hold
clues for gaining a better understanding of local communities and ongoing processes
of social and cultural transformation within them. Flores’ work, too, while advancing
an understanding of the socio-cultural racial dynamics, conjunctures, and parallels
between Nuyoricans and African-Americans in the Big Apple, rarely discusses the
impact of so-called “white” culture upon second, third, and fourth generation
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The significance of this group of young Boricuas will be argued from several
perspectives: through a consideration of their political commitment and activism 
in relation to puertorriqueño identity politics; the consistency of their participation
with traditional Puerto Rican issues such as independence, nationalism, and anti-
colonialism; their struggles as Nuyoricans for social, political, and economic civil
rights and empowerment; and, finally, the artistic hybridity of their music as an
expression of a developing Nuyorican and contemporary Puerto Rican culture. 

Ricanstruction’s mobilization

We can be creative, even in the arms of hell
—Oscar Lopez Rivera

Rooted in the radical and counterculture movements of the 1960s and earlier,
Ricanstuction’s progressive activism is ideologically linked to the Cuban
Revolution, Black Power, the antiwar movement, the civil rights movement, 
and Puerto Rican Nationalism. The romantic image of the young Cuban guerrero
defiantly standing up to US imperialism, the Black Panthers’ commitment to
revolutionary goals, and Albizu Campos’ unyielding political vision of Puerto
Rico’s liberation inform the band’s militant stance. Ricanstruction’s defiant
oppositional rhetoric also echoes the Young Lords and other Puerto Rican radicals
in the US, who struggled not only at the economic and political level but also were
involved in constructing a political identity framed by race, class, and coloniality
(Rodríguez-Morazzani 1998: 42–43):

I admire what the Young Lords tried to do politically and
culturally... like the Black Panthers [they] had a keen
awareness that the revolution must start in the calles (streets)
and not the just the classroom. We could use an org [sic] like
them today. (N4Prophet, personal communication, 2/6/03) 

The radicalization that took place among Boricua students in the 1970s (e.g., the Puerto
Rican Student Union) also continues to influence present day Puerto Rican political,
social, and cultural manifestations (Velázquez 1998: 49). Like their progressive
predecessors, Ricanstruction addresses issues of poverty, education, housing, health care,
under-employment, and race and class discrimination within their community. In the
process, they have found that institutional and individual racism continues to set limits on
puertorriqueño advancement; their response, quite naturally, is to seek alternative modes
of community empowerment and artistic expression. By embracing and incorporating
aspects of liberationist and spiritual ideologies (e.g., Black Nationalism, Rastafarianism,
and Islam) into their “unpopular popular music,”4 the band foregrounds Puerto Rican
issues, yet simultaneously places them squarely within the context of other international
struggles for freedom against oppressive regimes, governments, or ideologies. 

This is the story of your brief history 
a walk on part at the start of the slave drive 
a work of art a directional chart a manifesto 
from the heart that they target as too live funkin�
to the fusion from Fanon to Farrakhan 
the message mars the mall on the wall you�re writin�on 
Malcolm said too Black is too strong 
a deeper definition to burn down Babylon. . . 
. . . break the chain of shame and pain and blame 
like a famed refrain from Colon or Coltrane 
sing a simple song, try to write the wrong 
in this foreign land that never gave a damn.5

Ricanstruction is highly attuned to the Puerto Rican colonial condition—a condition
that demands that they resist the “shitstem” (system) in their daily lives. As a contem-
porary, politically active collective of young Nuyoricans, they embody the traditions
of Puerto Rican progressive activism, rich in its historical grounding and with a
cultural memory that perpetuates a perhaps utopian vision that is not however
limited to connecting mainland Boricuas with those living in Puerto Rico. Instead,
Ricanstruction emphasizes humanist goals such as freedom from socio-economic,
military, and government oppression and repression at local and global levels. 

Since the mid-1990s, Ricanstruction has consistently demonstrated to its
audiences a commitment to fight for people. Their activism is carried out primarily
through musical performance, “street” art, and the strategies they use to survive
present social circumstances. From their perspective, the role that puertorriqueños
have in the unending struggle against unacceptable status quo conditions is nothing
less than revolutionary. “As colonized, marginalized, and downpressed Boricuas,”
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Quiero ser libre! (1997). One of a series of four street murals (104th street and Park avenue). vagabond, street mural. 
Reprinted, by permission, from vagabond.
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culture of the past remains an important part of present day Boricua lived
experiences; (2) the tenacity of Puerto Rican nationalism continues to inform and
hold meaning for Boricua identity politics in the diaspora; (3) as young Boricuas form
polycultural alliances with other racial and ethnic groups at unprecedented levels,
they nonetheless uphold Puerto Ricanness as the primary agent for enacting personal
(read political), social, and cultural change; and (4) culturally (that is, at race and 
class levels), Boricua sub-cultural popular music and art freely and consciously
borrows, co-opts, and utilizes elements from so-called dominant “white” culture,
even while direct linkages or associations are vehemently disavowed, or even
rejected. Perhaps, as Duany suggests, Puerto Rican migrants had already been
imbued with cultural nationalism before coming to the United States (Duany 2002:
204). For new-Nuyoricans, however, identity politics are not simply a matter of being
caught “between two flags” or being predisposed to transnational or Island-defined
standards. Rather, what is notably new or different in terms of cultural expression is
the radical blending of cultural practices and their application to political and social
projects, moving well beyond the usual dichotomies or “doubleness” models of
puertorriqueño identity construction. Although Ricanstruction’s grassroots activism
may not result in concrete or easily measurable social change, achieve mass media
coverage, or even substantially increase public awareness of ongoing Puerto Rican
issues on the Island or in the diaspora, their actual and symbolic commitment—
marked by a hybrid, polycultural urban performance ritual—provides strength and
resolve to their diverse and increasingly politicized Boricua (and non-Boricua)
audiences. Whether performing in the courtyard of the Museo del Barrio, the
doomed green gardens and illegal squats of the ghetto, or in the downtown punk
clubs, these new Nuyoricans share a political vision larger than themselves. Fed up
with injustice, railing against oppression and fear-mongering, and regarding freedom
as more than agitprop or pamphlet material, Ricanstruction proceed siempre pa’lante
undeterred by present race and class based factionalism, divisive academic
discourses, political fragmentation, diminishing media coverage of Puerto Rican
concerns, and the erasure of Puerto Ricans from inter-ethnic and racial cultural
interactions within the barrio community itself. Defying status quo and stereotypical
notions of Boricua people and culture, they challenge the listener, as Bob Marley
did, to “free yourself from mental slavery.” Thus, Ricanstruction achieves the criteria
for what Hampton calls “guerrilla minstrels,” or socially conscious artists performing
rallying songs “imbued with positive political power, the power to totalize protest
into decisive revolutionary action” (1986:126).
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accustomed to inhabiting low levels of society, “puertorriqueños will always be the
thorns sticking the elephant in the ass” (N4Prophet, interview). Ricanstruction’s
contribution—a kind of street-based, grassroots cultural consciousness-raising
campaign—illustrates the coalescing of traditions of resistance and struggle, as it
presents an uncompromising and culturally innovative and always oppositional
position that acts as an empowering alternative to current ineffectual social policies
and/or political strategies. Acts of social protest are conducted at the “street” level, 
a local sphere where members of the band can directly impact the community through
education and cultural awareness programs. Despite the fact that their presence in 
the commercial popular music marketplace is—by their own choice—limited, 
the members of Ricanstruction remain on the cultural fringe, removed from the
trappings of unwelcome media attention or mainstream measures of success.
Although not strictly exclusionary or exclusionist, the group maintains its Puerto
Rican identity apart from mainstream society and yet confronts and engages society
at large at cultural and socio-political levels.

Punk music, a product of mid-1970s American and British youth subcultures, 
is central to Ricanstruction’s identity formation.6 Although not usually associated
with multi-ethnic Latino/a diasporas, punk values and aesthetics inform the group’s
image, sound, and social and political sensibilities. Having grown up in New York
City, arguably the core hub of punk culture, Ricanstruction has adopted punk’s in-
your-face attitude, anti-establishment politics, and anti-authoritaritarian ideology,
resignifying and incorporating it into their uniquely hybrid music. Replete with
diasporicity, it is radical, brash, challenging, and often loud—an expressive form of
cultural resistance in some ways similar to that of early salsa or nueva canción artists
and styles whose influence are also contained within the group’s work.7 Thus, punk is
utilitarian and particularly pertinent to Ricanstruction’s mission.

This positioning hints at several significant developments in the present
formation of a new Nuyorican youth identity construction: (1) Puerto Rico’s cultural
history remains a deeply embedded and active source of identification—the musical

People vs. Military Industry.
Illustration by Eric Drooker. Handbill for 
a benefit held for Reclaim the Streets, an
organization that supports street protest, 
at Charas, November 12, 2000. 
Handbill designed by Sam LaHoz.
Reprinted, by permission, from Eric Drooker, 
© Eric Drooker (www.drooker.com).

Free Puerto Rico, 1898. 
Poster image was used as part of a larger
postering campaign that took place throughout
NYC between 1997 through 1998 to call
awareness to the 100th Anniversary of 
the US invasion of Puerto Rico. 
vagabond, b & w digital print, 8-1/2 x 11. 
Reprinted, by permission, from vagabond.
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According to the band’s web site, Ricanstruction’s mission is summarized as follows:

Re-cruiting rebels, revolverlutionaries, radicals, rockas, and
rude boys (and girls) to serve in the anarcho-art-migid-eon
(anti)army of ricanstruction resistance against genre-fication,
class-ification, and all empty vision musical (war) monger
mercenaries guarding the gates of the (radio) tower of babylon.
Art can’t be controlled, categorized, commercialized, and co-
opted by capital-crusaders brandishing plager-ized (POP) guns,
vampired vibes, and bam-boozled beats, unless we let them, 
so we aim to dis-arm them with primitive poetic para-graff word
weapons, sabotage sub-verses, Puerto (punk) rocks, seditious
stones (that the builder re-fused), and resistance rhyme bombs
designed to blow minds and re-steal the real estate’s soul with
a final goal of carrying out a commando-cultural-coup de tat
against the a-political auditor-art-assasins of amerika. 

The strategies involved include:

Resistance rebels smear, spray, scrawl, scratch, spit, and spread
the mess-age of the Ricanstruction re-sistance in every slum,
sidewalk, shanty, suburb, school, and street surrounding the
shitty from the state of (dis)union and dis-illusion. Attacking
tech-no-logy, squatting (cyber) space, posting (pirate) property,
stenciling the shitstem, guerilla graffing the government,

(w)recking the radio,
terrorizing the telI-i-vision,
and other-wise RESISTING
THE STATUS QUO!
(emphasis in the original)10

Since the mid 1990s
Ricanstruction has provided 
music lessons, self-defense training, 
and political education classes in 
their own East Harlem community,
Manhattan’s Lower East Side, 
and throughout the metropolitan
region. Using storefronts or whatever
donated spaces are made available 
to them, they offer courses such as
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Action/Acción
From its inception, Ricanstruction realized that their hybrid musical fusion made 
a powerful impact on audiences, particularly those with whom the band’s radical and
progressive-minded polyculturalism resonates. The combination of hardcore punk
rock with “old school” hip-hop, funk, rhythm and blues, soul, jazz and Latin music
(salsa, Porto rock, or Latin rap) demonstrates the eclecticism with and adaptation 
of North American, South American, and Caribbean Afro-diasporic influences for
which Puerto Rican musicians have long been recognized (Glasser 1995; Roberts
1972, 1979; Leymarie 2002; Waxer 2002). However, as Rivera points out, “their efforts
are not limited to the musical environment; they are also known in various leftist
organizations of the city [New York].”8 Adding that “[a]dmirably, music and activism
go hand in hand with them” (Rivera 1998:25), for Ricanstruction, musical
performance, and art (including street graffiti, murals, poetry, film, and video
production) serve as “tools of resistance” and agitprop communications media. 

Forming a collective known as The Ricanstruction Resistance, they nurture other
musical groups, artists or projects that demonstrate leftist or progressive political
orientation.9 As N4Prophet explains: “We started putting on shows called
‘revolutionary parties’ to give new bands, artists, and projects exposure.” 
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Ricanstructing Vieques.
Film documentary produced
by re-sister and vagabond
and directed by vagabond, 
26 min. Audio Visual
Terrorism / Ugly Planet
Media, 1999.

Join the Revolutionary Party (2000).
Poster and leaflet.
vagabond, b&w digital copy, 11 x 17. 
Reprinted, by permission, from vagabond.

Resistance 101.
Cover image on curriculum workbook for political
education workshops held in El Barrio, New York City,
during 1998 and 1999. vagabond, digital color print, 
8-1/2 x 11. Reprinted, by permission, from vagabond.
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Resistance 101 and Political Prisoner 101; titled after the 101 years that Puerto Rico
had been a colony of the U.S. at the time. Class curriculums are designed to teach the
history of Puerto Rico’s colonial condition and about individuals who have been
incarcerated for anti-colonial political beliefs.

Through their participation at benefits, rallies, and protests they have shown support
for political organizations such as the Puerto Rico Collective (a Puerto Rican pro-
independence organization), The Committee to Free the Puerto Rican Prisoners of
War, various Vieques support organizations, the Committee in Solidarity with the
People of El Salvador, various Zapatista support groups (EZLN), MOVE and Mumia,
and the Free (Leonard) Peltier Organization. 
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Resistance 101 political education
workshop course descriptions. 
Double-sided, bilingual postcard, 4 x 6.
Designed by vagabond. Reprinted, 
by permission, from vagabond.

Mumia abu Jamal (2000). Illustration by Eric Drooker. Designed by Sam LaHoz and vagabond, b & w digital copy, 
3-1/2 x 8-1/2. Reprinted, by permission, from Eric Drooker, ©Eric Drooker (www.drooker.com).

Che Gayvara. Poster artwork created for a benefit held for The Self Education Fund in Philadelphia, Pennsylvania, 
on April 25, 2003. The Foundation provides support through grants for community education and political programs.
vagabond, digital b & w print, 11 x 17.Reprinted, by permission, from vagabond
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Music/Música
The hybrid music of Ricanstruction however is the foundation upon which they assert 
a political position—a stance that emerges in response to exclusion from mainstream
society—that can be defined as a “street culture of resistance.”12 Its polyculturalism
reflects the complexity of Nuyorican experiences and interaction with diverse urban
popular musical styles and cultures, as well as with the multiracial, class, and ethnic group
correspondences, conjunctions, and alliances that have been formed. Puerto Rican and
Latin musics are part and parcel of this cultural articulation. Not4Prophet explains:

You’re going to hear bomba and plena; you’re going to hear
merengue; you’re going to hear salsa; you’re going to hear
folcl�rico; it’s there (Not4Prophet, interview). 

However, as Rivera suggests, sometimes cultural production breaks with the strict
ethno-racial mold and expands the boundaries of expression (2000:78). Punk, hardcore
and metal rock, rap, salsa, reggae, blues, and jazz are all incorporated and filtered
through Ricanstruction’s life experiences, then projected onto a cultural field where
constituent sources are more than personal influences and imbued with political
meaning; in short, the effect of the music is greater than the sum of its parts. As Plato,
fearful of youthful creativity, warned, “a change to a new type of music is something to
be aware of as a hazard of all our fortunes. For the modes of music are never disturbed
without [an] unsettling of the most fundamental political and social conventions.”13

To this effect, Ricanstruction perform a unique cover of Billie Holiday’s “Strange
Fruit,” a controversial song in which lynched black men are likened to a peculiar kind
of fruit hanging from the trees. Released on the CD entitled Abu Jamal (AWOL-001),
the sales from this recording, despite limited circulation, benefitted the International
Concerned Friends and Families of Mumia Abu Jamal.14 In Ricanstruction’s version,
their artistic choices, political agenda, and moral outrage are invoked by both the
music and imagery of the text:

Southern trees bear a strange fruit
Blood on the leaves and blood at the root
Black bodies swingin�in the southern breeze
Strange fruit hangin�from the poplar trees

There is nothing in this recording that remotely
suggests or makes clear reference to Latin or
Puerto Rican music. Instead, Ricanstruction’s
solidarity with Mumia Abu Jamal—convicted and
jailed for the murder of a Philadelphia policeman
in 1981—is on a moral level; that is, an
identification with countless black men 
(and women) who have been falsely accused,
tried, and convicted (and murdered); the band
staunchly believes in Abu Jamal’s innocence and
support all efforts to obtain his release and ensure
his well-being. By identifying with Abu Jamal,
Ricanstruction strongly rejects the “shitstem”
which has jailed him, and others like him. 
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The human rights of political prisoners are of particular concern to the band and, 
as as result, they have been involved in several U.N. rallies. Moreover, addressing
local issues, such as lack of affordable housing and illegal working conditions, 
the band advocates for the squatters movement, the National Mobilization Against
Sweatshops, and the Chinese Staff and Workers Association. 

In terms of alternative media development and efforts to assist the free the
airwaves movement, Ricanstruction has performed benefits for numerous pirate
radio stations, even working at Steal this Radio, a community-based activist radio
station located in Manhattan’s Lower East Side. Their participation and presence at
numerous alternative Latino film screenings is prolific. Also producing what they call
“anti-videos” (incuding music videos, a documentary about Vieques, and an original
film script about a machetero), the band collaborates with film, video, and graphic
artists to help define a new politicized sensibility to media arts.11
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Machetero. Film still. Audio Visual Terrorism / Ugly Planet Media, 2003. 

The Struggle for Mumia (1997). 
Photograph image from the Revolutionary
Baseball Cards, an informational postcard series
designed by vagabond, text by Not4Prophet, 
4 x 5-1/2. Reprinted, by permission, from vagabond.
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cultural markers. While retaining the forms and structures from such musical
sources, the encoded themes of rebellion within them remain intact. For example,
while punk rock’s anarchist, anti-establishment politics and technically raw musical
skills are generally considered inherent features of the musical subculture,
Ricanstruction’s display of overtly political ideas along with impressive musical and
technical proficiency manages to subvert stereotypical associations. Moreover, 
with their inventive use of code-switching and other word play (e.g., shitstem,
politrix, politishenz, etc.), Ricanstruction’s use of language further demonstrates the
complex construction of a new Nuyorican identity where “the attempt has always
been to take back everything, including language, or slanguage” (N4Prophet,
interview). As a result, although punk’s valorization as subcultural phenomena may
initially appear to be a cultural contradiction in racial or ethnic terms, Ricanstruction’s
appropriation of and borrowing of punk rock elements—not unlike other hybrid
forms from which they draw: rap, salsa, and nueva trova or canción—are resignified
and reconfigured into a hybrid music created for the purpose of articulating Boricua
sociopolitical ideas and expressive needs. 

More typical of Ricanstruction’s musical style are two punk rock songs, “Dream in
Porto Rican” (N4Prophet 2000) and ”No Money Down” (Liberation Day, CBGB-
02). Although each title represents a distinct “song,” they are programmed back-to-
back as a single track. In close adherence to punk performance practice, each is
presented as a direct and concise statement just under two minutes in length: 

. . .we�ll dance and romance and pretend that it�s only a dream 
dream in porto rican, freakin�, dreamin�of death camps 
of supermarket suicidal saviors and food stamps 
of project pimps and pushers peddling pain in the playgrounds 
of poverty perico and breakdown 
of medicine manteca and the mercy of markdowns 
of prison politicians police pumping the last round 
of pentecostal preachers teaching coffins and christo 
estoy listo ya! 

Transitioning seamlessly into “No Money Down,” Ricanstruction bitterly attacks
music industry greed and its co-optation of punk rebellion. In the process, they join
the nightmarish realities of barrio life with their contempt for those who would sell
out their culture: 

Beggars and bastards and budget hounds bartering flesh by the pound

misers and maggots and money clowns marketing silence and sound billboards and

bargains and businessmen borrowing what you believe masters and mobsters and

money lend martyrs with tricks up their sleeves 

forming tracks that trivialize 

we number those who have tried and failed 

greed born of crap you criticize 

another show that is not for sale

lawyers and loaners and lotteries living for no money down 

mongers and major monopolies mortgaging the underground 

cut-throat and credit commodities cashing in what you conceive 

rebating rapist realities refunding what you receive… 
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The song begins with a soft, slow murmuring blues vamp on bass and drums. 
A Curtis Mayfield-like ‘60s soul guitar wah-wah soon enters and teasingly plays in,
around, and throughout the opening vocal verse, sung softly at first but with an
underlying and mounting feeling of tension—sounding, ironically, not unlike world
pop stars such as Sting, Peter Gabriel, or Paul Simon. In the second verse, by the
time the lyric “then the sudden smell of burnin’ flesh” is articulated—nearly at a
scream—the band abruptly shifts into a loud semi-improvised dirge, with Hendrix-
style blues-inflected rock guitar that emulates Sonny Sharrock and James “Blood”
Ulmer, further recalling the improvisational avant-garde jazz of Ornette Coleman
and Ronald Shannon Jackson’s De-Coding Society. Add to this, powerful, virtuosic
drumming in the Tony Williams vein, and sound production reminiscent of Miles
Davis’ Live at the Fillmore (East and West) era experiments in funk-noise, that build
into an emotional crescendo before returning to the softly sung yet bitter and
melancholy third verse:

Here is a fruit for the crows to pluck
For the rain to gather, for the wind to suck
For the sun to rot, for the tree to drop
Here is a strange and bitter crop

and what you have is a “Strange Fruit” that is itself a hybrid of black musics.
Although the numerous aural references to black popular music are not unusual in
the music of Ricanstruction, this cover song is not stylistically typical of the band.
Nonetheless, it exemplifies how Ricanstruction’s hybrid musical production serves 
to express moral outrage and hatred of racism. The combined musical references 
and high level of musicianship work together—in this case, calling attention to the
Abu Jamal case—to appeal to the listener’s humanity with respect to the inhumanity
of unjust incarceration.

Daily life in el barrio and the hardships of urban survival are recurring themes in
Ricanstruction’s music. However, punk rock more typically provides the musical
means of expression. As young Boricuas exposed to punk rock culture through the
music of Bad Brains, Black Flag, and the Dead Kennedys, among other influential
bands, the members of Ricanstruction embrace punk aesthetics for a number of
reasons. First, punk’s strident urgency, power, and anti-status quo message works well
with Ricanstruction’s rejection of government and corporate control; punk’s refusal
to be politicized or co-opted by the mainstream also echoes Ricanstruction’s
espoused aversion to “politrix” (or politics) and the “shitstem”; punk allows
Ricanstruction to embrace their “marginalization” as a position of resistance; punk,
though once associated with “white” youth, today crosses race, class, ethnic, and
gender boundaries, enabling Ricanstruction’s message to reach audiences beyond 
the local community; and finally, Ricanstruction equates “punk” music with “black”
music: “It’s all about being too black and too strong.”15

This latter point is critical to understanding the cultural construction of
Ricanstruction’s music: musics of protest and resistance, whether derived from urban
or rural, or popular or folk sources, with the affective power to convey the innermost
feelings of different ethnic and racial groups or individuals in conflict/tension with
the existing social order, are not taken up simply as a form of strategic anti-
essentialism (to gain “crossover” appeal or win mass audiences, for example). 
Instead, these musics are decoded of racialized meaning yet upheld as significant
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musico-cultural vision and voice unit[ed] to form collectives; and so on”
(Rodriguez-Rodriguez 1995: 224).

Salsa, too, has served the discourse of Puerto Rican political and cultural
nationalism vis-a-vis identity politics. Manuel’s understanding of salsa, for example,
notes its utility for articulating the “variety of kinds of cultural identity Puerto
Ricans may have. . .”, indicating that “these self-images themselves interact with
other sorts of identity—notably, political persuasion and economic interest—in ways
which are often contradictory” (Manuel 1994: 276). As Manuel points out, “the history
of music, and of culture in general, consists not merely of the evolution of overtly
new genres and styles, but of the rearticulation of extant idioms to respond to new
social circumstances” (1994: 277). Undoubtedly; but Ricanstruction’s politicizing 
and imaginative resignification of salsa, nueva cancíon—or punk for that matter—
does not render, as Manuel also suggests, “original roots and ethnic associations . . .
irrelevant to their new audiences” (Ibid.). Neither punk nor salsa’s cultural
significance is stripped, diluted, or made devoid of subcultural or political content 
or meaning simply because of the social “context” in which it appears—
the construction of a group’s social history and culture is often more complex and
subject to contradictory negotiations. In fact, Ricanstruction’s inter-ethnic and
multiracial rearticulation (of punk, salsa, rap, reggae, jazz, etc.) engenders as well as
expresses the social circumstances of a new urban identity that is grounded in both
urban and rural, modern and traditional, and mainstream and subcultural lifestyles
and music, and yet which remain faithful to individual and collective experiences. 
It is through both the content of their songs and through their innovative experi-
mentation with musical and political action that Ricanstruction’s new Nuyorican
politics and identity are communicated. Such cultural practices entail the recu-
peration of traditions and languages from the “colonizers” and the appropriation 
of musical expressions from countercultural punk and Nuyorican polyculturalism, 
all in an effort to express political and human solidarity with those working towards
social justice (Rodriguez-Rodriguez 1995: 256).

In some respects the cultural reformism of Ricanstruction is analogous to certain
musical practices, for example, by Zimbabwe’s Thomas Mapfumo, who became
internationally known for his chimurenga songs of political struggle during that
nation’s Liberation wars in the 1970s. Turino’s analysis of modernist cosmopolitanism
notes that social identities exist through similarities and oppositional contrasts
(Turino 2000:216 [emphasis added]). His view of a cultural continuum extending
from colonialism through nationalism to current diasporic or transglocal analysis
is pertinent, suggesting that it may be time to look at the process of capitalist
expansion and modernist-cosmopolitan creativity anew (Turino 2000: 20).
Ricanstruction, nonetheless, also illustrates a paradox within Turino’s model;
“culturally distinct from the modernist cosmopolitanism . . . , in terms of ethos 
and practice, [they] provide local alternatives to cosmopolitanism” (Turino 2000: 18)
while mounting an active and dynamic challenge to it. 

As iconoclast cultural workers in the contemporary urban diaspora,
Ricanstruction reclaims the political vision of the Puerto Rican Independence
movement, merging it with allied traditions of resistance and struggle—the Cuban
Revolution, Black Nationalism, Puerto Rican Nationalism. Cultivating a new
Nuyorican/Boricua identity that goes beyond second-stage valorization of African
roots or groundbreaking theorization of Puerto Rican popular culture (Flores 1991:13),
young Boricua artists are creating and developing alternative cultural practices,
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Latin percussion, salsa-influenced montuno and coro sections, and Spanish words
and phrases are dispersed over exceedingly frenetic drum rhythms and hammering
punk rock harmonic progressions, effortlessly combining Nuyorican and punk
musical cultures. That Ricanstruction continues to shun commercial success is 
also consistent with their understanding that the “underground” remains the 
zone in which their hybrid “unpopular popular music” can thrive. Moreover, 
the do-it-yourself (DIY) attitude with regard to the distribution of their music is 
yet another conspicuous punk value to which they adhere. As band poet and vocalist
Not4Prophet manically repeats at the end of “No Money Down”: “We will not be
bought and sold, we will not be bought!”16

anti-Conclusion

Never doubt that a small group of committed people can

change the world. Indeed it is the only thing that ever has.
— Margaret Mead

Since 9/11 and the U.S. Navy’s withdrawal from Vieques, Ricanstruction has turned
toward material that demonstrates a greater preoccupation with “love” themes.
These are not, however, the smooth, radio-oriented pop baladas or easy-listening
verses favored by top 40 commercial programmers. Instead, Ricanstruction’s
hardcore Porto punk manifesto remains as proletarian, leftist, and oppositional as
ever. Metaphors dealing with unequal power relationships abound: the patriarchy of
the dominant colonizers, its neglect of the pueblo, and the need to break away from
dominant society’s manipulation continue to prevail—dismantling the system itself 
is the objective. Comparable to the new song movement (NSM), whose discourse 
too was anticapitalist, anticolonialist, and antimilitarist, advocating for Puerto Rico’s
independence, Ricanstruction’s content and language has evolved from protest
language to narratives about love in varied political dimensions: patriotism, solidarity
with Latin America, the need for a new social and political system for Puerto Rico
and the world (Rodriguez-Rodriguez 2003; Moore 2003); in short, love of nation,
culture, and a desire for a better world—love as the quintessential political and
revolutionary act. The strategy behind this action is to emphasize the tactical
cultural shifts that are required of the group as radical, social, and political actors,
which, in turn, is symbolic of their position in society at large. Such transmutations
further render a clearer picture of the artists’ cultural intent: revolution—without
sacrificing either the personal or collective account. 

Not unlike salsa and the NSM, attempts to define or classify Ricanstruction’s
music are also difficult—although the co-optation and commercialization of 
salsa and the NSM, as well as punk, have somewhat simplified the process.
Ricanstruction’s appropriation of punk, subverting its racialized association,
reconnecting and realigning it with Africa through Nuyoricaness, displays ideo-
logical similarities with the new song movement that are striking: “the NSM
served as a form of resistance to the conditions of colonialism; song texts
reflected . . . oppositional discourses articulated by pro-independence groups;
groups participated in political activism (such as promoting awareness in an
international campaign for the liberation of five Puerto Rican nationalists jailed
in the US since the 1950s); individual performers who shared a common
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otherwise might appear rather incongruous or discordant in terms of stylistic 
or aesthetic features. The ways in which Ricanstruction brings them together
challenges preconceived notions of Puerto Rican culture and identity, expanding
and reaffirming the conjunction of music and political activism, which is itself a
reflection or articulation of a developing Nuyorican youth identity. Thus, I have
argued that Ricanstruction is not just an isolated puertorriqueño hybrid punk
band located within a growing field of alternative, popular, or mainstream
Latino/a rock. Rather, as cultural carriers of an enduring social and political
message, the group embodies a living tradition of Boricua protest—a discourse 
of dynamic resistance for the new millenium. Lest anyone think that Nuyorican
youth activism is either passive or dormant with respect to either Puerto Rican
political or cultural nationalism, sovereignty, or closer consideration of the
diaspora, they will quickly be reminded by Not4Prophet, who asks: “Who told 
you that the party’s over? The party has just begun.”18
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confronting and rejecting the idea that socially conscious artists, 
by dismissing the “mainstream,” render their work more inaccessible than need 
be, particularly when reaching larger audiences might advance their agenda.17

Ricanstruction, in contrast, opts to remain peripheral to the capitalist orientation 
of contemporary society as a whole (Moore 2003: 3). In particular, their conscious
and overt negation of so-called “white” society—while appropriating elements from
it—underline the extent to which Nuyorican cultural awareness has developed in
terms of identity politics (race, class, and gender). The fact that Ricanstruction’s
music has reached only marginal success in the commercial marketplace or in terms
of audience size does not diminish their significance as a kind of identity affirmation
or cultural representation, particularly when the subversion of cultural hierarchies 
is a prominent feature of subcultural praxis. 

In the context of the contemporary Nuyorican diaspora, punk and Puerto Rican
musical genres and styles (e.g., NSM and salsa) seem to share commonalities which
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13 Quoted in Bertrand (2000: 17n11).
14 In addition to reissuing “Strange Fruit” on their forthcoming release, Take
Cover, Ricanstruction will include cover versions of the Clash’s “Guns and Bricks,”
Bob Marley’s “Redemption Song”, “Independiente” by La Protesta, and Woody
Guthrie’s “This Land is your Land,” as well as other politically inflected salsa songs
written by Willie Colon and Ray Barretto. It should also be noted that among the
many cover versions of “Strange Fruit” there is one recorded by punk rockers
Siouxie and the Banshees (Through the Looking Glass, Geffen 1987). See also Davis
(1998) and Margolick (2000).
15 Not4prophet quoted in Shoni Serikawa, “Ricanstructing Resistance,” i-propaganda
magazine, Spring 2001 (http://www.ricanstruction.net/ipropaganda.html). For a particularly
relevant discussion of racial encoding in rock (i.e., Living Colour), see Shank (2001: 256–71). 
16 The influence of Nuyorican poets such as Miguel Piñero, Miguel Algarin, and Pedro
Pietri is evident in Not4Prophet’s work; Cf. Pietri (2000).
17 On the other hand, Moore states that “[i]n a society that prioritizes profitability and
the pursuit of material happiness more than self-reflection about economic values or
social justice, for instance, ideas expressed by musicans, poets, and the like are limited 
in their importance” (2003: 3). 
18 Lyric from “War Party” (2003) by Renegades of Punk.
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NOTES
1 Cf. Arévalo Mateus (2004), where I introduce and discuss Ricanstruction, among
other Boricua rock bands; fieldwork for this work was conducted in Puerto Rico and
New York City from 1998 through 2002. In the present work, I am more interested in
what Duany identifies as the broader implications of the diaspora’s “reluctance to
incorporate into the U.S. mainstream culture” and its “popular claims to national identity
on the Island” (see Duany 2002). Following Turino (2000), I am also interested in the
evolving cosmopolitanism and/or its rejection as demonstrated by the heightened
political awareness and cultural nationalism among young Nuyoricans. 
2 Quoted from Ricanstruction press kit. New York: Ugly Planet Media, n.d.
3 See “Line Up” (http://www.ricanstruction.net), for links to organizations and media
outlets with which Ricanstruction is affiliated. 
4 Not4Prophet’s combined adjective-noun phrase,“unpopular popular music,” contains
a double-definition of the term “popular”: “although Ricanstruction’s music is music of
(and by) the people (popular), it is not pop(ular) [sic] music” (personal communication,
email 8/7/03). N4Prophet’s use of the term “popular” thereby suggests that the group’s
merging of popular musics with radical politics often results in either less than desirable
mainstream media coverage or general public consideration or acceptance.
5 Lyrics from “Mad like Farrakhan,” Liberation Day (CBGB-02), 1998.
6 Cf. Garofalo 2002, Hebdige 1979. See also Lipsitz’ discussion of Chicano punk (1986;
1994: 84–90).
7 Salsa artists such as Willie Colón, Héctor “Lavoe” Pérez, Ray Barretto, and Rubén
Blades come to mind, for example; Nueva Canción or new song movement (NSM) artists
from the late 1960s include Noel Hernández and Roy Brown; see Santiago (1994: 315–19)
and Valentín Escobar (2002: 161–86—especially 167–69). 
8 “. . . sus esfuerzos no se limitan al ambiente musical; también son conocidos en
diversos movimientos inquierdosos de la ciudad. Admirablemente, música y activismo
político van de la mano con ellos.”
9 These include Anomie Mind, Bay of Pigs, Shakuan, M16, and bonifide (a graffiti writer 
in Chicago). Projects include Renegades of Punk (a rap duo that perform “spoken noise”—
electronically processed human “beat-box” with rap poetry), the Shining Path (a revolutionary
Hip Hop ensemble), and Cenen (a poet of self-described “political puerto poems”). They have
also collaborated with other political artists such as Dead Prez (New York), The Coup
(Oakland), Pocho (East Los Angeles) Los Crudos (Chicago), Public Enemy (New York),
Millions of Dead Cops, and Blackfire, a Navajo punk band from Flagstaff, Arizona.
10 Text is quoted from <<http://www.ricanstruction.net/resistance.html>>. Here, 
I make no attempt to denote mispellings or other linguistic “errors” (e.g., [sic]); for the
flipping, code-switching, and reformulation of language are central features of
Ricanstruction’s strategy of “recapturing the language of the oppressor” in order to
articulate their own ideas. Cf. Frances R. Aparicio (1997), and Flores and Yúdice (1993b). 
11 Film and video productions include Liberation Day (1997), Salsa Con Sabotage (1997),
Dream in Porto Rican/No Money Down (1998), Mad Like Farrakhan (1998), Ricanstructing Vieques
(1999), Amor+Rabia (2001), and Machetero (2003); see references for film and video sources.
12 Rivera (2000: 25) citing Bourgois (1995).

[ 268 ]

Arevalo(v10).qxd  3/1/05  7:51 AM  Page 268



Rodriguez-Rodriguez, Aixa L. 1995. Music as a Form of Resistance: A Critical Analysis of the
Puerto Rican New Song Movement’s Oppositional Discourse. Unpublished Ph.D.
dissertation, University of Massachusets at Amherst.

Santiago, Javier. 1994. Nueva ola portoricensis: la revolución musical que vivió en la década del
60. Santurce: Publicaciones Del Patio.

Serikawa, Shoni. 2001. Ricanstructing Resistance. i-propaganda magazine. Electronic
document. <http://www.ricanstruction.net/ipropaganda.html>.

Shank, Barry. 2001. From Rice to Ice: The Face of Race in Rock and Pop. In The
Cambridge Companion to Pop and Rock, eds. Simon Frith, Will Straw and John
Street, 256–71. Cambridge: Cambridge University Press.

Singer, Roberta 1983. Tradition and Innovation in Contemporary Popular Music in New
York City. Latin American Music Review 4(2): 183–202.

Torres, Andrés and José E. Velázquez, eds. 1998. The Puerto Rican Movement: Voices from the
Diaspora. Philadelphia: Temple University Press.

Turino, Thomas. 2000. Nationalists, Cosmopolitans, and Popular Music in Zimbabwe.
Chicago: University of Chicago Press.

Valentín Escobar, Wilson A. 2002. El hombre que respira debajo del agua: Trans-Boricua
Memories, Identities, and Nationalisms Performed Through the Death of
Héctor Lavoe. In Situating Salsa: Global Markets and Local Meanings in Latin
Popular Music, ed. Lise Waxer, 161–86. New York: Routledge.

Velázquez, José E. 1998. Coming Full Circle: The Puerto Rican Socialist Party, U.S.
Branch. In The Puerto Rican Movement,Voices from the Diaspora, eds. Andrés Torres
and José E. Velázquez, 48–68. Philadelphia: Temple University Press. 

Waxer, Lise, ed. 2002. Situating Salsa: Global Markets and Local Meanings in Latin Popular
Music. New York: Routledge.

RECORD I NGS

Ricanstruction. Liberation Day. CBGB Records, Ltd. 02, 1998.
Ricanstruction. Abu Jamal. AWOL 001, 1998–2002.
Ricanstruction. Operation: bootleg, Live at CBGB, NYC. Audiovisual Terrorism, 2001.
Various Artists. Struggles for Freedom. Serbian Tribe Records STR 001, 2003.

F I LM  AND  V I D EO

1. Liberation Day, produced by re-sister and vagabond and directed by vagabond, 2 min. 
49 sec. Audio Visual Terrorism/ Ugly Planet Media, 1997.
2. Salsa Con Sabotage, produced by re-sister and vagabond and directed by vagabond,
Audio Visual Terrorism/ Ugly Planet Media, 1997.
3. Dream in Porto Rican/No Money Down, produced by re-sister and vagabond and directed
by vagabond, 1 min.38 sec.; 1 min. 19 sec. Audio Visual Terrorism/ Ugly Planet Media, 1998.
4. Mad Like Farrakhan, produced by re-sister and vagabond and directed by vagabond, 
2 min. 40 sec. Audio Visual Terrorism/ Ugly Planet Media, 1998.
5. Ricanstructing Vieques, produced by re-sister and vagabond and directed by vagabond, 
26 min. Audio Visual Terrorism/ Ugly Planet Media, 1999.
6. Amor+Rabia, produced by re-sister and vagabond and directed by vagabond, 77 min.
Audio Visual Terrorism/ Ugly Planet Media, 2001.
7. Machetero, produced by re-sister and vagabond and directed by vagabond, 30 min.
Audio Visual Terrorism/ Ugly Planet Media, 2003. 

[ 271 ]

_______, and George Yúdice. 1993b. Living Borders/Buscando América: Languages of
Latino Self-Formation. In Divided Borders: Essays on Puerto Rican Identity,
199–224, 246–52. Houston: Arte Público Press. 

Garofalo, Reebee. 2002. Rockin’ Out: Popular Music in the United States. Second Edition.
Upper Saddle River, NJ: Prentice Hall.

Glasser, Ruth. 1995. My Music is My Flag: Puerto Rican Musicians and Their New York
Communities, 1917–1940. Berkeley: University of California Press.

Hampton, Wayne. 1986. Guerilla Minstrels: John Lennon, Joe Hill, Woody Guthrie, and Bob
Dylan. Knoxville: University of Tennessee Press.

Hebdige, Dick. 1979. Subculture: The Meaning of Style. London: Methuen.

Leymarie, Isabelle. 2002. Cuban Fire: The Story of Salsa and Latin Jazz. London and New
York: Continuum Press.

Lipsitz, George. 1986. Cruising Around the Historical Block: Postmodernism and
Popular Music in East Los Angeles. In Cultural Critique 5: 157–77.

_______. 1994. Dangerous Crossroads: Popular Music, Postmodernism, and the Poetics of Place.
London: Verso.

Manuel, Peter. 1994. Puerto Rican Music and Cultural Identity: Creative Appropriation
of Cuban Sources from Danza to Salsa. Ethnomusicology 38(2): 249–80.

Margolick, David. 2000. Strange Fruit: Billie Holiday, Café Society, and an Early Cry for Civil
Rights. New York: Running Press.

Moore, Robin. 2003. Transformations in Cuban Nueva Trova, 1965–95. Ethnomusicology 47(1): 1–41.

Morales, Iris. 1998. Palante, Siempre Palante! In The Puerto Rican Movement, Voices from the
Diaspora, eds. Andrés Torres and José E. Velázquez, 210–27. Philadelphia: Temple
University Press.

Not4Prophet (née Alano Baez). 2000. Dream in Porto Rican. In New Rican Voices, Un
Muestrario/A Sampler at the Millenium, eds. Jorge Matos Valldejuli and Juan Flores.
CENTRO: Journal of the Center for Puerto Rican Studies 12(1): 78.

Pacini Hernández, Deborah. 2000. A Tale of Two Cities: A Comparative Analysis of Los
Angeles Chicano and Nuyorican Engagement with Rock and Roll. CENTRO:
Journal of the Center for Puerto Rican Studies 11(2): 70–93.

Pietri, Pedro. 2000. Broken English Dreams. In Puerto Rican Obituary, 25–34. Santo
Domingo: Isla Negra Editores.

Quintero Rivera, Angel G. 1998. Salsa, sabor y control! Sociología de la música “tropical.”
México, DF: Siglo Veintiuno Editores.

Rivera, Raquel Z. 1998. Viva la Ricanstruccíon. Claridad 13 al 19 de marzo: 24–5.

_______. 2000. New York Ricans from the Hip Hop Zone: Between Blackness and
Latinidad. Unpublished Ph. D. dissertation, The Graduate Center of the City
University of New York. 

_______. 2003. New York Ricans from the Hip Hop Zone. New York: St. Martin’s Press. 

Roberts, John S. 1972. Black Music of Two Worlds. New York: Praeger.

_______. 1979 [1999 repr.]. The Latin Tinge: The Impact of Latin American Music in the United
States. Oxford: Oxford University Press.

Rodríguez-Morazzani, Roberto P. 1998. Political Cultures of the Puerto Rican Left in the
United States. In The Puerto Rican Movement, Voices from the Diaspora, eds. Andrés
Torres and José E. Velázquez, 25–47. Philadelphia: Temple University Press.

[ 270 ]

Arevalo(v10).qxd  3/1/05  7:51 AM  Page 270


