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Thirty years after its founding in 1970, the Bienal de 
San Juan del Grabado Latinoamericano y del 
Caribe found itself in a crisis.1 Interest had faded, 
attendance was low, and the Instituto de Cultura 
Puertorriqueña, which serves as organizer and host, 
was struggling with financial and ideological issues. 
Many cited a “blind adherence to a conservative 
definition of printmaking” as a crippling factor 
impeding the bienal’s ability to transform its 
aesthetic quest, despite the well-known decline of 
interest in graphic arts since the 1980s.2 Further, 
among its greatest barriers was a problematic 
structure based on national representations of Latin 
American and Caribbean nations. Participating 
artists were required to have been born in a Latin 
American country, or if a foreigner, to have resided 
in a Latin American country for the last ten years.3 
This draconian rule posed a particular challenge for 
Latinx artists born in the United States, who as 
racialized minorities struggled to find exhibition 
venues for their work. Initially intended as a form of 
cultural protectionism against the ideological 
impositions of Europe and the U.S., the system of 
national representations, which was eventually 
amended to include artists of Latin American 
“descent,” impeded a hemispheric dialogue. As 
expanding global market capital created 
transnational corridors of migration, the task of 
connecting the print cultures of the south and north 
became more urgent. This crisis, both in aesthetic 
and representational demands, precipitated the 
launch of a rebranded Trienal Poli/Gráfica de San 
Juan.  
     
This essay explores the reconceptualization of the 
Bienal de San Juan (from here on referred to as the 
BSJ) and its shift to a transnational triennial model. 
We revisit the history of the BSJ to contextualize its 

nationality and residency requirements, as well as its 
privileging of the printmaking tradition, but also how 
these facets contributed to its demise.  The second 
part of the essay considers the curatorial maneuvers, 
particularly in the first three editions of the Trienal, 
and how they worked to overcome these limitations 
through a more expansive definition of printmaking 
and a concerted effort to include Latinx artists in the 
United States. The curator Mari Carmen Ramírez, 
who led the rebranding effort, had recently launched 
the International Center for the Arts of the Americas 
at the Museum of Fine Arts Houston, and stated,  
 

We must actively involve the artistic 
production of North American Latino artists 
so as to stimulate meaningful dialogue with 
similar manifestations in countries to the 
south. Only in this way will we be able to 
achieve a true understanding of the affinities 
and differences between both traditions. The 
goal of all this, as [Tomás] Ybarra-Frausto 
suggests, is to build an unprecedented bridge 
between communities that are so close in 
blood and yet so unknown to each other.4  

 
Similarly, we contend that the Trienal Poli/Gráfica 
de San Juan positions the island as a bridge 
connecting graphic artists across the Americas. The 
bridge arises out of the Caribbean crossroads 
connecting the global south with the global north, as 
well as the east-west of the transatlantic. Instead of 
relying on national categories long associated with 
art biennials, the triennial adopts the characteristics 
of printmaking, or as they refer to them 
“poly/graphic arts,” such as multiplicity and 
circulation as categories of analysis in order to 
generate new insights on the multiple, shifting, and 
concurrent nature of identity positions of the 21st 
century. We view the transnational and expansive 
print platform ideal for fomenting a hemispheric 
dialogue that is still oddly difficult to foster in today’s 
museums. 
 
Revisiting the History of the Bienal de San 
Juan 
 
Launched in 1970, the BSJ resulted from combined 
grassroots efforts by Puerto Rican  artists and 
intellectuals, who in turn garnered the support of the 
Institute of Puerto Rican Culture as well as curator 
William “Bill” Lieberman of the Museum of Modern 
Art in New York. The biennial emerged from both a 
desire and need to establish a network and an arts 
space for discussion, interaction, and exchange. In 
doing so, its organizers intended to transform San 
Juan into one of the centers of Latin American 
graphic arts by showcasing the region’s latest artistic 
expressions while also demonstrating Puerto Rico’s 
rich artistic development.5 
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In similar fashion to biennials such as Venice and 
São Paulo, the BSJ was established as a nationally 
defined event. It set up parameters through 
residency requirements for participating artists who 
had to have either been born in a Latin American or 
Caribbean country or, in the case of foreign nationals 
had to meet a minimum ten-year residency in the 
region.6 Beyond logistical reasons, these 
requirements served several purposes. They 
emphasized the importance of a Latin American 
identity through nationality and residency 
restrictions. At the same time, the residency 
requirement opened up participation to foreign 
nationals who lived in the region to partake in the 
biennial. In theory, this created a broader pool of 
participants and more diverse body of work, while 
still maintaining the exhibition within the 
parameters of Latin America. It was also through 
these residency restrictions that a majority of its 
organizers believed that they could distance 
themselves, and more effectively, resist the dominant 
frameworks of U.S. and European hegemony.7 The 
dissociation with the U.S. art market and federal 
government shifted throughout the years dependent 
on who was at the helm of the biennial’s 
organization. 
 
The BSJ’s identity based model came into question 
when several Chicanx artists submitted work in 1979 
for the fourth installment and were turned down on 
the grounds of nationality and residency restrictions. 
The rejected artists questioned the purpose of these 
requirements and their demands for inclusion were 
amplified by the local press in Puerto Rico.8 The 
desire of this group of Chicanx artists to participate 
at the BSJ brings to light the shift in the politics of 
identity for Latinx artists reclaiming a bi-cultural 
identity--U.S. American and Latin American--after 
being marginalized by both cultural spheres. The 
attention garnered by their claims led BSJ organizers 
to modify the rules in 1981 making the fifth biennial 
the first in which Latinx artists could officially 
participate.9 Despite changes in the rules, the 
Chicanx artists accepted in the fifth exhibition were 
listed in the catalogue as Mexican, connecting them 
to their country of descent, instead of their 
politicized identity as a Chicanx ethnic minority in 
the U.S.10 
 
The BSJ distinguished itself from numerous other 
biennials by focusing on Latin American printmaking 
through a general exhibit and two homage 
exhibitions: one that honored a Latin American and 
a second honoring a Puerto Rican artist.11 This focus 
on Latin American production helped reinforce 
Puerto Rico’s cultural nationalism —such as history, 
Spanish language, Hispanic culture, and religion—
within the region. The organizers’ decision to focus 

on the medium of printmaking was based on Puerto 
Rico’s rich artistic production inherited from postwar 
state-building projects, which included graphic arts 
workshops established by the local government 
beginning in the 1940s.12 These were complemented 
by a sizable number of privately funded artist-led 
galleries and workshops that emerged just a few 
years later. Furthermore, the founding of private and 
public collections, in addition to newly established 
fine arts programs at several university campuses 
throughout the island, provided more ways of 
obtaining formal artistic education. This meant that 
by the launch of the BSJ in 1970, Puerto Rican artists 
could draw from two solid decades of locally 
produced artistic printmaking, which they viewed as 
both a tradition and a national form of art.13 
 
At a wider scale, the popularity of the graphic 
medium at a global level in general, and Latin 
America more specifically, was due to several 
converging political and economic influences. In 
Latin America (and Puerto Rico), the postwar 
economic boom had led to the establishment of 
higher education art programs and cultural 
institutions, as well as the development of criticism 
and art historical scholarship. A renewed interest in 
printmaking also presented a conscious resistance to 
artistic trends such as Abstract Expressionism, as 
well as conceptualism, coming from Europe and the 
U.S. Graphic arts also gained popularity for their 
populist ideological underpinnings. This reading of 
printmaking as the voice of the people was based on 
the medium’s inherent characteristic of 
reproducibility and circulation, which served as an 
accessible platform for communication and 
community education. Many Latin American artists 
chose to emphasize these ideas through the use of 
less costly materials, which reflected their political 
and economic reality.14  Increased interest in the 
graphic medium also helped stimulate collaborative 
and communal production through collectives 
leading to rich transnational support networks 
established during this period.15 Thus the organizers’ 
choice to focus on printmaking for the BSJ seemed 
almost natural given the medium’s place in Puerto 
Rican and Latin American arts production. 
 
Since its inception the BSJ struggled with its purpose 
and curatorial model while trying to remain relevant. 
Changes in aesthetic practices and taste paired up 
with controversy of local politics, arts funding cuts, 
and issues with the biennial’s internal organization 
meant that it was constantly in flux. As the art world 
experienced a “biennial boom” in the 90s, which 
marked the worldwide proliferation of art biennials 
and the emergence of the globetrotting curator, 
Puerto Rican artists, critics, and historians involved 
with the BSJ expressed their concerns about its 
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relevance.16 Leadership had failed to adapt to 
changing art world trends during the late 20th and 
early 21st centuries. Traditional printmaking had 
been in decline due to technological advances and 
new media. Most importantly, biennial models 
organized around national representations had 
proven problematic and no longer viable through the 
rise of neoliberalism and a steady stream of 
migrations. After its 13th edition, administrators, 
curators, and organizers of the BSJ finally admitted 
defeat, realizing that if their biennial were to survive, 
it could not continue to function in its current state. 
The Institute for Puerto Rican Culture appointed the 
Houston-based Puerto Rican curator Mari Carmen 
Ramírez with the responsibility of reconceptualizing 
the exhibition. 
 
Rebranding the Trienal 
 
Mari Carmen Ramírez’s inaugural edition of the 
Trienal in 2004 was a massive undertaking that was 
charged with rethinking printmaking in the 
expanded field. Her curatorial team, which included 
Justo Pastor Mellado, Harper Montgomery, José 
Roca, and Margarita Fernández Zavala, had to 
embrace the digital as well as the conceptual shifts 
that displaced the art object in favor of discursive 
efficiency. The notion of the polygraphic developed 
out of an understanding that there is now an 
“unlimited capacity to generate, process, and 
distribute images in an interactive, multimedial way 
through a broad array of supports, which include but 
are not limited to paper.”17 In addition to expanding 
the graphic art parameters, which had once been 
limited to traditional 2-dimensional techniques in 
relief, intaglio, planographic, and stencil printing, 
Ramírez’s Trienal sought to remap artistic relations 
beyond the limits of geography and nationhood.18 
She was adamant that Puerto Rico’s colonial 
condition required a strategic position on cultural 
and economic exchange. The new structure of the 
Trienal embraced the major demographic changes in 
the U.S. through a symbolic capital operation that 
would account for the transnational and highly 
mobile nature of artists in the twenty-first century. 
She titled her exhibition Trans/Migrations: 
Graphics as Contemporary Art to emphasize this 
geopolitical shift.19 Trans/Migrations was organized 
around four conceptual axes: Rebuttals, works that 
emerge out of conflict; Grids, works which addressed 
physical and mental maps; Insertions, interventions 
in public spaces, including the internet; and Off 
Register, which reflected the counterpoint between 
the tradition of printmaking and the desire to 
experiment beyond the norm. 
 
Among the more than eighty individual artists and 
collectives included in the exhibition, the provocative 

prints of Chicanx artist Rupert Garcia stood out in 
the section titled Rebuttals.20 Despite being 
considered one of the masters of Latinx graphic arts 
in the U.S., Garcia was ineligible to participate in the 
BSJ for many years having been born in French 
Camp, California in 1941. After serving in the U.S. Air 
Force, the Mexican American artist studied fine arts 
at San Francisco State College (now University) with 
photo-realists and Pop artists. But as art historian 
Ramón Favela asserts, “Garcia appropriated the 
pictorial devices and premises of pop art and 
subverted them from a Chicano and Third World 
perspective to serve his aesthetic and ideological 
ends, which were very different from the cool 
detachment and politically disengaged ‘neutrality’ of 
Anglo-American pop artists and their legacy.”21 
Garcia’s signature graphic style adopts a minimalist 
aesthetic, reducing figures to basic one-color stencils, 
while appropriating the language of advertising to 
incite more politically engaged questions. Moreover, 
as founder of one of the first campus-based 
screenprinting workshops in the U.S., he would go on 
to train a number of prominent artists including 
Juan Fuentes.22  
 
Garcia’s prints are considered precursors of 
postmodern strategies that came to prominence in 
the 1980s through the work of a new generation of 
artists such as Daniel Joseph Martinez, also featured 
in this edition of the trienal. The etching and 
collagraph Black Man and Flag (Fig. 1) is 
representative of his period of active involvement 
with the Third World Strikes at San Francisco State, 
known as the longest student strike in the nation’s 
history when students fought for the 
institutionalization of Ethnic Studies curriculum. 
Garcia’s vertical flag appears to be mourning with 
deep black stripes resembling prison bars and the 
red silhouette of a Black Panther activist in the 
canton. The critic Lucy Lippard views these icons as 
“monuments, to the accomplishments, and 
sometimes sufferings, of those portrayed, as well as 
visual homages to their intellectual or social 
courage”.23 Other work shown at the Trienal 
included Decay Dance (Fig. 2), an ironic play on the 
word decadence that distorts the portrait of the 
Mona Lisa over the Quaker Oats figure, and 
comments on Greenbergian modernism’s 
distinctions between high and low art.24  
 
While Garcia’s work builds on the aesthetic activism 
of the long sixties and the Third World politics of San 
Francisco, his debut at the Trienal eschewed the 
framework of nationalism, in his case Chicanx 
nationalism, in favor of creating hemispheric 
connections. It was a rare opportunity for visitors to 
see his work alongside the work of the New York-
based Uruguayan printmaker Luis Camnitzer (b. 

185



♯11    second semester 2017: 183-191       

 

   
The Island as a Bridge: Reconceptualizing the Trienal Poli/Gráfica de San Juan / Tatiana Reinoza – María del Mar González 

 
 

1937), the Puerto Rican Antonio Martorell (b. 1939), 
and the Peruvian workshop E.P.S. Huayco.25 Rather 
than focus on the identity of the makers, or the 
specific national context that informed their work, 
this section of the Trienal brought together printed 
objects that responded to various forms of political 
and armed conflict such as those witnessed in 
Garcia’s homage to black radicalism and Camnitzer’s 
photo-etchings relating to chemical warfare deployed 
by the U.S. military in Vietnam.26 The enduring 
qualities of graphic art to contest dominant forms of 
power were expanded through conceptual gestures 
such as the ephemeral footprints of Jennifer Allora 
(b. 1974) and Guillermo Calzadilla (b. 1971), known 
as Allora y Calzadilla, which graced the cover of the 
Trienal catalogue, and whose performance-based 
work protests the U.S. military maneuvers at the 
Island of Vieques. The Trienal facilitated a socially 
engaged hemispheric dialogue among these 
intergenerational artists. 
 

 
 
Fig. 1. Rupert Garcia, Black Man and Flag, 1967, Etching 
and collagraph on Rives BFK paper, 43,18 x 45.72 cm 
image; 53,34 x 55.88 cm sheet, edition of 5. Courtesy of the 
Rena Bransten Gallery. 
 

The Brazilian curator Adriano Pedrosa was the 
artistic director for the second edition of the Trienal 
in 2009. Pedrosa and his curatorial team, which 
included Jens Hoffman, Julieta González, and 
Beatriz Santiago Muñoz, placed greater emphasis on 
generating print culture through experimental 
practices with commissioned artist books, posters, 
magazines, wall papers, as well as a number of solo 
and group exhibitions centered around newspapers, 
flags, personal archives, and money bills. Among the 
most successful projects the team oversaw the 
creation of a Trienal journal titled Número Cero that 
consisted of six issues, each edited by an artist or 

curator. Rita Gonzalez, a media artist, and curator of 
contemporary art at the Los Angeles County Museum 
of Art, edited the fifth issue and invited artists, 
curators, and art historians to “summon from 
memory an important but no longer extant journal 
that had informed their own scholarship or 
practice”.27  Their short reflection essays appeared 
side by side with the cover of an ephemeral journal. 
Drawing on novelist Roberto Bolaño’s quest for a lost 
poet and her magazine in The Savage Detectives 
(1998), Gonzalez titled her issue Caborca (Figs. 3 
and 4). Her edition of the journal seemed to 
perfectly embody the Trienal’s ambition to create a 
dialogue between north and south print cultures. It 
was a subtle and poetic gesture that nonetheless 
produced these accidental, albeit orchestrated, 
encounters between Latin Americans and their 
diasporic communities in the U.S. Presented in the 
specially commissioned reading room that formed 
part of the Trienal in San Juan, her issue possessed 
that ripple effect of a pebble in the water as it 
proliferated through multiple archives in the 
aftermath of the exhibition, making its way to the 
special collections of libraries across the continent. 
 

 
 
Fig. 2. Rupert Garcia, Decay Dance, 1969, Color 
screenprint on white wove paper, 63,18  x 48,26 cm image; 
66 x 50 cm sheet, edition 50-75. Courtesy of the Rena 
Bransten Gallery. 
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Figs. 3 and 4. Cover and table of contents, Número Cero 
5 Caborca, San Juan, Instituto de Cultura Puertorriqueña, 
2009. Courtesy of Rita Gonzalez. 

 

In its pages, we found art periodicals with truncated 
histories cut short by financial or political situations, 
anecdotes of journals that altered career paths, and 
mythical stories of journals yet to exist. The art 
historian C. Ondine Chavoya contributed an entry on 
the Detroit Artists Monthly, specifically the February 
1978 issue dedicated to the “father of correspondence 
art” Ray Johnson (Fig. 5). The double-portrait on 
the cover presents a profile view of Johnson with a 
photo-postcard of Patssi Valdez, the renowned artist 
and member of the East L.A. avant-garde group 
ASCO, dangling from his right ear. For Chavoya, 
encountering this journal was significant because it 
provided proof that ASCO’s work circulated within 
avant-garde networks, given Johnson’s use of ASCO’s 
No-Movie as wearable mail art.28 However, the 
omission of ASCO’s or Patssi Valdez’s identity in the 
image or the pages of the journal, which included a 
lengthy interview with Ray Johnson stating he had 
chosen a “color photograph of a very beautiful 
woman with an intense look on her face, sort of 
Spanish with red lipstick and makeup...leering at the 
camera,” but unable to remember the source, as 
illustrative of the obscurity of Chicano art collectives 
in the U.S., even when they remain in plain view.29 
To pick up the bilingual issue and read Chavoya’s 
account next to Gabriela Rangel’s notes on Rayado 
Sobre el Techo (Venezuela) or Cristián Silva’s 
discussion of the poetics of Quebrantahuesos (Chile) 
spoke to broader hemispheric experiences of artistic 
subcultures mediated through the language of print. 
Gonzalez made it seem effortless, though it was likely 
a project requiring months of production between a 
large team, and the Trienal was at the center of this 
mediation. 
 
As New York-based curator Deborah Cullen argues, 
“Since the early twentieth century, Caribbean, 
Latino, and Latin American artists have been 
creating and participating in ‘contact zones’ 
[following Mary Louise Pratt], workshop spaces 
dedicated to collaborative graphic practice in which 
artists hailing from diverse homelands can talk with 
one another, learn and collaborate”.30 Cullen served 
as the chief curator of the third edition of the Trienal 
in 2012, and titled her exhibition The Hive to reflect 
on the legacy of the collaborative workshop. The 
curatorial concept derived from her experience 
working in Robert Blackburn’s Printmaking 
Workshop. The son of Black Jamaican immigrants, 
Blackburn (1920-2003) championed experimental 
printmaking through his lithography workshop, 
founded in New York in 1948, as well as his role as 
the first master printer of Universal Limited Art 
Editions, where he collaborated on projects with 
Robert Rauschenberg, and Larry Rivers, among 
others. Inspired by Blackburn’s collaborative model, 
Cullen used these “contact zones” to foreground 
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“hard-to-categorize sites” across the Americas and 
unlike previous curators placed greater emphasis on 
co-authored projects such as Beta-Local in San Juan, 
SOMA in Mexico City, and Grupo Mondongo in 
Buenos Aires. 
 

 
 
Fig. 5. Cover, Detroit Artists Monthly, February 1978. 
Courtesy of the Ray Johnson Estate. 

 
Among the projects presented at the Antiguo Arsenal 
de la Marina Española, Cullen included a group 
portfolio titled Manifestaciones by the art collective 
Dominican York Proyecto Gráfica (Fig. 6). Founded 
in 2009, the DYPG brought together New York 
artists of Dominican descent to debate their 
experiences in the diaspora. The group intentionally 
reclaimed the once pejorative “Dominican York”, a 
diction used by upper class Dominicans to disdain 
their working class and migrant counterparts as an 
undesirable and criminal underclass. While 
Dominicans are the fastest growing ethnic group in 
New York City, as relative newcomers, they lack a 
cultural infrastructure and are often overshadowed 
by the long-term presence and representational gains 
of Nuyoricans, that is New York-based Puerto 
Ricans. The disparity is particularly acute in the 
artistic realm where Nuyoricans have fostered 
institutional venues such as Taller Boricua and El 
Museo del Barrio since the 1960s. Invoking their 
growing presence and their intention to stay, the 
artist Scherezade García (b. 1966) transforms 

Manhattan’s modernist grid into a tropical playscape 
with palm trees rising out of Central Park in Day 
Dreaming/Soñando Despierta (Fig. 7). To see the 
DYPG prints in the port of San Juan, and through the 
prism of Robert Blackburn’s sage example, mobilized 
the interconnections of Caribbean diasporas often 
fractured by their various linguistic and colonial 
histories. The Trienal bridges these island nations 
and their dispersed communities to reflect on the 
historical and contemporary relevance of these 
printed transnational “contact zones.” 
 

 
 
Fig. 6. Installation view of Dominican York Proyecto 
Gráfica, Manifestaciones, 2010, portfolio of 12 prints, 
edition of 25, 27,94 x 38,1 cm. Courtesy of Pepe Coronado. 

 
Conclusion 
 
These curatorial maneuvers, which expand our 
definitions of printmaking and account for the 
transnational mobility of artists, illustrate the ways 
in which the Trienal Poli/Gráfica de San Juan serves 
as a bridge forging a hemispheric dialogue between 
Latinx and Latin American artists. Transforming the 
Bienal de San Juan into the Trienal Poli/Gráfica 
meant moving beyond the parameters of traditional 
printmaking and the national representation 
frameworks inherent to the biennial platform. These 
changes are particularly significant because fostering 
a hemispheric dialogue remains an uncommon 
practice in today’s museums. After all nationality and 
identitarian paradigms structure most twentieth 
century collections, and racism, sexism, and classism 
play a role in the collection-making process. 
However, recent initiatives such as the Pacific 
Standard Time exhibitions sponsored by the Getty, 
among them Home--So Different, So Appealing 
(2017), Radical Women: Latin American Art, 1960-
1985 (2017), and Mundos Alternos: Art and Science 
Fiction in the Americas (2017) are working to 
redefine these curatorial models to conceive of 
cultural production from de-centered and 
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multimodal perspectives. These initiatives, much like 
the Trienal, will inevitably affect the composition of 
21st century collections. 
 
We often fail to consider how the Trienal operates as 
a mega-exhibition, and as such takes part in larger 
shifts happening in the global biennial circuit. 
Among the more recent examples of curators 
departing from nationality restrictions, we can turn 
to the 53rd Venice Biennale (2009), in which curator 
Nicolaus Schafhausen commissioned the British 
artist Liam Gillick (b. 1964) to exhibit in the German 
Pavilion. The unprecedented maneuver caused much 
criticism and head turning, as well as praise from 
critics citing the internationalization of the art world 
as just cause to question national artistic 
competitions in the Giardini.31 But it would be naive 
to assume the globalization of the art world, and the 
continuous expansion of the unregulated art market, 
positions these mega-exhibitions on an equal playing 
field. Puerto Rico’s colonial condition and the 
devastating austerity measures imposed by the 
United States on the island territory dramatically 
affect its cultural infrastructure and ability to sustain 
the sponsorship of the Trienal. 
 
Relatedly, our essay focused on the Trienal’s 
hemispheric aims through the lens of Latinx artists 
in the United States. Neoliberal trade policies have 
caused major demographic changes in the U.S. with 
increased migrations from Latin America. Now more 
than ever it is important to “build an unprecedented 
bridge between [these] communities” to understand 
their connection beyond the economic realities of 
migrations and remittances.32 The Trienal offers an 
island bridge where the print cultures of the south 
and north converge. For many Latinx artists it is 
their first opportunity to find common ground with 
artists from Latin America, and to move beyond the 
cultural nationalist paradigms of the 1960s. This 
shift follows the emergence of post-identity 
exhibitions of artists of color in the U.S., including 
Freestyle (2001) at the Studio Museum in Harlem 
and Phantom Sightings: Art After the Chicano 
Movement (2008) at the Los Angeles County 
Museum of Art. However, the politics of display in 
presenting the synchronicity of the graphic arts of 
the north and south cannot undo the decades of 
cultural disenfranchisement of racialized minority 
artists in the U.S. nor can it equalize the uneven 
development of cultural infrastructure in Latin 
American cities far from the metropolitan centers 
such as São Paulo or Buenos Aires. We must also 
admit how in many ways the Trienal’s island bridge 
is an operative fiction, an idealization of Jose Marti’s 
Nuestra America that every three years for three or 
four months places these cultures in conversation. To 
exhibit in the Trienal is to engage in a dialogue about 

these differences, to understand the asymmetrical 
relations of their particular social contexts, to be 
wary of essentialisms, and to remain vigilant of 
imperial interlocutors. That is precisely why it is an 
operative fiction worth making a continuous reality 
to connect the graphic arts with everyday life across 
the Americas. 
 

 
 
Fig. 7. Scherezade García, Day Dreaming/Soñando 
Despierta, 2010, Inkjet and screenprint, 17,78 x 22,86 cm 
image, 27,94 x 38,1 cm paper, edition of 25. Courtesy of the 
artist. 

 

Notes 
                                                 
1 The name Bienal de San Juan del Grabado 
Latinoamericano was amended in 1984 to include “y del 
Caribe”. The change coincided with the launch of the 
Bienal de La Habana, which focused on Latin American 
and Caribbean nations. 
 
2  Mari Carmen Ramírez, “Stamping (Molding) Marks: The 
San Juan Triennial Tracking the New Century”, in 
Trans/Migrations” Graphics as Contemporary Art, San 
Juan Poly/Graphic Triennial: Latin America and the 
Caribbean. San Juan, Instituto de Cultura Puertorriqueña, 
2004, p. 15. 
 
3 1ra Bienal del Grabado Latinoamericano en San Juan 
Puerto Rico, San Juan, Instituto de Cultura 
Puertorriqueña, 1970. 
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