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Those of us now engaged as teaching artists and co-learners have the joyful responsibility to begin reimagining the future of actor training in this country, which includes centering the lived experiences and stories of our students who identify as members of historically marginalized communities. Latinx Actor Training is an invaluable resource for all theatre practitioners who seek to bring their full, authentic selves to their creative work. This book inspires a genuine sense of hope that, in art as in politics, intentionally making space for diverse voices to lead the conversation will result in greater liberation for all of us.

Walton Wilson, Professor in the Practice, Acting Program David Geffen School of Drama at Yale

I wish I’d had a resource like this to ground me and guide me. If we want a robust field full of voces artísticas in all their multifangled complexity, essays like these will help pave the way.

Quiara Alegría Hudes, Pulitzer Prize-winning playwright and writer of In the Heights




Latinx Actor Training

Latinx Actor Training presents essays and pioneering research from leading Latinx practitioners and scholars in the United States to examine the history and future of Latino/a/x/e actor training practices and approaches.

Born out of the urgent need to address the inequities in academia and the industry as Latinx representation on stage and screen remains disproportionately low despite population growth; this book seeks to reimagine and restructure the practice of actor training by inviting deep investigation into heritage and identity practices. Latinx Actor Training features contributions covering current and historical acting methodologies, principles, and training, explorations of linguistic identity, casting considerations, and culturally inclusive practices that aim to empower a new generation of Latinx actors and to assist the educators who are entrusted with their training.

This book is dedicated to creating career success and championing positive narratives to combat pervasive and damaging stereotypes. Latinx Actor Training offers culturally inclusive pedagogies that will be invaluable for students, practitioners, and scholars interested in the intersections of Latinx herencia (heritage), identity, and actor training.

Cynthia Santos DeCure is a bilingual actor, and voice, speech, dialect coach specializing in culturally inclusive pedagogies in actor training, accents, and dialects. She is an Associate Professor Adjunct of Acting at David Geffen School of Drama at Yale University, certified as Associate Teacher of Fitzmaurice Voicework® and teacher of Knight-Thompson Speechwork. A member of SAG/AFTRA and AEA with over 30 years of acting experience, Cynthia has an M.F.A. in Acting from CSULA and a B.A. in Acting from University of Southern California. She is co-editor of the award-winning anthology Scenes for Latinx Actors.
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Foreword

This book could not have been written during the 1960s, when Chicano and Latino theatre movements were developing across the country. However, as Professor Chantal Rodriguez points out in Chapter 1, those movements did not emerge in a vacuum; theatrical performances have been a part of Spanish-speaking and Indigenous cultures of las Americas for centuries. However, after the arrival of the Spanish colonizers, those theatricals were performed in Spanish and did not attract the attention of English language theatre producers or scholars until the late 1960s. As the first Chicano to earn a doctorate in Dramatic Art in 1974, my path was clear: to teach at a research university, develop courses in Chicano theatre, and direct plays, while most importantly documenting the evolution of Chicano theatre as it was happening. Initially, my focus was on Chicano theatre but as this volume reveals, the movement became multicultural and Pan-American. Today, the popular term is Latinx, the new iteration of these multiple identifiers.

One of the joys of reading the chapters in this book is the way in which the authors all speak of Familia, a family of scholars and artists who have made a life in the theatre, sometimes against all odds. Few of the contributors to this collection were already performing, directing, or producing Latinx theatre when I started my academic career in 1970. Indeed, some of the contributors were not yet born. Other contributors have trajectories that began in the 1970s and their narratives are distinct, as pioneers who paved the way for the current generation. Although I do not know some of the more recent contributors, their essays make me want to learn more about each and every one of them. So prepare yourself for honesty, sincerity and passion above all, passion with a purpose.

This volume represents the incredible intellectual and artistic growth in the field of Latinx theatre performance and training. Most of us have heard the following exclamation from a non-Latinx: You Latins are SO passionate! Although this sounds very stereotypical, it usually comes from a well-meaning person, sometimes as a microaggression. So what did the contributors in this volume do? Through a variety of actions, they turned and continue to turn their passions into a purpose with every character they interpret or create on the stage or the page. Another through line is the process of collaboration that infuses so many of these essays. Many of these contributors know one another; some met when they began their journeys and the idea of training became more than a dream, as possibilities opened up from coast to coast and on the island of Puerto Rico.

In the mid-1970s, when I first joined the American Educational Theatre Association, the predecessor to what became the Association for Theatre in Higher Education (ATHE), I was the only Chicano at the annual conferences. As the name indicates, ATHE is an international organization for theatre artists, educators, and scholars to share their work through papers, workshops, publications, etc. I also started attending the American Society for Theatre Research (ASTR) conferences in the same period. Again, I was the only Chicano, speaking for theatre that came from Chicanas and Chicanos. As the lone Chicano at these conferences, I was often asked to speak for my people, as if we were a monolithic group. Each essay relates, quite vividly, some of the distinctions between Latinxs. But be aware that much has changed since the early period.

As the field of Latinx theatre continued to grow and evolve, the idea of professionalism was taking hold. The mainstream (read: white, male) artistic directors’ indifference to plays by or about the Latinxs began to change when Joseph Papp of the New York Shakespeare Festival produced Miguel Piñero’s Short Eyes on Broadway in 1974 and the Center Theatre Group and Teatro Campesino co-produced Luis Valdez’s Zoot Suit in Los Angeles and New York City in 1978–1979.1 Motivated by the critical and financial success of these plays and Zoot Suit’s record-breaking run in Los Angeles, some non-profit mainstream theatre companies began to show an interest in what Latinos were writing and began to solicit their plays. Some of us decided to play in the Big House. This practice can be termed either mainstreaming or infiltrating, depending upon one’s point of view as well as the results of such alliances. The cultural map was expanding to include plays about the Chicano, Puerto Rican, and Cuban communities of the country, slowly exposing non-Latino audiences to these little-known populations, some of whom could trace their American ancestry back centuries.

I call the 1980s the beginning of the professional stage of Latinx theatre. Instrumental to that development, the Ford Foundation began to bolster what was then being called Hispanic-American theatre in the United States and Puerto Rico. One of the most important initiatives of this effort was a fully funded National Hispanic Theater Conference in San Antonio, Texas, in 1986. That meeting brought together theatre artists, directors, producers, and funders to discuss the state of Hispanic-American theatre. One hundred thirty representatives of the leading and emerging theatre groups from across the country and Puerto Rico attended the San Antonio meeting. There were keynote speakers, panels, workshops, performances, and other activities that ushered in the next phase of Latinx theatre in this country. Actor training was among the major topics.

Prior to the 1986 conference in San Antonio, the Chicano teatros were performing mainly to their respective communities from California to the mid-west, while the Puerto Rican and Cuban groups in the Northeast and South Florida also played to their particular audiences. I observed that there was no love lost between the conservative Cubans and the more progressive Chicanos and Nuyoricans (Puerto Ricans living in the boroughs of New York), who shared leftist politics. But this two-day gathering demonstrated how much the participants had in common. Alliances were formed, connections were made, and everybody returned to their respective communities and companies with renewed enthusiasm. This was a major step in bringing the Four Corners (including the southeast corner of Puerto Rico) together, reviving an important Indigenous relationship with La Tierra, Nuestra Madre (Mother Earth).

When the Ford Foundation published a report on the state of Hispanic theatre in the mainland and Puerto Rico in 1988, it was clear that there were a number of Latinx theatre companies that were artistically sound but financially in trouble.2 In response, the Theatre Program of the Ford Foundation began to offer grants to teatros to enhance their fiscal management. The Director of the Theatre Program asked if I would moderate two meetings of the 12 leading companies and I gladly agreed. The first meeting was held in San Juan Bautista, California, December 5–7, 1986, and the second meeting was held in San Juan Puerto Rico, June 12–17, 1987. The main topic of discussion would center on Artistic Direction in Hispanic-American Theatre. These historic meetings were attended by The Founders, leaders in the field, individuals who had begun their trajectories in the 1960s.3 They will all be mentioned in this book.

Alongside the noble efforts aimed at Hispanic theaters, the Ford Foundation also began to pump funds into mainstream theaters for their Hispanic Projects. Theaters across the country vied for these dollars as well as for major funding from the Rockefeller Foundation and the Lila Wallace Reader’s Digest Fund, among others. As you read these chapters, you will note that several people in this book participated in many of the projects across the country. These projects became important development tools for Latino playwrights and theatre artists across the country. As a participant in many of these initiatives, as a director or an observer, I noted that as the years passed, the quality of acting was improving. Two of the most important projects were INTAR’s Hispanic Playwright-in-Residence Laboratory, run by the late Maria Irene Fornés, and the South Coast Repertory’s Hispanic Playwright’s Project.4

Language was a major concern for teatros across the country. Companies like Repertorio Español and Thalía in Manhattan, and Miami’s Teatro Avante were producing their works in Spanish only, while INTAR (International Artists Relations) was producing Latin American plays in English only. The Puerto Rican Traveling Theatre began by taking plays to the people, performing outdoors; the other groups were performing indoors, to a more educated and affluent audience base, eager to see their plays in the language of the homeland.5

Language has always been a consideration for Latinx writers and artists if they want to reach the working-class communities, who are generally native Spanish speakers and/or recent emigres from south of the border. In the earliest stages of Chicano and Nuyorican theatre, the actos (brief, satiric sketches) or plays were generally bilingual. You will read about the use of code-switching in this book. The earliest plays reflected how many Latinx families communicated in a combination of English and Spanish. This was prevalent in the Nuyorican communities of Manhattan. The Puerto Rican Traveling Theatre performed in both languages with plays by contemporary Nuyorican or Puerto Rican playwrights as well as Spanish plays from a variety of countries. Another New York company, the Repertorio Español (Spanish Repertory), performed Spanish Golden Age classics, in the original verse. In terms of the Cuban or Cuban-American theaters, the language was generally Spanish, often in classical text or contemporary plays from Cuba, also, of course, en español.

Language is one of the most obvious topics that these contributors share. As you will read, language can be a challenge for an actor who learned to speak English as a second language and wants to perform mainstream plays, which call for a standard American accent, or a third-generation Latinx who self-identifies as Latinx but who does not speak Spanish. Being told by a non-Latinx person that you’re different is almost a universal for Latinxs. Or the more common question from a non-Latinx person is Where are you from?

What these chapters confirm is that Latinx actors of all backgrounds and language proficiencies have to work hard to achieve their goals as artists, as teachers, and as spokespeople for their communities. Sometimes, a Latinx actor who is fluent in both Spanish and English will perform in the same play, changing languages from one performance to another. You will read how this issue is or is not addressed in reference to Latinx actors. Some of the authors are native-born Spanish speakers while others’ first language is English. Further, there are degrees of language abilities as well as differences in what Spanish is required in a play, depending upon the actor’s background and training. Having directed plays with the same cast in both languages, the majority of actors have told me they prefer the play en español. Of course, both Spanish and English are beautiful languages but there is something about performing in Spanish, especially for the Spanish speakers in the audience whose appreciation for the language is palpable.

In the early period there were very few Latinx plays in print and few critical studies of the field in English because the majority of scholars writing about theatre from Las Americas were Spanish literature professors, publishing in Spanish or Portuguese. Further, those professors wrote about the text, generally, not the acting, unless they had witnessed the play in either Latin America or the United States. But eventually, English-speaking theatre scholars began to pay attention to live theatre from Latinx playwrights. We now have so many books, anthologies of critical essays, and articles about all aspects of Latinx theatre published in a variety of scholarly journals—not to mention plays—that we cannot teach them all in a year, which is another reason why this book is so important to the field. Professors Santos DeCure and Espinosa are leaders in the field of training professional and graduate student actors in acting, voice, speech, and dialects. Their journeys, like so many of the contributors, began as actors on stage, television, and film. And like almost all of the contributors, their early experiences as students were difficult, as marginalized or ignored in the classrooms or auditions. Now they, and the contributors to this unique volume, are the mentors bringing to the world of theatre studies this, the first book of its kind in Latinx actor training.

The chapters in this collection are varied, including contributions by actor practitioners, movement practitioners, producers, scholars, performance theorists, directors, and playwrights. The format includes round-table discussions as well as interviews. All of the essays are written from the heart, eager to share their journeys. The contributors had wonderful teachers and not-so-wonderful teachers and directors but their foci are always on the positive. It is important to recognize where the contributors are coming from, both literally and figuratively. In the early period, the three major Latinx groups in the United States had roots in Mexico, Puerto Rico, or Cuba. By the turn of the 21st century, we began to see plays by Dominicans, Salvadorians, and combinations of Latinx cultures, including Afro-Latinxs, finally coming to the fore as representatives of the African diaspora in Las Americas—and many whose backgrounds are bi-cultural or multi-cultural.

For years, producers and directors, as well as university theatre professors, would say There are no Hispanic plays or There are no Hispanic actors. That was then, this is now. And the list does not include the number of plays that have been published since Luis Valdez’s first play The Shrunken Head of Pancho Villa was first produced in 1974. As the field evolved from performance-centered to plot and character-driven plays, Latinx playwrights were writing plays that challenged the actors. Most importantly, the characters in these plays were no longer stereotypes and if they were, it was for a reason.

In conclusion, I think the underlying message in this collection is that the Latinx actor often stands apart, in the wings, as it were, hoping to be noticed. Some of the contributors learned by what we used to call, OJT, that is, on the job training. They learned by doing as well as by observing. They also learned by infiltrating theatre departments and regional theaters, as this volume attests. The authors in this book represent some of the people who have built communities of actors, playwrights, directors, designers, and producers who know the distinctions, sometimes subtle, at other times, stark, between the cultures represented in this collection and beyond. This long-awaited anthology centering the Latinx actor will inspire more serious examinations of this kind: actor training that is inclusive of all communities and cultures that represent the many faces of the United States.

Jorge A. Huerta, Ph.D.,


Notes


	Zoot Suit was produced on Broadway in 1979 but closed after a five-week run due to mostly negative reviews. See Broyles-Gonzalez, Chapter 4, for an excellent discussion of the evolution of Zoot Suit during this period. What is important to note here is the fact that although the play did not fare well on Broadway, the Los Angeles run lasted 11 months, longer than any other professional platy in Los Angeles at the time.

	The Ford Foundation commissioned an assessment of Hispanic Theatre in 1986–1987. See Joanne Pottlitzer’s monograph Hispanic Theater in the United States and Puerto Rico. A Ford Foundation report, 1988. ISBN 0–916584–33-X.

	The following founders have since passed: Rene Buch, (Repertorio Español, NYC), Miriam Colon (Puerto Rican Traveling Theatre, NYC), Max Ferra (INTAR NYC), and Carmen Zapata (Bilingual Foundation of the Arts, Los Angeles, California). Other participants who are no longer with us are Tony Curiel (Teatro Campesino) and Ruben Sierra (The Group Theatre, Seattle, Washington).

	The South Coast Repertory’s Hispanic Playwrights Project was initiated under the direction of José Cruz González and later guided by Juliette Carrillo. Among the more prominent Projects were Teatro Meta, Old Globe Theatre, San Diego, California; Latino Theatre Initiative, Center Theatre Group, Los Angeles; Latino Theatre Lab, Los Angeles Theatre Center; New York Shakespeare Festival, Festival Latino; Hispanic Playwright’s Project, South Coast Repertory, Costa Mesa, California. Of these, none exist today. The only project that still exists is the San Diego Rep’s, Teatro Sin Fronteras.

	For an analysis and history of INTAR, the Puerto Rican Traveling Theatre and Repertorio Español, see Elisa de la Roche, ¡Teatro Hispano! Three Major New York Companies, Garland, 1995.
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In 2010, Ellen Margolis and Lissa Tyler Renaud, in their book The Politics of Actor Training, highlighted the need to create scholarship that analyzes policies, practices, theory, and pedagogy of the 21st-century American actor training. The essay Identity Politics and the Training of the Latino Actors1 illuminated the challenges Latinx actors encounter when training, including the systemic erasure of language and identity, which lead to diminishing pathways of success and visibility. Our book, Latinx Actor Training, continues the long-needed conversation to ameliorate the ongoing struggles and develop pathways for success.

This book was born out of the urgent need to address the inequities in training that we experienced and witnessed in academia and the industry. We are actresses-scholars, madres, and teatristas who met over a decade ago and bonded when we saw our students perpetually measured by Eurocentric values. We have developed a lasting collaboration as colleagues in the field and allies in the struggle for social justice for Latinx actors and narratives. To that end, we work from an anti-racist ethos and commit to a hemispheric awareness and the centering of people of the Global Majority/BIPOC2 as we seek to realign actor training to have a more diverse and global perspective. This book seeks to re-imagine and restructure the practice of actor training by inviting culturally inclusive forms and deep investigation into heritage and identity practices.

We acknowledge that we are not alone in this struggle, and several scholars and artists have forged pathways for change, such as the published scholarship by Black Acting Methods, Intercultural Acting and Performance Training, and A Korean Approach to Actor Training, among others. Their work along with that of We See You White American Theatre, and many more social justice warriors, continues to shed light on the disadvantages that BIPOC actors face. Acting is action, and we offer this book as a collective call to action.

This book is needed today more than ever. Latinx representation on stage and screen has remained disproportionately low despite the population growth. In the United States, Latinx actors are underrepresented on screen, accounting for an average of 6 percent of roles in television and film,3 and on stage less than 4 percent,4 even though we comprise 62.1 million,5 or 18.5 percent, of the nation’s population and are projected to reach 106 million by 2050.6 The vicious cycle of these continuing low numbers is disheartening and unacceptable. They confirm a systemic invisibility of Latinx actors across the industry.

Since the inception of Latinx Theatre Commons (LTC) in 2013, we have joined the LTC’s efforts to champion the visibility of Latinx artists. We laud the work and scholarship of the LTC, which has advanced the craft of Latinx creatives through its convenings. With Latinx Actor Training, we contribute to their efforts to transform the narrative by intentionally centering the Latinx actor, along with Latinx practitioners and pedagogues who guide them in training.

In assembling this book, we have brought together scholars and practitioners of theatre to offer historical, pedagogical, and theoretical approaches to the practice of acting. We seek to redefine the scope of our community and positively recast the perception of our work. The book includes 25 chapters to examine our intersectional and multidimensional identities and practices, and although it is not all-encompassing, we strive to bring the scholarship forward and invite further investigations. The range of expertise our community possesses is not always represented in traditional academic publishing; thus, in this collection, you will find academic scholars, practitioners, and theatre makers authoring chapters.

This book uses the synonyms Latinx, Latine, and Latino/a to be inclusive. We welcome unidimensional terminology. The variety of economic, social, and political ideologies of Latinidad demands self-identification. Our 2019 collection, Scenes for Latinx Actors, describes Latinx identities as hyphenated, multiple, constructed, reclaimed, colonized, vilified, commercialized, internalized and inevitably evolving with the intersectionality of race, class, gender, sexuality, and politics.7 We stand by the usage of Latinx because it offers an inclusive attitude toward gender and sexual identities, celebrates the vast expression and experiences of our community, and embraces intersectionality. We acknowledge that there are arguments for and against its use, but we believe Latinx provides the possibility of expansion within the bipartite of cultural heritage and American identity.

Dr. Jorge Huerta, professor emeritus at the University of California, San Diego, draws on his expertise in Chicano and Latinx theatre to offer a foreword to the chapters in this book. We begin with historical and theoretical perspectives in Latinx actor training that may not be widely known. Finally, the most extensive section offers a myriad of lenses into the practice of acting through the Latinx experience. The contributors of this book display a variety of writing styles from pedagogical examinations to narrative formats in order to mirror the diverse expression of our community. Spanish and Spanglish—sounds that are often omitted in classrooms of training—are interlaced in these chapters to make language visible.

In this collection we offer new perspectives, curricular innovations, and reconfigurations of traditional approaches to empower a new generation of Latinx actors, and to assist educators who are entrusted with their training. We hope Latinx actors and communities find themselves represented in this book, which can foster a sense of belonging that comes from understanding one’s history. We anticipate that Latinx actors will read these pages to find culturally competent mentors, coaches, and champions to help them navigate training toward a clearer pathway of academic and professional success. Finally, we are optimistic that this book will bring visibility to Latinx creatives and champion positive narratives to combat pervasive and damaging stereotypes. Ultimately this book is for all who are dedicated to creating culturally responsive pedagogy. We strongly believe that if we change the training, we change the industry.


Notes


	Micha Espinosa and Antonio Ocampo-Guzman, Identity Politics and Training of Latino Actors, in The Politics of American Actor Training, eds. Ellen Margolis and Lissa Tyler Renaud (New York: Routledge, 2010).

	BIPOC stands for Black, Indigenous, and People of Color.

	An average of 6 percent according to the UCLA Hollywood Diversity Report 2022 (2021 television and film 7 roles) and the 2021 USC Annenberg report (5% of film roles between 2007 and 2019). Darnell Hunt and Ana-Christina Ramón, Hollywood Diversity Report 2022, socialsciences.ucla.edu, March 24, 2022, https://socialsciences.ucla.edu/wp-content/uploads/2022/03/UCLA-Hollywood-Diversity-Report-2022-Film-3-24-2022.pdf.

	Ariana Case, Zoily Mercado, and Karla Hernandez, Hispanic and Latino Representation in Film, uscannenberg.org, September 13, 2021, https://assets.uscannenberg.org/docs/aii-hispanic-latino-rep-2021-09-13.pdf.

	According to the Actors Equity Diversity and Inclusion report of 2020, and the AAPAC Visibility Report of 2018–19 reported, Latinx actors worked 3.46 and 3.9 percent, respectively, of all the jobs reported. Total—Actors’ Equity Association, Actors Equity Association Diversity and Inclusion Report 2020, November 18, 2020, https://actorsequity.org/news/PR/DandIReport2020/diversity-and-inclusion-report-2020.

	Pew Research Center reported a projected change in the US Hispanic (Latinx) population by 2050 from 133 million to 106 million, still reflecting an increase of double the population of the reported 2020 US Census. Jens Manuel Krogstad, Census Bureau Lowers Forecasts for Hispanic Population Growth, Pew Research Center, September 4, 2020, www.pewresearch.org/fact-tank/2014/12/16/with-fewer-new-arrivals-census-lowers-hispanic-population-projections.

	Micha Espinosa and Cynthia DeCure, Scenes for Latinx Actors: Voices of the New American Theatre (Hanover, NH: Smith and Kraus, 2018), 23.
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1Ancestral Echoes Excavating Latinx Histories in Actor Training
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In the fall of 2020, amidst an online year at the David Geffen School of Drama at Yale, I attended a meeting of El Colectivo, the School’s student Latinx affinity group.1 As Associate Dean of the School I support student life including affinity groups, and as Associate Professor Adjunct of Dramaturgy and Dramatic Criticism, I teach a variety of courses, including Latinx Theatre. During the meeting, I was chatting with an international student from Mexico who is enrolled in the Technical Design and Production program, and they asked if I knew about Nancy Cardenás, a famous alum from the school. I was not familiar with her, and the student recounted how friends and family in Mexico, upon hearing that they were coming to Yale to study Drama, immediately mentioned Nancy and that they were going to her school. The student explained that Cardenás was a famous artist from Mexico, who studied directing at Yale in 1961, and was well known for her work as an actress, playwright, poet, and director. She catapulted to queer icon status when she became the first woman to publicly declare that she was a lesbian on Mexican television in 1973. I felt a sense of pride knowing that this trailblazer trained at Yale, and then immediately wondered why I had never heard that she was an alum. Later that year, Sebastián Eddowes Vargas, a then first-year M.F.A. candidate in Dramaturgy and Dramatic Criticism, profiled Cardenás in the School’s annual alumni magazine. Reflecting on her art, he states, Nancy’s words are urgent. We keep invoking her voice, as ancestor and queer mother. Creating genealogies to feel less alone, to open a space for us, for those who are on their way.2

The process of uncovering Latinx ancestors in theatre training, particularly in predominantly white institutions, is challenging. Archives are incomplete and unstable. As we try to discover those who have come before, we scan surnames of alumni in an imperfect search for their traces. We know that Latinx representation is complex and must be understood in terms of cultural, linguistic, geographic, ethnic, and racial categories. We also know that it might be impossible to uncover lineages that may have been obscured as a means of survival. Archives and oral histories become key tools for Latinx students, faculty, and staff seeking confirmation that they walk in the steps of their collective ancestors as they work to also leave imprints for those who are on their way.

I’m writing this essay from my personal perspective as a Latina who originally began my education in the theatre with the goal of being an actress. My path toward studying the history of Latinx theatre was sparked by a course on August Wilson’s Century Cycle taught by Professor Aldo Billingslea at Santa Clara University. As the best academic courses do, it served as a catalyst for me to learn more about the many theatre histories that I had not yet been exposed to as I marveled at Wilson’s brilliance. I felt compelled to seek out Chicano/Latinx theatre histories and play a part in documenting and teaching them.3 While I consider my acting training fundamental to my work as a dramaturg, educator, and administrator, I have often wondered how my training might have progressed had I been exposed to the works of Dolores Prida, María Irene Fornés, Luis Valdez, René Marqués, and so many others earlier in my studies. I coupled my formal academic training in the doctoral program of Theater and Performance Studies at UCLA, with post-graduate professional work with the Latino Theater Company in Los Angeles, which served as a training ground for me and so many other artists. I offer this exploration as a contribution to spark further scholarship documenting the influence and impacts of Latinx actor training histories. There is no singular history so as an entry point, I engage two key threads: highlighting some of the historic and contemporary training opportunities offered by Chicano/Latinx theatre companies, and exhuming key institutional Latinx theatre initiatives and programs, which have led to experiments with new models in training for Latinx actors.


Chicano/Latinx Theatre Companies as Fertile Training Grounds

In tracing influences of Latinx actor training, it is vital to honor the legacy of companies who have preserved and developed performance traditions, and created laboratories on their stages for actors to train. Revered scholar Nicolás Kanellos has expertly documented the early history of Spanish-language troupes and resident companies throughout the late 19th century across the United States. These companies engaged in diverse theatrical forms from Latin America including the pastorela, juguete, zarzuela, circo, revista, carpa, and religious and historical dramas.4 Contemporary Chicano/Latinx theatre is most often understood as emerging in the 1960s and 1970s with activist theatre companies on both the East and West coasts, using theatre as an artistic tool for social justice. As a Chicano/Latinx theatre movement emerged, companies grew in their aesthetic and political approaches to the work which has led to a wide spectrum of theatre-making practices. Through Chicano/Latinx and Latin American ensemble-based practices in these companies, many Latinx actors have gained experience in approaches to performance including but not limited to the development of rasquache aesthetics, devised work, naturalism, magical realism, documentary theatre, heightened language, bilingual theatre, agit-prop and political theatre, avant-garde theatre, ritual drama, and so much more within embodied artistic and cultural practices. What follows serves as a roll call of key companies across the United States that have served as training grounds for Latinx actors seeking culturally rooted storytelling models that expand beyond traditional European models. This list is by no means exhaustive, but in its scope I hope it will inspire an understanding of the immense breadth of this essential work.

The history of El Teatro Campesino (ETC) and its role in the development of the Chicano Theatre Movement on the West Coast have been well traversed by scholars like Jorge Huerta and Yolanda Broyles-González, who chart its seismic impact on the field. Originally created as a theatre by, for, and about farmworkers, the life of the teatro itself became a formative training ground for people who may have otherwise never considered themselves actors. Focusing on three branches—professional arts, community arts, and arts education—ETC continues to center access to the theatre for artists at all stages of their development. Most recently, the publication of Luis Valdez’s Theatre of the Sphere: The Vibrant Being has given theatre practitioners unprecedented access to a model of actor training developed by Valdez, that reflects a syncretic practice blending Aztec and Mayan philosophy, along with Mexican and European performance traditions.5 ETC inspired the creation of teatros across the country, many of which began as student groups in colleges and universities. Two other foundational companies rooted in the teatro tradition are Su Teatro in Denver Colorado and Borderlands Theater in Tucson Arizona. Su Teatro is the third oldest Chicano theater in the county, founded as a student theatre group at the University of Colorado at Denver in 1972. Led by Executive Artistic Director Tony Garcia, the company’s mission is the preservation of the cultural arts, heritage, and traditions of the Chicano/Latino community.6 In providing theatre training in acting, singing, technical elements, playwriting, directing, music, and movement, their Cultural Arts Education Institute aims to teach the next generation of teatro students the skills necessary for success.7 Borderlands Theater also traces its roots to the teatro movement with many of its original members having been part of the Chicano group Teatro Libertad in the 1970s. Borderlands Theater was officially founded in 1986, by Barclay Goldsmith and has been committed to the development and production of theatre and education programs that reflect the diverse voices of the U.S./Mexico border region.8

On the East Coast, the history of the Puerto Rican Traveling Theatre (PRTT), founded by Míriam Colón in 1967, and Pregones Theater, founded by Rosalba Rolón and a group of artists in 1979, is also well documented as being rooted in the power of the artistic collective, honoring the richness of Puerto Rican culture and a commitment to Latinx-centered artist training.9 Central to the foundation of both companies, which merged in 2014, has always been an educational branch dedicated to training Latinx actors. The famed Raúl Julia Training Unit, founded in 1969 as the Training Unit, was originally the leading place for Latinx actors to train in New York. The program continues through innovative partnerships with groups like R. Evolución Latina and the SITI Company, and approaches to interdisciplinary actor training.10 International Arts Relations, better known as INTAR, is another pillar of Latinx theatre on the East Coast. Founded in 1966 by Max Ferrá, INTAR is committed to nurturing the professional development of Latinx artists. INTAR’s programs include a New Works Lab and Unit 52. Created in response to the lack of Latinx actors in Actor’s Equity Association, Unit 52 is a key program for actors of color to hone their skills with legendary artists at INTAR for free through a year-long training program.11 One notable collaboration inspired by connections made at INTAR is the birth of the LAByrinth Theater Company, originally known as Latino Actors Base, which was founded at INTAR in 1992 by a group of actors who wanted to expand their artistic limits and engage in more inclusive forms of storytelling to challenge the boundaries of mainstream theatre.12

The desire to work in an ensemble method is also central to the history of the Latino Theater Company in Los Angeles which also has roots in the Chicano Theatre Movement. Originally created as The Latino Lab in 1985, Artistic Director José Luis Valenzuela initially brought together 22 Latinx actors to rehearse and read Latinx plays.13 While the core ensemble has changed in size over time, the company continues to provide access to training opportunities for artists at all stages of their careers.14 The Latino Theater Company also operates the Los Angeles Theatre Center (LATC), a multi-theater complex in downtown Los Angeles. Through their stewardship of the LATC, the company works to give Latinx actors a home for the development of new work. The company’s educational programming includes rigorous training for high school students through a Youth Summer Conservatory and the Play at Work after school program. Most recently the company announced an innovative partnership with Los Angeles Mission College for a directed study course with founding artistic director and UCLA Emeritus Distinguished Professor José Luis Valenzuela, including attending productions at the LATC.15

Another key company in Los Angeles is Casa 0101 in Boyle Heights, which was founded by Josefina López in 2000 and has become a leading organization in Los Angeles dedicated to providing inspiring theatre performances, arts exhibits and educational programs in Boyle Heights, thereby nurturing the future storytellers of Los Angeles who will someday transform the world. Since its inception, Casa 0101 has offered year-round adult and youth classes in acting and writing. In reflecting on his time at Casa, television and film actor Johnny Ortiz has said Casa is what made me. Casa is what brought me to this place in my career. When I come here I feel safe. I feel I can let everything out.16

Chicano/Latinx theatre companies have also flourished throughout Northern California and the Pacific Northwest. Teatro Milagro in Oregon was founded in 1985 by José Eduardo González and Dañel Malán. In addition to a full season of programming, its touring and arts education programs embrace a cradle to career approach in arts education and feature original bilingual plays and educational residencies.17 In San Francisco, California, Brava! For Women in the Arts was founded in 1986 by Ellen Gavin along with a group of women artists dedicated to cultivating the artistic expression of women, LGBTQIA, people of color, youth, and other underrepresented voices.18 Brava’s Artist-in-Residence program provides professional development for actors and other artists and in return, they mentor youths in the company’s education programs. Brava’s youth programming provides artists with professional training through the Mission Academy of Performing Arts at Brava. One arm of that program includes the Young Thespians Theatre Lab, which integrates instruction in acting, dance, music, and stagecraft. Another anchor of Chicano/Latinx theatre is Teatro Visión located in San Jose, California. Founded by Elisa Marina Alvarado in 1984, the company is committed to amplifying Latinx voices and through its mainstage and formal youth training programs seeks to ensure the future of Chicanx theatre by training the next generation of teatristas—skilled actors who are committed to culture-based, bilingual theatre.19

In Texas, there is another thriving landscape of Chicano/Latinx theaters. Two of the largest Chicano/Latinx companies are both in Dallas, Cara Mía Theatre and Teatro Dallas. Founded in 1985, by Cora Cardona and Jeff Hurst, Teatro Dallas supports emerging local artists through mainstage productions, festivals, and educational workshops centering on performance techniques.20 Founded in 1996 by Eliberto Gonzalez and Adelina Anthony, Cara Mía supports a resident artistic ensemble, community programs, and robust educational initiatives including bilingual touring shows, youth theatre classes, and student matinees.21

Chicago has also become an important hub for Chicano/Latinx theatre and actor training. Two companies of note include Teatro Vista and Teatro Luna. Teatro Vista, founded in 1990 by Edward Torres and Henry Godinez, was also created to address a lack of opportunities for Latinx artists and other artists of color and to explore new work by Latinx writers that challenge the actor, director, and audience.22 Teatro Luna was founded in 2000 by Coya Paz and Tanya Saracho as an all-Latina ensemble. This company is now made up to two regional ensembles in Chicago and Los Angeles, both with a rich history of developing devised work centering the lived experiences of women of color.23 Chicago’s oldest Latinx theater, Aguijón Theater, was founded in 1989 by actress/director Rosario Vargas and is an important company committed to Spanish-language theatre. In its first ten years of existence, Aguijón was headquartered at Truman College and operated as a traveling theater bringing shows to schools and community centers across the city. This company now operates out of the northwest side of Chicago and continues to produce both Latin American and U.S., Latinx work in Spanish, in addition to providing acting classes and workshops for adults and youths.24 Aguijón’s work serves as an example of another vital thread in the history of Chicano/Latinx work, Spanish-language theatre.

One of the most significant companies dedicated to Spanish language theatre in the United States is Repertorio Español, founded by René Buch and Gilberto Zaldívar in New York City in 1968. Since its inception, Repertorio Español has been dedicated to producing Spanish classics, renowned playwrights from Latin America and US Latinx writers. Repertorio primarily produces Spanish-language plays with English captions. Education and training are also fundamental to Repertorio’s mission. Their educational arm consists of a matinee and in-school residency program, which are grounded in the concept of dignidad. Inspired by both of its meanings—dignity and self-esteem—Repertorio’s educational programming aims to share the excitement of the theater with students, introduce them to their theatrical cultural heritage, challenge the lack of knowledge that exists about Latinx culture, and create a generation of future dramatists, theater artists, administrators & theater-goers.25 Another historic company in this regard is GALA Hispanic Theatre in Washington, D.C. GALA stands for Grupo de Artistas Latino Americanos and was founded in 1976 by Hugo Medrano, Rebecca Read, and a consortium of visual artists, writers, dancers, singers, musicians, and actors. Initially GALA produced fully bilingually, with plays presented in both Spanish and English but working in this way had its challenges. Eventually GALA abandoned the alternating language approach and has produced almost exclusively in Spanish. Their educational programming is also vital to their mission. Through their Paso Nuevo program, GALA offers free, year-round, bilingual theatre education incorporating acting training, playwriting, and mentorship with opportunities for public performances.26 In Los Angeles, California two pivotal companies provide training opportunities for Spanish speaking Latinx actors, The Bilingual Foundation of the Arts (BFA) and Grupo de Teatro SINERGIA, otherwise known as Teatro Frida Kahlo Theater. Founded in 1973 by Carmen Zapata and Margarita Galban, BFA produces professional mainstage plays in English and Spanish and offers in-school educational programs.27 Founded by Rubén Amavizca-Murúa in 1987, Teatro Frida Kahlo Theater stages professional bilingual productions and offers classes in advanced acting, Meisner method in Spanish, and Voice and Diction workshop in Spanish, among others.28 In giving Latinx actors dedicated access to Spanish-language production work, these theaters, and so many others like them, make a vital contribution to the training grounds available for actors seeking multilingual modes of expression.

Latinx actor training has also been profoundly influenced by Latinx playwriting initiatives and artist laboratories that have developed throughout the United States. Some of the largest Latinx theatre initiatives were developed as a result of funding programs in the 1980s and 1990s dedicated to supporting the development of Latinx work and to diversify audiences at major regional theaters. Three of the most influential programs include the Latino Theatre Initiative at the Mark Taper Forum (1992–2005), the Hispanic Playwrights Project at South Coast Repertory (1986–2004), and the Hispanic Playwrights-in-Residence Laboratory at INTAR (1981–1992).29 These programs served as fertile ground for playwrights as well as Latinx actors and directors to deepen their craft in new play development, and to nurture important networks with Latinx artists across the country. Contemporary theatre initiatives like the Latinx Theatre Commons, the Dominican Artists Collective, Latinx Playwrights Circle NYC, Arizona Theatre Company’s National Latinx Playwriting Award, and the Nuestras Voces National Playwriting Competition, to name only a few, continue this important work.

Another source of connection, training, and networking has occurred in the long history of the festival tradition in Chicano/Latinx theatre. As scholars have documented, the theatre festivals of El Teatro Nacional de Aztlán (TENAZ), the national organization made up of individual Chicano theatre companies in the 1960s and 1970s, were important sites for artistic exchange and the advancement of Chicano theatre as an artform. In addition to performances of plays, the festivals included workshops in many forms of theatre practice and often a sharing of aesthetic approaches from artists and companies across the United States and Latin America. The festival tradition has been sustained by companies like Teatro Avante in Miami, Florida, who under the leadership of Mario Ernesto Sánchez has produced the annual International Hispanic Theatre Festival of Miami since 1986. The Goodman Theatre’s Latino Festival curated by Henry Godinez, Two River Theater’s Crossing Borders (Cruzando Fronteras) Festival curated by José Zayas, Teatro Vivo’s Austin Latinx New Play Festival, and San Diego Repertory Theatre’s Annual Latinx New Play Festival are other important examples.30 Most recently the Latino Theater Company’s series of Encuentro Festivals and accompanying Latinx Theatre Commons convenings have sought to revitalize a national network of Latinx artists, producers, and scholars in communication and collaboration.31 Central to each Encuentro festival has been the sharing of artistic practice between festival artists in the spirit of the workshops of the early TENAZ festivals. These sites of embodied learning and collective practice are a vital part of the history of Latinx theatre training.

As is already evident in this brief review, many important connections have also existed between the lineage of Chicano/Latinx companies and colleges and universities. These connections created an important path for Latinx actors seeking formal training. Two historic programs include Teatro Bilingüe of Texas A&I University (now Texas A&M) in Kingsville, founded by Joseph Rosenberg and Teatro Bilingüe at California State University Sacramento directed by Romulus Zamora, both programs were active in the 1970s and 1980s and produced original bilingual work as well adaptations and translations of Latin American and Spanish plays.32 Additional examples of these partnerships include Teatro Prometeo in Miami and Teatro Espejo in Sacramento. Housed at Miami Dade College, Teatro Prometeo was a professional Spanish-language conservatory for actor training. Founded in 1985 by Teresa María Rojas, its mission was to preserve the Spanish-language and Hispanic culture through theater. For over 12 years, Prometeo offered classes at the College in Acting, Voice and Speech, Movement, Singing, Playwriting and Camera-acting Technique as well as specialized workshops.33 On the West Coast, Teatro Espejo was founded as a community theatre company in 1975 initially supported by the Washington Barrio Education Project, an educational center sponsored by Sacramento City College. Five years later Teatro Espejo became an official part of the Theatre Department at Sacramento State University, producing over 30 shows on campus under the leadership of Artistic Director and Professor Manuel José Picket until he retired in 2012. Teatro Espejo is now a non-profit organization which continues to thrive in its mission to advance the craft of teatro while honoring our traditions.34

While I have only highlighted a few of the many Chicano/Latinx theatre companies that make up the landscape, it is abundantly clear that Chicano/Latinx companies, initiatives, festivals, and programs have long provided a hub for Latinx actor training. Through the preservation of cultural performance traditions, interdisciplinary training, and opportunities for networking, many Latinx actors have found a home in these companies and others for the development of their craft. It is also important to note that given the diversity of Latinx identities many Latinx actors have found significant opportunities for training and belonging in Native/Indigenous, Black, Asian, and LGBTQ companies as well as companies dedicated to artists with disabilities, while not being explicitly Chicano/Latinx in focus.



Institutional Training Programs

In Acting in the Academy, Peter Zazzali traces the history of professional actor training in the United States, highlighting the influence of professional theatre companies, acting studios, and university training programs. Noting an increase in university programs in the 1960s, Zazzali sees the rise of these programs as interconnected with the success of the regional theatre movement and the need for resident acting ensembles. This led to the establishment of the League of Professional Theatre Training Programs—a group of 11 schools formed at universities that adhered to a set of unifying principles in training actors for the stage.35 Zazzali’s fascinating study explores how rapid shifts in the economics of regional theatre making and the commercial pathways for acting graduates have influenced the method and efficacy of actor training over time. Absent from Zazzali’s study however is an engagement with changing demographics within M.F.A. programs, barriers to entry, and the impacts of acting training on students from marginalized backgrounds.

In Chicano/Latinx theatre, there has also been a connection between the growth of theatre companies, the interest of regional theaters in Latinx work, collaboration between companies and universities, and the impact of academic training programs on Latinx actors and their success. The 1980s and 1990s saw a rise in the professionalization of Chicano/Latinx Theatre. Throughout these decades there was an increase in Latinx students formally training in university theatre programs, a robust network of Latinx theatre companies around the country, and the emergence, though not proliferation, of Latinx plays on regional stages. At this time of unprecedented opportunity, Professor Jorge Huerta, then a faculty member at the University of California San Diego (USCD) Department of Theatre, understood the need for Latinx actors and directors to train in an environment where they could honor the fullness of their being.36 Professor Huerta was the first person to earn a Ph.D. in the study of Chicano Theatre. His extensive experience in leading and working with teatros, regional theaters, and teaching in universities gave him a keen understanding of the gaps in the landscape of Chicano/Latinx actor training. Noting that no graduate programs in theatre at the time offered a specialization in Hispanic-American Theatre, Huerta proposed a new Master of Fine Arts (M.F.A.) program that would do just that.37 From 1989 to 1992, Huerta created and ran UCSD’s first, and only, M.F.A. in Hispanic-American Theatre for actors and directors, designed to meet the specific needs of a growing network of professional Hispanic-American theaters.38 Additionally, the program would prepare actors for the growing amount of work available to them in Latinx theatre companies across the United States. Most important to Huerta’s vision was that the proposed program would offer the actor and director an opportunity to express a cultural reality closer to his/her experience.39 Huerta argued that artistic directors seemed to agree on the importance of training, but that too few theatre departments had addressed, or even considered, the needs of their Hispanic students. Moreover, he lamented that from coast-to-coast, it seems that Hispanic theatre students must put aside their cultural identity and blend into the mainstream.40

In a memo to the Dean of the Office of Graduate Studies and Research, Adele Shank, Chair of UCSD’s Theatre Department, and Huerta as Head of the Hispanic Theatre Program outlined early recruitment efforts for the new program which would complement and affirm our existing affirmative action efforts.41 Their recruitment plans included campus visits as well as a brochure campaign to undergraduate theatre departments across the country with a specific focus on Hispanic-serving institutions, as well as to Hispanic theaters and cultural centers. The memo also identifies the need to reach out to other institutions with large Hispanic populations or ongoing Hispanic/Chicano programs at the undergraduate level. These programs included Teatro Espejo at California State University, Sacramento, UCLA School of Theater, University of Texas, El Paso and Texas A and I University.

The Hispanic-American Theatre Program admitted ten students in its first and only cohort, though the goal was to admit a new cohort every two years. Students followed a three-year curriculum, with the first two years being studio-oriented with production opportunities on campus, and a tour with the Department’s Teatro Ensemble, and the third year consisted of a professional residency on campus, in a local venue or on tour, a thesis production, and a professional showcase. Academically, the Hispanic-American Theatre students were meant to follow the same curriculum as the traditional M.F.A. students, but with a concentration in Hispanic-American Theatre production opportunities in both Spanish and English. Additional elements of the program included an externship with a professional theater across the country for one semester. The externship would be curated so that the student would participate as an actor or as a director in a play that is either Latino, multicultural, or an example of a theater’s non-traditional casting philosophy.42

The curriculum included traditional acting classes like Movement/Combat, Voice, Scene Study, New Plays workshop, Acting Process, and Scripts to Performance. It also included specific courses in the concentration including Hispanic-American Dialects, Hispanic-American Theatre History, Chicano Dramatic Literature, and a Teatro Seminar Course exploring the artistic, political, and financial realities of a life in the teatro. The Hispanic-specific courses were taught by Huerta and Tony Curiel, an acclaimed Chicano theatre director who was hired to the faculty for this program. Curiel was also serving as the Associate Artistic Director of ETC during the time of the program which gave the program a direct link to one of the most well-known teatro companies in the world.

[image: ]FIGURE 1.1 Copy of brochure from the Hispanic-American M.F.A. program (1989–1992), headed by Dr. Jorge Huerta (see Chapters 9 and 10 for additional reference).Credit Line: Jorge Huerta papers. MSS 142. Special Collections & Archives, UC San Diego Library.
After the summer of the first year of the program, the students went on tour to Europe and dubbed their company Teatro Nuevo Siglo (Theater of the New Century). Some of the productions they produced in their second year included María Irene Fornés’ The Conduct of Life, Milcha Sanchez-Scott’s Roosters, and both a bilingual and fully Spanish production of La Maestra by famed Colombian teatrista Enrique Buenaventura. Some of the externship placements included San Diego Repertory Theatre, Mixed Blood Theatre, Latino Chicago Theatre, Bilingual Foundation of the Arts, Magic Theatre, Eureka Theater, and San Francisco Shakespeare Festival. Students also secured internships at significant Chicano/Latinx companies including ETC, El Teatro de la Esperanza, and Repertorio Español.

[image: ]FIGURE 1.2 Copy of brochure from the Hispanic-American M.F.A. program (1989–1992), headed by Dr. Jorge Huerta (see Chapters 9 and 10 for additional reference).Credit Line: Jorge Huerta papers. MSS 142. Special Collections & Archives, UC San Diego Library.
A variety of challenges impacted the program’s success which led to not recruiting a second class, though the entire cohort of ten students did graduate from the program. Issues ranging from funding, sharing of space, and challenges with meeting the needs of all students in both M.F.A. programs led Huerta and the Department’s leadership to determine that the program was simply not feasible without more resources. When Huerta originally proposed this program to the university, he noted that he was the only Chicano professor in the theatre department. With the appointment of Curiel he received important support, but it was still not enough to sustain the intense demands required to run the program effectively. His proposal also explicitly stated that the new program would share the department’s facilities and equipment equally with the other M.F.A. disciplines to avoid having a Hispanic corner of the department. After two years of the program, it was clear that without additional space, staff, and increased enrollment in design disciplines for example, it was impossible to provide the program production support in an equitable manner.

[image: ]FIGURE 1.3 Copy of brochure from the Hispanic-American M.F.A. program (1989–1992), headed by Dr. Jorge Huerta (see Chapters 9 and 10 for additional reference).Credit Line: Jorge Huerta papers. MSS 142. Special Collections & Archives, UC San Diego Library.
Feedback from students in the Hispanic-American Theatre program expressed frustration with aspects of the curriculum and a lack of clarity about issues ranging from casting to course schedules. In an open letter posted on a department call board, a design student who was not a member of the Hispanic-American Theatre program addressed the Chair of the Department and cited issues of concern with the program. These concerns included Hispanic students being denied opportunities in the larger theatre department; the status of the two M.F.A. programs as inherently unequal; a desire to have an integrated student body while preserving the integrity of both programs; a call for instituting an African-American and an Asian-American program which would benefit all students; and a need for the school to provide training in the skills necessary to understand differences across boundaries.43

Student and faculty concerns led to a review of the program in the spring of 1991 to determine the best path forward. Ultimately, the department shuttered the Hispanic-American Theatre M.F.A. but vowed a commitment to continue to support the recruitment and training of Hispanic students. Moreover, Shank expressed the need for the Department of Theatre to embrace a multicultural approach to recruitment and curriculum offerings and committed to supporting courses in Hispanic-American, African-American, and Asian-American dramatic literature along with a commitment to producing a season of plays that would enrich the education of a diverse student body. Though the Hispanic-American Theatre M.F.A. program was short-lived, it remains an important moment in the history of Latinx actor training as it attempted to address historic inequities with radical structural change, and also illuminated many in the process. In looking at contemporary models of Latinx actor training within academic institutions, I believe Huerta’s M.F.A. program is an ancestor to many contemporary programs that are providing the distinct production opportunities that he was envisioning. One such program is Duende CalArts.

Established in 2009 by Marissa Chibás, Acting faculty member in the School of Theater at California Institute of the Arts (CalArts), Duende CalArts is an initiative of the CalArts Center for New Performance dedicated to developing and producing innovative work emerging from Latinx and Latin American communities and sources.44 Inspired by Federico García Lorca’s articulation of duende, the program invites students to work with established and emerging artists from Latin America and the United States to develop new projects at the Center for New Performance. While Latinx actors at CalArts follow the same curriculum as their cohort, Duende CalArts gives them a space to engage in a form of theatre making that at once honors ancestral roots while also inviting students into collaboration to wildly experiment.
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