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Natalia Lassalle-Morillo’s practice develops across localities and narra-
tives, merging theatrical performance, experimental film, and partici-
patory research. Bringing theater-based methodologies into the camera,
she rehearses an alternative historiography that revises collective rela-
tionships to the past, and simultaneously foregrounds the creation of
new mythologies and fictions. In En Pardbola/Conversations on Tragedy,
Natalia reassembles the Greek myth of Antigone in collaboration with

a cast of non-professional actors who reside in Puerto Rico and in New
York City’s Puerto Rican diasporic community. Developed through a
multi-year process of collaborative theatrical rehearsal and experimen-
tal filmmaking, the work emerged through the cast’s revising, re-writing,
and performing of the myth of Antigone inspired by their lived and in-
herited experiences of migration and belonging.

Taking the form of a multi-channel film installation and a live perior-
mance series, £n Pardbola seeks to connect these communities after
decades of geographical fragmentation, colonial erasure, dispossession,
and cumulative environmental, economic, and political tragedies. This
exhibition presents the first chapter of £n Pardbola, a multi-channel film
that chronicles the New York City-based cast reimagining the myth of
Antigone from their own perspectives. Commissioned after an Artist
Research Residency at Amant in 2022, the film weaves together fiction-
al and non-fictional narratives, layering documentation of the rehearsal
process with behind-the-scenes footage and staged reenactments per-
formed by the cast themselves.

Inspired by the original discourse of dramatic tragedy as a forum for com-
munal catharsis, Parts I and II of En Pardbola use theater and rehearsal

as a platiorm through which to bring two casts together. Natalia and her
collaborators deconstruct the Greek dramatic structure, using it as a cre-
ative device to explore the complexities of the Puerto Rican diasporic
experience and the interconnected challenges faced by diverse migratory
journeys. Together, they imagine a future for the play’s mythological
characters wherein they survive the tragedy—a future that aligns with a
Puerto Rican post-disaster imaginary in which new definitions of sover-
eignty and freedom are possible.

Through participatory efforts to reshape collective memory, En Pardbola
proposes theatrical rehearsal as a site of speculation and reunion, where
Puerto Ricans can revise, unlearn, experiment, and build narratives, wo-
ven from their lived experiences. Re-envisioning sovereignty as an afiec-
tive citizenship that exists beyond geographical boundaries, this project
is fundamentally an invitation to exercise our right to imagination and
the potentialities of fantasy and fiction.

En Pardbola is part of Rituals of Speaking, a film-led series exploring how
artists represent the voices of others through collective storytelling.

All programs are presented and commissioned by Amant with addition-
al support irom the Mellon Foundation and a fellowship granted by

the Center for Puerto Rican Studies at Hunter College, in collaboration
with Princeton University. With additional curatorial guidance from
Natalia Viera Salgado.



Interview 1. (Feb.10.2024)
Natalia Viera Salgado &
Natalia Lassalle-Morillo

Natalia Viera Salgado: Could you share the jour-
ney to develop E£n Pardbola and elaborate on the
evolution of this project?

Natalia Lassalle-Morillo: I trace it back to 2017 after
Hurricane Maria. [ was in California, living my own
strange diasporic experience very far away. I think
it's the farthest that I have felt from Puerto Rico. I
was part of this kind of spectatorship of disaster of
what was happening in the archipelago. Nothing
really made sense to me, and it was really difficult
for me to adjust and be present. At that moment

[ was pursuing a master's in theater directing at
CalArts. And my mother, Gloria, said to me “you
know, maybe this is a good time for you to read
Greek tragedies.” And I think she said it because
in my journey studying theater, my focus has been
experimental and political theater, not the dramat-
ic canon. So I began to read and consume these
tragedies. It was strange, because even though
Greek tragedies are considered the canon and
they were written almost 2,000 years ago, there's
something about them that seems contemporary.
There is this piling up of time, where everything
happens simultaneously after this moment of
catastrophe. A Thebes that is so overcome by the
grief of human beings, but also grief of a land that
no longer is, and that will never be anymore. So

I started thinking about tragedy in the context

of Puerto Rico. And also how it was developed in
ancient Greece as a forum of communal catharsis,
where you would bring diverse human experienc-
es—the people that went to war and the people
that stayed in the city-state—together. Greek
tragedies were also a control mechanism devel-
oped by the government. But I set this aside and
focused on how this could be a form that could
bring people who embody different experiences

of PuertoRicanness. I also became interested in
how one becomes an actor and a witness, because
in the aftermath of this catastrophe, [ wanted to
know how this experience was going to live in our
bodies. Over time, I started walking away from the
narrative of Hurricane Maria and thinking about
the tragedy from a more macro perspective. [
realized that one of the biggest tragedies in Puerto
Rico is the cascading displacement, which leads
not only to geographical fragmentation but also

to historical fragmentation and a fragmentation of
the collective memory. I began to think about how,
even though these communities are developed in
isolation of each other, they share a mutual desire
for the same things—freedom and sovereignty.

NVS: So when did the idea of rehearsals
come in?
NLM: [ began to think about the communal

forum of conversation and discourse,

and about rehearsal as a way to unite
the diasporic and archipelagic communities
through the act of theater making. What happens
when you bring folks that identify or relate to
Puerto Rico in different ways together to create
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something and allow the differences to coexist?
Antigone then became a unifying portal, a way to
ground the conversation in this myth.

Then as part of the residency program at Amant

in 2022, I began to work closely with Ruth Estévez,
who has a very direct connection to the myth of
Antigone because of her extensive research on the
representation of Antigone in Latin America. I be-
came much more interested in this back and forth
between New York and Puerto Rico, and in spend-
ing time with Puerto Ricans that lived or that are
descendants of folks that grew up around where
Amant is standing right now (East Williamsburg/
Bushwick). This led me to an extended process that
included historical research, as well as gathering
oral histories and testimonies. From there, I shifted
to a process of “casting,” anchored in what I refer
to as “open rehearsal.” I carried these out in both
Puerto Rico and New York. This is how the cast of
collaborators that I'm working with was formed.

NVS: How did working with non-actors
in this project shape the cast-
ing process, and how were roles
renegotiated?

NLM: My interest in working with non-ac-

tors comes from my desire to work

with my mom. You know when you
do something and don’t realize you've been doing
it for such a long time? When I started working
with my mom, I realized that I had ten years of act-
ing training that I rejected. I became more interest-
ed in, for example, working with my mother, who
is not a “trained artist,” but who is very much an
artist in her own right, and how her life experienc-
es could influence her process of becoming another.
She was a housewife and she also was what I call
“a clandestine artist,”. Before becoming a house-
wife, she worked in a pharmaceutical company.
I'm curious as to what would happen if she was
provided with acting tools. How would she take
on her personal history, how would she perform
it, how would she interpret herself as a charac-
ter? She didn’t have access to an arts education
because her life led her to choose other priorities.
I wanted to know what would happen if she had
a tool kit that allowed her to be present with the
character she wanted to play, but also allowed her
to disconnect and take care of her emotions, be-
cause as an actor you become an acrobat of feeling.

With En Pardbola, 1 wanted to use theater and
rehearsal in the context of the Puerto Rican
experience to create an alternative historiography
that's more grounded in the sensorial and affective
bonds, as opposed to a history that's based on the
primacy of what has been written. I wanted to
work with folks who have lived through migratory
experiences and allow their perspectives to be
foregrounded, along with their mythologies and
fictions. Since [ am not a Puerto Rican from New
York City, I wasn’t interested in coming here for
two months to develop a project. [ wanted to
develop a connection and a bond that could be
sustained over time.

NVS: How were these rehearsals/inter-
views conducted, and how was the
cast selected?

NLM: I spent almost a year conducting

interviews and spending time with

people. Learning about their experi-
ences, their memories of water, and their dreams.
After these months of interviews, I felt ready to
start holding “open rehearsals”. These were par-
ticipatory readings of Antigone. The goal was to
read the play, but I had already carved out different
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interruptions, or what we call “incisions,” in the
play, which opened it up to a collective conversa-
tion about the participants’ experiences of dis-
placement and migration or would prompt them
to think about how they would fictionalize the sto-
ry, or how they would reassemble or adapt parts of
the story themselves. Participants were invited to
come up and respond to an intervention, after say-
ing the word “agua,” and were also welcomed to
interrupt the reading with their own provocations.

I invited many of the people I interviewed to these
rehearsals, and most of the people who came did
not identify as artists. For most it was their first
time being part of a theatrical rehearsal. They didn’t
come because they were interested in Antigone;
they came because they wanted to share a space
with other Puerto Ricans. This is how I became
closer to the people that are now part of the core
group of collaborators.

NVS: Can you talk about the structure
that you used for this project?
NLM: I had to create a methodology for it

because it didn't exist. There's a part

of my practice that is very influ-
enced by the structure that [ unconsciously creat-
ed in order to work with my mom. I pair this with
theatrical training, which includes everything from
physically based acting training and trust-building
exercises to acting exercises and writing exercises
that are anchored in autobiographical writing. Part
of my practice is influenced by Augusto Boal’s
Theatre of the Oppressed, so there’s a part of me that
is responding to that history of political theater.
But before going into the rehearsal process, I had
to borrow and design different acting exercises
that were focused on trust building. After these
first rehearsals, I focused on how to get the cast
to work with the autobiographical and turn it into
the fictional. This project and collaboration was
truly born from building effective intimacy, as op-
posed to the intellectualization of concepts. When
thinking about ideas regarding Puerto Rican citi-
zenship and sovereignty, I think of how gathering
spaces and collaborative processes like this project
rehearse some kind of affective citizenship—one
that is anchored in a shared relationship to a land,
to memory, as opposed to one that is designed by
geographical and political boundaries.

NVS: Was there formal training or were
there instances of chance and
improvisation?

NLM: It incuded a lot of writing and a lot of

stream-of-conciousness writing. We
also did acting training, and I had the honor of
brining my colleagues Jorge Sanchez and Kairiana
Nuriez Santaliz to work with the New York Cast.
Kairiana led an open workshop at Amant, which
helped the cast connect with their bodies and
find nuances in the characters they were creating.
During rehearsals, because there was so much
voicing of emotions that hadn't been voiced before,
it was necessary to work with a vocal instructor.
That's when we invited multi-instrumentalist Xenia
Rubinos to give a vocal workshop for the cast, also
open for the broader community at Amant.

The process began with these questions: How do
you consent to become another? What is your
process of consenting to become another charac-
ter, and who is the character in the original myth
of Antigone that you would like to consent to
become? After this prompt, we started thinking
deeply about Antigone and proposing alterna-
tive futures for the play: What would happen if
Antigone didn't die? What would happen if the



characters of the story survived this tragedy?
Greek tragedy usually ends with death. Raquel,
one of the collaborators, was the one who brought
this up. “Why do they have to die? Why don’t we
give them an opportunity to have a future, an al-
ternative life beyond the tragedy?” Her questions
guided us to work collectively in envisioning a fu-
ture for these characters after their shared tragedy,
which intersected in many ways with the futures
they envisioned for themselves, as Puerto Ricans.

After working individually with each one of them,
I became more like a dramaturgical director. There
were days when I was leading rehearsal, and oth-
ers where [ would sit and listen to them, and they
would take me on a journey.

NVS: Could you expand on the importance
of the circle and the parabola?
NLM: The parabola is a curve that is formed

between two points, especially when

an object is thrown up in the air and
falls on the ground in a different place. This process
is composed of many parabolic relationships, in
which I throw something and a collaborator throws
something back, and a dialogue is formed. The re-
lationships between Puerto Ricans in the archipel-
ago and its many diasporic communities and nodes
are also parabolic. Even though there's Puerto
Ricans that never come back to the archipelago
after they leave, or that have never had the oppor-
tunity to return, there’s a spiritual and metaphysi-
cal back and forth. There is an exchange, a longing,
a continuous going back to this place, in its real or
imaginary form. This figure became a guiding prin-
ciple for how these conversations and relationships
between collaborators coincided. The circle relates
more to how the multi-channel film is presented.
It's inspired by the communal gathering spaces and
the amphitheatrical experience in theater, where
people gather together to witness. In our rehearsals,
we always sat in a circle, as the shape allows you
to see and take in everybody present in the space.
Circles also reference cycles of migration and of
erasure in our history, and in our process, we asked
each other about how to break these cycles.

NVS: Can you elaborate on the concept of
the tender archive and its relation to
the project?

NLM: My intention behind this project was

to propose an affective historiogra-

phy that was born from the bonds,
intimacy and trust. It was not born from the
intellectualization of concepts, but actually from
a very visceral, sensorial, emotional, and affec-
tive place. An accumulation of affects. The term
“tender archive” I borrowed from a text written by
Olivia Michiko Gagnon, introduced to me by my
dear friend Elisa Peebles. The emotional and the
affective take precedence over the logical and the
intellectual—this can lead us towards imagining
different futures for ourselves and different ways
of recording a history not based on facts.

NVS: Can you elaborate on your process
for selecting rehearsal locations?
NLM: It is crucial to me to think deeply

about the context I'm working in, to

reflect on the history of this neigh-
borhood but also on the livelihood and history of
the Puerto Rican people who live and once lived on
this land. This led me to reflect and commune with
a broader history of migration, movement, and
displacement within the Bushwick, Williamsburg,
and greater Brooklyn areas, which connects the
history of the collaborators of this project to many
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generations of peoples who once inhabited this
land. We have American citizenship which facil-
itates a mobility and a back-and-forth relation-
ship, even though this citizenship, as most Puerto
Ricans know, is an Achilles heel. Historically the
Puerto Rican migration has been prompted by
labor—this is the case in Operation Bootstrap, and
most recently, the economic crisis resulting from
environmental and political disaster is the reason
why most folks migrate.

When pertaining to Puerto Rico specifically, I
think we're at times imprisoned by ideas around
political status and nation-building and sover-
eignty that perhaps do not align with who we are
as a people, with our fluidity, and in-between-
ness. So rehearsal for me is anything that allows
for you to experiment and try out different ways
of being. Our rehearsal started out in the space
where the film is installed, and then the rehears-
als were staged outside. We rehearsed in the the-
ater, in Inspiration Point, in Washington Heights,
in the Gowanus Canal. The sites changed depend-
ing on where the story was leading us. I was also
interested in seeing the process of filmmaking,
too, as a ritual of rehearsal. The cast would sug-
gest their own ideas of how the scenes they wrote
should be filmed. Also, the New York based cast
came to Puerto Rico and stayed with me for a
week. It became a wild one-week shoot through-
out the entire island. We went to Sabana Grande,
Guanica, Campamento Tabonuco in Jayuya, and
Sabana Grande.

NVS: Can you expand on the importance
of visual dramaturgy and visual
narrative?

NLM: There's a visual narrative, and then

there is a process of building the

narrative that emerges from a col-
laborative dramaturgical process. If they pro-
posed that a scene would take place in a specific
location, I would go alone with my camera to film.
It became a dramaturgical exercise where [ was
trying to relate to these places because they were
important to my collaborators. I would also ask
them (and they would also propose) images that
they imagined accompanying certain sections of
their writing. I became interested in the coast-
line of New York City, and the history of Puerto
Ricans building communities on these coastlines
that orbited the factories where they worked.
This was a peripheral research process for me,
where [ went to locations like the Domino Factory
in Williamsburg, to film, without intending this to
become part of the film.

It wasn't until I sat down to edit that I realized,
oh wow, there's a relationship between the water
near the factory, and the water near the Gowanus
Canal, and between how New Yorkers relate to
water and how Puerto Ricans relate to water.

NVS: Could you explain the significance
of the participants joining a chorus
towards the end?

NLM: The film has a chorus, like many

Greek Tragedies do. For this chorus,

I collaborated with multiinstrumen-
talist Xenia Rubinos, who guided a group of
around twenty or so people for a three-hour
workshop that culminated in this scene at the
end of the film. This chorus was composed of
a diverse group of recent migrants, along with
first-, second-, and third-generation Puerto Rican
migrants in the United States, as well as folks who
still reside in the archipelago. The lines spoken
by the chorus are choral odes based on the many

testimonies I gathered throughout the research
for this project, which are voiced individually
and collectively in this scene. For me, the cho-
rus is a way to release the project, the memories
and these histories. Elisa Peebles, in a recent
conversation about the chorus, mentioned how
we must always remember that there are “other-
wise worlds in which we are free, and they are all
around and underneath and in-between us.” Elisa
reminds me that when land has agency, “it longs
for its people, and it longs to be in relationship
with those who are in relationship to it.” Some
people call this chorus some sort of despojo, but
for me, it is actually a call for collectivity and
freedom.

NVS: Can you elaborate on the historical
references that guided the project?
NLM: I am a big admirer of Arcadio Diaz-

Quinones, who writes about the

Puerto Rican diasporic experience
beautifully. Ariella Azoulay is also an important ref-
erence for me, especially her theory about “poten-
tial history.” We don't need to invent new histories,
just because there is a history that wasn’t poten-
tialized because of the intervention of imperial
and colonial oppression. I spent time in the archive
of the Center of Puerto Rican Studies (CENTRO)
looking at Joaquin Coldn’s papers. Lindsay Wittwer,
the digital archivist at CEN'TRO, led me to Colén
after I asked her about materials that referenced
the first transatlantic boat trips from Puerto Rico
to New York. She suggested I read his manuscript,
which I believe might be the first memoir written
by a Puerto Rican migrant in New York. It details
his experiences migrating in 1917, right after WWI,
when Puerto Ricans were made US citizens so that
they could serve in the war. That's how I found him
and the original manuscript of his book. I think it
was written in the forties, but it talks about life in
1917 in Red Hook, the first Puerto Rican enclave
in New York. His writing spoke to the experience
of migration in a way that is very similar to how |
feel right now. There’s a line he wrote that reads,
“If it wasn't because of fantasy and the faculty of
building and creating fantasy for myself, I don't
think I would have survived.” I'm interested in the
fictions that we have to build for ourselves in order
to survive and myth as a way to create alternative
universes that we desire for ourselves. He says that
in New York he lived a more fragile existence than
Puerto Rico.

Another reference is an exchange between
Manthia Diawara and Edouard Glissant aboard the
Queen Mary II. In this conversation, Diawara asks
Glissant about what the idea of departure means
to him. To this, Glissant responds, “It’s the mo-
ment when one consents not to be a single being
and attempts to be many beings at the same time.
In other words, for me every diaspora is the pas-
sage from unity to multiplicity.” This line became
a guiding principle for us the diasporic experience,
but also about their process of developing their
characters, which truly are hybrid.

En Pardbola is also about consenting to become
another, without fully renouncing being ourselves.
It’s about building a fantasy that can maybe one
day become true, or a future that can actually
become more real. I think that we're imprisoned
by reality sometimes. So I think it's really import-
ant to exercise fiction as a way to seek truth. I'm
not interested in replicating Antigone or doing
another adaptation. I'm interested in breaking it
apart and liberating her from the canon. And using
that process as a way to find an alternative story
for ourselves. So I do believe that fiction and myth
can become reality.
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Interview 02. (Feb.10.2024)
Natalia Viera Salgado,
Erica Ballester,

Emma Sudrez-Baez,
Raquel Rodriguez,

Nina Lucia Rodriguez &
Natalia Lassalle-Morillo

Natalia Viera Salgado: Each one of you has a very
specific migratory history. What drew you to the
character you chose to re-write? What elements

are real and which ones are fictional?

Erica Ballester: What drew me to my character
and connected it with my migration story is that [
felt like Ismene was doing a balancing act. I want-
ed to side with my sister Antigone, I was thinking
about her survival and dealing with her family.

I grew up between Puerto Rico and New York
feeling like I belong in both places. Even now, I'm
inspired by Raquel's move to Puerto Rico. I want
to follow her, but I also have to stay here and hold
this up, you know? At the same time, while we
were writing and rewriting these characters and
giving them a voice, I was going through a loss

in my family, and so, in a way, transferring my
feelings and what I was processing in my person-
al life through poetry. And it really infused the
emotion behind my participation in the project.
And then the fictional part: I don't have sisters,

so my relationship with Emma and building that
was really beautiful. Also in this deep fictional
history, a lot of tenderness developed between
us. Even when we weren't our characters; when
they weren’t feeling closeness, we were physically
close. Kind of wrapped up in each other, because
we're also processing our grief together. And I al-
ways thought Thebes was Puerto Rico. And now

I think maybe it's New York City, because it's this
place I can't go back to that was my other home.
Maybe Thebes was really a place where we found
ourselves also. That's not like our motherland.

Emma Sudrez Baez: What drew me to Antigone
was that I felt she was young, whatever that
meant. And there were expectations of her and
she didn’t have any power to make them true. I
love a rebel. And I love someone that says, “No,
that doesn't fit me. I don't want that for me.” And
then Natalia gave us the chance to rewrite them
and to liberate them from the script. When |
began this project, I told Natalia that [ wanted to
untangle my Puerto Rican-ness. I wanted to fill
certain holes, and Antigone allowed me to do it. I
chose Antigone because she’s a woman trying to
untangle herself from expectations and boxes that
directed her to follow the status quo, established
by Creon and society. As [ went deeper, I felt that
she didn’t want to be a heroine, she just wanted to
bury her brother. So I wanted to liberate her from
Sophocles, from the injustices of patriarchy. I have
fought for that freedom myself. To be different. To
not want to adjust to anything. It isn't comfortable
for a woman; they always compare you to men, as
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if they were the ones who established the charac-
teristics of freedom, leadership, and self-determi-
nation. They were the ones that had an opportuni-
ty to show this in society at large. That's the only
difference. Antigone wants to be who she is, she
wants to build her essence. I do as well.

Raquel Rodriguez: I chose Haimon because he
offers a breaking point. Also because he offered this
potential plot twist, a potential reconsideration, as
he invites the villain to reconsider. He's also the
only person that mentions the people of Thebes

in the whole play. He says: “Listen to the people of
Thebes, the people of Thebes say that Antigone is
good.” I found that to be mind-altering, because as
a second-generation Puerto Rican, I've always felt
very insecure in my identity.

And without knowing, I created this archetype in
Haimon that [ needed to give me strength, to take
the chance and move back. There are parts that
are very much not myself. It's an archetype that is
based on hope. And staying and talking to people
and being that bridge between the people in power
and the people of a place. And being that bridge is
also that middle ground. Looking for opportunity
in la brega is also something that I relate to, but he
also isn't viewed with all of these characteristics

of power and hope, pride, and security and con-
nection that I yearn for. I needed to create him to
give me the strength to feel Puerto Rican enough
and to feel like I could take this up, take this risk of
moving back to the island and seeing if I can give
whatever I can to this beautiful place that I love.
My story of reverse migration.

Nina Lucia Rodriguez: It took me a while to realize
that [ connected to any of these characters. I felt
like I was just sort of hanging back, almost con-
tributing to other people's work. And I don't know
if that has to do with the fact that I'm second-gen-
eration Puerto Rican, born in Massachusetts. So I
feel like I've inherited my grandparents' migration,
but I also my parents’—a really distinct experience
being the first Puerto Rican kids in Massachusetts,
which is a really niche experience. This is why my
parents found each other and fell in love and had
my brother and I. Also, I feel like being second gen-
eration, I notice the patterns that happened to my
parents when they were children, that happened to
my brother and I, that will happen to my children?
I don'tlive where I grew up now. Now I live in New
York. I'm changing the direction of things, and we
have the power to change the direction of things.
This interest in patterns drew me to Tiresias. When
I started to read more about the mythology of him
outside of the play, he spent some time as a young
woman, which I found to be fascinating. I had to
live with the old man in me or the blind old man in
me. And I have done a lot of sitting in solitude with
this character, which has been a circumstantial
thing in my life in the past years. And I'm finding
the power in it with Tiresias. I have rewritten this
character so he doesn’t have to be an old man, but
that somebody like me can be this perceptive and
know what's going on, and somebody who grew up
over there, not being this enough or that enough.

NVS: How was the process of working
and collaborating as co-authors?
EB: We did physical exercises, we would

have these different conversations

and these readings and then we
would write. It was a very fun process for me as
an educator. The way that I relate to writing more
often is lesson planning or writing for young audi-
ences, right? So this was really fun and I was very
inspired to channel my thoughts and emotions
through writing and poetry.
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NLR: For me, it felt like weight shifting or
like load sharing. I remember images
from the rehearsal space of Emma
and I leaning on each other and physically sharing
weight. But [ think on all levels, it also happened in
the vulnerability of sharing personal writing and
anecdotes and just the emotional palpability in the
room, like on any given day it could be anyone's
forum, and everyone would be there to support. If
today was the day that [ needed to confess some
sort of deep trauma, I felt everyone was going to
be there to catch me and likewise, other days I felt
like [ was there to take on the load.

RR: It was incredibly therapeutic to hear
other people's stories and their me-
anderings of this identity. This
concept of rehearsal gave me so much permission,
and [ feel that it gave other people permission to
crowdsource ideas and concepts. It was like a de-
sahogo in a lot of ways as well. There were so many
magical moments of people channeling, feeling
like other generations were in the room with us.

It gives me chills just to say it. These moments

I have never seen exist before, and I think that's
why this vehicle is particularly potent and import-
ant. These sites of rehearsal. The four of us bear

S0 many stories, Natalia bears so many stories

as well, but there’s also stories we heard that we
are trying to bring in, and then the characters

we made. So much of what we do is to be really
careful with each other's stories, because it's each
other's hearts and souls. I learned so much, and it
was hard too.
ESB: For me, this started with the audi-
tion. And I felt that it was como un
lanzamiento, you know, you are just
gonna fly here. And the way that it was structured;
I took risks and I felt that they were received with
care. It was almost like there was a room full of
clouds where you were pouring our souls. There
were no corners; no sharp edges to hurt you. I
love to write, and I love to write in private. And in
the rehearsals, we wrote collectively. So all those
bits and pieces I would then bring back later, and

I would check on my notebook and expand on
these ideas. I think that we were catalysts for

each other. For example, Erica and I riding there
together just sweetened the moment. We would
get there, and our juices were flowing already or
because we had conversations that were like a 180
degrees from the project. It did something for our
sisterhood once we were there. It tapped into and
reverberated with this experience that [ had when
I was dancing, of being in an intergenerational
community. And I felt that we were equals and we
were received with this thing that we were collec-
tively exploring. And that was priceless.

NVS: How did rewriting these characters
intertwine with your experiences?
Creating hybrid characters resonates
with the reality of Puerto Ricans and
“diasporicans”. Did these characters
lead to personal discoveries or the
unveiling of desires?

EB: We were invited to feel different
things and to connect in different
ways. And to remember our child-
hood. We were getting deep and personal. It
wasn't just writing in community, but also feeling
and remembering and reconnecting to your past
and how you got here. We were asked to write

our migration stories, and this made me dig up
my family history. To reflect on our ancestors and
think about the decisions that they made and
how they came to be where they are and then how
we came to be. It inspired me to write about my



personal history and to encourage other people to
document and dig into their family history. It was
an opportunity to look back at my old photos, at
all the artifacts of my family life.

We are humanizing these mythical characters. |
feel a lot of what this project did was bring togeth-
er people from different paths, sharing a common
history. Have us look at each other and say, “we
are in relation to each other.” We are a commu-
nity. And something that I think was done to us

as Puerto Ricans is that we were intentionally
dispersed, and we look at each other like we are
from different places, but you know, we are in this
together. We are also humanizing these characters
within our experience: those who had to leave the
archipelago, those who stayed, those who cannot
speak Spanish, and those who do. We are seeing
each other. Getting to know each other truly. But |
think that’s part of the mission, right? To bring us
together.
ESB: One thing I appreciated about
Antigone from the beginning is her
hybridism, being in two places at
once. And being in two places against the forces
of patriarchy, capitalism, imperialism, all of these
things that we have lived, experienced, or that
people in our families have. And I loved to fall in

a ditch when I was there. I fell in the ditch of hy-
bridism. Natalia even talked to an herbalist about
how hybrid plants are formed, and we were trying
to figure out how one can even reverse hybridism,
and then we went into multiplicity. Antigone for
me was a chance to portray in betweenness. But

I also wanted to liberate her from Sophocles and
have her go and live her own life.

RR: [ think Haimon is about listening and
allowing people to be heard—that’s
not how Sophocles wrote him, but
that is how I wrote him. [ want to come to Puerto
Rico as a listener not with my own plans, but to
listen and share. The whole reason I want to be
here is because of what this process has given me—
this idea of “sites of rehearsal.” We are co-creating,
but we are also building and destroying. Antigone
and Haimon are opposite sides, and there's tension
there. Emma and I were creating our own versions
of these characters, and going on our own person-
al journeys, but a tension emerged that had to do
with leaving, erasing, building, and wanting to keep
hope. All of these things can coexist.

Natalia Lassalle Morillo: I wanted to address the
concept of destruction and the process of honor-
ing these characters while dismantling the play.
There’s this canonical myth that is taught-the
typical portrayal of Antigone as a heroic figure.
Additionally, I'm intrigued by the idea of breaking
down the hierarchy and democratizing the play,
collaborating with a 2000-year-old myth to reveal
nuances and tell our own story. To deconstruct it
to create something new.

ESB: [ think by deconstructing it you give
the character skin. And you round off
their edges and make them human,
versus a caricature of just strength and will, but as
humans, we know what the weaknesses are. Not
making Antigone a heroine was important—when
you listen to people who are deemed heroes, they
don’t want to be heroes—they were just doing
what they felt they had to do. [ had a real interest
in demystifying Antigone.

NVS: En Pardbola aims to explore the
intertwined histories of migration
and displacement between Puerto
Rico and the US, as well as internal

Interview 02 (Feb.10.2024)

migrations within both territo-
ries. Thebes serves as an imaginary
place—a place that one cannot
return to, a place that is a mirage,
and the vaivén in-between Puerto
Rico and the diaspora. How do you
perceive the historical connection,
and what significance does Thebes
hold for you in the context of the
play and for your character?
EB: I grew up in waves of migration—I
was born in New York, raised in
Puerto Rico till I was five, returned to
New York, and visited Puerto Rico frequently. My
family was scattered; some returned to the island
and stayed, some created a new home in California,
Florida, or North Carolina, and some remained in
New York after the first migration by our elders.
I'was always in the in-between. Not sure if [ could
consider myself a New Yorker or a Puerto Rican.
My parents were both born in Puerto Rico and
brought to New York City at a young age. It seemed
no one stayed anywhere long enough to be able to
claim it. [ always thought of this movement as rest-
lessness. When I got older and taught myself Puerto
Rican history, [ understood this was not quite a free
choice but a means of survival.

My grandparents were convinced by colonial
propaganda into selling their parcelas to afford

the move to New York, a place they thought held
promise. Instead, they gave up their land to work
in factories and live in housing projects amongst
rubble in a neglected borough of the Bronx. My fa-
ther’s family also gave up a coffee plantation in San
Sebastian to crowd into a one-room apartment in
industrial Bushwick. Both neighborhoods are now
overpopulated by overpriced high-rises. We were
tricked out of Puerto Rico and priced out of New
York City. Puerto Ricans face a common struggle
both on the island and stateside. It seems like they
don’t want us anywhere.

I think Thebes represents a place of origin,
whether it be a physical location or the past,
childhood. We cannot return because we can't
go backwards. Things will never be the way that
they were, yet we live with this desire to return.
Thebes is therefore Puerto Rico and New York
City to me. I live in Westchester now. I felt a
strong need to plant myself somewhere I could
not be easily removed.

I couldn't afford either homeland and felt sad-
dened and struggled to stay in New York City,
which wasn't making me happy anyway, as [ was
watching the sky disappear behind metal and
glass, overrun by people trying to make my home
their playground.

Nostalgia is the suffering induced by wanting to
return to one's place of origin. But what happens
when you cannot return? What happens to a
people whose place of origin, history, and family
have been eradicated? They live forever in the
in-between, floating en la nada—always searching,
always longing.

NVS: For each one of you, this creative
process of collaboration intersect-
ed with a very specific moment

of your personal history. How has
the process intersected with these
pivotal moments in your diasporic
experience?

NLR: My mother’s parents purchased land
in the neighborhood where my grand-
pa grew up in the late 80s. They built

a house there to ensure that their grandbabies
would always have a home. As the youngest
grandchild, I had only visited the house once. I
was less than two years old, still in diapers. Puerto
Rico was the genesis of my cultural identity, but
was also somewhere [ had no memory of being in.
Only photos of me naked in the carport kiddie
pool or under the umbrella of a Yagrumo leaf in
El Yunque kept the memory of the house and
the island alive in me. In February 2022, after 24
years, I returned to Puerto Rico at the age of 25. 1
can only explain this coincidence as serendipity.
Physically returning to the place of my dreams
felt like an explosion of emotions. The shrap-

nel still fresh in my flesh, [ found this forum in
which I could parse out these new feelings. [ had
been Puerto Rican my whole life, but up until
this point my way of being Puerto Rican didn’t
include Puerto Rico as a location. In this rehears-
al/writing/filming process, [ have been my own
anthropologist, an expert on my own Puerto
Ricanness. My return gave me the power to own
my place there (both literally and figuratively).
Conversely, having this ensemble and framework
of art making, [ have been able to more bravely
explore this triumph and my life beforehand. I've
grown to love, even more, the special Boricua
nuances that came up like green shoots through
pavement cracks in my Massachusetts childhood.
In this collision of significant life experience

and art making, I've had the distinct privilege

of catharsis through practice. Those ten days in
August were some of the most emotionally and
physically challenging of my life. We have cap-
tured the house at the beginning of its new life,
and we have captured me at the beginning of a
new relationship with Puerto Rico. I've hinted

a lot at my dread being with me through this
process, but none so palpable as when we were in
that house, seeing my stroller still there. [ never
in a million years would have imagined that I
would get the chance to wield a machete in the
hills of Puerto Rico, let alone have it carefully
documented. Archiving these moments has al-
lowed me to absorb their significance and not just
become another twig in the nest of my memory.

NVS: In your own words what happens
after tragedy, after catharsis? Can it
be called that? How do you describe
that moment?

RR: This is a question that Haimon asks

Ismene in our play: Have you ever

thought of what freedom looks like
for you? After the revolution, what will become of
you? In the making of this project, I have been in-
terested in the concept of freedom, and inviting the
audience to think about what freedom means for
them, for their family, community, and collective.
What does it look like? Can you describe it? Can
you suspend disbelief and imagine what freedom
would mean for you? Because without a vision
of what freedom is, what is it that we fight for?
As individuals, as Puerto Ricans? So with these
questions, I was interested in inviting Ismene, and
the audience, to take a moment to pause and think
about what freedom means for them and define
the freedom we seek. Defining it, and sharing it,
and building on it together is where self-determi-
nation lives, I believe. Not all will agree, and that’s
part of it. It’s about co-creation, the weaving of a
future through many versions of freedom.
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Life in the Caribbean is shaped by the water and what it decides to do on
any given day: how tightly it hugs the air, how heavy it falls, how full it gets,
its overwhelming presence or unbearable absence. Those thirsty for dom-
ination have interpreted these hydroaesthetics as rationale for Caribbean
unfreedom. The scientific racism of the nineteenth century claimed that
environmental conditions like the weather produce racial difference,! acci-
dentally confirming, in the name of Western “science,” the body’s perme-
ability. “Equatorial” races of the Southern hemisphere, like Africans and
“Latin people,”? were considered inferior due, in part, to their entanglement
with water and heat. This biometeorologic inferiority rendered Caribbean
people unfit to govern themselves and their environment in the eyes of an
imperial United States that turned science into legal scripture. The insular
cases of the US Supreme Court provide the legal bedrock for the country’s
colonial control over the territories it gained through the Spanish-American
War in 1898: Guam, the Philippines, and Puerto Rico. Citing the Dred Scott
decision, Downes v. Bidwell established that, due to the “alien race”? of its in-
habitants, Puerto Rico is “foreign to the United States in a domestic sense,”
a place where conquered people are granted US citizenship but not guaran-
teed the rights detailed in the US constitution. This decision is one of the
first of many acts of legal hali-lifeing* that have led to multiple waves of
forced displacement and outmigration irom Puerto Rico.?

The humidity has witnessed it all. Water vapor, like all water, ab-
sorbs everything: tragedy, exhaust fumes, ozone, Saharan dust, absence.
Enclosed in constant aquatic cycles of precipitation, evaporation, and tran-
spiration,® the phenomena of a place levitate in its air. Theorists like Teresa
Brennan present affect—the psychoemotional “atmosphere”” of a room—as
contagious, spreading through some act of transmission like scent,® or as
a biological response to social stimuli. This view frames affect as avoidable,
particularly because atmosphere is conceived as something contained
within a space that is enclosed by four walls which are presumed inanimate,
thus making the people present the sole source of feelings. But when think-
ing with water, specifically cloud formations, affect exists less like some-
thing we catch (or can avoid, perhaps by walking out of a room) and more
like something we are always in relation with and cannot escape.

I am guided towards thinking by the hydroaesthetics of Puerto
Rico, where there are porous boundaries between outside and inside, and
you are in constant connection with all that surrounds you and leaves traces
of itself in the humidity: the bones and memories contained in the soil, the
breath of trees, the energy that reverberates through buildings, the sweat
released from people, sound waves that enchant the air, things that blow in
from across the water, like tourists and storms. Through respiration, it all
enters the body and bloodstream and comes back out again to rejoin itseli
as something not quite old or new, singular or plural. Perhaps this dance
with totality is what disgusted nineteenth-century colonizers, who were
intimidated by the ways it undermines their projects of containment and
were made anxious by the possibilities of precipitation and the number of
witnesses it implicates. Mediated through the cloud, the air is filled with
information, chemicals and organic ephemera, energy and affect—parti-
cles of feelings and phenomena clumped together in humidity. If we be-
lieve, as Christina Sharpe tells us, that water is an archive,’ then the rules
of hydrotechnology dictate that this capability is not restricted to oceans,
and oceans do not end at shores. Through proximity and breath, those en-
gaged with Puerto Rican humidity commune with a waterbound “archive
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of feelings,”!? one constructed by a land, people, and atmosphere that have
experienced consistent and repeated catastrophe in the wake!! of colo-
nialism, slavery, and imperialism.!2 Here, in the cloud, float traces of infor-
mation that evade official archives. For example, the feeling of an apagon is
not contained in congressional legislative hearings'® about LUMA, but it
impacts whether people want the company to have unrivaled control over
their electric grid. That archive has never been concerned with Puerto Rican
desire, but in the cloud that blankets the archipelago, desire is palpable and
held close to the ground, along with other feelings that follow tragedy, such
as anger, rage, and grief. Grief is a form of desire, a belonging that refuses

to be severed, carried by fragments who remember and desire the whole. It
can be a radical insistence that speaks back to colonial violence and says,
“you are killing us, but we will live anyway.” Grief has and can rewrite history.
There are freedom strategies tucked away in this cloud, entre esta agua. **

Let us turn to En Pardbola. We begin with el coro, the film’s reimag-
ining of a Greek chorus. Filmed in a dark room drenched in cool blue light,
the members of this chorus are diverse in age, gender presentation, race,
and skin tone. It is a collected but ununified group of people. Every face ap-
pears to be in a daze, but each daze is different. The scene’s sound embod-
ies and complicates this heterogeneity. There are traces of melodic hum-
ming and singing, at times joined by harmonies, punctuated by whispered
words and phrases too soft to be discerned but loud enough to be noticed.
Rustling behind and cutting through the soundscape is a myriad of nonver-
bal utterances, swishes and shhhs that mimic waves. A microphone stands
in front of the chorus. Individuals approach and make noise into it that is
sometimes, but not always, amplified or responded to by the rest of the
chorus. The cameras sway ambivalently, focusing on the mic when some-
one is present, but otherwise slowly panning back and forth across the cho-
rus. With this tidal motion, shot entirely in close-up, the scene looks like a
stream of floating heads. Watching it is reminiscent of attempting to hold a
river in your gaze. Only after convincing your ocular reception to disavow
stillness and singularity can one behold a river. The sound editing supports
this hydroaesthetic. It’s clear that the audio we hear is a part of the diegetic
whole, even if it may come from a time or place that is separate from the
visual moment on screen. In this way, the chorus simultaneously exists in
and beyond the frame. The viewer encounters it, even if we cannot fully
behold it. In its totality, the chorus is uncontainable and potentially in-
finite, like a body of water, or a diaspora. Its heterogeneous members make
sounds that converge, diverge, mimic,'®* compliment, and compete. It is a
boundless whole that, in chaos, makes sense of itseli.

Developed over the course of five years, En Pardbola is a reimag-
ining of Antigone that interrogates what director Natalia Lassalle-Morillo
calls Puerto Rico’s “grief contract.” She has shared that the inspiration for
En Pardbola came from her interest in tragedy as “a system, a form of collec-
tive catharsis to maintain the whole,”!¢ a reference to the history of ancient
Greek theater as a form of communion meant to restore collectivity follow-
ing catastrophe. The project proposes an afiective and cosmological layer
to Puerto Rico’s decolonial and post-apocalyptic discourses and recogniz-
es Puerto Rico as a nation that, to an extent, exists outside of itself. More
Puerto Ricans live in the United States than those who reside in the archi-
pelago.t” This compounds Puerto Rico’s already queer status as a U.S. terri-
tory that is neither in or of the United States, and as a nation that has never
known political sovereignty in its modern history. Such fragmentation and
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denied autonomy politically make Puerto Rico “a strange new kind of in-
between thing,”'8 like Antigone. This existential strangeness calls for alter-
native approaches to imagining Puerto Rico’s totality when summoning its
future. Part of that work might be creating sites of communion where there
can be an interrogation of what remains within reach of Puerto Ricans in
the Caribbean and elsewhere, and one of those things is their grief.
Lassalle-Morillo uses theater to facilitate this convening. The
project features an ensemble of non-proiessional and untrained periorm-
ers who live in New York and Puerto Rico. Through a series of scriptwrit-
ing sessions, speculative worldbuilding labs, documentary film shoots,
and theatrical rehearsals, they read, discuss, and rewrite Antigone through
a Puerto Rican lens. In the rehearsal space, Lassalle-Morillo invites per-
formers to “become what doesn’t exist”: a people that, while fragmented
by catastrophe, maintain a potentiality for wholeness that can, “through
ritual,”*® be uncovered and reveal what she calls “continuance that is col-
lectively conjured.”?? The invitation to become what doesn’t exist can also
be considered an invitation to periorm closeness, which Olivia Michiko
Gagnon argues is a minoritarian strategy for recovering the intimacy dis-
rupted by historical and colonial acts of violence.?! The project is incredibly
intimate. The cast was formed through a series of open rehearsals, adver-
tised through digital flyers, shared by Lassalle-Morillo on social media, that
sought out Puerto Ricans with direct or ancestral connections to parts of
New York that became enclaves of the city’s Puerto Rican diaspora. The
flyers were shared by her network and her network’s network and so on,
leading to rehearsal rooms filled with people connected through invisible
threads of relation. These unknowing relatives, what some may call strang-
ers, spent hours in workshops in which they were invited to share their
thoughts and feelings about Puerto Rico and engage with the thoughts
and feelings of other Puerto Ricans. Mimicking the archipelago’s afiective
cloud, they produced a body of knowledge through a pouring out and tak-
ing in that dissolves the boundaries between individuals, time, dreams,
and memories. The project generates what Gagnon, building on Ann
Cvetkovich, calls a “tender archive”: an affectually resonant and intimately
tended to “collection of cultural texts,” that “preserves and produces feel-
ing difficult to capture in traditional repositories [and functions] as a site of
mourning.”?2 This work is physically materialized and exemplified in é/ coro.
In July 2023, Lassalle-Morillo held an open call that invited Puerto
Ricans based in New York city to co-create a version of a Greek chorus at
Amant, in Brooklyn. Conducted by multi-instrumentalist Xenia Rubinos,
the chorus was prompted to vocally channel “memories yet to be vo-
calized,”?® along with words of reflection from diasporic Puerto Ricans
interviewed earlier by Lassalle-Morillo. The result is a haunting and cha-
otic cacophony. Through breath and vibration, a group of innumerable
individuals—strange(r) relatives—becomes enmeshed in a single, sonic
moment that has no beginning or end, leader or dissenter. All sound enters
and returns from the whole. Even those who approach the microphone to
make utterances never utter alone. The room is filled with affective traces
of each participant, unvocalized memories that emerge from each body
but are not only of those bodies. The dazed looks of bewilderment and
awe, as well as those of angst, nervousness, or distress, seem to signal the
encountering of affect throughout the space and the experience of hydro-
dynamic exchange. There also appears to be moments of negotiation in
the ways some chorus members react to those at the microphone and

En Pardbola/Conversations on Tragedy (Part )



standing next to them, as if to suggest that not all feelings are absorbed
equally or unquestioningly. Such moments are representative of the com-
plexity of grief. The diversity of those gathered across age and racial lines
makes present different experiences of diaspora, and thus different types
of mourning. Some may mourn what they have leit and may never return
to, others grieve what they haven’t experienced, and others may regret
the experience of knowing neither position but relating to and being im-
plicated by them nonetheless.

At one point, Raquel Rodriguez, a member of the chorus, walks to
the microphone and repeats in syncopated bursts “Entre esta agua, entre es-
tas aguas,” meaning, “between this water, between all this water,” building
in intensity and possibly something like pain or fury, until she is screaming

“Agua! Agua! Agua!” over and over again before sighing into silence. Water
is a through line in the film and rehearsal space. This is no doubt a nod to
the role of water in shaping Puerto Rico as a Caribbean archipelago and di-
aspora, but perhaps it also conjures an imagining of Puerto Rico as water:
as a shapeless and shapeshiiting wholeness that disperses and recollects
itself over time and space, like a cloud. Grief, in its stubborn insistence and
many forms, demands wholeness and belonging, refusing to relegate these

experiences to the past and instead suspends them in time to sit besides?* 2.

the phenomena of the present. Grief disrupts time and space, and for di-
asporic people facing political and existential threats of nonbelonging and
discontinuation, tending to grief becomes a mode of saying “we are here,
the future is here, entre esta agua.”

En Parabola’s tender archive provides a kind of tender citizenship,
an unshakeable belonging that offers an otherwise unavailable sense of
wholeness and emphasizes the inability of politics to tend to the harm of
tragedy. In some ways, it is in conversation with the sentiments of other
Caribbean diasporic people who shirk national belonging and proudly pro-

claim, “We are our own country!”2% But En Pardbola reaches for more than 25.
the nowhere space of £/ Nie.26 In rewriting as opposed to re-periorming 26.

Antigone, the cast undoes colonial acts of legal hali-lifeing by inviting Puerto
Ricans to rehearse removing themselves from their living entombment. As
a collaboration between archipelago-bound and US-bound Puerto Ricans,
land remains present materially and immaterially in the way it is provoked
within the complexity of the cast’s grief. Through this emphasis on grief
as a relational thread, En Pardbola presents a form of affective citizenship
rooted in longing: we belong where we are longed for. Water always reach-
es towards itself, whether it returns to land or the atmosphere, or is carried
by interlocutors in between. The hydroaesthetics of this tender citizenship

operates via a besidesness that topples dualistic?” notions of belonging. They 2.

suggest that fragmentation creates a whole that is forever changed by its
fragments but remains present and continuous; a boundless whole that
cannot be contained by projects of statehood, foreign or domestic, but is
materialized in affect that moves through relating bodies, though belongs to
no one. Lassalle-Morillo shared in a reflection on the project: “this afiective

intimacy is the currency of Puerto Rican sovereignty.”?® To grieve, collec- 28.

tively, is to defy the regime, the archive, the political forces of violence and
dispossession, and even the limitations of the imagination; it is to keep the
Otherwise constantly present and besides the now and refuse severance
from freedom. One of the other words that circulates through the chorus is
maravillosa, meaning marvelous and wonderful, as if to say: “how wonderful,
how miraculous we are in our grief.”
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Natalia Lassalle-Morillo is a visual artist, filmmaker and theater maker whose work
reconstructs history through a transdisciplinary approach. Merging theatrical perfor-
mance, experimental film, and installation, Lassalle-Morillo’s work excavates history
both imagined and documented, and decentralizes canonical narratives and the pri-
macy of written history through re-enactments, revision, and collaborative re-scrip-
ting. Collaborating with non-actors and amateur writers, her multi-platform projects
develop across localities and narratives, exploring Caribbean collective memory and
the material and spiritual trajectories that have shaped human relationships impacted
by the imperialist oppression in that region. Bringing theatrical practices into the
camera, she rehearses an alternative historiography that reassembles our relationship
to our past, and simultaneously foregrounds the creation of new mythologies.

Natalia has been a fellow at the Smithsonian, and she has participated in
residencies with Amant Foundation (NY), MassMoca (MA), Fonderie Darling
(Montréal), Pioneer Works (NY), among others. Her work is part of the KADIST
collection, and it has been exhibited in at the 22a VideoBrasil Biennale, Museo de
Arte Contemporaneo (Puerto Rico), Tenerife Espacio de las Artes (Canary Islands,
Spain), and the Walt Disney Modular Theater (Los Angeles). Upcoming presenta-
tions include solo exhibitions at Dazibao (Montréal), and the 2024 Cooper Hewitt
Triennial. She is a 2023 Mellon Foundation Bridging the Divides Fellow. Natalia was
born in Puerto Rico, where she is currently based.

Emma Sudrez Baez left Puerto Rico at seventeen. Writing has been the thread

that allowed her to stitch together the loss of territorial, cultural, linguistic, and
relational continuity to the complex and confusing experiences that leaving your
country brings. She was born to a feminist without a tag and a man who walked to
school without shoes. Her work appears in Where Beach Meets Ocean, Off The Coast, 3
Nations Anthology, the Bronx Memoir Project, NYPL Zine Project, What Have You Lost?,
Love Letters to Gaia, La Libreta, What They Leave Behind, Community Unity and other
journals and publications. She presented “Tampons” at The Moth in the Bronx
and “What is Enough?” at City Winery with Read 650/Writers Read. Emma Suarez
Baez holds a master’s degree in Bilingual Education and worked with children and
teachers in the Bronx public schools.

Raquel Rodriguez is a Nuyorican product strategy consultant, movement researcher,
and semi-professional hype woman. In 2024 she relocated to Puerto Rico in an
experimental process of reverse migration. Her professional interests include so-
matic practice in postcolonial self-actualization, and business impact measurement
beyond financial metrics.

Erica Ballester is a teacher and poet. She grew up between Ridgewood, Queens,
and Sébana Grande, Puerto Rico. She is an English as a New Language teacher in
New York City Public Schools, and she has performed her poetry in venues like
the NuyoRican Poets Cafe and the Poet’s Passage in San Juan. Currently based in
Westchester, New York, she is working on publishing a collection of her poetry.

Nina Lucia Rodriguez is a multidisciplinary artist based in Brooklyn, New York.
Some of the forms in which she works include performing, screenwriting, poetry,
directing, and devising. Nina is a Western Mass Puerto Rican™ and enjoys both

leaf peeping and roasting an entire pig on a spit. She has aided in developing new
work with theaters across the northeast, such as the Williamstown Theater Festival,
Playwright’s Horizons, and Hartford Stage. She’s a co-writer of the web series, Gro
Up, for which she also directed the pilot episode. The pilot for Gro Up was shown at
the Reel Sisters of the Diaspora, and the Pan African Film Festival, and the Martha’s
Vineyard Virtual Film Festival. Nina has a Bachelor of Arts in acting and a minor in
comedy from Emerson College. Although she did complete her degree, she considers
herself a “clown school dropout.” Nina is dedicated to taking risks, collaborating
with other artists, and engaging with the communities that surround their art.

Elisa (Ayorinde) Peebles was born and raised in Haudenosaunee territory, between
two Great Lakes connected by the emancipating Niagara River, and is a guest of the
Caribbean archipelago of Borikén. She is a griot and creative strategist currently
pursuing a Phd in Theatre and Performance Studies at Tufts University. Her work
considers the possibilities at the crossroads of Black Atlantic spirituality and antico-
lonial futurity.

Natalia Viera Salgado is a Puerto Rican curator and curatorial consultant based in
New York City. She is also the founder of :Publica Espacio Cultural, an independent
art space in Alto del Cabro, Santurce Puerto Rico. Her art historical research focuses
on contemporary art in relation to decolonial practices, architecture, social and envi-
ronmental justice, and new media with a keen interest in hybrid and interdisciplinary
projects. She has worked at the Institute of Puerto Rican Culture, E1 Museo del Barrio,
Art in General, Socrates Sculpture Park, The Nathan Cummings Foundation, and the
Americas Society. Natalia holds an MA in Curatorial Practice from the School of Visual
Arts, New York, and is currently the Associate Curator at the National Academy of
Design and a curatorial resident at the Abrons Arts Center.
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En Pardbola is part of Rituals of Speaking,

a series of film-led projects that explores
how artists represent the voices of

others through collective storytelling,
analyzing the contexts in which spea-
king and being heard are made possible.
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commissioned work by Helen Cammock,
Dora Garcia, Ephraim Asili, and Natalia
Lassalle-Morillo.

All programs are presented and
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