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Abstract 

 

Crossings / Cruces / Cruzamentos:  
Assessing the Potential for Twenty First Century Performing Arts 

International Exchanges between the Américas 

 

Verónica Rivera-Negrón, MFA 

The University of Texas at Austin, 2017 

 

Supervisor:  Paul Bonin-Rodriguez 
 

 
This thesis project assesses the potential for increased performing arts international 

exchanges between the Américas through a research and analysis of past efforts and 

current resources available. I propose that despite the decrease in financial and 

infrastructural support in the last fifteen years, international exchanges can happen, but 

will take a different form from past experiences. I have undertaken this work to prepare 

myself to contribute to public scholarship on this topic. Therefore, I end this thesis 

project by proposing a body of public scholarship to continue preserving, sharing, and 

discussing the work of performing arts international exchanges. 

My method for this research was three-fold. First, between October 2014 and 

December 2016, I organized two international events focused on the Américas at The 

University of Texas at Austin (UT Austin). These events were the Hemispheric Institute 
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Graduate Student Initiative (Hemi GSI) Convergence 2015 and Staging Hemispheric 

Crossings. Second, I interviewed a total of twelve art professionals—arts administrators 

and artists—from Argentina, Brazil, Cuba, Perú, Puerto Rico, and the U.S., all of whom 

have extensive experience staging international exchanges across the Américas. Their 

experiences reveal their skills at continuing this work during a time of decreased 

resources, as well as the potentials for increased exchanges over time. Third, I conducted 

an extensive literature review on the history of such exchanges and arts policy documents 

to deepen my understanding of their accomplishments, as well as my knowledge of the 

field.  

Through this thesis, I model performance as public practice by recontextualizing 

the role of international performing arts in culture, case-making and agenda-setting for 

exchanges in the Américas, practicing arts administration and curatorial work, working in 

public programming between higher education institutions and non-profits, and 

promoting performing arts-based cross-cultural dialogue and understandings. 
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Chapter One: Introduction 

The conditions faced by international touring artists easily reflect current cultural, 

economic, and political relations between countries. A week before the 2017 edition of 

the South by Southwest Festival (SXSW), Told Slant, an indie-pop band from Brooklyn, 

New York City, tweeted an image explaining they were cancelling their upcoming 

performance at the festival because of the so-called “immigration clause” in their 

contract. International artists have to enter the United States on visas, with very few 

exceptions, and the clause suggested the SXSW administration would get in contact with 

Immigration and Customs Enforcement (ICE) officials if an artist violated their contract 

by performing at unofficial events during the festival. While the clause had been there 

since 2013, it gained new meaning under Donald Trump’s recent victory in the 2016 

election, his “Muslim Travel Ban,” and promises of building a wall on the United States-

Mexico border. Many artists called attention to the clause and demanded the SXSW 

administration remove it. While the administration originally said they would remove the 

clause in 2018, they ultimately eliminated it and apologized to the artistic community 

after a week of public controversy (Grow). What this recent incident shows us is the 

intricate relationship between arts and international politics. Arts do not function in a 

vacuum; the ways in which performing arts international exchanges happen or are limited 

from happening inform the ways in which the political and economic systems of the 

world operate.  



 2 

While the relationship between arts and cultural international exchanges, arts 

administration, and policy is not new to the performing arts world, the SXSW issue made 

it noticeable. When it comes to performing arts international exchanges, the people 

involved must understand the cultures, economies, histories, and politics of the partnering 

countries. The increased display of xenophobia and racism in the United States 

demonstrates the need for cross-cultural understandings and events like the Women’s 

March, for example, demonstrate that local politics are causing global repercussions. The 

SXSW immigration controversy shows the relationship between arts and immigration 

policies, but issues with visas are just the tip of the iceberg. Noteworthy, however, is the 

fact that the arts and popular culture can serve to shed light onto political issues and can 

push for small but meaningful changes.  

 This thesis project assesses the potential for increased performing arts 

international exchanges between the Américas through a research and analysis of past 

efforts and current resources available. I propose that despite the decrease in financial and 

infrastructural support in the last fifteen years, international exchanges can happen, but 

will take a different form from past experiences. I have undertaken this work to prepare 

myself to contribute to public scholarship on this topic. Therefore, I end this thesis 

project by proposing a body of public scholarship to continue preserving, sharing, and 

discussing the work of performing arts international exchanges. 

My method for this research was three-fold. First, between October 2014 and 

December 2016, I organized two international events focused on the Américas at The 

University of Texas at Austin (UT Austin). These events were the Hemispheric Institute 
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Graduate Student Initiative (Hemi GSI) Convergence 2015 and Staging Hemispheric 

Crossings. Second, I interviewed a total of twelve art professionals—arts administrators 

and artists—from Argentina, Brazil, Cuba, Perú, Puerto Rico, and the U.S., all of whom 

have extensive experience staging international exchanges across the Américas. Their 

experiences reveal their skills at continuing this work during a time of decreased 

resources, as well as the potentials for increased exchanges over time. Third, I conducted 

an extensive literature review on the history of such exchanges and arts policy documents 

to deepen my understanding of their accomplishments, as well as my knowledge of the 

field.  

Through this thesis, I model performance as public practice by recontextualizing 

the role of international performing arts in culture, case-making and agenda-setting for 

exchanges in the Américas, practicing arts administration and curatorial work, working in 

public programming between higher education institutions and non-profits, and 

promoting performing arts-based cross-cultural dialogue and understandings. 

DEFINING THE AMÉRICAS 

The current political climate as well as my personal and professional experiences 

inform this project’s focus on fostering performing arts international exchanges between 

the Américas. After Donald Trump began referring to all Mexicans as “rapists and 

criminals” during his race for the 2016 presidential election, Cuban-American producer 

Emilio Estefan released the song We’re All Mexican on the Internet (“Emilio Estefan”). 

As a Cuban-American, Estefan felt the need to respond to these xenophobic expressions. 
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This is a notable example about how Trump’s hate speech caused an uproar amongst 

Latin American, Caribbean, and U.S.-based Hispanic and Latinx communities that 

understand his words to be representative of all of them and not just Mexican people. 

Granted, this song plays into homogenizing notions from U.S. audiences that read people 

of Spanish-speaking Latin American and Caribbean descent as Mexican. However, this 

gesture also marked a moment when diverse communities within the western hemisphere 

showed discontent with Trump’s public display of racism and xenophobia. The 2016 

presidential election, Trump’s hate speech, and the response from Latin Americans, 

Caribbean people, Hispanics, and Latinxs evidences the need for cross-cultural 

understandings within the Américas. This is one of the reasons why this project argues 

specifically for arts and cultural organizations to seize the moment, increase support, and 

further performing arts international exchanges and cross-cultural understandingss within 

the western hemisphere. Further, as a puertorriqueña in the diaspora, I have personal and 

professional interests in supporting arts from the Américas. This is not to say that I do not 

support international exchanges with other parts of the world, but that both my own 

experiences and the geopolitical realities of the region evidence the need for supporting 

dialogue across the hemisphere.  

The long process of cross-cultural understandings between the Américas must 

start with a review of what it is as well as its history. Firstly, the Américas are located in 

the western hemisphere of the globe, comprised of about 60 countries and territories from 

Canada to Argentina as well as the archipelagos around the larger continental land. It will 

be futile to try to summarize the histories of all the regions and countries in the Américas, 
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but the hemisphere does share a larger framework that helps contextualize its reality. The 

15th century discovery and conquest fever attracted Europeans to the Américas, causing 

devastation and exploitation of the land and its people and setting the ground for colonial 

and post-colonial realities in the region. Nowadays, there are more than 20 incorporated 

or unincorporated territories that belong to France, the United Kingdom, the Netherlands, 

Denmark, and the United States. These are all remains of past and current colonization 

processes. The name itself, Américas, refers to Américo Vespuccio, one of the first 

explorers that wrote about his travels, and not to a native name given by the peoples of 

this hemisphere. While the term Américas exemplifies past colonization, for many Latin 

Americans and Caribbean communities, the term America—used to refer only to the 

United States—erases their national identities. I use the term Américas, in plural and with 

an accent mark, to push against the arguably exclutionary term America. It is also 

important to note that I do not italicize words in Spanish in this document. I do this on 

purpose to avoid establishing hierarchies of language in this thesis project.  

The colonization of the Américas introduced national and regional identities that 

would in turn influence the way we understand the western hemisphere today. Almost 

two centuries after the “discovery” of the Américas, criollos (creoles in English) initiated 

wars for independence, and the hemisphere was divided into different nation-states. As 

the U.S. and Canada became larger countries with English and/or French as their main 

languages, “Latin America” became the term to refer to the rest of the mostly Spanish-

speaking countries in the region. Regional terms like “Latin America” can lead to 

assumptions that all countries comprising that area—including their distinct racial and 
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ethnic populations—operate within the same imaginary, making “Latin American 

culture,” “Latin American arts,” or “Latin American theatre” legible concepts. However, 

as former senior editor of American Theatre magazine Randy Gener states in “Forging 

Connections in a Fragmented Hemisphere,” the idea of “Latin American theatre” is a 

utopian term, because it cannot adequately reunite the multiplicity of the region (25). 

Indeed, the idea of a “Latin American theatre” homogenizes the nuanced historical, 

racial, ethnic, and cultural experiences of each Spanish-speaking country in the western 

hemisphere. On the other hand, the term “Latin America” also invisibilizes those nuanced 

experiences from communities that exist outside the scope of Spanish-speaking 

populations: indigenous groups throughout the Américas, Afro-indigenous communities 

like Garífunas, and West Indians, to name a few.  Therefore, I must explain that when I 

use Latin America-Caribbean, I am referring to all the countries, territories, and groups of 

people who live south of the U.S.-Mexico border, regardless of the language spoken.  

To refer to people, I use the labels Latin American-Caribbean, Hispanic, and 

Latinx. They all mean different things, and I believe it is important to define them. When 

I use the hyphenated term Latin American-Caribbean, I am referring to the people with 

heritage from any of the countries in the continental land and the archipelagos that 

comprise the western hemisphere—or Américas—south of the U.S.-Mexico border. 

Mainstream understandings of Latin American-Caribbean identities assume that this 

region is exclusively comprised of Spanish speakers. In reality, the region this term 

describes is also comprised by people who speak English, French, and other languages. In 

the Caribbean alone, people speak the above-mentioned languages as well as Papiamento, 
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Haitian Creole, Bajan Creole English, Jamaican Patois, French Creole, Guayanese, 

Antillian French Creole, Trinidadian Creole English, Sranan Tongo, Bahamian Creole, 

St. Lucian English, Kromanti, I-Tok, Hindi, and Chinese (Muñiz “Re: Languages 

Caribbean”; Wiel “Re: Languages Caribbean”). In recognition of this linguistic plurality, 

I use Latin American-Caribbean as a more inclusive term, encompassing all peoples 

south of the U.S.-Mexico border, regardless of language. 

The terms Hispanic and Latinx emerged from different social and political 

contexts. The term Hispanic was created by the U.S. government and made its first 

appearance in the 1970 census. As such, it is the official term used by the U.S. Census 

Bureau to describe people living in the U.S. with ancestry in any of the Spanish-speaking 

countries of Latin America-Caribbean and Spain. Therefore, I use the term Latinx to refer 

to U.S.-based communities with ancestry in a Spanish-speaking country in Latin America 

or in Portuguese-speaking Brazil. Historically, Latinx has been associated only with 

Hispanics, but it also encompasses English-only-speaking folks, like U.S.-born Latinxs, 

as well as Portuguese-speaking folks like Brazilians. It must be noted that while there are 

many countries and cultures in the Latin American-Caribbean region, the term Latinx 

only refers to a small portion of the U.S.-based communities with ancestry in this region 

and do not represent all the diversity within the U.S.. Also, the term Latinx is contentious, 

as some people argue it can include Haitians (since French is a Latin-derived language) 

and even people from Jamaica and Trinidad and Tobago (because they were conquered 

by Spain) (Muñiz “Re: Languages Caribbean”; Wiel “Re: Languages Caribbean”). In the 

end, adopting or not the term Latinx is a matter of personal choice and of colonial 
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legacies (Muñiz “Re: Languages Caribbean”). I use the term Latinx, however, because it 

serves as a more nuanced label than Hispanic.  

In regards to the languages used in this thesis, my title includes Spanish, English, 

and Portuguese, while the chapters’ titles are in Spanish. This showcases my expansive 

yet limited experience with the Américas. As a Puerto Rican, Spanish is my first 

language and English my second. Portuguese comes from my experiences organizing two 

international events at UT Austin, the Hemispheric Institute Graduate Student Initiative 

(Hemi GSI) Convergence 2015 and Staging Hemispheric Crossings. While this suggests I 

am not limited to experiences in one language only, it does show the limitations of my 

own experiences as it does not encompass the complexity I have laid out in this section.  

INTERNATIONAL POLITICS AND THE ARTS IN THE AMÉRICAS  

As the U.S. became a dominant world power, its relationship with its neighboring 

countries shifted. Before the United States government had official policies on cultural 

diplomacy, philanthropies and foundations were supporting artists and scholars 

financially to work and study abroad. “In this way,” theatre historian Charlotte M. 

Canning argues, “they anticipated the goals of U.S. Cold War cultural diplomacy: to 

reinvent the world in the image of the U.S.” (2). During the first half of the 20th century, 

U.S. theatre moved from a commercial enterprise with a focus on entertainment to “being 

dominated by notions of art for the public good” (5). For example, the American National 

Theater and Academy (ANTA) was designed to be the first U.S. national theatre. Thus, 

building the foundations of Cold War cultural diplomacy of having a competitive national 
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theatre in the international arena. Canning demonstrates the tensions between 

internationalists’ desires to connect the world across nation-state borders in tandem with 

the growth of the U.S. as a dominant world power. This early form of cultural expansion 

laid the groundwork for U.S. cultural diplomacy practices during the Cold War, showing 

how international cultural exchanges have historically served the purpose of maintaining 

national power rather than for the purpose of mutual understanding.  

Tensions between the potential of culture to connect people across nation-state 

borders and the political interests of the countries involved were evident in Latin America 

and the Caribbean. Cultural historian Claire F. Fox argues cultural exchanges were 

intrinsic to the image the U.S. wanted to portray during the Good Neighbor Policy years 

(ca. 1933-1945): 

[I]n an effort to combat the negative stereotypes of the United States that 
circulated abroad, the U.S. State Department organized ambitious cultural 
exchange programs targeted at Latin American intellectuals and social leaders, 
including journalists, creative writers, artists, musicians, professors, and 
politicians. (Fox 7)  
 

This was a period when the U.S. saw a great influx of artists from Latin America, and 

hemispheric cultural diplomacy privileged visual art as an object of exchange (Fox 8). 

Fox argues that the Visual Arts Section of the Pan American Union in Washington, D.C. 

was one of the few U.S. institutions fostering some sort of inter-American cultural 

exchange in the twentieth century. This was true until the Cuban Revolution in 1959, as 

Fox asserts, “pushed hemispheric matters to the fore of U.S. foreign policy concerns” 

(13). Fox argues that inter-Americanism has long been criticized as a project of U.S. 
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imperialism, and the embargo following the Cuban Revolution only intensified this 

perception (14).  

The Cuban Revolution marked the moment when the western hemisphere was 

apparently divided between communists and anti-communists, and this influenced 

cultural diplomacy efforts. Former cultural affairs officer of the United States 

Information Agency (USIA) Juliet A. Sablosky argues that while the U.S.’s official 

cultural diplomacy and relations during the Cold War years were characterized by policy 

incoherence and organizational instability, they were nevertheless an attempt to stop 

communism (31; 37). Or, as international relations historian Giles Scott-Smith argues, 

they were a way of showcasing to the world the free society from which the U.S.’s 

culture emerged (qtd. in Canning 15). With the end of the Cold War and democratization 

forthcoming in the former Soviet Union and Eastern European countries, the U.S. 

government’s focus shifted to domestic issues (Sablosky 38). Further, its budgets for 

cultural diplomacy sharply decreased under the belief that they were no longer needed 

and that the private sector would provide for the well-being of society (Shin 204; Szántó 

16).  

Cultural exchanges between the Américas were affected by neoliberal practices 

such as the downsizing of government spending during the Clinton Administration. 

USIA’s budget dropped by 33% by the late 1990s and then, in October 1999, the agency 

merged into the State Department (Sablosky qtd. in Shin 204).  This affected the U.S. 

government sponsored initiatives to support the performing arts. As part of the USIA’s 

downsizing during this time, the Arts America program—which had administered 
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overseas performing arts programs, arts exhibitions, and speakers and whose staff 

provided support to cultural institutions abroad—was eliminated in 1997 (Sablosky 40). 

Further, the signing of the North American Free Trade Agreement (NAFTA) by the U.S., 

Canada, and Mexico in 1994, wherein the state purposefully limited its power in favor of 

the private enterprise, is symbolic of neoliberalism in the Américas.  

The HemisFair ’68, a visual arts fair showcasing the work of the western 

hemisphere, exemplifies the relationship between arts and inter-American free trade. In 

Making Art Panamerican, Fox argues the HemisFair ’68 anticipated the neoliberal 

movement of NAFTA. The visual art fair was held in San Antonio, Texas, in the 250th 

anniversary of the city’s founding. Being at the crossroads of the U.S. and Mexico, San 

Antonio serves as the epitome of a hemispheric city: 

The city could in fact stake a claim to being at the forefront of the free trade 
movement, for the U.S. and Mexican governments had recently completed 
negotiations for the Border Industrialization Program in 1965, a trade agreement 
intended to absorb the flow of laborers returning to Mexico following the official 
dismantling of the Bracero Program. The Border Industrialization Program 
became the framework for what are today known as the maquiladora industries, 
and eventually for the North American Free Trade Agreement (1994). (Fox 195) 

 
Meanwhile, during the 1990s, neoliberal understandings gave private foundations the 

responsibility of supporting artistic and cultural dialogues between the U.S. and the rest 

of the world (Szántó 1). Under this new reality, performing arts became an exchangeable 

good in the global economy, and large private entities like The Rockefeller Foundation 

and the Ford Foundation started their own programs to support arts and cultural 
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exchanges between the U.S. and the rest of the world. In 1995, the Ford Foundation 

started their international initiative “Internationalizing New Work in the Performing 

Arts.” Their 2002 report assesses the program’s results and timidly guesses the future of 

international cultural exchanges. In International Collaboration in the Arts, the report of 

the initiative “Internationalizing New Work,” philanthropy and non-profit consultant 

Lynn Stern recognizes that the tragedy of September 11 put a hiatus on international 

exchanges (viii). As global tensions increased, the approval of visas, for example, became 

significantly harder, making it very difficult to bring artists from abroad to the U.S. 

(Gener 25). Thus, I will argue that the U.S. government’s response to 9/11 presented 

logistical and monetary challenges for performing arts international exchanges, forcing 

the field to reorganize. This caused a paradigm shift in performing arts international 

exchanges as we entered the twenty first century that we are still trying to define, in 

where performing arts are not an easily marketable or commodified good.  

I argue in this thesis project that performing arts has the potential of fomenting 

cross-cultural understandingss because of its people-to-people nature, as early twentieth 

century internationalists believed. However, since history shows us the tensions between 

state interests and performing arts’ commitment for people-to-people interactions, the 

question then is how to seize the moment and change the paradigm? More specifically, 

what do true cross-cultural understandingss, exchanges, and reciprocity mean in the 

twenty first century?  

While cross-cultural exchange is often celebrated because of how this kind of 

work allows us to see the commonalities between humans of the world, it can also serve 
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to highlight and discuss forms of oppression that affect peoples of specific countries 

abroad. With the idea of the Américas as the U.S.’s backyard and with capitalist motives, 

the U.S. has invaded, supported coups, fueled civil wars, and laid the groundwork for a 

lot of poverty and violence in Latin America-Caribbean during the nineteenth and 

twentieth centuries. In the twenty first century, an anti-U.S. sentiment prevails in 

countries of Latin America-Caribbean that I can attest to for Puerto Rico from my 

personal experience as well as for Argentina and Chile from interviews with arts 

professionals from these countries. This anti-U.S. sentiment has to do in part with the 

realization of these exploitations.  

The U.S.’s foreign affairs in Latin America-Caribbean have often been instilled 

with xenophobia—the idea that the U.S. is superior while all other countries are 

backwards—and with imperialism. These notions affect arts and cultural international 

exchanges or the lack of them for that matter. Olga Garay-English, former founding 

program director for the arts at the Doris Duke Charitable Foundation, argues the United 

States currently has no interest in having arts and cultural international policies and that it 

is “muy referencial a sí mismos” or too self-referential. In other words, the U.S. thinks of 

itself as the most avant-garde country in terms of art and culture, and believes the rest of 

the world should learn from them and not the other way around. However, as the world 

becomes more and more globalized, there is a need to attend to not only the similarities 

between cultures but also their differences (Szántó 2). Moreover, if a country has been 

directly affected by U.S. foreign policies like most of Latin America-Caribbean, the 

performing arts international exchanges should allow for that discussion to happen.  
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METHODS OF THIS PROJECT  

The main methods of this project are a literature review, interviews of arts 

professionals, and the organization of two international events. I use the terms arts 

administrators and artists throughout this paper in an attempt to distinguish the roles of 

arts professionals in the performing arts international exchanges field. I define artists as 

people who practice preforming arts, while arts administrators are the arts presenters, 

curators, and staff at arts and cultural organizations. However, these distinctions are 

slippery. Therefore, I use the term arts professionals to refer to individuals who are artists 

and administrators, whether they practiced one role in the past and now the other, or are 

currently serving both roles. Through a literature review and by interviewing twelve arts 

professionals from the Américas, this project historicizes support and efforts from private 

foundations to support performing arts international exchanges in the hemisphere since 

the 1990s. This thesis project asserts that performing arts international exchanges has the 

potential to illustrate cultural, economic, historical, and political realities of different 

countries and foment cross-cultural understandingss. This project places arts 

professionals at the center of the discussion on performing arts international exchanges 

by analyzing and explaining the challenges outlined by them and by furthering the 

potential they proposed for these exchanges. In an attempt to become familiar with the 

challenges and potential of performing arts international exchanges, I staged two 

international events at UT Austin during the course of three years. 

Both international events brought together arts professionals from across the 

Américas, an area that I have personal and professional interests in as a puertorriqueña in 
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the diaspora. I served as co-chair for the Hemi GSI Convergence 2015, a multilingual 

(English, Spanish, and Portuguese) four-day international gathering of graduate students 

at UT Austin. This event, in accordance with the Hemispheric Institute’s mission, 

explored the intersections of scholarship, activism, and artistry throughout the Américas 

while also taking into account current social, political, and cultural movements in the 

region. Through a series of fundraising efforts, we were able to gather a budget of 

$36,800 that allowed us to feature twenty artists, activists, and scholars from countries 

such as the United States, Brazil, Perú, and Cuba, who interacted with eighty graduate 

students from these and other countries. With the title “Collectivities in TransMigration: 

Animating Bodies Across Borders,” the Convergence 2015 discussed state violence, the 

role of social media in activism, collective acts of healing, as well as the migration of 

bodies, struggles, ideas, arts, and cultures in this hemisphere. The second international 

event was Staging Hemispheric Crossings, wherein ten arts professionals from Latin 

America and the Caribbean— members of La RED de Promotes Culturales de 

Latinoamérica y el Caribe (La RED or The Net)— gathered at UT Austin to discuss the 

state of international cultural exchanges in the region. La RED members participated of a 

a round-table discussion with the public. During this public event, participants from the 

National Performance Network / Visual Artists Network (NPN/VAN) Annual Meeting 

2016, leaders in Austin-based Latina/o arts and cultural organizations, and members of 

the UT Austin community discussed barriers and opportunities of this work. Afterwards, 

La RED members shared ten performing arts projects from Latin America-Caribbean.  
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This thesis historizes, analyzes, and theorizes the potential for new international 

exchanges between the Américas in the twenty first century. The historical overview of 

internationalist and cultural diplomacy efforts of the U.S., as well as infrastructure and 

financial support for international exchanges since the 1990s serve as the basis to analyze 

some of the challenges of doing this work. The decrease of government support in favor 

of private support for arts and culture international exchanges exemplifies how this sector 

was influenced by neoliberalism. For example, Fox argues that the HemisFair ’68, a 

visual arts fair held in San Antonio, Texas, anticipated NAFTA. The performing arts field 

benefited of this moment in history when large private foundations like The Rockefeller 

Foundation and the Ford Foundation initiated decade-long initiatives to support 

international exchanges. However, the attacks on 9/11 resulted in increased difficulties 

for international artists to enter the U.S.. This was a shift in paradigm at the start of the 

twenty first century, and performing arts are no longer an easily marketable or 

commodified good to exchange.  

Despite a decrease in financial and infrastructure support, arts professionals 

believe in the significance of people-to-people interactions to foment cross-cultural 

understandings. I argue that in the twenty first century, performing arts international 

exchanges between the Américas can happen, but will take a different form from past 

initiatives. To imagine the potential of international exchanges, I apply the insights of arts 

professionals to my research and analysis of past efforts and current resources available. 

“Chapter 2: Fronteras” (or Borders) explores the challenges of producing this work, while 

“Chapter 3: Conexiones” (or Connections) explores and theorizes the potential of this 
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work to grow. Arts professionals recognize the need to document the efforts and 

developments of the field of international exchanges. Therefore, I end this thesis project 

by proposing a body of public scholarship to continue preserving, sharing, and discussing 

the work of performing arts international exchanges. For example, I propose to write an 

article for Grantmakers in the Arts and a white paper for NPN/VAN and Partners making 

the case for performing arts international exchanges as intrinsic to advance their 

missions. Also, I propose a series of workshops at performing arts conferences about the 

needs, challenges, and strategies for international exchanges between the Américas, as 

well as a podcast series where arts professionals share their insights about the field.  
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Chapter Two: Fronteras 

This chapter analyzes some logistical, material, and ideological challenges of 

supporting and doing performing arts international exchanges in the twenty first century. 

Logistical challenges refer to difficulties with planning and coordination, while material 

challenges point to monetary or budgeting issues. Ideological challenges include 

dilemmas with the body of individual, social, or institutional ideals that inform this work. 

On the one hand, I draw from interviews with leaders in arts and cultural organizations 

that support these initiatives in order to explore logistical and material challenges they 

face. On the other hand, I examine the ideological challenges of doing performing arts 

international exchanges. To explore these challenges, I interviewed Carla Perlo (co-

founder and co-director of Dance Place), Shay Wafer (executive director of 651 Arts), 

and Olga Garay-English (board member of the NPN/VAN), among others, to learn more 

about the lack of funding for their work, preventative costs for international travel, 

extraneous visa approval processes, and administrative and infrastructure needs. The 

status of these exchanges in the twenty first century will be compared to the status of 

these initiatives in the 1990s, when there was abundance of funding from foundations 

such as The Rockefeller Foundation and the Ford Foundation. The research findings of 

this project expand on claims about these challenges by former senior editor of American 

Theatre magazine Randy Gener in his article about artistic exchanges in the Américas 

and arts consultant András Szántó’s article “A New Mandate for Philanthropy? U.S. 

Foundation Support for International Arts Exchanges.”  
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There are ideological, administrative, and personal challenges when producing 

performing arts international exchanegs. The ideological and administrative challenges of 

coordinating these exchanges include how to engage with the community, how to address 

issues of diversity and inclusion in the organizations that support this work, and how 

cultural (mis)understandings inform an arts administrator’s decision when bringing artists 

from abroad to the United States. Further, I will explore personal challenges of doing this 

work as women, building from interviews with Daniela Bossio (executive director at 

Girart in Argentina) and Pilar Ramos (founder and director of Diva Producciones in 

Perú); as an immigrant, building from conversations with Garay-English, an immigrant 

from Cuba; and as a woman of color in the United States, building from conversations 

with Wafer. Further, I explore how cultural, economic, historical, and political 

understandings are significant when deciding which artists to present from abroad, as 

well as how the infrastructures inform how the work gets done, building from interviews 

with María López de León (president and CEO of The National Association for Latino 

Arts and Culture [NALAC]), Elizabeth Doud (coordinator of the NPN’s Performing 

Américas Program [NPN/PAP]), and Joe Randel (former director of ArtesAméricas at 

UT Austin). 

THE 1990S: THE GOLDEN AGE OF FUNDING 

One logistical and monetary challenge of doing performing arts international 

exchanges is cost and, by default, funding. During the 1990s private foundations in the 

U.S. showed great interest in supporting international work, such as The Rockefeller 
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Foundation, the Ford Foundation, and the Doris Duke Charitable Foundation. The 

availability of funds made possible the creation of organizations dedicated specifically to 

support performing arts international exchanges. For example, Arts International 

supported exchanges between the United States and the rest of the world, while La RED 

de Promotores Culturales de Latinoamérica y el Caribe allowed for exchanges in Latin 

America-Caribbean. Arts International was an independent not-for-profit organization 

which was part of the Ford Foundation initiative “Internationalizing New Work in the 

Performing Arts.” La RED was founded in 1990 thanks in part to the efforts of Garay-

English and had the financial support of The Rockefeller Foundation for ten years.  

According to Garay-English, the 1990s was the “golden age” of funding for 

performing arts international exchanges, but “eso ha disminuido imnmensamente.” 

Garay-English asserts not only has funding decreased but from what is left very little 

supports performing arts international exchanges. “Ahora, en mi opinión, estamos en una 

situación peor económicamente en términos de auspicio que en el 1990 cuando se fundó 

La RED” (Garay-English). What started as small but decisive actions to advance a global 

performing arts scene in the U.S. and abroad during the 1990s, with decade-long financial 

support from the private sector, diminished in the first two decades of the twenty first 

century. Further, for Garay-English there is little interest from the United States to 

support performing arts exchanges between the Américas.  

Garay-English’s argument on the decrese in funding coincides with Szántó’s 

findings on philanthropic donations to international artistic initiatives. Szántó evaluated 

the grant descriptions of various philanthropies to determine which met the criteria of 
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“international arts exchange” (6). To be considered a grant whose aim was to promote 

artistic exchange internationally, the grant had to meet the following criteria: the intent 

was to cross national borders— specifically, the borders of the U.S.— and that exchange 

should be a goal in the grant award decision (6). After scrutiny, a total of eighty-seven 

grants totaling $15.4 million given in 2001 qualified for the study (9). It must be noted 

that this research study focused on grants which were available for application to any 

organization or artist in the United States, which is not the only way international 

exchanges get funded. For example, organizations can sponsor touring artists or 

companies without an application process. Nevertheless, Szántó’s findings on the lack of 

funding sources available for performing arts international exchanges between the 

Américas are a sample of a larger trend many arts professionals interviewed for this 

project denounce.  

Szántó’s research demonstrates little grant funding was awarded for performing 

arts international exchanges between the Américas in 2001. He analyzed the data in terms 

of destination (incoming or outgoing art/performing artists from the U.S.), and from the 

$15.4 million, only $404,400 was focused specifically on Latin America and the 

Caribbean (11). In terms of discipline, the funding that this study analyzed was awarded 

for projects in visual arts, film, music, dance, and theatre. Funding was also awarded to 

“arts professionals,” meaning curators and librarians among others professionals not 

including artists. Szántó’s study states that there was a large amount of money awarded to 

unspecified or mixed art works, which could include multidisciplinary productions with 

some form of the performing arts present. However, grants awarded specifically for the 
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performing arts disciplines included in this study—which are music, dance, and theatre— 

were only twenty-two of eighty-seven (12). It was not specified the amount awarded for 

each discipline per destination. However, if only $404,400 or 2.6% of the total was 

awarded to preforming arts, the amount directed for Latin America-Caribbean was likely 

to be a lot less. In other words, according to Szántó’s study, from $15.4 million 

evaluated, less than half a million of grant funding was awarded for performing arts 

exchanges between the U.S. and Latin America-Caribbean in 2001. 

When Garay-English refers to the last decade of the twentieth century as a 

“golden age” she is not only referring to the availability of funding but to the existence of 

decade-long programs to support international artistic exchanges. The Rockefeller 

Foundation, for example, financially supported La RED for ten years. Alberto Felix 

Alberto (founder and director of Teatro del Sur in Argentina and founding member of La 

RED), argues that this decade-long support allowed the organization’s members to grow 

professionally to the extent that they have continued working for twenty-five years. 

Another significant decade-long initiative was the Ford Foundation’s “Internationalizing 

New Work." This program supported “international, intercultural artistic exchanges” 

between the United States and the three geographical areas of the Américas, Africa, and 

Asia (DeNatale et al. iv).  

U.S.’s funding and infrastructure support for international exchanges has decresed 

in the last fifteen years, and the events of 9/11 incresed the difficulty to travel. In the span 

of ten years, from 1993 to 2003, the Ford Foundation supported seven organizations 

around the United States, supporting in turn more than 300 artists through residencies, 
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grants, and commissions that allowed for research, development, and/or the creation of 

projects (DeNatale et al. 62-71). The initiative also published six written works—two 

reports and four papers—an online resource, and one video featuring initiative supported 

projects (DeNatale et al. 71). These large initiatives ended at the beginning of the twenty 

first century, and there has been no other major effort like this from the United States to 

support performing arts international exchanges. What is more, the attacks on the World 

Trade Center in New York City on September 11, 2001, supposedly at the hands of Al 

Qaeda, shifted U.S. focus towards the Middle East. As a result, the U.S. reinforced 

airport security systems and increased regulations on travel into the U.S. These events put 

a “hiatus” on performing arts international exchanges by increasing the difficulty and cost 

of the visa process (Stern viii).  

VISAS 

The events of 9/11 added logistical and monetary challenges for arts and cultural 

organizations that support performing arts international exchanges. Garay-English argues 

that the visa process became significantly more complicated and expensive. Michelle 

Heffner Hayes (former director of Miami Dade Community College Department of 

Cultural Affairs, a lead institution in supporting performing arts international exchanges 

particularly with Latin America-Caribbean), adds that the processes to obtain visas 

became a main component of their administrative jobs after 2001. Hayes explains that 

between writing support letters, getting appointments at various embassies, and paying 
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expediting fees, visas are an administrative layer of its own in order to make performing 

arts international exchanges happen.  

In the midst of the 2016 presidential elections, sixty-five arts and cultural 

organizations in the United States signed a document titled “Advancing the Arts to 

Support National Policy Priorities,” a petition for the upcoming administration to include 

the arts and culture as a priority in the next four years. Of particular significance to this 

thesis is the section on international diplomacy and cultural exchange. This section 

outlines two main points: Increase, evaluate, and publicly promote the use of the arts in 

diplomacy and improve the U.S. artist visa process at U.S. Citizenship and Immigration 

Services and the State Department (2-3). While cultural diplomacy has historically served 

as propaganda for the supporting country abroad (Canning 2; Fox 7; Sablosky 37), 

federal government support in the upcoming four years could have the domino effect of 

increasing state and private support. While independent, state and private institutions tend 

to follow larger federal trends in policy. In other words, if the federal government 

supports arts and culture as part of their cultural diplomacy strategies, state and private 

foundations will likely increase their support as well.  

Currently, the National Endowment for the Arts (NEA) is the only federal entity 

that supports arts and cultural organizations nationally and, consequently, allows for 

international exchanges to happen but its existence is been threatened. It is noteworthy 

that as of April 10, 2017, Donald Trump’s Administration proposes cuts to the funding of 

the NEA, as well as to the National Endowment for the Humanities (NEH), and the 

National Public Radio (NPR). It is yet to be seen to what extent will these cuts in federal 



 25 

funding will be applied but it seems as if arts and culture is not a priority for the current 

administration of the U.S.. 

It is of great interest for the organizations that signed “Advancing the Arts” to 

have an improved, faster, and potentially separate system to process visas when the intent 

is for an artist or group of artists to present on U.S. soil. Currently, obtaining visas for 

certain artists depends greatly on the political relationship of the country of origin with 

the United States. If an organization wants to bring an artist from Puerto Rico, for 

example, a country which is often considered part of Latin America-Caribbean, despite 

its territory or colonial status to the U.S., visas will not be a problem at all since Puerto 

Ricans have been U.S. citizens since 1917. However, obtaining a visa for an artist from 

Cuba is informed in part by the fact that Cuba itself very cautiously grants visas to its 

citizens when they are “posibles migrantes.” A potential migrant is someone who may 

take the chance of being on U.S. soil to never return to their country of origin. It has yet 

to be seen if this dynamic will now change after President Barak Obama revoked the so-

called “Wet Foot, Dry Foot” policy that allowed Cubans who literally touched U.S. soil 

to remain in the country. In a similar vein, if an organization brings artists from one of 

the six countries banned from entering the U.S. after Donald Trump’s infamous “Muslim 

Travel Ban”—Syria, Iran, Sudan, Libya, Somalia, and Yemen—, they may have 

difficulties with the visa process and the U.S. Customs and Border Protection. The visa 

challenges international touring artists face evidences the economic and political relations 

of different countries.  
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 Issues with the visa process for performing artists were made visible after various 

musicians’ visas were revoked or they were denied entry and deported back to their 

countries of origin as they intended to enter the U.S. to participate in SXSW 2017 in 

Austin, Texas. The visas of the brothers Yussef, Ahmed, and Kareem Dayes from United 

Vibrations were  revoked a few days before entering the country; the members of 

Massive Scar Era were not allowed entry to the U.S. from Canada; and Soviet Soviet 

members were deported back to Italy, to name only a few. As of March 16, 2017, 

members of four bands and two individual artists on their way to SXSW 2017 were 

denied entry to the U.S. (Ivie).   

As public concern about international artists being denied entry to the U.S. and/or 

being deported rose, entertainment lawyers clarified some of the issues at hand. Brian 

Taylor and Robyn Guilliams, New York-based entertainment lawyers, explained that 

artists should apply for work visas except in the narrowest of circumstances:  

Artists from all countries should not attempt to enter the US on visitor visas (B-
1/B-2) or through the Visa Waiver Program (“ESTA”) except in the most narrow 
of circumstances. For example, performing at a booking conference (Arts 
Midwest, PAE, APAP, etc.) where only registered attendees are permitted to 
attend or performing at a competition or non-public audition are still permitted in 
visitor status. However, whether or not an Immigration Officer will continue to 
understand and accept these exceptions remains to be seen. In such instances, 
make sure such an artist is properly advised ahead of time and travels with 
extensive supporting evidence. (Taylor and Guilliams) 

 
The problem is that it is up to the discretion of an immigration officer to allow or decline 

a foreigner to enter the U.S.. Some organizations advise foreign artists that they can enter 

and perform in the U.S. on a visitor visa or with waivers if they are not being paid or 
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tickets are not being sold for the performance and/or the performance is part of a training 

program. However, Taylor and Guilliams state that “this is incorrect and always has 

been.” It will seem then that the answer is to apply for an O (temporary work visa for 

non-immigrants) or a P (temporary work visa for a non-citizen who will reside in the 

U.S.). Generally, performing artists with O or P visas experience less trouble entering the 

country, but this can vary, as it is up to the discretion of an immigrant officer to allow or 

deny entry for an individual (Taylor and Guilliams). Further, obtaining an O or P visa is 

very difficult, as it must be proven that the performing artist has notoriety, achievement, 

and expertise in the field.  

The current visa process has at least two parts. Both parts require arts 

administrators applying to stress the exceptionality of the performing artist entering the 

United States. Doud explains that before the artist can go to the U.S. embassy to request a 

visa, the hosting organization must submit a petition to the Department of Homeland 

Security (DHS). This allows the DHS to initially screen the visiting artist and provide an 

initial approval for the artist to then go and request a visa interview in the corresponding 

U.S. embassy or consulate in their country of origin. Each part has a different fee 

associated with it, increasing the cost of processing visas for performing artists. What is 

more, part of the visa process is to make the case for the exceptionality of the artist 

coming to the U.S. (Hayes; Doud “Re: Time for Interview”). This need to prove an 

“extraordinary ability”—to borrow the language of the United States Citizenship and 

Immigration Services website— “makes it particularly difficult for emerging artist who 

don’t have a lot of performance or touring history to be considered professionals 
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especially by immigration service workers who may be very unfamiliar with arts overall” 

(“Temporary (Nonimmigrant) Workers”; Doud “Re: Time for Interview”).  

Further, the need to emphasize the exceptionality of the artist is an economic 

argument. Mathew Covey and Will Spitz, immigration attorneys for the non-profit 

Tamizdat who specialize in getting visas for international artists, explain that the 

rationale is to protect the U.S.’s labor:  

[F]rom a labor standpoint, foreign musicians playing in the U.S. for free is 
anything but harmless. (Artists can get visas to perform in the U.S. of course; but 
they have to prove that they are eligible for an O or P visa, which is issued when 
the artist's importance to American business or cultural interests is deemed to 
outweigh their threat to labor interests.) (Covey and Spitz qtd. in Tsioulcas) 

 
In short, just the visa process made and continues to make performing arts international 

exchanges impossible at times. As Hayes argues: “You couldn’t do projects, because you 

couldn’t get the visas, you couldn’t get them in time, or couldn’t afford to get them 

because you had to pay fees to expedite certain visas.” This issue is an example of what 

Garay-English means when she says that the U.S. is “very self-referential.” In other 

words, it is the belief that everything this nation has to offer is enough in itself and there 

is no need whatsoever to look beyond our borders to learn or to be inspired. This belief of 

self-sufficiency is the ultimate challenge for performing arts international exchanges, and 

the visa process is just a symptom.  
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INTERNATIONAL TOURING PRODUCTION COSTS 

The cost of visas is non-negotiable so hosting organizations and international 

artists must compromise in other areas to save funds. Wafer outlines some of the costs 

associated with hosting international artists including travel, housing, per diem, and 

ground transportation. A great part of the budget is spent on these aspects without even 

adding in the costs of transporting and/or setting up tech, props, or other elements the 

artist might need for her performance. When I co-chaired the Hemi GSI Convergence 

2015, from our budget of $36,800 we used more than half to cover the cost of visas, 

travel, lodging, per diem, and/or fees for twenty presenters, including artists, activists, 

and scholars from the Américas. However costly, it would have made no sense to host a 

hemispheric conversation without the presence of international artists, activists, and 

scholars.  

Performing arts and cultural organizations that seek to foster cross-cultural 

understandings must include international artistic exchanges in their programming and 

budgeting. Travel and hosting-related expenses limit the size of the group an arts 

administrator can host because with more artists the cost multiplies (Wafer). In fact, 

having a small group or a solo artist has become part of the requirements for a work to 

tour either nationally or internationally. For example, during their Annual Meeting 2016, 

NPN/VAN curated “Live & On Stage,” a showcase of U.S.-based artists whose work was 

ready to tour. The criteria considered to determine if a work is ready to tour include 

“scale, technical requirements, and affordability” (“Live & On Stage” 11). The idea is for 

U.S. and international arts administrators to witness the work of such artists and 
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potentially book them. Teo Castellanos (a Miami-based artist and founder of D-Projects) 

argues that it is necessary for artists to travel and seek audiences beyond their local or 

national communities. The NPN/VAN showcase provided an outlet for artists seeking to 

expand their audiences. The question that arises for artists then is to what extent can their 

aesthetic vision be compromised in order to be or become touring material.  

During the event Staging Hemispheric Crossings, cultural workers from Latin 

America, the Caribbean, and the United States discussed how there is often tension 

between the aesthetic intents of a piece versus the need for the work to tour. Aesthetics or 

creativity may be compromised when an artist is creating only with the intent of touring 

or when the aesthetics of a piece shifts to make it touring material. For example, a piece 

that requires a large cast as part of its aesthetics might be challenging to tour. Ideally, 

however, an arts and cultural organization should be able to present an international 

performing arts work as-is and should have the monetary means to offer a variety of 

artistic pieces, from solo performances to large scale productions, to their audiences. 

However, the more aesthetically or technically complex, the costlier. With a decreasing 

funding landscape this is not feasible for many organizations.  

HOSPITALITY  

Hosting international artists not only costs money but also staff work and time 

commitments, often outside of regular work hours. According to Wafer, staff time is 

necessary when hosting an international artist to make sure the person feels comfortable 

in the new country. Details such as meeting them at the airport, suggesting restaurants to 
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visit and making sure they are comfortable at the hotel, have transportation, or can find 

their way to the performance venue are necessary especially when the person is not 

familiar with the hosting city, town, or country (Wafer). In a way, the staff in arts and 

cultural organizations working with performance artists must function as cultural 

diplomats or translators.  

Hospitality means making a guest feel welcome in the hosting country, and for 

international guests this can include culturally-sensitive and mindful accomodations. 

Wafer takes into consideration their guest artists’ comfort when she makes sure they have 

what they need backstage, even when they do not request it. These details include, for 

example, taking into account dietary restrictions when offering food to having a 

comfortable space during rehearsals for Muslims to pray when the sun goes down 

(Wafer). Having these culturally-sensitive considerations are made possible through 

dialogue, cross-cultural understandings, and years-long relationship building prior to an 

artist’s visit to the United States.  

Building these relationships often requires staff commitment to travelling 

regularly, which costs time and money for an arts and cultural organization. However, 

travelling to an artist’s country of origin is a way of building long-term and meaningful 

relationships that go beyond mere business transactions. The time and financial 

commitment to developing these relationships often comes from the fact that staff 

members are excited about the possibilities of presenting an artist to their community and 

local audience. As Wafer argues, the challenge is then to transmit this same excitement to 



 32 

the community or audience when they may have never heard of the international artist to 

be presented.  

COMMUNITY ENGAGEMENT  

Engaging the community and building audiences for performing arts international 

exchanges represents an ideological challenge as it requires communication and 

understanding across cultural, socio-economic, and even political differences. Building 

audiences is a challenge mentioned by several of the arts professionals interviewed for 

this project, including Wafer, Perlo, Hayes, as well as Randel. “Your audience has to 

trust you,” states Perlo about promoting a new artist to an arts and cultural organization’s 

audience: “it takes a leap of faith from the presenters and it takes a leap of faith from the 

audience too.” Wafer agrees that developing a relationship with their communities and 

audiences requires time and trust. For her, it is important to demonstrate to the audience 

that they are interested in this type of international initiative, that they support it on a 

regular basis, and that it is not a one-time effort because of a grant, for example (Wafer).  

While building relationships with their communities is a challenge to most arts 

and cultural organizations, building an audience for an international artist presents a 

challenge of its own when the audience knows nothing about the artist. “You have to find 

different points of entry, different ways of getting your audience excited about this artist 

they know nothing about, about a subject matter they may not be interested in” (Wafer). 

Wafer realized that while she, as an administrator, has been in contact with the artists for 

years and gets to know them closely, the audience does not have the same opportunity. At 
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651 Arts, they have been exploring different ways to engage the audience and the artist 

prior to their visit, including the use of social media tools. Arts and cultural 

organizations’ explorations with different entry points in an attempt to engage their 

audiences with international artists is an example of what arts consultant and researcher 

Douglas DeNatale calls the “re-negotiation” of their “social contract” (“Developing 

Audiences” 28).  

In “Developing Audiences,” an essay in the Ford Foundation’s report on 

“Internationalizing New Work,” DeNatale outlines key findings regarding the 

relationship among hosting arts and cultural organizations, their audiences, and the nature 

of the international collaborations with which they engage. Organizations must develop 

methods and frameworks for making the international work culturally and linguistically 

legible to its audiences (“Developing Audiences” 28). When DeNatale states that cultural 

and linguistic understandings are necessary when doing performing arts international 

exchanges, he refers to finding connections between the work and the audience. These 

connections might seem literal sometimes— presenting a Puerto Rican, Spanish-speaking 

artist to a recently-migrated Puerto Rican community, for example— but they should go 

beyond just assuming inherent connections. There must be a serious attempt to connect 

communities and audiences to performing artists beyond their cultural and linguistic 

specificities.  
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THE CHANGING DEMOGRAPHICS ARGUMENT  

Tapping into specific communities or using the changing demographics argument 

in an attempt to build audiences for performing arts international exchanges represents an 

ideological challenge. During Staging Hemispheric Crossings, U.S.-based arts 

administrators discussed how the notion of “changing demographics” is an argument for 

the need for more performing arts international exchanges within the Américas. Changing 

demographics asserts that immigrant populations, and in larger numbers of Hispanic or 

Spanish-speaking descent are “expected to reach about 106 million in 2050, about double 

what it is today,” according to the 2014 National Populations projections of the U.S. 

Census (Krogstad). Many U.S.-based arts administrators base the need for more 

performing arts international exchanges with Latin America-Caribbean on this fact, 

arguing it will give a sense of recognition and connection to the immigrant populations.  

However, some art practitioners interviewed for this project are cautious of the 

notion of thinking that international work can only be presented to immigrant 

communities. For Castellanos, witnessing an artist from your own country does give a 

sense of recognition that is important, but he also believes that a person from a different 

group may have an interest in an international artist. Randel agrees with this notion when 

he asserts: “The work is relevant to your community based on the content of the work, 

not just on where it comes from.” While presenting arts from the country of a particular 

group in a community is important, arts administrators should also keep in mind that art 

from Latin America-Caribbean might be of interest to other demographic groups 

(Randel). For Randel, there is a danger in the demographic argument. On the one hand, 
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many arts administrators wrongfully assume that all U.S.-based communities of Latin 

American-Caribbean descent like the same cultural products. For example, an arts 

administrator identifies a Honduran community in her town, for example, and decides to 

book a tango show in an attempt to attract it. However, while some Honduran folks might 

be interested, there might be no massive mobilization of people. Consequently, the arts 

administrator assumes the demographic group simply does not like arts and abandons the 

intent of attracting that community altogether (Randel).  

Randel argues that unless there is some critical thinking, conversation, and true 

cross-cultural understandings having international artists simply to tap into a particular 

demographic group can result in the further alienation of the community. On the other 

hand, Randel asserts there is the misconception from U.S.-based arts administrators to 

think that people in Latin America-Caribbean are only going to like art created by Latinxs 

in Spanish. Firstly, this does not respond to the racial, ethnic, and linguistic complexity of 

Lain America-Caribbean. Secondly, while Randel recognizes that it is of interest for 

Latin American-Caribbean audiences to understand the perspective of their diasporas in 

the U.S., arts professionals should not assume that this is the only thing they would like. 

On a similar vein, Doud argues that diasporic communities of Latin American-Caribbean 

descent in the U.S. do not want arts administrators “to be creating programs that they 

think represent them when they haven't done the homework to find out what communities 

really want to experience” (“Re: Time for Interview”). In other words, if the intention is 

to connect or attract a particular group in the community, there should be some kind of 
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initial research and communication to understand the nuances of that particular diasporic 

group and later to determine what is it they would like to see on stage.  

While some arts professionals argue that performing arts international exchanges 

should happen despite the identities of the artists and the audience, others argue that 

fostering dialogue between people with specific identity markers should be a priority for 

arts and cultural organizations. López de León believes that connecting Latinx artists and 

audiences to Latin American-Caribbean ones and vice versa should be a priority to 

alleviate tensions between these communities. On the one hand, López de León argues 

that Spanish-speaking Latin American communities are always in tension with their 

diasporas: from the assumption that everyone in the U.S. has a better life and more 

money to the shaming of non-Spanish-speaking Latinxs. The conversations that can be 

possible through people-to-people interactions and the arts can aid Spanish-speaking 

Latin American and Latinx audiences to understand each other better.  

The relationship between Latinxs and Latin Americans is a layer of cross-cultural 

understandings that cannot be overlooked in a discussion of performing arts international 

exchanges in the Américas. Firstly, because of histories of U.S. imperialism in the region 

and the large numbers of people from Latin American descent in U.S. soil. Further, 

López de León argues that bringing an artist for Latin America to connect to an audience 

of Latin American descent is not an ideal equation, since diasporic experiences differ 

from experiences in home-countries. In fact, for her, Latinxs may have something more 

relatable to tell to other Latinxs or diasporic communities. López de León claims that 

mainstream organizations often bring artists from abroad while ignoring the Latinx artists 
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in their own communities: “Sometimes there’s the inclination by mainstream institutions 

to present artists from Latin America while never looking in their own backyard and 

seeing what the organizations and what the artists in their communities are already 

doing.” Asserting that arts professionals should look for U.S.-based Latinx artists before 

Latin America-Caribbean-based ones complicates the argument that changing 

demographics and the presence of Latinx communities equals a need for performing arts 

international exchanges between the Américas. However, I argue that this does not mean 

that Latinx communities in the U.S. should only see work from U.S.-based Latinx artists, 

and international exchanges are not necessary. Rather, this suggests two approaches. 

Firstly, there should be true communication and understanding between the audience and 

arts administrators. Secondly, I argue that an arts and cultural organization may find that 

it is best to offer a mix of Latinx artists as well as Latin American-Caribbean artists from 

abroad.  

Arts professionals can look for international performing artists whose work fall in 

and outside the lines of the identity politics of their communities. This also means that 

when presenting work from abroad, there is no need to only present “traditional” work. 

Doud believes that diasporic communities in the U.S. are willing to witness work from 

Latin America-Caribbean that represents traditional as well as contemporary work that 

speaks to current socio-political issues, which are similar across the hemisphere. In 

summary, the notion of “changing demographics” and wanting to present art from Latin 

America-Caribbean to its communities in the United States should be used with caution, 

since diasporic experiences are nuanced and complex. The challenge of building 
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audiences for international work is not only to present work related to the community but 

also taking risks and presenting art from around the globe as it can be of interest to an 

audience for its content, despite their identity politics.  

SYSTEMIC INCOMPATIBILITIES: TRANSLATING INFRASTRUCTURES  

For both arts administrators and artists in the United States, Latin America, and 

the Caribbean, one logistical and ideological challenge is what Randel calls “systemic 

incompatibilities” or the lack of understanding of different infrastructures. For Randel, 

artists in Latin America-Caribbean do not understand why entities in the U.S. want to 

sign contracts years in advance. U.S.-based arts and cultural organizations depend heavily 

on the subscription model. Therefore, they must know what productions they are going to 

present one or two years prior to when they are scheduled to happen (Randel). On the 

other hand, Latin America-Caribbean, the arts and cultural sector depends heavily on 

government funding and constant political changes mean different priorities (Randel). 

According to Randel, sometimes it is difficult to know whether a production or an artist 

will have support a year from now since this will depend greatly on who is in power. 

Randel argues that long-term relationship building is necessary to do international 

exchanges in the hemisphere as the business model or trade exchange that is common in 

the U.S. does not necessarily function in Latin America-Caribbean.  
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DIVERSITY AND INCLUSION 

Diversity and inclusion are logistical and ideological challenges that should be 

taken into consideration not only when curating artists but also when comprising the staff 

of an arts and cultural organization. “We need to see [diversity] in all levels and not just 

with the artists, not just with the funding, we need to see it within the structure of our 

own organization, we need to see it in the leadership” (Wafer). An arts and cultural 

organization can attain diversity by showcasing a variety of products as well as by 

diversifying its programs, divisions, staff, and targeted audiences. Inclusion, on the other 

hand, is the way the organization brings these distinct components into conversation with 

each other.  

The current reality, however, is that particular people—namely white, cisgender, 

heterosexual, and able-bodied men—have positions of power and play major decision-

making roles in the arts and cultural field. The report, by the Center for Cultural 

Innovation for the NEA, Creativity Connects, argues that structural inequities in terms of 

race gender, and ability, to name only three, within the arts and cultural field reflect those 

of society more broadly. The report further posits: “This situation not only means a lack 

of equal opportunity for large segments of the artists’ population, it also means that our 

nonprofit and commercial cultural ecosystems do not refect the pluralism of our country’s 

population overall” (Center for Cultural Innovation et. al. 19). For example, Wafer points 

to the few women of color you can see at performing arts festivals: “I go to these big 

festivals and I can count us on one hand.” In the research “An Exploratory Study of 

Demographic Diversity in the Arts Management Workforce,” published in Grantmakers 
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in the Arts Reader, arts administrator and educator Antonio C. Cuyler shows that in 2014 

78% of staff members in the arts were white, 85% heterosexual, and 88% had no 

disability. In terms of artists, DataUSA—a website that visualizes U.S. government 

data—shows that in 2015 83% of artists and related workers were white.  

A lack of diversity and inclusion in the arts and cultural field represents an 

ideological and logistical challenge for organizations if they are not encouraging 

reflection about the reasons for this deficit and when they are not proactively changing 

this landscape. Korbett Mosesly, non-profit management and public policy consultant, 

explains some ways in which institutional racism functions within non-profit institutions 

in the article “10 Ways to Practice Institutional Racism.” Some of these ways include: 

maintaining white leadership, limiting partnership with and feedback from communities 

of color, framing the issues and leading the strategies without the people directly 

impacted by it, whitewashing the diversity language, and offering cultural competency 

training every few years (Mosesly). Mosesly’s article explains specifc ways an 

organization supports institutional racism, whether knowingly or unknowingly. With this 

framing, the author exposes the problem, as well as the ways in which this is both an 

ideological and logistical challenge for organizations.  

“Chapter 2: Fronteras” analyzes and explains some of the logistical, monetary, 

and ideological challenges for arts professionals working with performing arts 

international exchanges between the Américas. These challenges include the decrease in 

funding after decade-long initiatives of private foundations like The Rockefeller 

Foundation and the Ford Foundation ended at the beginning of the twenty first century. 
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Another challenge is the increased difficulty of obtaining visas after the attacks of 9/11. 

To enter the United States, arts professionals must demonstrate the extraordinary ability 

of the international artist in a two-part process. This is an economic argument so that U.S. 

officials are ensured that artists are not taking away jobs from U.S. citizens. What is 

more, the two parts have fees associated with them. The visa process depends on the 

relationship between countries and when arts professionals get a hold of the process, the 

rules change. Most recently, this was evident when Trump’s infamous “Muslim Travel 

Ban” prevented musicians, with ties to one of the six countries banned, from entering the 

U.S. to participate in SXSW 2017. Despite obtaining a visa of any kind, it is up to the 

discression of an immigration official to approve or deny an artist’s entry into the 

country.  

This chapter also explains monetary costs of producing international work and 

hosting international artists, as well as the challenges of building audiences for 

international work. Travel, hosting, and shipping-related expenses limit the size of the 

group and the technological complexity of the production an arts administrator can 

afford. Further, hosting international artists requires money to cover lodging and other 

expenses, as well as time commitment from staff, often outside regular work hours, to 

make artsists feel welcome in the new country. Further, engaging with the community 

and building audiences for perfrorming art international exchanges is challenging when 

they do not know much about the artists or the topics in their art.  

This chapter also analyzes and explains the complexity of the changing 

demographics argument as the principal reason to support performing arts international 
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exchanges. It may seem that bringing artists from the country of origin of a diasporic 

community, from Honduras for a Honduran community, for example, is the best way to 

approach the changing demographic argument. However, this argument should be taken 

into careful consideration and should not be the only reason to support this work in the 

U.S.. If this is the only reason to support international exchanges and arts administrators 

do not learn about the nuances of the diasporic groups in their communities, they can 

perpetuate the homogenization of Latin American-Caribbean cultures. As a result, these 

diasporic communities can feel more alienated.  

Finally, this chapter explores the challenge of working with different systems and 

infrastructures across countries in the Américas, as well as how the lack of diversity in an 

arts and cultural organziation thwarts inclusion. Coordinating performing arts 

international exchanges between the Américas means that arts administrators must learn 

about the different systems and insfrastructures for arts and culture in their partnering 

countries. The systems and insfrastructures are very different in each country in the 

Américas and the lack of understanding often prevents exchanges from happening. 

Lastly, this chapter explains how the lack of diversity and inclusion is a challenge when 

the intent of the work is to promote cross-cultural understandings. Arts and cultural 

institutions cannot further discussions, conversations, or strategies about diversity and 

inclusion if the majority of the art presented is mainstream. Similarly, if the arts 

professionals in an organization are mostly white, cisgender, heterosexual, and able-

bodied, this thwarts the possibility of advancing diversity and inclusion. 
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Chapter Three: Conexiones 

This chapter suggests the potential to increse performing arts international 

exchanges across the Américas in the twenty first century. The potential explored in this 

chapter stems from the experiences of arts professionals interviewed for this project, my 

analysis of past efforts and current resources, as well as my own work organizing 

international events in the last three years. When I use the Spanish word conexiones or, in 

English, connections, I am suggesting more than the importing-exporting of the 

performing arts. Arts professionals interviewed for this project believe these international 

initiatives can influence relations within communities where the works are presented, as 

well as between the countries respresented, despite the decrease in funding and 

infrastructure support in the United States. They argue that performing arts international 

exchanges have the potential to foster cross-cultural understandings at a time when public 

displays of racism and xenophobia are on the rise. During the 2016 meeting of NPN/PAP, 

Elizabeth Doud suggested that we are at a time when we must question the use of the 

words “exchange” and “reciprocity.” In other words, what does it mean to have true 

exchange or reciprocity across nation-state borders? Therefore, what I am imagining and 

foregrounding here are ways to increase more meaningful exchanges and reciprocity 

between countries. It is important to note that most suggestions offered here are not 

exclusive to the U.S. and can enhance the potential for performing arts international 

exchanges between other countries as well.  
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Further, “Chapter 3: Conexiones” explores the commitments, requirements, 

benefits, and processes that can expand the potential for performing arts international 

exchanges. This chapter lays out four areas of commitment for institutions to support 

diversity and inclusion. I argue that considering intersectionality, showcasing a U.S. that 

reflects more of the Américas, taking into account the ethics of exchange by moving 

beyond import-export dynamics, and fostering engagement across cultures are potentials 

for the future of international exchanges between the Américas. The institutional 

commitments explored here require ongoing reflection processes that respond to the fast-

paced ways that our countries, cultures, histories, economies, politics, societies, and the 

world at large are changing. Further, they respond to the ways in which all of the above 

cross nation-state borders and re-define the hemisphere. The following sections of this 

chapter explore the benefits and requirements for international performing arts from the 

perspective of arts administrators. Lastly, this chapter explores some institutional 

relationship-building processes to aid organizations in coordinating meaningful 

performing arts international exchanges in the twenty first century.  

INSITUTIONAL COMMITMENTS TO DIVERSITY AND INCLUSION 

Arguing for the Importance of Intersectionality 

Diversity and inclusion are at the forefront of current discussions and initiatives in 

the arts and cultural field, and it is becoming a priority for leading organizations and 

institutions. I argue that a diverse staff in an arts and cultural organization can lead to 

further diversity and better cross-cultural understandingss. The identity markers and 
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experiences of each person make them see the world in different ways. The following 

examples suggest how the presence of women, immigrants, and people of color offer 

more inclusive ways to produce performing arts international exchanges. For Daniela 

Bossio, executive director of Girart in Argentina and Pilar Ramos, founder and director 

of Diva Producciones in Perú, being two of the few women arts administrators in La RED 

is a significant, yet challenging position. For them it is necessary to have more women 

arts administrators in leadership positions supporting performing arts international 

exchanges as they can further a feminist agenda. Bossio recognizes that she lives and 

works in a patriarchal society and that more men than women get recognition for doing 

artistic work. Bossio explains it is challenging to be a woman arts administrator and 

invent new strategies to visibilize the work of women in the arts: “Ese es el desafío como 

mujer. Construir otras formas de visibilizar el trabajo femenino y las formas femeninas de 

trabajar la producción.” Therefore, it is a feminist political decision for both Bossio and 

Ramos to make it a priority to identify and give opportunities to women artists, 

producers, and technicians, as well as to work that represents multiple women’s 

experiences when producing an event. While they mainly work in Latin America-

Caribbean, their experiences are common to women in the U.S..  

Diversity and inclusion in the arts and cultural field in the United States should 

also include representing immigrants, as well as individuals of different races and 

ethnicities. Olga Garay-English, independent arts consultant, asserts that doing this work 

is at the core of her professional and personal self since she is an immigrant from Cuba. 

She believes immigrants can serve as a bridge between the geographic, political, 
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economic, cultural, and social contexts of the Américas. Race and ethnicity are also 

factors to take into consideration for a more diverse and inclusive arts and cultural field. 

Shay Wafer, executive director of 651 Arts, argues that it is important to have women of 

color in leadership and decision-making positions when doing international work, as it is 

important for artists to see themselves represented in the staff. This identification further 

allows for deeper and truthful conversations among artists and the organization. Wafer 

recounts an occasion when an artist was very cordial to the white arts presenters in the 

room when they were inviting him to tour the United States. When the artist was alone 

with Wafer, he expressed his disinterest in touring and his preference for working in his 

own community. This incident offered an opportunity for the staff to have a conversation 

about potential ways of supporting artists beyond touring the U.S.. Wafer believes this 

would not have been possible if she was not a Black woman.  

In a similar vein, my identity markers and “collective experiences”— to borrow 

Wafer’s phrase—, as a woman of color, Puerto Rican, immigrant, and Latina allow me to 

see things others may not, interact with artists in different ways, and do the work with 

specific priorities in mind. As a Puerto Rican woman currently living in the United 

States, I have some understanding of the processes of migration from my particular 

country of origin and our relationship to the United States. While back home I considered 

myself puertorriqueña, in the U.S. I also identify as Latina. This identification process 

sheds some light on the processes of identity making that many immigrants experience. I 

am particularly attentive to artworks that explore these processes. As Garay-English 

posits, the idea that as immigrants we can serve as bridges between realities in this 
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country and our places of origin speaks to the understandings we may have not only of 

the artwork itself but of the contexts of particular regions. However, simply because I 

have these identity markers does not mean I am an expert in diversity. For example, 

María López de León, president and CEO of NALAC, is from a Mexican heritage and 

grew up in the U.S.. López de León’s experiences growing up differ greatly from mine. 

She highlighted the fact that, for example, while my native language—Spanish—was 

used and my culture was celebrated in Puerto Rico, Mexican and/or Latinx cultures in the 

U.S. were underrepresented, erased, and often shamed. She recounts how as children of 

Mexican-descent were shamed by teachers for speaking Spanish in school. The need to 

represent and celebrate the Latinx cultures in the U.S. has motivated de León to promote 

artistic and leadership work to empower these communities, a work she develops at 

NALAC. In a similar vein, as a Black woman, arts administrator, and executive director 

of 651 Arts, Wafer has a personal and professional interest in promoting the artistic work 

of the African diaspora. This is not to say, however, that a person with different identity 

markers cannot see the significance of representing these diverse cultures, but that, as 

Garay-English puts it, “it is in our DNA,” since we deal with the culture on a daily basis.  

While a diverse staff can lead to more inclusive ways of doing arts and cultural 

work, an awareness of intersectionality shows that the equation is not that simple. Simply 

having a diverse staff does not mean that people will feel comfortable with bringing 

issues of identity to the forefront or automatically seek ways to make the organization 

inclusive. There must be active ways of engaging in these conversations as part of the 

daily operations of an organization. This means dealing with histories of U.S. 
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imperialism, racism, homophobia, xenophobia, sexism, and other forms of oppression as 

well as the ways that our identity markers make us privileged or oppressed at the same 

time in these institutions. The term intersectionality, coined by critical race theorist 

Kimberlé Williams Crenshaw, is the idea that people’s identity markers—socio-economic 

status, sexual orientation, religion, or ability, to name a few—can make them oppressed 

and privileged at the same time (1244). What does this notion do to an arts and cultural 

organization’s attempt to be diverse and inclusive? For example, as a Puerto Rican, 

heterosexual, middle class, educated, bilingual, U.S.-citizen, able-bodied, and cisgender 

woman, I cannot speak for all the Puerto Ricans in this world who fall in or out of the 

lines of my identity markers. And while my presence in a room full of white people 

might make a statement in itself, there are ways in which my voice and experiences can 

be silenced. Further, even if I can speak up, that does not mean I can speak for all Latinx 

experiences. All of this is to say that to achieve diversity and inclusion, we must engage 

in self and institutional reflexive processes that take intersectionality into consideration. 

Further, diversity and inclusion should go hand-in-hand with attempts to further cross-

cultural understandingss both within an organization’s staff and initiatives as well as with 

their relationships to communities, artists, and countries. An increasingly diverse staff in 

an arts organization who actively seek ways to be inclusive can only further the 

discussions about how to make the space welcoming and representative of the diversity 

that characterizes the U.S. and the world at large. 



 49 

A U.S. that Reflects More of the Américas 

Many arts professionals argue that diversity and inclusion are necessary due to the 

changing demographics of this nation. It is estimated that Hispanics (people of Spanish-

speaking, Latin American-Caribbean descent) will double in numbers by 2050 

(Krogstad). Thus, art practitioners argue that performing arts international exchanges 

between the Américas are necessary as we aim to represent and connect with increasing 

immigrant communities in the U.S.. As discussed in “Chapter 2: Fronteras,” the notion of 

changing demographics as the only argument to support  exchanges within the Américas 

should be taken with caution as it can further perpetuate misrepresentations. 

Homogenization of Latin American-Caribbean cultures is a common mistakes arts 

administrators commit when booking artists from this region. In other words, if an arts 

administrator homogenizes Latin America-Caribbean, she is failing to represent its 

diverse countries, cultures, and languages, to name only three aspects. However, there are 

some positive aspects to arguing that changing demographics is a reason to do this work.  

What changing demographics asserts is the fact that we live in an ever-changing 

nation that is becoming increasingly diverse and will continue to do so in the twenty first 

century. I further argue that the notion of changing demographics makes evident the fact 

that while immigrant populations increase, mainstream representations of U.S. culture 

still reinforce a homogenized notion of the United States—namely white, cisgender, 

heterosexual, Christian, and able-bodied. At the turn of the twenty first century, the 

interest of private foundations in supporting performing arts international exchanges was, 

in part, a response to the notion of an increasingly diverse nation. Elizabeth Doud, 
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coordinator of NPN/PAP, argues that artistic exchanges between the Américas serve to 

acknowledge the existence of Latin American-Caribbean legacies in the United States:  

So much of the demographics of the United States is composed of people who 
come from south of the US-Mexico border—whether they are recent arrivals or 
have been here in the United States for generations—this diaspora and the cultural 
legacies are very much a part of the daily social fabric of our society. (Doud) 

 
Changing demographics then can serve to further argue for the need of diversity and 

inclusion of the arts programming and in the staff composition of an organization. By 

acknowledging the diverse cultures that define U.S. society, art professionals can be more 

proactive in aiding their organizations to reflect this diversity. Acknowledging diversity 

also means taking a step back and getting to understand the community that the 

organization serves.  

Communicating with diasporic communities will help organizations identify ways 

to incorporate performing arts international exchanges into their programming. Doud 

believes that what a community does not want is for an arts administrator to assume they 

will like an artist or artistic product without doing some homework first. The ways to 

know the community will vary depending on the organization, but some practices I have 

seen include surveys (especially when the organization has a large following) to 

organizing community meetings where everyone is welcome to discuss the arts and 

cultural programming of the organization. For an organization that is just starting to tap 

into the diverse communities it serves, a good idea is to attend the community meetings 

and other organizations’ events to get to know them before having a meeting about 



 51 

programming or even sending a survey. Building relationships with the community 

should take time and trust. Now, while it is a good idea to know what a community 

wants, there should be no fear in proposing a completely new artist to the audience or 

community. If the audience or community knows an organization cares and listens, they 

will likely take the chance of witnessing a completely new artist. In summary, if changing 

demographics is an argument to support performing arts international exchanges, there 

should be ongoing processes of self and institutional reflection. This reflection should be 

done with the local community if the goal is to achieve diversity and inclusion in the 

organization. 

Ethics of Exchange: Thinking Beyond Import-Export 

The notion of global citizenship can posit a challenge to the ethics of exchange 

between the Américas. Carla Perlo, co-founder and co-director of Dance Place, argues 

that in a globalized and interconnected world, younger people in particular like to think 

of themselves as global citizens and want to interact with other cultures. Perlo posits that 

people who do not have the means necessary to travel may also be interested in 

witnessing work from abroad. It must be noted that Perlo’s assertions come from the 

perspective of an arts professional based in Washington, D.C.. With more than 150 

diplomatic missions, D.C. is considered one of the few international cities of the world. 

In fact, most of the international work that is done in the United States happens in big 

cities such as D.C., San Francisco, Miami, or New York City to name just a few. In that 

regard, Wafer expresses that for 651 Arts building audiences for international work is not 
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difficult precisely because of NYC being an international city. However, performing arts 

international exchanges should not be limited to big cities but should be fostered in rural 

and/or isolated regions as well. People who think of themselves as global citizens are an 

important audience to tap into, but performing arts international exchanges should not be 

limited to people who already have a global view of the world. Further, being a “global 

citizen” also comes with challenges that get in the way of achieving cross-cultural 

understandingss.  

Often, an audiences’ only interaction with another culture is by purchasing tickets 

for a show and passively watching a stage, resulting in the consumption of culture rather 

than an exchange. It is very common to see advertisements of presentations from foreign 

countries that showcase their “traditional” art and cultural products, which more often 

than not have to do with a fixed and romantic image we are fed about a particular country 

and not with the contemporary ways in which it functions. Further, the increased public 

display of racism and xenophobia apparent in hate speech towards women for wearing 

hijabs, for example, makes evident the fact that there is an unwillingness to learn, 

understand, and respect people from other cultures. For Teo Castellanos, a Miami-based 

artist, many people are content in their comfort zones and do not want to engage with the 

unknown. “For a little while I took it for granted, that everyone was interested in other 

cultures but that is not true,” expressed Castellano while talking about the significance of 

performing arts international exchanges in his career. It is urgent then that we do the 

work to counter racism and xenophobia, and performing arts international exchanges can 
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aid in this process since people-to-people interactions are inherent to the work. However, 

very often these initiatives become just a trade agreement.  

Global citizenship should mean engaging meaningfully with other cultures and 

not just consuming them. “You can counter xenophobia with a more personal relationship 

with people globally, and not just a trade agreement but that people share their cultures,” 

asserts Michelle Heffner Hayes, chair of the Department of Dance at the University of 

Kansas. She further acknowledges, “I think this has always been part of the vision but it 

may be more needed now.” There is an opportunity to encourage people who already 

think of themselves as global citizens to interact in more meaningful ways with different 

cultures. This work can result in developing true citizens of the world that engage in the 

difficult, never ending, and yet rewarding work of cross-cultural understandingss.  

Engaging Across Cultures  

Institutions staging performing arts international exchanges should seize the 

multiple opportunities for engagement across cultures in the twenty first century. With 

the increasing public display of xenophobia and racism in the United States, many groups 

are discussing what can be done to counter the misunderstanding of foreign cultures, 

which often leads to fear and hate. There are many ways for people to engage across 

cultures, either personal or mediated, that can lead to cross-cultural understandingss. In 

the performing arts field, one way to engage is by witnessing a live performance and/or 

chatting with the artist pre or post-show. Further, the rapid development of technology 

and the Internet in the twenty first century posits an opportunity to engage across nation-
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state borders. People can interact through videos, chats, and live streamings, among other 

ways. During the Hemi GSI Convergence 2015, for example, the panel 

“#MediatedCollectivities: Technology, Digital Storytelling, and Social Media 

Mobilizing” opened up a space for artists, activists, and scholars to explore the potential 

for technology and Internet tools in the advancement of social justice across the 

Américas.  

NPN/PAP provides opportunities for people to engage across cultures in the 

context of the Américas. Through NPN/PAP, U.S. artists can work abroad, while Latin 

American-Caribbean artists can work in the U.S.. “These artistic exchanges also dispel 

negative stereotypes through honest human interactions, supplementing the work of 

international relations” (National Performance Network / Visual Artists Network, 

“Report” 85). This opportunities for engagement across cultures has positive aspects 

when the work opens up discussions on transnational issues and counters dominating 

narratives about a country or region.  

651 Arts partners with NPN/PAP to bring Latin American-Caribbean artists of 

African descent to the U.S., allowing for further discussions on Afro-Latinidad and the 

transnationality of the African diaspora’s struggles. At the same time, 651 Arts 

international exchanges with African countries show a nuanced side of the region to 

which people are not used. Africa in the mainstream imaginary is “depressed or under-

resourced, starving, [or] torn by war” (Wafer). Shay Wafer posits that while all of these 

things are true in many of Africa’s countries, the work presented in 651 Arts shows a 

contemporary continent with contemporary realities. Through these exchanges, “you 
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realize there’s very little difference between them and me, that there’s very little 

difference between what they’re struggling with as a community than what we’re 

struggling with” (Wafer). Performing arts international exchanges thus show our 

similarities as human beings. However, to achieve cross-cultural understandings, it is 

necessary to discuss the differences as well.  

In the context of Latin America-Caribbean, discussing similarities and differences 

includes dealing with histories of U.S. imperialism and the ways people in the region 

have fought back against it. I will argue that in a globalized world where people are 

dialoguing and seeking partnerships across nation-state borders to fight for social justice, 

it is imperative that the United States positions itself as an equal ally and not the source 

of all solutions. It is often understood that developing countries do not have the people 

resources or the political tools to fight against injustices, while in fact they have been 

fighting for a long time. In this work of exchanges, it is necessary that we see other 

countries as allies and do not pretend to offer the tools of liberation as if the U.S. is the 

only one with answers. The U.S. has much to learn from the cultures and political 

organizations from other countries as they have to learn from the U.S..  

Institutions should offer opportunities to engage across cultures to discuss 

similarities as well as differences in meaningful ways, as part of their performing arts 

international exchanges. This can be done, for example, by providing opportunities to 

learn from and interact with an international artist beyond just attending a show. In the 

twenty first century, these interactions can happen in person or via social media prior and 

after an artist’s visit. An arts and cultural organization can support an artist to stay longer 
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and provide opportunities to interact with the audience or community. Alternatively, 

social media can be the platform for interaction. Through videos or chat sessions, the 

community and audience can have chances to know more about an artist.  

Arts and cultural institutions should commit to offering a more robust public 

programming that adds depth to performing arts international exchanges. For example, 

accompanying lectures by university professors that add insights to the social, economic, 

political, and cultural context of the artistic piece can be part of the public programming. 

Another strategy might include talks by local community organizations that deal with 

some of the issues or topics the artist presents in its work. In general, arts administrators 

are in conversation with artists for a very long time before they visit the U.S.. Therefore, 

there are opportunities of engaging in addition to shows. Audiences and community 

members can benefit from these opportunities to further cross-cultural understandingss.  

BENEFITS AND REQUIREMENTS FOR INTERNATIONAL PERFORMING ARTS 

The focus of this research in exploring the potential for performing arts 

international exchanges means that I largely talked to arts administrators who have an 

expansive experience working with international touring artists. While some have been 

international touring artists themselves, these arts professionals offer insights on the 

benefits and requirements of these exchanges from an arts administration point of view. 

Therefore, they offer an insider, behind-the-scenes point of view of what is required to 

stage performing arts international exchanges. Arts professionals interviewed for this 
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project offer both suggestions on what may be beneficial for artists and what should be 

the requirements for institutions producing this work.  

Performing arts international exchanges provide a form of cultural capital to 

artists, institutions, and audiences. International touring artists gain cultural capital by 

expanding their markets and audiences, and growing personally and artistically. The 

artists are at the center of these exchanges, which benefit audiences and hosting or 

partnering institutions in turn. Arts consultant András Szántó argues that international 

exchanges benefit both, artists and audiences. Artists receive the benefit of enhanced 

visibility and creativity, while audiences are exposed to other cultures (Szántó 2). 

Further, Marcelo Zamora, president of La RED, argues, “La internacionalización trae 

prestigio tanto para los eventos que importan y exportan como para los propios artisas.” 

In other words, the internationalization of a performing arts piece brings prestige to the 

hosting institution as well as to the artist or group. Prestige is certainly one of the benefits 

of doing this work as it showcases that an artist’s work can speak across cultures.  

Artists should be required to tour through the Américas, while institutions should 

support exchanges within the hemisphere. International exchanges between the Américas 

expand an artist’s market. For U.S.-based artists, more specifically, touring the 

hemisphere provides opportunities for receiving feedback from knowledgeable audiences 

in Latin America-Caribbean. Joe Randel, former director of ArtesAméricas, urges artists 

to look for opportunities to perform internationally: “The funding landscape in the U.S. is 

getting more difficult, and there is going to be a need to diversify your market. If you are 

an artist, you need to perform in more places, and have audiences elsewhere.” Randle 
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asserts that U.S. artists tour very little in Latin America-Caribbean because of what he 

calls “systemic differences.” The arts markets function differently in Latin America-

Caribbean and for some U.S.-based artists, their systems and infrastructures may seem 

unreliable. Despite these challenges, Randel, thinks touring in Latin America-Caribbean 

is a great opportunity for artists. Doud acknowledges that Latin American-Caribbean 

audiences have access to large festivals that present high-quality performing arts 

productions at accessible prices. “A lot of these audiences are actually very discerning 

and don’t see a lot of work from the United States, so when they do, their expectations 

are very high, and there might not be a lot of context beyond more mainstream work from 

the U.S. that tends to tour” (Doud “Re: Time for Interview”). In other words, there is an 

opportunity for U.S.-based artists to work in Latin America-Caribbean and get in contact 

with knowledgeable audiences. These audiences can provide significant and important 

feedback about their artistic practice. Further, for contemporary and experimental artists 

touring Latin America-Caribbean could be an opportunity to show a side of the U.S. 

beyond mainstream representations.  

Another benefit of performing arts international exchanges is that it offers artists 

opportunities for personal and professional growth. Hayes argues: “I think [it] is very 

important for artists to make relationships across cultures not only to create an audience, 

but to feed their artistic process.” These opportunities often happen beyond a show by 

engaging in the hosting country’s culture and interacting with people. Further, Ramos 

argues it is significant to host an international artist and showing them the culture of the 

country. Arts administrators can connect artists to local ones with similar interests. 
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Ramos argues these personal interactions go a long way in establishing long-lasting 

relationships between people of different countries. While there is time to interact with 

cultures and peoples while on tour, residencies allow for more time to develop long-term 

relationships.  

Arts and cultural insitutions across the Américas should be required to support 

residencies as much as touring in order for performing arts international exchanges to be 

meaningful in the twenty first century. Residencies can be months or weeks long, but 

whatever the length they should have three important components. First, they should have 

some community or audience engagement component. Second, they should provide 

opportunities for the artists to make professional connections in the hosting city or 

country. Third, DeNatale argues artists need more time for the creative process before the 

production facet (“Sustaining Collaboration” 40). Even further, in “A Manifesto of 

Cross-Cultural Collaboration,” published in the Ford Foundation report International 

Collaboration in the Arts, artists argue for more time to collaborate without the pressure 

of having to produce a product (“Artists” 50). In other words, process is more significant 

than product for artists. It can be argued that residencies are the best way to establish 

relationships as they require the presence of the artist in the hosting country for a long 

period of time. However, the cost will be even higher for an organization when hosting 

an artist for more than a week, and with the current funding landscape this might not be a 

suitable option. Further, Castellanos argues that both tours and residencies are of benefit. 

We should not privilege one over the other, as residencies offer time for artists to develop 

their craft while touring offers visibility, prestige, and validation. What is important is 



 60 

that however long the stay of an artist is, there should be opportunities for her to interact 

with the people and culture of the hosting city, town, or country beyond simply 

presenting her work. This will help artists expand their markets, receive feedback, and 

grow personally and artistically.  

INSTITUTIONAL RELATIONSHIP BUILDING PROCESSES 

Partnerships   

Partnerships between public service organizations and institutions are necessary 

to advance performing arts international exchanges. The arts professionals interviewed 

for this project, as well as my work organizing international events, demonstrate the 

significance of partnerships to support this work. In the Ford Foundation’s report 

International Collaboration in the Arts, Karen L. Ito outlines specific recommendations 

for administrations to further performing arts international exchanges. What these 

recommendations tell us is the complexity of staging international exchanges, thus the 

need for partnerships that can share the efforts and the benefits of these exchanges. Ito’s 

recommendations include the following: 

o [Establish] clear settings of goals and protocols for the collaboration 
(structure, timetable, available resources, roles and responsibilities of 
participants); 

o [Ensure] cultural mediation to address equity issues and language barriers 
(orientations, up front agreements about rights and responsibilities, 
availability of multiple channels for airing grievances); 

o [Establish a] resourceful administration to address the logistical challenges 
that accompany this work; 

o [Ensure] creative oversight and guidance with an eye toward potential artistic 
outcomes. (Ito 27) 
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Therefore, administering performing arts international exchanges requires traveling, 

developing relationships, organizing shows or festivals, designing audience engagement, 

translation and interpretation of various languages, processing visas, providing artistic 

overview and feedback, and cross-cultural understandingss, among other things. If only 

one organization is doing this work, it requires a vast and resourceful staff that can do 

one or more of these tasks. Further, each of these tasks costs money and paying sufficient 

staff to do this work is impossible for small and even some medium-sized organizations. 

Therefore, I argue that partnering with other organizations and institutions is necessary to 

do this work. Szántó argues partnerships with higher education institutions are 

particularly beneficial for performing arts international exchanges, since they have the 

people-power and community outreach needed (24-28).  

For Randel and Doud, partnerships between higher education institutions and arts 

and cultural organizations is an untapped market for preforming arts international 

exchanges. While there have been previous efforts such as ArtesAméricas at The 

University of Texas at Austin or the work at the Miami Dade Community College 

Department of Cultural Affairs, partnerships with universities can be explored further. 

Randel argues that universities in the United States have important roles in cultural 

productions at the arts professional level, a role that not common around the world. The 

report of the 104th American Assembly titled The Creative Campus explains some of the 

ways in which higher education institutions and the arts relate and reinforce each other. 

The Creative Campus argues higher education institutions are one of the most important 
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patrons of the arts and suggests how they can advance the performing arts through three 

main areas: sustaining, training, and presenting (The American Assembly 1).  

I review and further argue how some of the strategies presented in The Creative 

Campus can advance international exchanges in particular. “The primary vehicles for 

‘sustaining’ the arts in higher education [are]: employment, research support, funding, 

facilities usage, and the opportunities for partnerships” (3). To further sustain the 

performing arts, The Creative Campus argues for arts and cultural organizations on 

campus to “forge partnerships with community organizations and schools, with regional 

and local arts organizations, with other artists and presenters and with educators in the 

United States and abroad” (6; my emphasis). These partnerships are significant for 

performing arts international exchanges, particularly because they ask U.S.-based higher 

education institutions to think beyond their nation-state borders and look to Latin 

America-Caribbean, for instance. There are always ongoing opportunities to study abroad 

at many higher education institutions, which can be tapped to explore performing arts 

exchanges more specifically amongst faculty, students, and artists.  

The two international events I co-organized offer examples about how higher 

education institutions can sustain performing arts international exchanges through 

research support, facilities usage, and opportunities for partnerships in the Américas. 

Staging Hemispheric Crossings exemplifies research support. The Nettie Lee Benson 

Latin American Collection at UT Austin houses the most significant collection about the 

region in the United States. Faculty and students from all over the world interested in the 

Américas gravitate towards the Benson to explore its resources. When La RED visited 
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Austin, Texas, as part of the NPN/VAN Annual Meeting 2016, the Performance as Public 

Practice program in the Department of Theater and Dance partnered with the Benson to 

host them. Staging Hemispheric Crossings gathered people from eleven cities and seven 

countries to discuss the state of the performing arts in the western hemisphere. This event 

was part of this thesis project, and this partnership has allowed for further research to 

support performing arts international exchanges in the Américas. In a similar vein, the 

Hemi GSI Convergence 2015 offered research support, facilities usage, and opportunities 

for partnerships by gathering almost 100 artists, activists, and scholars from the 

Américas.  

Higher education institutions can draw from arts and cultural institutions whose 

work is diverse and inclusive to advance their curriculums. In regards to training, The 

Creative Campus argues that the content and demographic composition of fine arts 

degrees and centers in higher education are not reflective of the diversity of the United 

States. As discussed previously in this chapter, diversity and inclusion are necessary to 

further performing arts international exchanges in the twenty first century. The report 

argues that some university-based and professional arts and cultural organizations are 

attending to the needs of diversity by representing them in their programming. Therefore, 

The Creative Campus argues educators in higher education institutions should draw from 

organizations whose work reflects the diversity of the U.S.. on how to address the 

realities of the diverse nation through the arts (American Assembly 9). Thus, I argue 

performing arts international exchanges can make the notion of diversity global. 
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Partnerships between higher education institutions and arts and cultural organziations 

whose work is reflective of diversity and inclusion should be particularly encouraged.  

The last area where higher education institutions can be particularly supportive of 

the performing arts is in presenting, according to The Creative Campus. Four suggestions 

provided in the report can advance performing arts international exchanges in the 

Américas. Firstly, the report suggests partnerships between university-based arts 

administrators and educators can offer opportunities to learn with and about an artist 

(American Assembly 10-11).  The expertise of higher institutions professors and/or 

graduate students can provide context to understand performing arts international work 

This will be particularly significant for international exchanges since it requires 

knowledge of the language, history, politics, economy, society, and culture of the country 

in question. Higher education institutions are hubs for knowledge and the expertise of 

their faculty and students should be used to advance cross-cultural understandingss. 

Secondly, university-based arts presenters can actively engage faculty members early in 

discussions and planning of performances by linking them to the curriculum, asking 

advice about the quality and content of the work, and making a concurrent cultural 

programming around campus (12). Often times, faculty and students do not know about 

performances around campus that may be related to their areas of study. This can be 

significant for performing arts international exchanges since the exchanges can involve a 

diverse array of disciplines.  

The Creative Campus argues that administrators, and the arts more generally, 

have the responsibility of engaging audiences both on and off campus in exploring, 
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critically thinking, and confronting difficult developments in contemporary existence. 

The report argues some of these  “difficult developments” include: questions of diversity 

and inter-group relations, war and social conflict, or programs that bring attention to 

international art, customs, and beliefs (12). The report’s suggestion that performing arts 

at higher education institutions allow discussions about challenging topics is significant 

for performing arts international exchanges between the Américas. This claim also 

furthers my argument that performing arts international exchanges allow for 

programming that addresses issues of racism, xenophobia, and U.S. imperialism in the 

context of the Américas, to name only three. Lastly, the report argues that new 

partnerships among higher education institutions, arts and cultural organizations, and 

related institutions or organizations can result in shared residencies, joint grants, and 

major collaborative commissioning projects for performing artists (13). Partnerships 

among various institutions and organizations is a huge opportunity for performing arts 

international exchanges within the Américas. If arts and cultural organizations and higher 

education institutions partner to bring artists from abroad and vice versa, the challenges 

of funding, visas, and staff work required can be shared. In turn, every partnering 

organization will have the opportunity to engage their audiences and communities in 

cross-cultural understandings. 

Establishing Long-Term Relationships  

Long-term relationships are necessary to establish enduring partnerships for 

performing arts international exchanges to happen. The nature of performing arts 



 66 

international exchanges asks for long-term relationships at a logistical level, for example, 

to process all the necessary paperwork, such as visas. However, art practitioners 

interviewed for this work argue for a more personal approach to relationship building, 

beyond a mere business transaction. Szántó quotes former president of Arts International, 

Noreen Tomassi, asserting that initiatives sustained for at least ten years “are the most 

effective way to build respect and relationships” to develop performing arts international 

exchanges (27). La RED is an example of a decade-long partnership to foment 

performing arts international exchanges in the Américas that led to further development 

of the Latin America-Caribbean members involved.  

La RED is a precedent of how productive long-term relationship building can be 

when the resources are at hand. La RED started with the financial support of The 

Rockefeller Foundation in 1990, and their members argue this decade-long support 

helped them build capacity and become more independent. They originally started as 

artists but then became producers of their own work and are nowadays renowned cultural 

workers in the hemisphere. In 2002, they partnered with NPN/PAP and while the 

financial support is not similar to The Rockefeller Foundation, the opportunity to 

continue furthering relationships between the U.S. and Latin America-Caribbean is 

significant. In 2016, La RED celebrated twenty-five years of promoting performing arts 

international exchanges. Long-term relationship building is necessary for performing arts 

international exchanges to thrive both locally and internationally. For La RED members, 

long-term relationships translate to capacity growth to work internationally. Similarly, for 

a single arts and cultural organization, developing long-term relationship with artists and 
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partnering organizations abroad is a way of demonstrating to the local community or 

audiences that they are committed to this type of initiative.  

This relationship building can be started early in the process of a performing arts 

international exchange. Randel explains how a strategy used in ArtesAméricas might be 

effective. ArtesAméricas brought the artist or group in question to the U.S. for a pre-visit 

prior to even talking about the work of art. These trips, often lasting up to a week, 

allowed the administrators and artists to get to know each other and for the artists to get 

to know the context of the city or space where they would present work. In the same way, 

administrators from ArtesAméricas would go to the country of origin of the artists and 

get to know their context and work in their community. It is not until after this happens 

that they start talking about the kind of collaboration they could have or the work the 

artist could present. This strategy encourages administrators and artists to develop 

relationships beyond mere business transactions. Administrators can also foster long-term 

relationships between the people and the artists by building audiences for performing arts 

international exchanges.  

Privileging Processes of Engagement   

In the twenty first century, performing arts international exchanges should 

privilege processes of engagement that include personal and social media interactions, as 

well as larger educational goals about the role of art in society. In 651 Arts, for example, 

they realized that while the administration may have been working with an international 

artist for a long time and know exactly why they were excited about the artist’s visit, 
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audiences may know little about her. This is why they started to find ways for an artist 

and audience to interact prior to the visit or performance. Social media has aided this 

process as it has allowed the administrators to organize Twitter chats with the artist, show 

videos, and even share personal interest articles about the artist’s personal and daily life. 

These efforts allow audiences to get to know the personal aspects of an artist or group in 

addition to their professional practice.  

Audiences interacting with artists beyond simply consuming a performance piece 

means that artists are being validated for their work. The report Investing in Creativity: A 

Study of the Support Structure for U.S. Artists by the Urban Institute identifies validation 

as a key area of support for artists to strive. In addition to peers and professional arts 

critics’ validations, the study argues artists also need audience or pubic recognition: 

“That is, attendance or participation at events, the incidence of people returning for 

another performance or showing, interaction with the artist, or the purchase of artistic 

products” (Jackson et al. 9).  Validation is informed by a community’s recognition of the 

extent to which art, artists, and cultural institutions are intrinsic to society at large, as well 

as by “the quality of arts education available to the public” (9).  

I argue that educating a community to appreciate performing arts from abroad is a 

form of privileging processes of engagement. Thus, arts and cultural organizations should 

invest in education programs that train audiences to appreciate this type of work. These 

education programs can happen within the organization itself or by partnering with other 

community organizations, schools, and higher education institutions. Audiences for 

international work must learn about the historical, political, cultural, and economic 



 69 

contexts of the artist’s work. Also, they need to understand the creative process and even 

know various languages to appreciate international performing arts. Further, audiences 

for international work need skills such as critical thinking, perspective taking, empathy, 

and respect, to name just a few, which are necessary to be engaged citizens. Therefore, by 

investing in education programs, an institution can build audiences for performing arts 

international exchanges from a young age. At the same time, the instution can build 

critically engaged communities and offer opportunities to practice cross-cultural 

understandings.  

Rearticulating Missions 

To advance performing arts international exchanges in the twenty first century it 

is necessary for organizations to better articulate the ways these initiatives benefit society 

at large. In the Ford Foundation’s report International Collaboration in the Arts, Douglas 

DeNatale argues that institutions would be more suited or motivated to support 

international collaborations if these collaborations aligned with their mission and core 

values, even if it means rearticulating them (“Sustaining Collaboration” 40). In other 

words, arts and cultural organizations must identify and better articulate the ways in 

which preforming arts international exchanges can further their missions and visions. For 

example, 651 Arts supports contemporary local, national, and international artists of 

African descent to “deepen awareness of and appreciation for contemporary performing 

arts and culture of the African Diaspora.” In doing so, they further conversations about 

racial equity and social justice for people of African descent around the world, two 
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current critical issues in the arts and cultural field and an organizational priority for 

Grantmakers in the Arts. This example highlights the fact that preforming arts 

international exchanges do not happen in a vacuum and that they have a relationship with 

society and its struggles across nation-state borders.  

Connecting Sectors 

Arts and cultural institutions should think creatively about how these performing 

arts international exchanges connect to non-arts sectors and other areas of policy. The 

report Creativity Connects argues that arts and cultural institutions must better articulate 

the ways in which the arts and culture advance other sectors of our society such as 

education, health, and the economy, for example. Szántó argues that performing arts 

international exchanges can connect to policy areas, such as trade and education, and/or 

to programs on immigration. The connections will depend on the mission and values of 

an organization. What is significant is that better articulating the mission and values of an 

organization and thinking creatively about connections across sectors and policy areas 

leads to partnerships that can share the costs and benefits of the arts in our society. 

“Chapter 3: Conexiones” imagines and foregrounds the potential for performing 

arts international exchanges between the Américas in the twenty first century, amidst the 

reduction of financial and infrastructure support. I argue for a re-evaluation of the import-

export dynamics of international exchanges by considering the question of what 

exchanges and reciprocity means in this field. Further, I explore the commitments, 

requirements, benefits, and processes that can expand the potential for international 
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exchanges. More specifically, institutions should commit to support diversity and 

inclusion through performing arts international exchanges between the Américas in four 

ways. Firstly, arts and cultural institutions can advance diversity and inclusion by 

considering intersectionality as it relates to the staff in their institutions, as well as the 

programming they present. While diversity does not equal inclusion, a diverse staff and 

artists showcased can advance the conversations and initiatives to further inclusion in an 

institution. Secondly, arts and cultural organizations should showcase a U.S. that reflects 

more of the Américas by taking into consideration changing demographics. Thirdly, 

institutions should take into account the ethics of exchange by moving beyond import-

export dynamics, fostering people-to-people exchanges, and preparing a robust public 

programming that contextualizes an artist’s work in terms of culture, economy, history, 

and politics. Lastly, institutions can seize the opportunities offered by the presence of an 

international artist, as well as technology and the Internet to foster engagement across 

cultures.  

Arts administrators suggest benefits and requirements for international performing 

artists. These benefits and requirements expand the cultural capital of both the institutions 

who coordinate them and the artists who participate these international exchanges. Arts 

administrators and artists alike can expand markets, obtain validation, while also growing 

personally and artistically, by coordinating and participating in international touring and 

residencies.   

Further, this chapter explores some institutional relationship building processes 

and outlines some ways institutions can continue coordinating meaningful performing 
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arts international exchanges in the twenty first century, despite a decrese in financial and 

infrastructure support. Partnerships between arts and cultural institutions is a potential for 

performing arts international exchanges between the Américas, since institutions can 

share the efforts, costs, and benefits of coordinating this work. In particular, partnerships 

with higher education institutions offer the intellectual, administrative, and monetary 

means for advancing international exchanges. Therefore, long-term relationship building 

should be fomented to support this international work across the hemisphere. Intitutions 

can privilege processes of engagement between performing arts, artists, communities, and 

audiences. Privileging processes mean that personal or mediated interactions should be 

encouraged, and public programming should add depth to an artist’s work to foment 

cross-cultural understandingss. Further, supporting educational initiatives to train 

communities and students to be international performing arts audiences form a young age 

is another way of privileging process over product to advance international exchanges for 

years to come.  

Lastly, “Chapter 3: Conexiones” suggests that arts and cultural institutions can 

address how performing arts international exchnages advance their mission, and connect 

to other policy sectors to advance the field’s significance for the well-being of society. 

Instutions can rearticulate their missions to better argue how international exchanges 

advances the issues they care about. For example, if the mission of an organization is to 

advance racial equity, international exchanges can offer a global perspective. Further, 

institutions should think creatively about the different sectors they can connect to beyond 

arts and culture. For example, if an organization wants to support Latinx arts in the U.S., 
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connection to the immigration policy sector can advance the issues faced by this 

community. In short, this chapter explores, imagines, and foregrounds the potential for 

performing arts international exchanges between the Américas to continue in the twenty 

first century, despite a decrese in financial and infrastructure support.  
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Conclusion 

This research asseses the potential for increased performing arts international 

exchanges between the Américas in the twenty first century. The insights of arts 

professionals interviewed for this project demonstrate that despite a decrease in financial 

and infrastructure support in the last fifteen years, they believe in the significance of 

people-to-people interactions to foment cross-cultural understandingss. Bulding upon 

their insights, I research and analyze past and current resources to theorize how 

international exchanges in the western hemisphere can continue to grow. 

As a puertorriqueña in the diaspora, I have personal and professional reasons to 

argue for the support of performing arts international exchanges between the Américas. 

Geographically, I define the Américas as the region comprised of the continental land and 

archipelagos that surround it in the western hemisphere of the globe. Politically, I define 

the Américas as a region with a shared colonial history. Geopolitically, I define Latin 

America and the Caribbean as the countries and territories south of the United States-

Mexico border, regardless of the language or dialect spoken, who have experienced or are 

experiencing some form of imperial exploitation. Also, I use the term Américas, in plural 

and with an accent mark to push against the term America, which is is often used to refer 

only to the U.S.  

In “Chapter 2: Fronteras,” I analyze and explain some logistical, monetary, and 

ideological challenges of staging performing arts international exchanges in the twenty 

first century. Some of these challenges include the decrease in funding, the increased 
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difficulty of the visa process after September 11, 2001, and Donald Trump’s “Muslim 

Travel Ban.” Also, this chapter explains the monetary costs associated with hosting an 

artist as well as the costs of producing international perfoming arts. Engaging with the 

community and building audiences for international work is a challenge when community 

members may not be interested in the artist or their work. While many argue international 

exchanges between the Américas should be increased due to the changing demographics 

of the U.S., tapping into a diasporic community is not an easy solution for this problem 

and could further alienate these groups. Further, arts professionals across the hemisphere 

find it challenging to understand and work with the systems and infrastructures in 

different countries. Lastly, “Chapter 2: Fronteras” explains how the lack of diversity in an 

arts and cultural institution prevent inclusion, while also making communication and 

understanding with audiences, communities, and countries even harder.  

In “Chapter 3: Conexiones,” I imagine and explore the  potential for performing 

arts international exchanges between the Américas, despite the decrease in funding and 

infrastructure support in the last fifteen years. Arts and cultural institutions should be 

committed to diversity and inclusion. Committing to this requires ongoing reflection 

processes that are necessary because of the fast-paced ways culture, economy, politics, 

and society are changing in the twenty first century. To advance diversity and inclusion, 

institutions should consider how intersectionality complicates and advances diversity and 

inclusion efforts when recruiting their staff and proposing public programming. Further, 

arts and cultural organizations must commit to represent a U.S. that reflects more of the 

Américas, in response to the changing demographics argument. Institutions should also 
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reflect on the ethics of exchange to move beyond mere import-export transactions of 

performing arts. Lastly, arts and cultural organizations should commit to exploring new 

ways of engaging across cultures both through people-to-people interactions and through 

technology and social media tools available in the twenty first century.  

This chapter also offer some benefits and requirements for international 

performing arts. Hosting institutions, artists, and audiences can benefit from a form of 

cultural capital when participating of performing arts international exchanges. Further, 

intuitions and artists should be required to support and participate of touring and 

residencies within the Américas. Latin American-Caribbean audiences witness high-

quality performance art through their circuit of festivals. They are a knowledgeable 

audience eager to witness more experimental work from the U.S., instead of the more 

mainstream work that tends to tour. Therefore, it is a good opportunity for institutions 

and artists to develop relationships and to grow their markets.  

“Chapter 3: Conexiones” also explores the potential for international exchanges 

through institutional relationship building processes. Arts and cultural organizations can 

foster partnerships, especially with higher education institutions, to advance performing 

arts exchanges in the Américas. Relationship building processes also mean privileging 

processes of engagement between institutions, artists, communities, and audiences. 

Privileging process over product means that institutions should encourage interactions 

between artists, audience, and community, in addition to offering a robust public 

programming that contextualizes the art in terms of culture, economy, history, and 

politics. Further, processes of engagement mean supporting educational programs that 
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develop performing arts audiences from a young age. Lastly, institutions may better 

support these international initiatives by rearticulating their mission and vision and 

fostering partnerships with non-arts sectors and policy areas. 

Data collection and dissemination are necessary for the advancement of the 

international performing arts field. In “Building and Sharing Knowledge” an article 

published as part of the Ford Foundation’s report International Collaboration in the Arts, 

Douglas DeNatale, Karen L. Ito, and Mindy Levine argue for best methods in data 

collection and dissemination of information for this field (35). Thus, the authors tap into 

one additional challenge of doing performing arts international exchanges. That is, the 

lack of a body of work that documents the history, challenges, opportunities, references, 

and procedures of international exchanges. In fact, performing arts international 

exchanges represent an ever-shifting field as new challenges and opportunities arise. 

Efforts and strategies to advance international initiatives should be preserved, shared, and 

discussed.  

I have undertaken the work of assessing the potential for performing arts 

international exchanges between the Américas to prepare myself to contribute to public 

scholarship on this topic. In an attempt to preserve, share, discuss, and continue adding to 

the body of work in this field, I propose the creation and dissemination of a series of 

articles, workshops, and other means. For example, I propose to write an article for 

Grantmakers in the Arts, making the case for performing arts international exchanges as 

intrinsic to advance racial equity and social justice, a current critical issue in the arts. I 

also propose to write a white paper to be shared with NPN/VAN and Partners, making the 
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case for performing arts international exchanges as an intrinsic component on their 

advancement of cultural equity and social justice through the arts and culture. András 

Szántó argues that foundations should support publications and workshops to prepare 

organizations to deal with the visa process (27). Therefore, I propose a series of 

workshops at performing arts conferences about the needs, challenges, and strategies for 

international exchanges between the Américas. Other forms of public scholarship I 

propose also include a podcast series where arts professionals across the hemisphere 

discuss performing arts international exchanges.  

Crossings / Cruces / Cruzamentos explores the potential for increased performing 

arts international exchanges between the Américas in the twenty first century. This 

potential is explored by building upon the insights of arts professionals in the hemisphere, 

as well as my own research and analysis of past efforts and current resources available.  

Further, this thesis also serves as a resource to continue building a body of public 

scholarship that preserves, discusses, and shares the past, present, and future of 

international exchanges within the Américas in the twenty first century.  
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Appendices 

INTERVIEWEES BIOGRAPHIES 

Alberto Félix Alberto is a founding member of La RED de Promotores Culturales 

Latinoamérica y el Caribe. He founded Teatro del Sur in Buenos Aires, Argentina, in the 

late 1980s and has received the support of the Doris Duke Charitable Foundation, Arts 

International, Rockefeller Foundation, Fundación Antorchas, and Instituto Nacional del 

Teatro.  

 

Daniela Bossio is the executive director of Girart in Córdoba, Argentina. Girat focuses 

on entrepreneurship, training, marketing, distribution, dissemination, and 

internationalization of small and medium-sized enterprises of the Argentina performing 

arts and music sector. Bossio has worked with Teatro la Cochera, Fundación por el 

Teatro, Incubadora de Industrias Creativas y Empresas Culturales, and Alianza Ta.Te.Ti.  

 

Teo Castellanos is the founder and artistic director of D-Projects, a contemporary 

dance/theatre company. D-Projects’s original work fuses world culture, religion, and 

music, examining social issues through performance. Castellanos was born in Puerto 

Rico, and raised in Miami, Florida. 

 

Elizabeth Doud has a background in creative writing and contemporary performance and 

over eighteen years of experience as an arts organizer and educator with an emphasis on 
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international cultural exchanges. She is the coordinator of the National Performance 

Network’s Performing Américas Program, a long-term international cultural exchange 

initiative with Latin America and the Caribbean. Presently, she is pursuing a Ph.D. in 

Performing Arts at the Federal University of Bahia, Brazil, and producing an ongoing 

eco-performance lab entitled The Mermaid Tear Factory. 

 

Olga Garay-English is the principal arts consultant since 2014 at OMGArtsplus and a 

board member of the National Performance Network / Visual Artists Network. Garay-

English has served as the executive director of the City of Los Angeles Department of 

Cultural Affairs, as the director of cultural affairs at Miami Dade Community College, 

and was the founding program director for the arts at the Doris Duke Charitable 

Foundation (DDCF) in New York City. At Doris Duke, she was responsible for the 

planning, design, management, and evaluation of the Arts Program, one of the largest 

national arts funders in the United States. A total of $145 million was awarded to arts 

organizations during Garay-English’s seven-year tenure at the DDCF. Garay-English was 

named a Chevalier dans l’Ordre des Arts et Lettres in 2012 by the French Ministry of 

Culture and Communications for her significant contributions to the arts. She also 

received the 2003 “Fan Taylor Distinguished Service Award” for exemplary service to 

the field of professional presenting from the Association of Performing Arts 

Presenters. Born in Santa Clara, Cuba, she came to the United States in 1961.  
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Michelle Heffner Hayes earned a Ph.D. in Dance History and Theory (now Critical 

Dance Studies) from the University of California, Riverside in 1998. She is a professor 

and the chair of the Department of Dance at the University of Kansas where she teaches 

arts administration, modern dance, improvisation, choreography, dance history, and 

flamenco. Hayes also served as the executive director of cultural affairs at Miami Dade 

Community College from 1999-2006 where she curated and managed a multidisciplinary 

performance and commissioning series devoted to contemporary and culturally specific 

work reflective of Miami's multi-ethnic community. She was the artistic director of the 

Colorado Dance Festival from 1997-199, where she curated a performance and education 

series that concentrated on the dances of the African Diaspora. 

 

María López de León is the president, CEO, and board member of the National 

Association of Latino Arts and Cultures. In January 2013, President Obama appointed 

López de León to serve on the National Council on the Arts. López de León started the 

Transnational Cultural Remittances program (TCR), a grant program for artists and 

organizations in the U.S., Mexico, and Central America. The TCR grant supports projects 

that build upon and extend cultural knowledge across borders and result in an ongoing 

exchange of knowledge, customs, and creativity from one country to another. 

 

Carla Perlo is co-founder and co-director of Dance Place. Perlo is a dance artist, 

choreographer, and teacher with more than 30 years of experience. Perlo has served on 

grants panels for the National Endowment for the Arts, Mid-Atlantic Arts Foundation, 
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New England Foundation for the Arts, Massachusetts Arts Council, D.C. Commission on 

the Arts and Humanities, and the Maryland State Arts Council. She serves on the 

selection committee for the U.S. Department of State’s DanceMotion USA international 

tour and the National Performance Network’s Performing Américas Program.  

 

Pilar Ramos is a journalist, public relations agent, and cultural worker. She is the 

founder and director of Diva Producciones in Lima, Perú. Currently, she is a member of 

La RED de Promotores Culturales de Latinoamérica y el Caribe.  

 

Joe Randel is the arts and culture program officer in the Walton Family Foundation, 

Bentonville, Arkansas. He is the former director of ArtesAméricas, a performing arts 

international exchange program at Texas Performing Arts, The University of Texas at 

Austin.  

 

Shay Wafer is the executive director of 651 Arts in New York City. Wafer has held 

senior level positions at a number of non-profit arts organizations with a focus on 

African-American programming, community engagement, and arts education. In 2007, 

Wafer became the founding vice president of programs for the August Wilson Center for 

African American Culture, a new multi-disciplinary performing arts center and museum 

in downtown Pittsburgh. Prior to the August Wilson Center, Wafer served for six years as 

the managing director of Cornerstone Theater Company in Los Angeles, California. She 

also served as the managing director of the St. Louis Black Repertory Company and was 
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a founding partner of Crossroads Arts Academy and Theatre in L.A. and was a co-

founder of Colored Girl Productions. Wafer has engaged in additional community and 

volunteer activities throughout her career including serving on the board of directors of 

Theatre Communications Group. Wafer is a graduate of Howard University and Yale 

School of Drama and is from Los Angeles, California. 

 

Marcelo Zamora is the current president of La RED de Promotores Culturales de 

Latinoamérica y el Caribe and the director of Virtual Companhia de Dança. He worked as 

artistic coordinator in FIT - Festival Internacional de Teatro de Rio Preto. He currently lives 

in São José do Rio Preto, Brazil. 
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INTERVIEW QUESTIONS 

 
1. (Background) In your career, how have you supported touring between Latin 

American, the Caribbean, and the US? (For artists) How has international artistic 

exchanges in the Americas influenced your artistic practice? (Both) For how many 

years have you been doing this work? 

2. (Background) How did you become involved in that work? 

3. (Experiences) Name 2 or 3 significant experiences you had with cultural 

exchanges/touring between the Americas?  

4.  (Meaning) What has this work meant to you – supporting (or participating in) 

cultural exchange between the Americas – in other words, what value does it hold/ hd 

to you?  

5. (Challenges) Besides funding, what challenges do you see in international cultural 

exchanges in the Americas in the 21st century? 

6. (Opportunities) In your opinion, what untapped markets or opportunities exist for 

international cultural exchanges in the Americas? 

7. (Communities) What do you think Latin American and Caribbean diasporic 

communities in the U.S. [or U.S. audiences] look for in performance from Latin 

America and the Caribbean? 

8. (Communities) What do you think Latin American and Caribbean audiences look for 

in performance art created by their diasporas in the U.S. [or in the U.S.]?  

9. Is there anything else you would like to share? 



 85 

POSTERS INTERNATIONAL EVENTS AT THE UNIVERSITY OF TEXAS AT AUSTIN 

Hemi GSI Convergence 2015  
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Staging Hemispheric Crossings 
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PARTICIPANTS’ RESPONSES TO STAGING HEMISPHERIC CROSSINGS 
 

During Staging Hemispheric Crossings, participants were invited to sit at a Long 

Table to discuss the state of performing arts international exchanegs between the 

Américas in the twenty first century. Conceived by Lois Weaver, the Long Table 

experiments with audience participation, and aims to recreate an atmosphere of a dining 

table as a public forum, animating informal conversations about serious topics.  Is 

literally a very long table with chairs and refreshments, where people is invited to come 

to the table, ask questions, make statements, leave comments on the paper tablecloth, or, 

simply, sit, watch, and listen. These are some responses participants left on the paper 

tablecloth.  
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