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Introduction 

 This thesis questions to what extent apparently conflicting nationalist identities can 

coexist in the same space (both literally on stage and figuratively in a body)? To tackle this 

question, I compare my own life, as a Puerto Rican born in the United States, with the life of 

Rafael Cancel Miranda, a member of the Puerto Rican Nationalist Party, and my great-

grandfather. I identify myself as an American citizen first, being raised away from the island, 

while Cancel Miranda identifies, more than anything, as a Puerto Rican: “I will die with a smile, 

because I was able to be a wholesome Puerto Rican.”1 He went so far as to risk his own life for 

the country that he loves. He wrote a poetry book entitled Polvora y Palomas (Gunpowder and 

Pigeons) that I examine to explore his nationalism.2 In it, he discusses his love for Puerto Rico, 

racism, his time in prison, and some interactions with people of the United States. 3 Cancel 

Miranda’s life experience differs greatly from mine in that my upbringing was that of a child of 

empire within the United States largely buying into its nationalism. I choose to use theatre as the 

medium to answer the main question. In a play, different interactions and confrontations between 

the conflicting identities of myself and Cancel Miranda, which would otherwise not happen, can 

take place physically on stage. This play is titled El Coqui. 

 The first chapter focuses on nationalism, politics and identity, first examining nationalism 

in literature, particularly Benedict Anderson’s theory of the “imagined community,” and Ernest 

Gellner’s “diaspora nationalism.”4 5 After examining the literature on nationalism, I give a brief 

                                                            
1 Mercado, Cristian. �El Coqui: A Puerto Rican One-Act Play (Plus Panel Discussions!)�. Filmed [February, 2018]. 

YouTube Video, 1:17:41. Posted February 2018. https://www.youtube.com/watch?v=9ErmCURBT2E&t=3422s 
2 Miranda, Rafael Cancel. Polvora y Palomas. 1995. 
3 Ibid 
4 Anderson, Benedict. Imagined Communities. London: Verso, 1983. 
5 Gellner, Ernest. Nations and Nationalism. Malden: Blackwell Publishing, 1983 p. 98 
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history of nationalism in Puerto Rico and the Puerto Rican Nationalist party. I ground the story 

of Puerto Rico’s nationalism, based on its relationship with the United States, as part of the 

literature of an imagined community and diaspora nationalism. Then I explore the histories of 

both myself and Rafael Cancel Miranda to establish a basis for the conflicting identities within 

the play. The second chapter focuses on the construction of a theatre of identity, a theatre 

focusing on the establishment of different forms of nationalist identities on stage. First, I 

examine the play Sahmata which acted as inspiration for El Coqui. Then I discuss the 

playwriting process, motifs within the play, and workshopping and revisions that took place. I 

will end this chapter by noting certain issues that arose while casting the show and briefly 

analyzing the rehearsal process. The third chapter will delve into the actual production and 

performance, exploring the aesthetics of nationalism on stage. The fourth chapter examines the 

post-show discussions to gauge stakeholder reactions on El Coqui and its argument of identity 

and nationalism. I then attempt to answer the question in light of the exploration of identity in El 

Coqui, and the study of nationalism throughout the rest of the thesis. I conclude by making final 

claims on Puerto Rico’s place in modern history and the idea of terrorism. 
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Nationalism, Politics, and Identity 

Nationalism in Literature 

 A nation, as Benedict Anderson defines it, “is an imagined political community – and 

imagined as both inherently limited and sovereign.”6 Anderson describes nations as imagined 

because members of a nation “will never know most of their fellow-members, meet them, or 

even hear of them, yet in the minds of each lives the image of communion.”7 In not knowing the 

majority of members in a community, if the community were not imagined, there would be few, 

if any connections between certain members of a society. Anderson says a community is 

imagined because “regardless of the actual inequality… the nation is always conceived as a deep 

horizontal comradeship.”8 Take two United States citizens as an example of an imagined 

community. One, a wealthy Cuban woman born and raised in New York City, who speaks only 

Spanish, and the other, a poor white man born in Ohio, who speaks only English. These two, 

aside from both being American citizens, have nothing in common and will likely never know of 

the other’s existence. Yet they both identify as part of the greater community of the United States 

despite their economic, cultural, social, and geographic differences. Were they to meet, they 

could still acknowledge a shared imagined experience of community between citizens.  

 Ernest Gellner writes of a specific type of nationalism he calls “diaspora nationalism.”9 

Gellner defines diaspora nationalism, in a modernized industrial society, as a group which has no 

political or military power, but has a shared cultural or ethnic background that marks them as a 

                                                            
6 Anderson, Benedict. Imagined Communities. 1983. p. 6 
7 Ibid 
8 Ibid p. 7 
9 Gellner, Ernest. Nations and Nationalism. 1983 p. 98 
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minority.10 This minority group is not protected by the state (as they were in agrarian society) 

but persecuted so as to allow for the majority to gain a greater economic advantage.11 As a result, 

the minority group has two options according to Gellner: Assimilate, or nationalize and create a 

state of its own.12 The dangers of complete assimilation are loss of identity and culture of the 

minority group so oftentimes statehood seems the best option.13 The example Gellner gives as 

being “the most famous and dramatic case of a diaspora nationalism” is Israel. He asserts that the 

diasporic Jews were successfully able to acquire land and establish a nationalism due to a 

combination of guilt incentives in a post-holocaust Europe and a suitable mixture of socialism 

and populism.14 I also want to note the problems Gellner identifies with diaspora nationalisms as 

they play an interesting role in Puerto Rico’s nationalism. These problems are “social 

transformation, cultural revivication, acquisition of territory, and coping with the natural enmity 

of those with previous claims on the territory in question.”15 In the following section I will 

examine the history of nationalism in Puerto Rico and connect the island’s nationalism with both 

an imagined community and diaspora nationalism. 

Puerto Rican Nationalism 

 Daniel Chirot defines Nationalism as “the sentiment one owes allegiance to one’s nation. 

Those who share a common nationalism feel a sense of kinship with others in the nation, even if 

they are not actually biologically related.”16 A group of people within a state who identify with 

                                                            
10 Gellner, Ernest. Nations and Nationalism. 1983 p. 98-101 
11 Ibid p. 102 
12 Ibid 
13 Ibid p. 104 
14 Ibid p. 103 
15 Ibid p. 104 
16 Chirot, Daniel. Contentious Identities. 2011. p. 63 
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the state as their legitimate home make up a nation-state.17 Many Puerto Ricans, rather than 

identify themselves with the United States of America, identify with the island itself as home. 

Thus Puerto Rican nationalism specifically refers to an allegiance to the island of Puerto Rico 

and other Puerto Rican peoples. Puerto Rican nationalism can be traced back to the Spanish 

invasion of the island in 1493, but a modern understanding of Puerto Rican nationalism is better 

placed in 1898.18 After 400 years under Spanish rule, in 1898, the Spanish ratified a Carta de 

Autonomia, which gave sovereignty to Puerto Rico. Soon afterwards, however, as a result of the 

Spanish-American War, the United States claimed ownership of the island as a part of the Treaty 

of Paris.19 The United States did a poor job managing Puerto Rico financially, focusing all of the 

money Puerto Rico had into United States-owned infrastructure and businesses.20 The United 

States’ appointed governor, Charles Allen, used his status to gain forty percent of the island’s 

land as sugar plantations for his own business by 1930.21 Partly as a result of the poor 

management and abuse of power the Puerto Rican House of Delegates voted unanimously for 

Puerto Rican independence from the United States in 1914 but was ignored by the United 

States.22 As the United States continued to exploit and mistreat Puerto Rico and its people, a 

Puerto Rican national identity and desire for independence grew, thus leading to the creation of 

the Puerto Rican Nationalist Party in 1919.23 

 The Puerto Rican Nationalist Party’s ultimate goal is to achieve full Puerto Rican 

independence. Jose Coll y Cuchi, a member of the Union Party of Puerto Rico, believed the 

                                                            
17 Chirot, Daniel. Contentious Identities. 2011. p. 63 
18 Caban, Pedro A. Constructing A Colonial People: Puerto Rico And The United States, 1898�1932. 2009. p. 10. 
19 Ibid p. 12 
20 Manuel Maldonado-Denis. Puerto Rico: A Socio-Historic Interpretation. 1972. P. 70-76 
21 Ibid 
22 Ibid 
23 Neysa Rodriguez Deynes, Rafael J. Torres, Carlos Aneiro Perez. Breviario sobre la Historia de Ponce y sus 

Principales Lugares de Interes. 1991. p. 63 
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Party was not doing enough to pursue independence. As a result of this belief, he broke from the 

Union Party and started the Puerto Rican Nationalist Party. The Nationalist Party did not have 

the violent connotations it carries today until 1930 when Pedro Abizu Campos became president 

of the Puerto Rican Nationalist Party.24 With his election came radical shifts to the organization 

and its tactics. One of the Nationalist Party’s main claims was that Spain had no right to give 

Puerto Rico to the United States after the Spanish-American War. They argued that the 

sovereignty of Puerto Rico was already established.25 Campos organized a joint uprising by 

nationalists all across the island of Puerto Rico which took place October 30, 1950.26 These 

uprisings culminated in several injuries on both sides and more than half a dozen Nationalist 

Party member casualties.27 In 1954, several Puerto Rican Nationalists went to the House of 

Representatives in Washington, D.C. and fired at the representatives with automatic pistols.28 I 

will go into more detail in the next section regarding the history of my great-grandfather, Rafael 

Cancel Miranda, and his involvement with the Nationalist Party. Currently, the Puerto Rican 

Nationalist Party still exists but is less active than it has been in the past. Members still protest, 

though not as often, and the legacy of the Nationalist Party’s ideology is still felt throughout the 

island.  

 I will now consider Puerto Rico as an imagined community and its people as having a 

diaspora nationalism. As discussed previously, Anderson’s imagined community is described as 

such due to a sense of community between members of different social and economic classes 

despite not knowing of everybody within the group.29 Anderson’s theory applies to Puerto Rico 

                                                            
24Maldonado, A.W. Luis Muñoz Marín. 2006. P. 80-88 
25 Ibid 
26 Ibid p. 152-159 
27 Ibid 
28 Cancel, Angel. Personal interview. December 24, 2017 
29 Anderson, Benedict. Imagined Communities. 1983. p. 6 
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as well, although I would argue that the bond is stronger due to a shared cultural heritage 

between most members of the Puerto Rican community. Although most members of the Puerto 

Rican community do not know one another, skin tone varies greatly, and Puerto Ricans are 

spread beyond the confines of the island, Puerto Rico and its citizens have a shared culture based 

on native Taino Indian and Spanish cultures, a shared language in Spanish, and an established 

cuisine. Nonetheless, Puerto Rico is arguably an imagined community. Anderson also writes that 

there is a “willing[ness] to die for such limited imaginings.”30 As I have indicated, there are 

groups of Puerto Ricans who are willing to risk their lives for their community, which, as 

Anderson describes, is a mark of the existence of a nationalism.  

 Gellner’s diaspora nationalism easily correlates to Puerto Rican citizens. We are a 

minority, the government of Puerto Rico has less power in the United States government than 

established states, and Puerto Rico has no military. By these standards, and the fact that many 

Puerto Ricans have left the island to live on the contiguous United States, Puerto Ricans are part 

of a diaspora nationalism. There is a discrepancy, however, between the problems faced by 

diaspora nationalism and the problems Puerto Rico has should they decide to become an 

independent nation. As mentioned previously the problems as described by Gellner are “social 

transformation, cultural revivication, acquisition of territory, and coping with the natural enmity 

of those with previous claims on the territory in question.”31 Because Puerto Rico already has a 

defined geographic location, and an established culture that pervades the island and diaspora, it 

would only have to contend with the problem of social transformation after breaking from the 

United States. 

                                                            
30 Anderson, Benedict. Imagined Communities. 1983. p. 7 
31 Gellner, Ernest. Nations and Nationalism. 1983 p. 104 
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Biography of Rafael Cancel Miranda 

 In El Coqui the main subject of interest is Rafael Cancel Miranda. The majority of his 

biographical information came from an informal interview with his son, my grandfather Angel 

Cancel. Rafael Cancel Miranda was born on July 18, 1930 in Mayaguez, Puerto Rico to a family 

of political activists.32 His father was the president of the Mayaguez chapter of the Puerto Rican 

Nationalist Party and was at one point imprisoned for his political beliefs.33 His mother was a 

member of the Daughters of Freedom, the women’s branch of the Puerto Rican Nationalist 

Party.34 From a very young age Cancel Miranda’s parents exposed him to political activism. In 

1937, when Cancel Miranda was seven years old, his parents went to the city of Ponce, Puerto 

Rico to protest the United States government’s imprisonment of the Nationalist Party’s leader at 

the time, Pedro Albizu Campos, for sedition.35 Cancel Miranda was unable to attend the march 

because he had measles.36 Prior to the march, the United States’ appointed governor told the 

insular police force to stop the march by any means necessary. The governor’s order led to the 

Ponce Massacre, in which the insular police began shooting at the protestors, injuring over two 

hundred civilians (including women and children) and killing seventeen unarmed civilians. 

Cancel Miranda’s parents escaped unharmed, and soon afterwards Cancel Miranda committed 

his first political act: he did not salute the United States flag in school, though doing so was 

mandatory at the time.37 

                                                            
32 Cancel, Angel. Personal interview. December 24, 2017 
33 Ibid 
34 Ibid 
35 Ibid 
36 Ibid 
37 Ibid 
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 Cancel Miranda was a member of the Cadets of the Republic, the youth organization of 

the Nationalist Party, during his teenage years.38 As a member, he organized nationalist youth 

committees in different towns across Puerto Rico. Cancel Miranda also welcomed back Albizu 

Campos after his release from prison and participated in a school strike to protest the imposition 

of English as the main language of education on the island in 1947.39 In 1948 Cancel Miranda 

committed draft evasion.40 He was consequentially arrested by FBI agents in Puerto Rico and 

sentenced to two years in prison in Tallahassee, Florida.41 The Jim Crow laws were still in effect 

during Cancel Miranda’s time in Tallahassee, so he was sent to the white section while his 

compatriots were sent to the black section.42 While in prison, Cancel Miranda got into a violent 

altercation with one of the prison guards who used racial slurs against one of his friends.43 

Cancel Miranda was then sent to solitary confinement for four months out of his two-year 

imprisonment.44 

 Upon his release from prison in 1951, Cancel Miranda, fearing he would once again be 

sent to prison for draft evasion during the Korean War, went into self-exile in Cuba.45 While he 

was in Cuba in 1952, Fulgencio Batista led a military coup and overthrew Carlos Prio Socarras, 

who had allowed Cancel Miranda to remain in Cuba. Batista, then expelled him from Cuba after 

the coup and Cancel Miranda moved to Brooklyn, New York, where his wife was residing at the 

time.46 He became involved with the New York branch of the Puerto Rican Nationalist Party 

                                                            
38 Cancel, Angel. Personal interview. December 24, 2017 
39 Ibid 
40 Miranda, Rafael Cancel. Polvora y Palomas. 1995. p. 105 
41 Ibid p. 105 
42 Ibid p. 109 
43 Ibid p.110 
44 Ibid. p. 110 
45 Cancel, Angel. Personal interview. December 24, 2017 
46 Ibid 
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while living there and met fellow Nationalist Lolita Lebron.47 While in New York, Albizu 

Campos and Lebron maintained contact. Campos chose a group of nationalists, including Cancel 

Miranda and led by Lebron, to attack Washington, D.C.48 On March 1, 1954, he, Lebron, and 

two other nationalists traveled to the House of Representatives and opened fire with the intent of 

bringing attention to the desire for Puerto Rican independence.49 Cancel Miranda, believed to be 

the primary shooter, was sentenced to eighty-five years in prison and was sent to Alcatraz.50 He 

spent six years in Alcatraz, ten in Leavenworth, and nine in Marion before being released.51 In 

1979, President Jimmy Carter and Fidel Castro made an agreement to free Cancel Miranda in 

exchange for Castro’s release of some political prisoners in Cuba.52 After his release from 

prison, he wrote several books. Some of his works include Polvora y Palomas, the poetry book 

used for this thesis, Puerto Rico: Independence is a necessity, a persuasive piece in which Cancel 

Miranda discusses the colonial history of Puerto Rico and the United States’ mistreatment of the 

Puerto Rican people, as well as a collection of musical poetry. He was also featured in the book 

Voices from Prison The Cuban Five by Hernandez and Labañino in which he discusses the 

parallels between Puerto Rico and Cuba in a colonial world. To this day he remains active in his 

struggle for Puerto Rican independence. He had an interview as recently as 2015 to be in a 

documentary about Puerto Rico as a colony entitled The Last Colony. He also visits the United 

States occasionally on speaking tours on behalf of the Nationalist Party. 

                                                            
47 Cancel, Angel. Personal interview. December 24, 2017 
48 Ibid 
49 Ibid 
50 Ibid 
51 Ibid 
52 Mercado, Cristian. �El Coqui: A Puerto Rican One-Act Play (Plus Panel Discussions!)�. Filmed [February, 2018]. 

YouTube Video, 1:17:41. Posted February 2018. https://www.youtube.com/watch?v=9ErmCURBT2E&t=3422s 
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 Cancel Miranda’s poetry book, Polvora y Palomas (Gunpowder and Pigeons), is 

particularly significant. Much of the dialogue for El Coqui are translations and adaptations of his 

poetry. Polvora y Palomas is a collection of poetry and prose that deals primarily with the topics 

of Puerto Rican pride, racism, and his time in prison in Tallahassee.53 He dedicates several 

poems to his love for the island of Puerto Rico and for the city of Mayaguez in particular.54 He 

writes that, in being Puerto Rican, he shares his own soul and story with the island itself. I 

interpret his writing to coincide with his struggle for independence. Cancel Miranda views 

United States colonialism as harmful to the island and all of its people; in hurting one person the 

whole island is hurt, so the people face the task of protecting the island.55 With regards to racism, 

Cancel Miranda recognizes the hypocrisy of the United States then and now. He writes about the 

discrepancy between claims that racism no longer exists (because the Black population is not 

facing murder), and the existence of institutionalized racism, racism in language, and the 

systematic racism that is present in prison systems through segregation.56 57 He concludes with a 

prose chapter regarding his time in the Tallahassee prison. This section discusses his 

mistreatment in prison, the segregation of prisoners, and his relationship with a specific guard 

named Heynes whom he describes as both racist and violent.58 

Biography of Cristian Mercado 

I was born to Puerto Rican parents; one moved to the United States when she was very 

young and the other came to attend university. I grew up speaking Spanish around the household, 

                                                            
53 Miranda, Rafael Cancel. Polvora y Palomas. 1995. 
54 Ibid p. 51 
55 Ibid p.92 
56 Ibid p. 96-97 
57 Ibid p. 109 
58 Ibid p. 110 
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particularly when I was an infant. My father, however, was still trying to learn English so, to 

help him practice, our family unit transitioned to speaking English as the primary language in the 

house. Over time, I lost my ability to speak Spanish. I am still able to understand with a high 

level of proficiency but I am no longer fluent. In the context of my show I identify myself as a 

Puerto Rican gringo. “Gringo” is a negative term typically referring to a white person by the 

Latinx community. I self-identify as a gringo because of my upbringing. I did not speak the 

language and, rather than spend time with Hispanics in my community (of which there were 

few), I spent time with non-Hispanic, primarily white, folks. I neglected many of the aspects of 

Hispanic culture that keep one rooted in their own heritage. As a result, I strayed further from the 

culture as I grew up. I remained somewhat connected to it through food and my interactions with 

family, but I still saw myself as a gringo Even now I lack the pride for Puerto Rico so prevalent 

in Puerto Rican culture. As I have worked on this project my love for the island has increased, 

but to fully assimilate into the culture will take time. 

As a child growing up in the United States I became accustomed to the benefits of being 

a child of empire, which affects the way I view Puerto Rican nationalism and violent acts of 

retaliations against the United States. I take for granted what the United States, through its 

actions as an imperialist colonial nation, has given me, while often ignoring the means by which 

the country gained and maintains its freedom. History classes in the United States, outside of a 

university environment, often teach students that the United States is a world savior protecting 

the ideals of democracy and freedom. History classes seldom teach students about the horrific 

acts that the United States commits, such as the use of Japanese internment camps during World 

War II or the Ponce Massacre. As a result, the United States education system indoctrinates 

students to believe that the country is incapable of wrongdoing. Thus, as students, we learn that 
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the United States does not commit acts of violence, it only retaliates in self-defense. We are not 

taught to envision what the other side is thinking or empathize with “them” when they pursue a 

violent act against “us.” When learning of the actions of my great-grandfather, my initial reaction 

was one of shock. I was aware of United States imperialism to an extent, but it was never real to 

me until I became aware of a living member of my family who fought against Puerto Rico’s 

occupier, forcing me to grapple with a dualistic sense of identity: the American and the Puerto 

Rican. That is the inspiration for El Coqui: a grappling of the two identities, with the character of 

Abuelo representing Cancel Miranda’s views as the Puerto Rican and the character of 

Granddaughter representing my upbringing in the United States. In exploring the subject, I 

“sided” with the Puerto Rican identity. Subsequently, El Coqui ends with the Granddaughter not 

necessarily being radicalized, but definitely becoming convinced of the United States’ 

mistreatment and colonization of Puerto Rico. 
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Construction of Identity Theatre 

Sahmata as Model and Affinity 

 The play Sahmata by Hanna Eady and Edward Mast played a vital role in the creation of 

El Coqui.59 Sahmata takes place in a city in Palestine called Suhmatah, and revolves around two 

characters, a grandfather and grandson experiencing memories of the city before its 

destruction.60 I was particularly reminded of the destruction caused by Hurricane Maria (2017) 

on people’s homes and the neglectful treatment of Puerto Rico by the United States government, 

which, in some ways, can be compared with the Israeli treatment of Palestinians. The play 

examines the continuation of identity as the elder generation teaches the younger one what it 

means to be Palestinian. The similarity led me to choose to use Sahmata as a model for El Coqui. 

I used a similar play structure to Sahmata and focused on similar themes. Although I placed the 

play in the context of Puerto Rico, and Puerto Rican history, I kept the characters of different 

generations, utilized cultural memory based on locations, and focused on conflicting identities of 

the United States and Puerto Rico as the driving conflict.  

Playwriting  

The characters of El Coqui were the first aspect of the play to take shape. The play 

revolves around two characters: one representing my great-grandfather Rafael Cancel Miranda 

named Abuelo, and one representing myself named Granddaughter. In conversations within my 

family we would not refer to one another by name but rather by family relation, such as abuelo, 

abuela, and mama, so I used this tradition in naming the characters. I chose to have the character 

                                                            
59 Eady, Hanna, and Edward Mast. Sahmatah: Memory of Stones, A Palestinian Story. Seattle: 1998 
60 Ibid 
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representing Cancel Miranda be the grandchild’s grandfather, as opposed to great-grandfather, to 

lessen the age gap between the two characters and create a dynamic that allows for more 

complex discussion and physicality between the two characters. During the rehearsal process, 

Edward Bonahue, the actor playing Abuelo, and I established that Abuelo was approximately 

fifty to sixty years old. Abuelo is a passionate Puerto Rican man who has been a radical 

revolutionary for the majority of his life. He is unafraid to display his anger towards the United 

States. He is also very kind and loving toward his family, particularly his granddaughter, who he 

sees as the future of Puerto Rican nationalism. As written, Granddaughter was first Grandson. I 

originally wrote the role as myself, a twenty-one year old man. However, I did not have a 

specific sex or gender in mind for who would play the role. Therefore “Grandson” was a 

placeholder name that would be finalized based on who was cast in the role. Since Claudia 

Campos, a cisgender female, was cast, I changed the name to Granddaughter. Granddaughter 

believes she understands the history of the United States’ imposition of colonial oppression in 

Puerto Rico but still only knows the comforts given to her in being a child of empire. She is 

argumentative and a bit of a know-it-all, but truly cares for Puerto Rico and its people. As the 

play progresses she becomes more aware of her Puerto Rican heritage and her place as a member 

of the Puerto Rican diaspora, which changes the way she views her own nationalism.  

Regarding the Spanish versus English nomenclature, the character name of Abuelo is in 

Spanish because he grew up in Puerto Rico, Spanish is his first language, and being Puerto Rican 

comes first to him. The character name of Granddaughter is in English because she grew up in 

the United States, her first language is English. She is not fluent in Spanish, and, particularly at 

the beginning of the play, she only has a limited connection to her Puerto Rican heritage.  
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I began writing El Coqui in November of 2017, about a month after Hurricane Maria hit 

the island of Puerto Rico. I wanted the story to be experienced in light of the destruction of the 

hurricane and the United States’ response to Puerto Rico’s situation afterwards. Therefore, I set 

the play in a destroyed house in Puerto Rico, reminiscent of the images of Puerto Rico in the 

aftermath of Hurricane Maria. This setting also perpetuates the main conflict of the play between 

the two characters. His home destroyed, Abuelo is being brought to the United States by his 

daughter and granddaughter. Abuelo refuses to leave because he doesn’t want to abandon his 

“hogar,” his home. Granddaughter tries to persuade Abuelo to leave, citing the United States’ 

agreement to help to fix the houses of the victims of the hurricane, to which she is met with 

disdain regarding her upbringing in the United States. Abuelo accuses her of not knowing her 

culture’s history and proceeds to show her through his, and the island’s memory.  

The play proceeds as follows. Grandaughter experiences three memories: the Ponce 

Massacre, the arrest of Rafael Cancel Miranda, and Cancel Miranda’s time in the Leon County 

Jail. In between each of these memories Abuelo and Granddaughter discuss the memories as they 

relate to the United States’ colonial relationship with Puerto Rico and Cancel Miranda’s choice 

to pursue activism. Several times Granddaughter tries to leave, fearful of the memories, but each 

time, partly due to Abuelo’s persuasion and partly due to Granddaughter’s own curiosity, she 

stays. After the third memory, Granddaughter is particularly traumatized and for a moment 

refuses her heritage as a Puerto Rican. Abuelo responds by saying she is, “and always will be 

Puerto Rican,” as he sits her down to tell her one final story; his story of firing at the House of 

Representatives in Washington D.C. Whether or not Granddaughter is radicalized by the final 

story and the discussion on terrorism that takes place after its telling is left ambiguous. Finally, 

the mother calls reminding them that they are about to miss their flight, and after taking one final 
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look at the destroyed home, Granddaughter promises Abuelo that he will return, and they exit. 

The play officially ends with a recitation of poetry in English and in Spanish calling Rafael 

Cancel Miranda a hero who saves Puerto Ricans from colonial oblivion.  

Motifs of Identity 

It is vital to Abuelo that the Puerto Rican identity survives and therefore he must do his 

best to pass on the identity to granddaughter. Granddaughter believes that she knows of her 

identity thanks to a nationalist education provided by the United States. Her education contrasts 

with the people’s education provided by Abuelo during the course of the play. These two 

education systems oppose one another and by the end of the play the people’s education wins 

out. The grandfather’s people’s education provide granddaughter a connection to her roots as a 

member of the Puerto Rican diaspora, it leads her to learn that she is not fully American and is 

on a journey of self-identification. Through the writing and production of the play, I incorporated 

motifs of identity to establish the journey of the granddaughter. 

The title, El Coqui, comes from a motif used throughout the play. The coqui is a frog 

native to the island of Puerto Rico. It makes a distinct sound easily recognizable to both those 

living on the island and those who have visited. The sound of the coqui is audible throughout 

most of the island, particularly at night. Imagery of the coqui is found in the artwork of the native 

Taino people even prior to European colonization. As a result of this long history, the coqui has 

become a symbol of Puerto Rico and its people. I therefore used the sound of the coqui as a 

gateway into the cultural memory of the island and Abuelo. The sound of the coqui opens and 

closes the show, and also plays before and after each memory. In addition to being 

acknowledged by the characters as a way of entering the island’s cultural memory, the sound acts 

as a gateway for the audience to experience the play itself as a form of cultural memory. Due to 
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the coqui’s symbolism and significance to the island of Puerto Rico as well as its importance to 

the story of the play, I decided it would be the title to this play about Puerto Rican identity. 

The Puerto Rican flag is another major motif throughout El Coqui. Throughout the play 

the characters interact with a torn Puerto Rican flag. For Puerto Ricans the flag is a symbol of 

great pride. Whether one is on or off the island, Puerto Ricans, Cubans, and Dominicans 

oftentimes have their island’s flag on display in their houses or cars. I write in the play that I 

never understood why Puerto Ricans were so prideful of their flag. As I learned more about the 

history of Puerto Rico and spoke with my family, I learned that Puerto Ricans have pride in 

being Puerto Rican, and the flag is used as a representation of their pride. The flag is almost 

deified as a connection to one’s heritage. Thus, I included the flag as a motif for the play. For 

Abuelo in particular the flag is of great importance. On his first entrance, he picks up the flag 

from the ground and hangs it, he later has a monologue in which he explains the importance of 

the flag to Granddaughter, and when he is recounting the events that sent him to Alcatraz he 

gives the flag to Granddaughter to hold so she is better able to connect with the her own heritage. 

Abuelo’s affection towards the flag is further exemplified by how he cares so much for it, even 

after it is dirtied and torn. 

The Spanish language is integral to the writing of El Coqui. During one of the post-show 

discussions I was asked why I chose not to write the play completely in Spanish. At the time, I 

responded by saying that I knew my audience. I understood that my audience for El Coqui would 

be primarily non-spanish speaking people and I did not want to isolate a majority of my audience 

when the primary goal of the show is to raise awareness of U.S. colonialism in Puerto Rico. To 

isolate the main group I am educating would be detrimental to the goal of raising awareness. 

After some separation from the production, I realize there is another reason the show is not fully 
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Spanish. I want to confront the stereotype that all Hispanic/ Latinx peoples speak Spanish or are 

fluent in Spanish. Growing up I did not speak Spanish in the household. I did for a brief period 

of time, but my father was learning English when I was very young so English was the primary 

language at home. This practice of focusing on English is not uncommon in immigrant 

households; An Ethiopian student during the post-show discussions spoke of his experience of 

only speaking English at home because his parents wanted him to better fit-in to U.S. culture. 

Not all Hispanic/ Latinx people speak Spanish. A story about one of these communities can be a 

truthful representation of the community even without the use of Spanish. I chose to incorporate 

Spanish into El Coqui as a thematic through-line and because of the character Abuelo. Abuelo, 

as a representation of Cancel Miranda, would not have learned English until he was sent to 

Alcatraz so his instinct is to speak in Spanish as his primary language. He speaks English to 

Granddaughter because he understands that she cannot speak Spanish very well. Abuelo’s 

English in the play remains poetic, despite his lack of proficiency in English. I chose to maintain 

his poetic nature to show the audience what they might experience if Abuelo spoke Spanish in 

the show and the audience could understand it, that Abuelo is a kind, intelligent, poetic, and 

well-spoken individual. I also chose to incorporate Spanish as a thematic through-line for 

Granddaughter. At the start of the play Granddaughter does not speak any Spanish as she is a 

representation of myself, A Puerto Rican who does not speak Spanish. After each successive 

memory, however, Granddaughter uses the language more often. Within the play, the Spanish 

language represents a connection to the cultural memory of Puerto Rico and as Granddaughter 

strengthens her connection with it, her use of the language also strengthens.  
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Workshopping and Revising 

 The show went through a large number of revisions and drafts. Beyond the first several 

drafts, I edited the play during the rehearsal process as I had the unique experience of both 

writing and directing El Coqui. As we rehearsed, I was able to consult with my actors about lines 

that did not make sense to an outside viewer. I clarified the dialogue, clearer, and made a large 

number of edits and additions to the end of the play. In the post-show discussions, certain 

misunderstandings were revealed, such as the reality that the historical aspects of the play were 

factual. Some of the dialogue was misinterpreted by some of the audience. Having the talk-backs 

allowed me to make minor adjustments for the actors each night so as to negate these 

misunderstandings and misinterpretations. 

Casting 

 The casting process for El Coqui began when I started writing. My priority was casting 

the two characters in a way that did justice to them and the story. There were two people I 

considered for the role of Abuelo, one of them is Cuban-American, and the other is Italian-

American. The Cuban-American actor had a conflict during El Coqui’s show dates so I reached 

out to Edward Bonahue and asked if he was willing to be Abuelo and he agreed. I reached out to 

several people to cast the role of Granddaughter (“grandchild” at the time) and two people 

responded. The first was a white male and the other a Cuban female. I held an informal audition 

with Edward reading the part of Abuelo and each of the other actors reading the role of 

grandchild. Due to the length of El Coqui, each actor read through the entire play. Each of the 

actors were given the script beforehand with the task of coming to the audition having done some 

character work for the role of grandchild. I did take into account the ethnic backgrounds of the 

two actors but focused primarily on their interpretations of grandchild when reading the script. I 
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cast Claudia Campos, the Cuban female, in part due to her mastery of the Spanish language, 

which would become vital in the rehearsal process, and because her interpretation of grandchild 

fit my vision for the character as being fundamentally good but ignorant of her own perpetuation 

of injustice. 

 One question I was asked both during the casting and rehearsal processes was why I 

considered white actors as opposed to only considering actors of color? Firstly, I want to point 

out the diversity problem I faced when considering actors to be in El Coqui. The Florida State 

University School of Theatre lacks diversity. There is a trend of students of color in the BFA 

Acting or Musical theatre programs dropping out because School of Theatre mainstage shows do 

not feature actors of color. The BA Theatre program being a larger program, does better with 

regard to diverse students but they are still mainly absent. I considered every level of 

undergraduate student in theatre for both roles and there was only one actor of color who fit the 

character and he was already cast in another show. For the granddaughter there were more 

options but still only about 15 total students of color, who I considered. The number of 

candidates diminishes further when considering not all students in the BA program want to act, 

and further still when considering acting experience by those who want to act. Thus, there was 

only a small pool of actors of color to choose from. In the end, I cast one white actor and one 

actor of color. A counter to my argument would be to look outside the theatre program for actors 

of color, to which my response is I was unwilling to seek out non-actors who fit the “look” better 

if the sacrifice was the quality of story-telling. As a Puerto Rican directing this piece, I trusted 

my actors would do their best to consider the heritage and history of the characters they were 

representing. I also want to pose the following question, what does a Latinx person look like? 

People of Latin or Hispanic descent have a large range of skin tones from pale white to dark 
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black.  I have a cousin who is pale white with red hair, my best friend who is Cuban has a black 

grandfather, and my immediate family and I are tan. Assuming a specific look for Puerto Ricans 

and other Latinx peoples is inherently racist. I took into account actors’ ethnic heritage but I 

focused on their proficiency as performers as well. Younger audiences, in particular, are catching 

on to the fact that there is no one “look” for Latinx people. After one of the post-show 

discussions, a student came up to me expressing how she wanted to ask a question to Edward 

regarding representation and the significance of being a white person playing a non-white role, 

but was not certain whether or not he was Puerto Rican. 

Rehearsal 

 As mentioned previously, the timeline from casting to opening was very short. As a 

director, I allowed the actors to explore the space on their own during the first few rehearsals. I 

guided them to certain areas on the stage at certain points in the show, but for the most part 

allowed the actors to find their own blocking in the non-memory scenes. I prefer this method 

because the show is only 20 minutes long and this style of blocking promotes organic movement. 

At this early stage, the blocking was constantly changing but about halfway through the rehearsal 

process the non-memory blocking was solidified. I envisioned the non-memory scenes as 

realistic. I aimed to bring the audience into an understandable world before diving into the 

memories. The realism of the non-memory scenes is contrasted by the modern stylized blocking 

of memories through specific lighting and sound. All of the show takes place on one set utilizing 

the same furniture, so there is a contrast in the way the set is used. The table within the house is 

used as a table in the non-memory scenes, whereas in one of the flashbacks the table acts as 

solitary confinement within a prison. The memory sequences were also strictly blocked from the 

outset. The choice to strictly block the memory sequences came as a result of fight 
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choreography. Two of the three memories feature some form of fighting and the blocking was 

therefore based around the fights. The third memory in particular uses recordings to indicate the 

action of the scene so there was less room to explore. The actors were very open about their 

thoughts on the script and blocking, which led to a smooth rehearsal process. 

 For the fight scenes, I choreographed the sequences and worked with the actors to 

maintain safety throughout. As both director and fight choreographer I did not want to jeopardize 

the safety of the actors for the purposes of the show. To help the actors make the fights look 

more real while maintaining a high level of safety, I requested the assistance of Veronica Nia, a 

colleague of mine, to focus on honing the falling, contact naps (sound made through physical 

contact between actors) and vocalizations during the fights. 

 Another aspect of the rehearsal is the use of Spanish by a non-native speaker. Edward has 

taken several Spanish classes and during the time of the show was concurrently in one, so he 

understood all of his lines without the help of anyone else. Claudia and I worked with him on 

pronunciation of certain Spanish words and phrases. For me, Abuelo sounding as though he is 

fluent in Spanish was important, so I emphasized the learning of proper pronunciation. Claudia 

and Ed oftentimes, prior to the start of rehearsal, practiced pronunciation. Seeing which specific 

words did not flow well for Edward was also interesting. One word in particular, “crearan,” was 

especially difficult for him. He mentioned that the way the tongue moves in Spanish is different 

from English. This difficulty was something I had never thought about, as even though I cannot 

speak Spanish fluently I do not have trouble pronouncing Spanish words. Nonetheless, Edward’s 

Spanish pronunciation improved greatly over the rehearsal process, in large part thanks to the 

efforts of Claudia.  
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Aesthetics of Nationalism on Stage 

 I attempted to create an aesthetic of nationalism on stage for the characters and the 

audience. To begin, I wanted to display the destruction caused by hurricane Maria as it is a 

jumping off point for the journey that Granddaughter takes to find her nationalist identity. The 

destruction propels conversation as to why Puerto Rico is still in ruins after a few months 

following the hurricane. Thus, the stage was covered with dead leaves, broken picture frames, 

flowers, and branches as though the hurricane had come through and blown out the windows 

allowing for debris to come into the home. 

I used a TV as a way to display images to the audience further connecting the actions and 

memories of El Coqui to the audience and creating a nationalistic space on stage. The images 

displayed the destruction of hurricane Maria, the Ponce Massacre, San Juan, Puerto Rico and 

Tallahasee, FL, Cancel Miranda, as well as congress and the prison in which Miranda was sent. 

These images provided for the audience a context that they may not otherwise get. For example, 

when Abuelo is discussing his time in prison in Tallahassee, images of the capital and Florida 

State University are shown to connect the audience with where the event is taking place. Other 

images, such as the coqui, the hurricane destruction, and the ponce massacre are meant to incite a 

reaction towards Puerto Rican nationalism. 

 There were also specific songs and sound effects added when we entered the space. I 

chose to begin the play with a news reel discussing the destruction of hurricane Maria, and how 

even months after the hurricane, some areas were still out of power. The atmosphere reminds the 

audience of the disaster, giving the first indication that the United States does not treat the island 

of Puerto Rico the way they do the mainland. The second important use of sound came during 

the first memory. During the entire sequence La Borinqueña, the Puerto Rican national anthem, 
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plays. The Puerto Rican National Anthem was changed to La Borinqueña when Puerto Rico 

became a commonwealth in 1952 representing the “end” of colonial Puerto Rico. In juxtaposing 

the song with the violent action on stage and the gruesome imagery on screen, the audience is 

once again confronted with the improper treatment of Puerto Rico by the United States. They are 

forced to confront the idea of a Puerto Rican nationalism as a legitimate response to colonial 

oppression.  

 Finally the Puerto Rican flag played a significant role in my production of El Coqui. As 

discussed previously, the Puerto Rican flag is used throughout the show by both characters. 

There are two different Puerto Rican flags. The one most commonly known by citizens of the 

United States has one star on a dark Blue background with three red and two white stripes. This 

version of the flag was established in 1952 when Puerto Rico became a commonwealth. The flag 

I used for the production has one star on a sky blue background with three red and two white 

stripes. This lesser-known flag was outlawed by the United States until the dark blue version was 

released in 1952. Abuelo, stands against U.S. imperialism, wand refuses to adopt navy blue flag. 

As a form of resistance, he stays true to his own Puerto Rican nationalism by using the original 

flag. 
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Evaluation, Reactions, and Discussion 

 After each of the three shows, my cast and I held a talk back, giving the audience the 

opportunity to ask questions as well as an opportunity for me to gauge stakeholders’ evaluations 

of the theatrical event. I intend to focus on three different stakeholders, Cancel Miranda, my 

immediate family, and outsiders.  

Cancel Miranda attended the second night of the show and participated as one of the 

panelists. He gave a riveting speech about his history as a nationalist and the violent acts 

inflicted on Puerto Rico by the United States, including attempted sterilization of women, 

injecting cancer into healthy bodies, and committing massacres.61 When asked about what my 

next step should be, he responded to continue finding myself because the “hardest part of life is 

finding yourself.”62 He continued by stating that since he was young he fought for his people out 

of love and that his reward was me.63 I spoke with him later privately to expand on what he said, 

he told me that he is proud of both the work I am doing and how I am connecting with my Puerto 

Rican identity, thus he was positively impacted by the event. 

 My immediate family also reacted positively to El Coqui. My mother stated that her 

grandfather never pushed his beliefs onto his family and yet “three generations later, [we are] 

seeing what [Puerto Nationalism] looks like and what it means today, and that has been an 

amazing journey to watch.”64 My uncle described how he broke into tears as memories began 

flooding back to him based on the events unfolding on stage. My grandfather praised me for my 

                                                            
61 Mercado, Cristian. �El Coqui: A Puerto Rican One-Act Play (Plus Panel Discussions!)�. Filmed [February, 2018]. 

YouTube Video, 1:17:41. Posted February 2018. https://www.youtube.com/watch?v=9ErmCURBT2E&t=3422s 
62 Ibid 
63 Ibid 
64 Ibid 
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accuracy of the events described on stage and was excited to see me embracing my Puerto Rican 

heritage. Even my father, who is not a blood relative to Cancel Miranda and does not have the 

same radical views as the other side of my family, but is Puerto Rican, told me how powerful, 

though divisive, the piece was. The play made him consider the possible futures of Puerto Rico. 

All of my family, including Cancel Miranda are arguably pre-disposed to react positively to the 

play, so exploring outsiders’ reactions may hold further insight into the evaluation of the event. 

 An audience member who self-identified as Ethiopian and was born and raised in the 

United States shared how the story of El Coqui resonated with him: “Something that I’ve 

struggled with is feeling that I wasn’t as Ethiopian as my family or other people in my 

community… and now that I’m older I am trying to deal with this struggle and learning the 

language but I’ll never get to that level.”65 His comment describes a similar struggle to mine and 

Granddaughter’s. By attempting to assimilate with the culture of the United States, one risks the 

loss of their non-United States identity, isolating themselves from other members of that 

community, and feeling less than, in that community. The realization that one’s identity is being 

lost during early adulthood, when it is already somewhat difficult to reclaim that identity, is not 

uncommon. It even becomes more difficult the later in life the realization is made. Thus, firstly, 

identity becomes more important the older one is, and secondly, this story of identity and 

diaspora nationalism is not just one based in Puerto Rico but has a wider audience resonating 

with it.  

By contrast, some audience members were not as positively receptive of the subject 

matter and message of identity, nationalism, and resistance in the play. One member of the 
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audience after the show mentioned that they did not agree with Puerto Rico becoming 

independent and questioned why the status of Puerto Rico as a commonwealth should change at 

all. I did not have a chance to respond at the time, but I would have responded by saying that 

Puerto Rico’s status as a commonwealth allows for exploitation, by the United States, of the 

island and its people. To remedy this exploitation, two options are available: Independence or 

statehood. Both have their costs and benefits, but I am certain that maintaining commonwealth 

status is detrimental to the Puerto Rican people and looking to Puerto Rican independence is one 

possible option. There is a high likelihood that those persons who reacted negatively to El Coqui 

stayed silent during the talkback out of respect or fear of being ostracized. I unfortunately do not 

have much information on that specific group of people, but due to my interaction with the 

audience member mentioned previously I know the group exists. 
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Conclusion 

 The main question of my thesis is the following: to what extent can apparently conflicting 

nationalist identities coexist in the same space (both literally on stage and figuratively in a 

body)? In the case of El Coqui Granddaughter’s two identities (Puerto Rican and American) are 

at conflict with one another as a result of the learned cultural history of Puerto Rico and the 

United States’ exploitation and mistreatment of the island, and its people. Both of these identities 

can be discussed as imagined communities as I have previously written. I argue for an expansion 

of Anderson’s theory so as to include a level of affinity to one’s imagined community/ 

communities. In my contemporary society, particularly in the United States, people identify 

themselves by any number of imagined communities including nationality, race, ethnicity, 

religion, and sexuality. This self-identification with imagined communities is not new, Anderson, 

while writing about the census, acknowledges that people identify with the state and with a 

religion simultaneously (though the religion may be marginalized).66 What I would argue is a 

recent development, which is the identification with two different nationalities simultaneously. 

In the earlier stages of the United States, people, particularly immigrants, were identified based 

on where they were from. Italians, for example, developed separate communities in major cities 

away from non-Italians. As these immigrants settle and reproduce, the later generations become 

indoctrinated into the nationality of the state, so one nationality displaces another over time. The 

original national identity of the immigrant morphs into an ethnic or racial identity thus allowing 

for loyalty with the state. In contemporary society, however, ethnic identity can revert back to a 

nationalistic one. At this point, due to sometimes conflicting nationalistic wants and needs, one 

identity will inevitably be ranked higher or lower to any given individual based on the 

                                                            
66 Anderson, Benedict. Imagined Communities. 1983 p. 160-170 
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experiences of their own lives. Granddaughter experiences a national identity crisis in the events 

of El Coqui. She begins the play identifying as a United States citizen and ethnically Puerto 

Rican, but by the end of the play, after experiencing the violent colonial history of Puerto Rico, 

she develops a nationalistic pride for Puerto Rico that goes beyond an ethnic identity. She is 

essentially forced to compare the two identities and the following problem develops, can these 

two national identities coexist in a single body?  

Through the case study of El Coqui, the answer is that the two identities, American and 

Puerto Rican (when analyzed as nationalist identities rather than ethnic ones), cannot coexist. 

The Puerto Rican identity supersedes the American one. Based on the colonial history of Puerto 

Rico in which the United States committed acts of both murder and exploitation on Puerto Rico 

and its people, it is difficult if not impossible to accept an American identity and acknowledge a 

possible coexistence. As Granddaughter experiences the memories of the island, her affinity for 

the nationalism of Puerto Rico rises as her affinity for the nationalism of the United States 

diminishes. Two nationalistic identities can exist in the same body, however, this study 

specifically deals with the confrontation between American and Puerto Rican identities today. 

Other identities may interact differently.  

Final Thoughts 

Firstly I want to address Puerto Rico’s status as a commonwealth. I believe that the 

maintenance of this status is detrimental to the island and its people, particularly economically 

and politically. They have been historically exploited economically by the United States. This 

exploitation is further displayed in the overall lack of aid Puerto Rico has received from the 

United States post hurricane Maria when compared to recognized U.S. states, which were also 

affected by devastating hurricanes. Politically, Puerto Rico is at the mercy of the federal 



Mercado 33 
 

government because the island has limited power in federal affairs. Therefore, it is vital to look 

at ways in which the United States should prevent future economic exploitation and give the 

people of Puerto Rico effective political power. Reconsidering Puerto Rican nationalism, 

especially through a lens of diaspora nationalism, may be one avenue to begin the process of 

gaining some level of sovereignty. 

Based solely on his actions, Rafael Cancel Miranda’s attack on Congress is labelled 

terrorism in the contemporary context.  Following this recognition, I pose the following inquiry: 

what is terror? The popular answer is “inciting fear through acts of violence.” I would like to 

challenge this notion by briefly analyzing terror through a postcolonial lens. When an occupier-

occupied relationship exists, the occupier has the power to manipulate the perception of acts 

committed towards it by the occupied. My question then becomes: if the occupied commits an 

act of resistance against the occupier and the occupier deems it an act of terror, is the act truly 

terrorism? Edward Said writes:  

It's very interesting that the whole history of terrorism has a pedigree in the policies of 

imperialists. The French used the word "terrorism" for everything that the Algerians did 

to resist their occupation. The British used it in Burma and in Malaysia. Terrorism is 

anything that stands in the face of what we want to do. Since the United States is the 

global superpower and has or pretends to have interests everywhere from China to 

Europe to southern Africa to Latin America and all of the Americas, terrorism becomes a 

handy instrument to perpetuate this practice.67 

 

I would argue that Cancel Miranda is not a terrorist but a freedom fighter. Puerto Rico is not in a 

position of power and the United States has historically exploited their relationship while 

ignoring any peaceful demonstrations, especially at the time of the 1954 House of 

Representatives incident. The American Revolution is not called the War of American 

Aggression because the United States won. Following this logic, the United States is hypocritical 
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in deeming the Puerto Rican Nationalist Party a terrorist group when they are fighting for their 

own freedom. Cancel Miranda seems to recognize this distinction himself as he stated, after 

discussing the United States’ sterilization experiments on Puerto Ricans, that if “you fight back, 

you are terrorist, I’d be blessed to be [a] terrorist.”68 

 I suggest that one of Cancel Miranda’s main goals when writing his poetry was to 

preserve and pass on a form of Puerto Rican identity. This goal is evident in the second chapter 

of Polvora y Palomas entitled “Soy Puertorriqueño,” literally translating to “I am Puerto Rican.” 

69 In the chapter, Cancel Miranda writes about his love for Puerto Rico and all things in it. He is 

essentially attempting to persuade his audience to see Puerto Rico the way he does, as “the center 

of [his] universe.”70 

I hope that I was able to fulfill my great-grandfather’s goal. Through his writing, I was 

inspired to write this play. I will continue to preserve this Puerto Rican identity through El 

Coqui. 
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