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THE DRAMATIC WORKS OF AGUSTIN CUZZANI 

CHAPTER I  

CUZZANI AND THE ARGENTINE THEATRE

The contem porary S pan ish  American th e a t r e  has reac h ed  a  le v e l  o f 

s o p h is t i c a t io n  w hich c lo s e ly  p a r a l l e l s  t h a t  o f  th e  European a v an t-g a rd e  

movement. Borrow ing p a r t i c u l a r ly  from  P ir a n d e l lo ,  B re c h t, Camus, S a r t r e ,  

B e c k e tt ,  and Io n e sc o , Spanish  American d ra m a tis ts  have in c o rp o ra te d  many 

o f  th e  id e a s  and te c h n iq u e s  o f  th e  European w r i te r s  in t o  t h e i r  w orks.^  

However, i t  i s  n o t m erely  an im i ta t iv e  t h e a t r e ,  f o r  th e s e  new in f lu e n c e s  

have heen  ad ap ted  to  th e  S pan ish  American c o n te x t. S in ce  th e  m i d - f i f t i e s  

t h e a t r i c a l  a c t i v i t y  th ro u g h o u t th e  L a t in  American c o u n tr ie s  has been 

c h a ra c te r iz e d  by e x p e rim en ta tio n  and a  r e s u l t in g  new v ig o r .  T h is has 

been p a r t i c u l a r l y  t r u e  o f  A rg e n tin a , f o r  d u rin g  t h i s  p e r io d  she  has p ro 

duced a  number o f  f i r s t - r a t e  p la y w rig h ts  whose works r e v e a l  a  h ig h  le v e l  

o f  m a tu r ity  and a  p e r f e c t io n  o f  te c h n iq u e  th a t  n o t on ly  se rv e s  t o  p re s e n t 

new c o n c e p ts , b u t  a ls o  r e s u l t s  in  a  v e ry  t h e a t r i c a l  drama.

^George Woodyard, "The T h ea tre  o f  th e  Absurd in  S pan ish  A m erica," 
Com parative Drama, V ol. 3 , No. 3 ( F a l l ,  1 969 ), p . 183.
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One o f  th e  most in ç o r ta n t  w r i t e r s  o f  th e  new th e a t r e  in  A rg en tin a

i s  A g u stin  C u zzan i, who combines in  h i s  p la y s  a l l  th e  v a lu e s  o f  an en - 
2

d u rin g  dram a. H is works a re  r e p r e s e n ta t iv e  o f  many o f  th e  new tr e n d s  

and te c h n iq u e s  o f  th e  contem porary L a t in  American th e a t r e .  Cuzzani has 

been c h a r a c te r iz e d  as a  "Dram aturge com prom etido,"^ who i s  concerned  w ith  

s o c ia l  c r i t i c i s m ,  b e l ie v in g  w ith  B re c h t ,  t h a t  drama sh o u ld  s e rv e  a  d id a c 

t i c  p u rp o se , "C reo que e l  t e a t r o  es e l  modo de conocer lo s  c o n f l i c to s  de 

una so c ie d a d  d iv id id a  en c la s e s — ag reg ab a  en l a  misma o cas iô n —y en e s t e ,  

medio p o p u la r  p a r a  p la n te a r  lo s  c o n f l i c to s  d e l  avance hum ane."^ He be

longs t o  th e  g e n e ra tio n  o f  p la y w rig h ts  t h a t  emerged a f t e r  Peron l e f t  

A rg en tin a  in  1955» and which was p r im a r i ly  concerned w ith  c u r re n t  s o c ia l  

i s s u e s ,  te n d in g  tow ards th e  p o l i t i c a l  I b f t . ^  In  a d d i tio n  to  C u zzan i, 

t h i s  group in c lu d e d  C arlos G o ro s t iz o , Osvaldo Dragun, and Andres L iz a -  

r r a g a .  The p o l i t i c a l  and s o c ia l  commitment o f  th e s e  w r i te r s  r e s u l t s  in  

a  p re judgm ent o f  is s u e s  w ith  th e  su b seq u en t danger o f  s a c r i f i c i n g  a r t i s t 

ry  f o r  p ropaganda  p u rp o ses . A l th o u ^  Cuzzani i s  always concerned  w ith  

th e  s o c i a l  and p o l i t i c a l  a sp e c ts  o f  h i s  p la y s ,  he r a r e ly  s u b o rd in a te s  

th e  a r t i s t i c  e lem en t to  d id a c tic is m . H is i s  a  r a r e  b le n d  o f  id e a s  and

^C arlo s  S o lô rzan o , T e a tro  la t in a m e r ic a n a  en e l  s i g lo  XX (M exico; 
E d i to r i a l  Porm aca, 1 9 6 k ), p . Ik 2 .

% a u l  H ec to r C as tag n in o , "T endencias a c tu a le s  d e l  t e a t r o  a rg e n - 
t i n a , "  R e v is ta  In te ra m e r ic a n a  de B ib l io g r a f i a . V ol. 20 (1 9 7 0 ), p . kU8.

^C u zzan i, in te rv ie w  in  L yra  as quo ted  in  Hebe Cam panella. "E l 
Hoy y e l  aqu i en e l  t e a t r o  a rg e n tin o  de lo s  û ltim o s  v e in te  a fio s ,"  Cua^ 
dem os H ispanos A m ericanos,  V ol. 7 8 , No. 23k (Ju n e , I 969 ) ,  p .  686,

^John E. Lyon» "The A rg en tin e  T h ea tre  and th e  Problem  o f  N a tio n a l 
I d e n t i t y :  A C r i t i c a l  S u rv ey ,"  L a t in  American T hea tre  Review, V o l, 5»
No. 2 (S p r in g , 1 9 7 2 ), p .  11.
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a r t i e t r y .  He adopted  th e  te c h n iq u e  o f  e x p r e s s io n is t  f a r c e  as a  v e h ic le  

f o r  h i s  s o c i a l  c r i t i c i s m ,  th u s  av o id in g  th e  p i t f a l l  o f  t r y i n g  to  b e  con

v in c in g  on two le v e ls  in t o  w hich G o ro s tiz a , D ragdn, and L iz a r ra g a  have 

f a l l e n .  "C uzzani does n o t have th e  problem  o f  harm on iz ing  a b s t r a c t  

r a t i o n a l i z a t i o n s  w ith  r e a l is m  b ecau se  he abandons th e  n a t u r a l i s t i c  l e v e l  

a l t o g e t h e r . T h e  b a s ic  s i t u a t io n s  in  h i s  dramas a re  i r r a t i o n a l  f a n ta 

s i e s  , f a r s â t i r a s , as Cuzzani c a l l s  them . The au d ien ce  i s  n o t asked to  

view  th e  s i t u a t i o n  as r e a l  o r  l o g i c a l .  I n s te a d ,  th e  f a n ta s i e s  re p re s e n t  

i d e a s , b o th  v i s u a l ly  and im p r e s s io n i s t i c a l ly .  Due to  h is  a r t i s t r y ,  te c h 

n iq u e ,  and re le v a n c e , Cuzzani has come to  be one o f  th e  o u ts ta n d in g  

A rg e n tin e  d ra m a tis ts  o f  th e  p r e s e n t  p e r io d .

A lthough A gustin  Cuzzani was born  on S t .  A u g u s t in e 's  Day, August 

2 8 , 192U, he  p o in ts  o u t t h a t  he weis n o t named f o r  th e  s a i n t ,  bu t a f t e r  

h is  f a t h e r ,  g rs in d fa th e r , and numerous o th e r  a n te c e d e n ts  who were named 

A g u stin . "C onsidero  una g e n t i l e z a  d e l  d e s tin o  haberme p u e s to  en e l  

mundo e l  mismo d ia  de mi o b l ig a to r io  y p r e n a ta l  nom bre." A f te r  gradu

a t in g  from  th e  U n iv e rs ity  o f  Buenos A ires  w ith  a  D octo r o f  Law d e g re e , 

he d ev o ted  h im se lf  e n t i r e ly  to  a  l i t e r a r y  c a r e e r .  He w ro te  h is  f i r s t  

p la y ,  D a l i la h .  a t  th e  age o f  s e v e n te e n , and h i s  f i r s t  n o v e l ,  L lu v ia  p a ra  

Y o s ia , in  19^6 a t  th e  age o f  tw en ty . A nother n o v e l .  Las p u e r ta s  d e l 

v e ra n o . fo llo w ed  in  19^7» He p u b lish e d  a  c o l le c t io n  o f  s h o r t  s t o r i e s ,

Los mundos ab su rd o s . in  19^9, many o f  w hich were s u c c e s s f u l ly  ad ap ted  

f o r  t e l e v i s i o n .  He ag a in  tu rn e d  h is  a t te n t io n  to  th e  t h e a t r e ,  and w ith

^ I b id . .  p .  15 .

^Cuzzani t o  a u th o r ,  J u ly  25 , 1973.
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th e  p r e s e n ta t io n  in  195^ o f  h i s  f i r s t  f a r s a t i r a , Una l i b r a  de c a m e ,  he 

lau n ch ed  h i s  s u c c e s s fu l  c a re e r  in  th e  t h e a t r e .  This i n i t i a l  su c c e s s  was 

fo llo w ed  by th r e e  o th e r  f a r s â t i r a s , E l cen tro fo rw ard  m urio  a l  am anecer. 

1955» Los in d io s  e s tab a n  c a b re ro s , 1957, and Sempronio. 1961 . In  1965 

he w ro te  th e  l i b r e t t o  f o r  E l L ehado r, a  b a l l e t  and pantom ine p re s e n te d  

in  th e  T e a tro  A s t r a l  o f  Buenos A ire s  by th e  tro u p e  o f  O tto  W erburg.

This same y e a r  saw th e  p r e s e n ta t io n  o f  h is  d eep est and most co n ç lex  work 

to  d a te ,  P a ra  que se cumplan l a s  e s c r i t u r a s .  In  1970 h is  b r i e f  d ram a tic  

monologue. La E nvid i a , was' p r e s e n te d ,  " in tè g re  e l  e sp e c ta c u lo  'Los s i e t e
O

Fecados C a p i ta le s ,*  en e l  c a f e - c o n c e r t , La B o tic a  d e l  A n g e l."  Cuzzani 

has r e c e n t ly  w r i t t e n  an o th e r  p la y ,  w hich as y e t  has n o t been  p re s e n te d  

n o r p u b lis h e d . I t  i s  e n t i t l e d  Agamenon y  la s  u b re s , "en e l  mismo tono
o

que l a s  a n te r io r e s  y en t r e n  de com ponerse como opera  c a n ta d a  y  b a i l a d a ."

He i s  p r e s e n t ly  w orking on a n o th e r  n o v e l .  Con lo s  hue vos en l a  incuba^

, 10 d o ra .

C uzzani*s p la y s ,  and in  p a r t i c u l a r  E l cen tro fo rw ard  m uriô a l  

am anecer. have en joyed  g re a t  p o p u la r i ty  o u ts id e  o f  A rg e n tin a , hav in g  

been  p erfo rm ed  in  th e  fo llo w in g  c o u n tr ie s  : A rg e n tin a , B o l iv ia ,  C h ile ,

B r a z i l ,  P a rag u ay , P e ru , E cuador, C olom bia, V enezuela , N ica ra g u a , Guate

m ala , Cuba, M exico, th e  U n ited  S t a t e s ,  Canary I s la n d s ,  S p a in , P o r tu g a l ,  

B elg ium , S w itz e r la n d , E as t and West Germany, C zech o slo v ak ia , Rumania, 

th e  S o v ie t  U nion, O uter M ongolia, C h ina , Jap an , N orth  V ie t Nam, A lg e r ia ,  

T u rk ey , and A u s t r a l i a .

^ Ib id .  ^ I b id .

^ ° I b id .  ^ ^ Ib id .
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C uzzani' s  use o f  e x i s t e n t i a l  themes o f  a l ie n a t io n  and o f  man 

caught up in  th e  t e c h n o lo g ic a l - in d u s t r i a l  s o c ie ty  a re  t im e ly ,  and ad d ress  

th e  problem s o f  contem poraiy  man. Throughout h is  works Cuzzani p o r tra y s  

a  s o c ie ty  in s e n s i t iv e  to  th e  needs o f  man, to g e th e r  w ith  th e  dehum anizing 

e f f e c t s  o f  modem te c h n o lo g y . A ngela Blanco Amores de P a g e lla  makes th e  

fo llo w in g  o b se rv a tio n  on th e  developm ent o f  t h i s  theme in  th e  new Argen

t i n e  th e a t r e ;

Una c iv i l i z a c iô n  m ecan izada, p roducto  d e l  ad e lan tad o  
deshumanizado de l a  t e c n i c a ,  y  una e sp e ran za  en lo s  p o s- 
tu la d o s  re v o lu c io n a r io s  s o c i a l e s ,  de jan  en l a  p o s t-g u e r ra  
un cauce a b ie r to  p a ra  l a  r e b e l iô n  de lo s  e s p f r i t u s .  La 
m aquina, m onstruo m odem o, c re a  nuevos problem os a l  hom- 
b r e .  Y e l  a r t e  recoge  en e l  g r i t o  d e l hombre que clama 
p o r  su  d e s tin o  de hom bre, un tem a nuevo.^^

Cuzzani uses d ram a tic  te ch n iq u e  to g e th e r  w ith  s t r u c tu r e  and 

c h a ra c te r iz a t io n s  to  r e in f o r c e  h i s  them es. In  so  do ing  he borrows many 

te c h n iq u e s  from th e  German e x p r e s s io n is t s .  Thus v i s u a l  and a u d ito ry  

im agery se rv e  to  s t r e s s  th e  c e n t r a l  id e a  o f  th e  p la y s .  This id e a  o r 

im p ressio n  i s  th e  fo c a l  p o in t  o f  C u zzan i's  w orks, w ith  th e  a c t io n  b e in g  

su b o rd in a te  t o  th e  them e,

Cuzzani emerged as a  d ra m a tis t  in  195^ w ith  th e  p re s e n ta tio n  o f

h is  f i r s t  f a r s a t i r a .  Una l i b r a  de c a m e . From 1950-1955 he was p a r t  o f

a  movement t h a t  w itn e sse d  a  m a tu ra tio n  o f  new advances in  in t e r p r e ta t io n :

This group a ls o  a id ed  i n  th e  fo rm atio n  o f  a  new t h e a t r i c a l  conscience

w herein  th e  r e a l i s t i c - n a t u r a l i s t i c  f e e l in g  o f  th e  p rece d in g  g e n e ra tio n s

gave way to  a  drama f i l l e d  w ith  s c e n ic  m etaphors and p l a s t i c  su g g e s tio n s ,
13

resem b lin g  ex p ress io n ism  and European vanguardism .

1 p
A ngela B lanco Amores de P a g e l la ,  Nuevos tem as en e l  t e a t r o  a r 

g e n t in e  (Buenos A ire s :  E d i t o r i a l  Huemul, S. A ., 1 9 ^ ^ ) , pp . 101-102.

^^Casteignino, op . c i t . .  p .  437.



C uzzani was a ls o  an in ç )o rta n t member o f  th e  in d ependen t th e a t r e  

movement w hich reg a in ed  prom inence in  1955»^^ The p h ilo so p h y  o f  Cuzzani 

and o th e r  members o f  th e  re s u rg e n t t e a t r o  in d e p en d ien te  movement c lo se ly  

fo llo w s t h a t  o f  th e  e a r l i e r  group whose spokesman was Leônidas B a r le t t a ,  

In  an a r t i c l e  in  Conducta, th e  o f f i c i a l  organ o f  th e  T e a tro  d e l P ueb lo , 

B a r l e t t a  d is c u s se d  th e  t h e a t r e 's  m is s io n , d e p lo rin g  th e  m oral c o n d itio n s  

o f  th e  A rg en tin e  masses a t  t h a t  t im e ,  c i t i n g  t h e i r  b r u t a l i t y ,  t h e i r  la c k  

o f  r e s p e c t ,  d i s c ip l in e ,  and d ig n i ty ,  and t h e i r  com plete abandonment to  

t h e i r  p a s s io n s  and m a te r ia l  a p p e t i t e .  He saw th e s e  as m a n ife s ta t io n s  o f  

a  la c k  o f  c u l tu r a l  and s p i r i t u a l  v a lu e s , and in  h is  o p in io n  th e  s o lu t io n  

la y  in  b r in g in g  th e s e  v a lu es  t o  th e  p e o p le .

E l problem s a s f  p la n te a d o  a d q u i r ia  una in so sp ech ad a  drama- 
t i c i d a d .  De todos lo s  g in e ro s ,  e l  mas d i r e c t e ,  e l  mas e f ic a z ,  
e r a  e l  t e a t r o .  D espuls de lo s  dos o t r e s  g rades p r im a r ie s ,  l a  
u n ic a  p o s ib i l id a d  de in s t r u c c iô n  y  educaciôn  de l a  c a s i  t o t a l i -  
dad de l a  pob lac iô n  que t r a b a j a ,  no p o d îa  v e n ir  mas que d e l 
t e a t r o .  E l t e a t r o  e s  e l  tîn ico  a r t e  que pue do s e r v i r  d i r e c t  a -  
mente l a  n ece sid ad  de v id a  e s p i r i t u a l  de un p u eb lo .

Cuzzani and th e  new g e n e ra tio n  o f  w r i te r s  who emerged fo llo w in g  

th e  Second W orld War found th em se lv es  in  th e  p o s i t io n  o f  in n o v a to rs . As 

a  r e s u l t  o f  th e  War, th e  number o f  works in  th e  r e p e r to i r e  o f  th e  Argen

t i n e  t h e a t r e  had d im in ish ed . M oreover, th e  p o p u la r  forms o f  th e  s a in e te  

and th e  com edia c o s tn m b ris ta  had  a l re a d y  f a l l e n  in to  o b liv io n .  As a 

r e s u l t  many d ra m a tis ts  were in v o lv e d  in  s ts i r t in g  new t h e a t r e s ,  and in  

1951 C uzzani became one o f  th e  fo u n d ers  o f  th e  T e a tro  P o p u la r Indepen

d ie n te  F ray  Mocho.

l ^Ibid.

^^ Jo sé  Meurial, E l t e a t r o  in d e p e n d ie n te  (Buenos A ire s ;  A lpe,
1955 ) ,  p p . 71- 72 .
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The m i l i t a r y  coup o f  June U, 1953, fo llo w ed  hy th e  advent o f  

th e  Per6n reg im e , s e rv e d  t o  s t im u la te  th e  growth o f  th e  independen t 

t h e a t r e  movement. As had  heen th e  case  in  th e  days o f  U rih u ru  when th e  

la c k  o f  o p p o r tu n ity  f o r  freedom  o f  speech  le d  t o  th e  fo rm atio n  o f  th e  

f i r s t  independen t t h e a t r e  groups f o r  th e  pu rpose  o f  u t i l i z i n g  th e  s ta g e  

as a  p la tfo rm  f o r  e x p re s s io n , so  i t  was in  th e  days o f  h i s  Ju n io r  a sso 

c i a t e .  Thus th e  P er6n  governm ent’s im p o s itio n  o f  c e n so rsh ip  d im in ished  

th e  q u a l i ty  o f  com m ercial th e a t r e  p r e s e n ta t io n s ,  r a p id ly  tra n s fo rm in g  

th e  A rg en tin e  scene  in t o  "un adecuado in v e m a c u lo  p a ra  com edias con- 

s t r u f d a s  so b re  l a  b a s e  de la s  r e c e ta s  d ram a ticas  de lo s  e sp e c ta c u lo s  que 

t r iu n fa b a n  en Broadway.

D uring t h i s  p e r io d  th e  independen t t h e a t r e  g roups were sem i-

c la n d e s tin e  and la b o re d  in  s i l e n c e .  They w ere som etim es p e rs e c u te d  o r

even cru sh ed  by th e  r u l i n g  p o l i t i c a l  r e g i m e . 'W i t h  th e  f a l l  o f  th e

Peron governm ent in  S ep tem ber, 1955, th e  t e a t r o  in d e p e n d ie n te  f u l ly

em erged, b r in g in g  w ith  i t  t o  th e  A rg en tin e  s ta g e  new c r i t e r i a  and new

in t e n t io n s .  These groups were n o t com m itted t o  e n te r ta in m e n t and to

economic s u c c e s s .  R a th e r  th e y  w anted to  c o n fro n t th e  co u n try  w ith  an

image o f  i t s e l f ,  s e a rc h in g  f o r  a  u n iv e r s a l  theme t h a t  cou ld  be adap ted
l8

to  th e  A rg en tin e  sc e n e .

O svaldo Dragdn d e sc r ib e s  some o f  th e  achievem ents o f  th e  in d e -  

p e n d ie n te s  ;

^^Omar d e l  C a r lo , "E l t e a t r o  a rg e n tin o  y  sus a u to r e s ,"  Cuadem os 
d e l  Congreso p o r  l a  l i b e r t a d  de l a  c u l tu r a . No. (S ep tem ber, 1 9 ^ 3 ), 
p . hk.

^ ^ C a s ta g n in o , op. c i t . . p .  U37.
1A

d e l  C a r lo ,  op. c i t . .  p . Ult.
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Through th e  combined e f f o r t s  o f  a c t o r s , d i r e c t o r s , s c e n a r io  

w r i t e r s ,  s e t  d e s ig n e rs ,  and c o n s c ie n tio u s  c i t i z e n s  a  l o t  has 
a lre a d y  been  acc o n ^ lish e d . Sometimes as many as a  hundred 
th o u san d  p e rso n s  see  a  p la y  by C u zzan i, G o ro s tiz a  o r  L az a rrag a  
in  a  s in g le  seaso n . A whole new g e n e ra tio n  o f  au th o rs  i l l u s 
t r a t e s  th e  commitment o f  th e  i n t e l l e c t u a l  to  th e  l i f e  o f  h i s  
c o u n try . There i s  d i r e c t  c o n ta c t  w ith  a  s o c ia l ly  c o n d itio n e d  
p u b l ic  w hich demands th a t  th e  a r t i s t  sh a re  th e  problem s and 
s i t u a t i o n s  o f  h is  tim e .

Even th e  newer p r o f e s s io n a l  t h e a t r i c a l  companies have come 
u n d e r th e  in f lu e n c e  o f  th e  in d ep en d en t th e a t r e  and now adopt 
p la y s  t h a t  u n t i l  a  few y e a rs  ag o , o n ly  th e  l a t t e r  cou ld  s ta g e .

C u zzan i, along w ith  o th e r  p la y w rig h ts  o f  th e  independen t move

m ent, em phasized  a r t i s t i c  e lem en ts and developm ent o f  new te c h n iq u e s .

The e s ta b l is h m e n t o f  th e  Di T e l ia  I n s t i t u t e  in  1958 " to  p a t ro n iz e  th e  

f in e  a r t s  and f o s t e r  s o c io lo g ic a l  in v e stig a tio n s* '^ ®  f u r th e r  encouraged  

e x p e r im e n ta tio n . The I n s t i t u t e  became a  c e n te r  o f  v a n g u a rd is t ic  cu r

r e n t s ,  f o s t e r in g  new id e a s ,  t r y in g  o u t such  methods as th e  a d a p ta t io n  

o f  a u d io -v is u a l  phenomena t o  th e  s ta g e .

These id e a s  sp read  t o  o th e r  t h e a t r i c a l  groups p rom inen t by th e  

m i d - s i x t i e s , in c lu d in g  th e  Recova T h e a tre  and th e  T e a tro  N a c io n a l, as 

w e ll  as  th e  group o f  d ra m a tis ts  who com prised th e  movement known as th e  

t e a t r o  nuevo to  which Cuzzani b e lo n g e d . The Recova group experim en ted  

a  g r e a t  d e a l  in  te c h n iq u e , b u t d id  n o t  have th e  i n t e l l e c t u a l  p reoccupa

t i o n s  o f  th e  Di T e l ia  C e n te r , t a k in g  no s o c io lo g ic a l  o r  id e o lo g ic a l  

s ta n c e .  T his group w ro te , d i r e c te d ,  and perform ed i t s  works c o l l e c t iv e l y .  

I t s  m ain g o a l was t o  e s t a b l i s h  d i r e c t  communication w ith  th e  au d ien ce .

Anton A r ru fa t ,  "An In te rv ie w  on th e  T h e a te r  in  Cuba and in  
L a t in  A m erica ,"  O dyssey. V ol. I I ,  No. k (196I ) ,  p .  2U9 .

^® V irg in ia  Ramos F o s te r ,  "The Buenos A ires  T h ea tre  1966- 6 7 ,"  
L a t in  American Ih e a t r e  Review. V o l. I ,  No. 2 (S p r in g , 1966) ,  p .  54.
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The T ea tro  N a c io n a l, a  more t r a d i t i o n a l  g ro u p , p re s e n te d  many works by 

th e  o ld  A rg en tin e  m a s te r s ,  such as Samuel E ichelbaum , Conrado N alê R oxlo , 

and Armando D iscep o lo . The younger w r i te r s  o f  t h i s  group engaged in  th e  

genero  ch ico  c r i o l l o , r e ly in g  on t h i s  p o p u la r  o ld e r  form  to  p re s e n t c o s-  

tu m b r is ta  p ie c e s  w hich r e f l e c t e d  th e  im m ediate r e a l i t y  o f  s o c ie ty .  In  

th e  lo n g e r  p la y s , th e  t r a d i t i o n  o f  comedy was p ro m in en t, and in  th e  fo re 

f ro n t  o f  t h i s  t r a d i t i o n  w ere R icardo  T e le sn ik  and O scar V ia le , V ia le ,  

in  h is  s a t i r e ,  E l g r i t o  p e la d o , t r i e d  to  c a p tu re  th e  a u th e n tic  a r g e n t in i -  

dad.^1

Cuzzani and o th e r  young d ra m a tis ts  who w ere p o l i t i c a l l y  and

s o c ia l ly  engages com prised  th e  t e a t r o  nuevo. T his group sea rch ed  f o r  a

c r e a t iv e  ty p e  o f com m unication and o f te n  found in s p i r a t io n  in  myth o r

a c tu a l  r e a l i t y  w hich th e y  " tra n s fo rm e d  in to  c o n c re te  and m eaningfu l 
22p l o t s . "  They b e l ie v e d  s o c i a l ,  p o l i t i c a l ,  and a e s th e t i c  problem s were 

c lo se ly  r e l a t e d .  Such commitment was n o t new t o  th e  A rgen tine  t h e a t r e .  

From th e  dawn o f  th e  n a t io n a l  drama i t  had  rem ained  f a i t h f u l  to  th e

theme o f  th e  d e n u n c ia tio n  o f  s o c ia l  i n j u s t i c e  w hich o p p ressed  man and

23a t  tim es d e s trc ^ e d  him . When Jo sé  M arfa G u tie r re z  w ro te  Juan M o re ira .

he f ix e d  n o t on ly  on th e  psychology o f a  c h a r a c te r ,  b u t  a lso  e s ta b l is h e d

th e  c ircu m stan ces  by w hich t h a t  c h a ra c te r  was tra n s fo rm e d  in to  an a rc h -

p Uty p e  due to  h i s  e n c o u n te r  w ith  a  determ ined  s o c i a l  s t r u c t u r e .  W hile

^^ Ib id . . p .  57.

Z^I b i d . , p .  59.

23%bid.
^ ^ d e l C a r lo , op. c i t . ,  p .  U5.
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a  g r e a t  chasm s e p a ra te s  Juan  M oreira  from  th e  l a t e r  works o f  th e  r e a l i s -

25t i c  s c h o o l,  s t i l l  th e  s p i r i t  o f  d e n u n c ia tio n  i s  e x a c tly  th e  same.

The s o c i a l  c r i t i c i s m  in  th e  works o f  Cuzzani and o th e r  d ra m a tis ts  

o f  th e  t e a t r o  nuevo f a r  su rp asse s  th e  mere d e s c r ip t io n  au th o rs  o f  th e  

p a s t  p re s e n te d .  T h e irs  i s  a  th e a t r e  em in en tly  p o l i t i c a l ,  which a t  tim es 

alm ost becomes an in s tru m e n t o f  combat. The a e s th e t ic s  o f th e  German 

d ra m a tis t  B e r to l t  B rech t in f lu e n c e d  th e  s o c ia l  and p o l i t i c a l  commitment 

o f  t h i s  group to  some d eg ree . As Del C arlo  p o in ts  o u t ,  ”Su ^ B rech j^  

in f lu e n c ia  so b re  lo s  mas jôvenes a u to re s  de iz q u ie rd a  r é s u l t a  p a te n te ,  

no s 6 lo  porque lo s  p la n te o s  t e a t r a l e s  s e  h a ra n  a  l a  e x c lu s iv e  lu z  de l a  

concepciôn  m a rx is ta  de l a  r e a l id a d ,  s in o  porque se  p re te n d e ra  c re a r  en 

e l  e sp e c ta d o r  e f e c to s  s im ila re s  a  lo s  que se  propone B r e c h t . P r o m i 

n e n t members o f  t h i s  g roup , in  a d d i t io n  to  C uzzan i, in c lu d e : C arlos

G o ro s t iz a ,  A belardo  C a s t i l lo ,  R oberto  C ossa, O svaldo Dragûn, and Andres 

L iz a rra g a .2 7

A lthough th e  1966-6? season  seemed p ro m isin g  f o r  th e  con tin u ed  

growth o f  th e . A rg en tin e  t h e a t r e , subsequen t e v e n ts  were to  produce once 

aga in  a  p e r io d  o f  d e c l in e . D uring 1968 a  group o f  av an t-g a rd e  a r t i s t s  

emerged and s e p a ra te d  them selves from th e  Di T e l ia  I n s t i t u t e .  They be

gan a  s e r i e s  o f  d is c u s s io n s  "about th e  p o s s i b i l i t y  o f  c re a tin g  a  movement 

which w ould c a r ry  o u t th e  r o le  which every  a v a n t-g a rd e  shou ld  p la y : s o l 

v en t o f  th e  e th ic s  and a e s th e t ic s  o f  o u r s o c ie ty ,  an i r r i t a n t  which c a n 't

^^Ibid. ^^Ibid.

^ T p o s te r , op. c i t . . p . 59; d e l  C a r lo ,  op. c i t . ,  p . U5; C astag
n in o , op. c i t . .  p p . 4^6-49.
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28be absorbed  by th e  c h ic  o r  th e  i n s t i t u t i o n a l . "  In  May, 1968 th e  group 

made i t s  f i r s t  p u b l ic  c o l le c t iv e  s ta tem en t d u rin g  E xperien ces  68 , h e ld  a t  

th e  Di T e l ia  I n s t i t u t e .  The a v an t-g a rd e  a r t i s t s  o b je c te d  t o  th e  r o le  

which had  been  a s s ig n e d  to  them w ith in  th e  o f f i c i a l  framework o f  th e  

I n s t i t u t e ,  as b e in g  w earisom e and t r i t e .  In  t h e i r  o p in io n  th e  works 

b e in g  p re s e n te d  r e f l e c t e d  th a t  b a n a l i ty ,  and th e  R o sa rio  a r t i s t s '  u n i t  

to o k  i t  upon i t s e l f  to  expunge th e  o ffen d in g  p lay s  b o d i ly ,  t e a r in g  them 

up and th row ing  them in to  th e  s t r e e t .  The m elee ended in  th e  c o n d i t io n a l  

a r r e s t  o f  th e  p a r t i c ip a n t s  and th e  i r ç o s i t i o n  o f  a  $300 f in e  which th e  

R o sa rio  group p a id  to  Di T e l ia .

In  August o f  th e  same y e a r  th e  vanguard a r t i s t s  h e ld  t h e i r  f i r s t  

la rg e  o r g a n iz a t io n a l  m eeting  to  draw up a  program  o f  p o l i t i c a l  and c u l

t u r a l  a c t io n .  The r e s u l t i n g  propaganda a c t io n  cam paigns b ro u g h t about 

p o l ic e  in te r v e n t io n  w hich le d  th e  a r t i s t s  t o  re c o n s id e r  t h e i r  methods 

and to  adopt p la n s  c l e a r ly  w ith in  th e  l e g a l  fram ework, w h ile  making c e r 

t a i n  th a t  work o f  a  c la n d e s t in e  n a tu re  would be such as would be d i f f i -

30c u l t  t o  su p p re s s .

The a v a n t-g a rd e  found j u s t i f i c a t i o n  fo r  a  su b v e rs iv e  a r t  in  th e  

ru l in g  reg im e*3 r e p re s s io n  o f  a r t i s t s .  "For b e s id e s  th e  r e p re s s io n  im

p l i c i t  in  th e  c e n so rsh ip  o f  books and f i lm s ,  th e  c lo s in g  o f  e x h ib i t io n s  

and th e a t r e s ,  th e r e  i s  th e  o th e r  perm anent r e p re s s io n .  I t  i s  found in  

th e  form a r t  assumes th e s e  days: an e le g a n t consumer item  f o r  a  p a r t i c 

u la r  c l a s s . "3^

^® "A rgentine S u b v ers iv e  A r t ,"  The Drama Review . V ol. lU (W in te r,
1970) ,  p . 98 .

29l b i d . 3°I b id . .  pp . 99-100.

^ ^ b i d . . p .  101.
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The Di T e l ia  I n s t i t u t e  w hich had re c e iv e d  such h a rs h  c r i t i c i s m  

from th i s  p o l i t ic a l ly - c o m m it te d  body f o r  i t s  c u l tu ra il  c e n t r a l i z a t i o n  and 

i t s  la c k  o f  s o c i a l  and p o l i t i c a l  m o tiv a tio n , a ls o  f e l l  v ic t im  t o  govern

ment c e n so rsh ip , and th e  c lo s in g  o f  th e  c u l tu r a l  a c t i v i t i e s  o f  th e  I n s t i 

t u t e  d u rin g  th e  w in te r  o f  1971 had a  dançening  e f f e c t  on th e  A rgen tin e  

t h e a t r e . T h e  developm ent o f  a  t r u l y  s o p h is t ic a te d  cinem a w hich tended  

t o  d iv e r t  a t t e n t i o n  from th e  s ta g e  f u r th e r  ham pered th e  t h e a t r e . 33

C u z z a n i's  works av o id  th e  p i t f a l l s  o f  th e  new t h e a t r e  t h a t  have 

a ls o  c o n tr ib u te d  to  th e  p r e s e n t  d e c l in e .  These in c lu d e  c a r ry in g  innova

t io n s  to  such e x tre m e s , and b e in g  so f a r  removed from t r a d i t i o n a l  drama 

as t o  a l i e n a t e  a  la rg e  segm ent o f  th e  th e a tr e -g o in g  p u b l ic .  Some o f 

th e s e  te c h n iq u e s  c o n s is t  o f  aud ience p a r t i c i p a t i o n ,  e x te n ç o r iz a t io n ,  and 

th e  u se  o f  mixed media.3^ W hile Cuzzani employs n o v e lty  in  h i s  p la y s ,  

he avo ids th e  ex trem ism  t h a t  d e t r a c ts  from some w orks. T h is  i s  a lso  

t r u e  o f h i s  p o l i t i c a l  commitment w hich, though  ap p aren t does n o t d is in 

t e g r a t e  in t o  mere p ro p ag an d a , a  d e fe c t  o f  some th a t  has a ls o  d e tra c te d  

from t h e a t r i c a l  a t te n d a n c e . Cuzzani sums up th e  s i t u a t i o n  o f  th e  Argen

t i n e  th e a t r e  by th e  summer o f  1973:

A ctualm en te , e l  t e a t r o  en Buenos A ires  a t r a v ie s a  un 
p e rlo d o  de d e s o r ie n ta c iô n  y  f a l t a  de p û b lic o . Los m otivos 
son m iîl t ip le s  p e ro  com partidos p o r muchos c e n tro s  t e a t r a l e s
d e l  mundo.35

One o f  th e  problem s fa c in g  th e  p re s e n t-d a y  A rg en tin e  d r a m a tis t ,  

as w e ll  as th o s e  th ro u g h o u t L a tin  A m erica, i s  t h a t  o f  c r e a t in g  a  th e a t r e

3 ^ V irg in ia  Ramos F o s te r ,  "T heatre  o f  D is se n t:  T hree Young Argen
t i n e  P la y w rig h ts ,"  L a t in  American T hea tre  Review, V ol. U, No. 2 (S p rin g ,
1 9 7 1 ), pp . U5-U6.

33 lb id . . p . U5. ^4 b i d .

3^A gustfn Cuzzani t o  a u th o r ,  J u ly  2 5 , 1973.
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w hich " a u th e n t ic a l ly  r e f l e c t s  n a t io n a l  r e a l i t i e s . "  Cuzzani fo llo w s 

th e  t r e n d  o f  A rgen tin e  drama t o  r e f l e c t  th e  socio -econom ic c o n d itio n s  

o f  th e  c o u n try . Throughout i t s  lo n g  h i s to r y  th e  A rgen tine  t h e a t r e  has 

m irro re d  c e r t a in  r e a l i t i e s  o f  A rg en tin e  s o c ie ty ,  b eg in n in g  w ith  th e  dawn 

o f  c r i o l l o  costum brism o in  E l amor de l a  e s t a n c i e r a . W hile ' th e  methods 

o f  t h i s  p o r t r a y a l  have undergone p ro g re s s iv e  re n o v a tio n  in  keep ing  w ith  

th e  a r t i s t i c  c u r re n ts  o f  th e  t im e ,  th e  b a s ic  concern  has rem ained. The 

d id a c t ic  tendency  so  e v id e n t in  C u zza n i's  w o rk s , has pervaded  th e  e n t i r e  

gamut o f  d ram a tic  ty p e s  and movements. Thus Cuzzani and o th e r  contempor

ary  A rg en tin e  p la y w rig h ts  a re  as concerned  w ith  problem s fa c in g  th e  

A rgen tine  s o c ie ty  as w ere th e  e a r ly  th e s i s  d r a m a t is ts .  The main d i f f e r 

ence l i e s  in  th e  problem s th e m se lv e s .

D uring th e  e a r ly  days o f  th e  tw e n t ie th  cen tu ry  A rg en tin a  was 

concerned w ith  problem s o f  growth and developm ent, problem s p e c u l ia r  to  

h e r  geography , h i s t o r y , and c u l tu r e .  The r a p id  s c i e n t i f i c  and te ch n o lo g 

i c a l  p ro g re s s  o f  th e  l a s t  q u a r te r  o f  a  ce n tu ry  has se rv ed  to  make Argen

t i n a  an i n t e g r a l  p a r t  o f  th e  s h r in k in g  w o rld  community w ith  problem s 

w hich , though p e rs o n a l  and n a t io n a l ,  a re  a t  th e  same tim e u n iv e r s a l .

This c o sm p p o litiz in g  e f f e c t ,  most ap p aren t i n  C uzzan i’s p a ly s ,  has no t 

d im in ish ed  th e  dram a’s re le v a n c e  to  everyday A rgen tine  l i f e ,  b u t on th e  

c o n tra ry  has expanded i t  t o  enconçass a l l  m ankind. Thus i t  i s  a t  th e  

same tim e e x c lu s iv e  and in c lu s iv e .

Borges se e s  i n  t h i s  cosm opo litan ism  and la c k  o f  lo c a l  c o lo r  o f  

c u r re n t  A rg en tin e  l i t e r a t u r e , th e  a u th e n t ic  A rg en tin a . He f in d s  th e

36F o s te r ,  "T h e a tre  o f  D is s e n t ,"  p .  U5.
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v a l id i t y  o f  th e  Koran in  th e  absence o f  cam els, a  f a c t  which to  him  

proves i t  to  be A rab ian . . .Mohammed, as an A rab, was calm , he knew 

he cou ld  be an Arab w ith o u t cam els . I  b e l ie v e  t h a t  we A rgen tines  b e a r  

some resem blance t o  Mohammed. We can b e l ie v e  in  th e  p o s s i b i l i t y  o f  

b e in g  A rg en tin es  w ith o u t abounding in  lo c a l  c o l o r . "^7

Cuzzani *s p la y s  r e f l e c t  th e  s p i r i t  o f  A rg en tin a  which b re a th e s  

in  th e  works o f  h e r  d ra m a tis ts  from th e  e a r ly  days o f  h e r  n a t io n a l  

t h e a t r e  th ro u g h o u t i t s  a rd u o u s , and a t  tim es g lo r io u s  h i s to r y .  W hile 

th e  A rg en tin e  t h e a t r e  has undergone s e v e ra l  p e r io d s  o f  d e c l in e ,  i t s  

v i t a l  s p i r i t ,  l i k e  th e  m y th o lo g ic a l p h o en ix , has always r i s e n  from th e  

ashes o f  decadence to  ach iev e  new h e ig h ts  in  a r t i s t i c  c r e a t io n .  Cuz

zan i ’s dramas form  a  v i t a l  p a r t  o f  th e  m ost r e c e n t upsurge o f  th e  th e a t r e  

i n  th e  f i f t i e s  and s i x t i e s ,  fo llo w in g  th e  p e r io d  o f  s ta g n a t io n  b ro u g h t 

about by World War I I .

37 jo rg e  L uis B o rg es , "The A rg en tin e  W rite r  and T r a d i t io n ,"  
O dyssey, V ol. I  (December, 196I ) , p .  37.



CHAPTER II

THEMES

An in ç o r ta n t  c u r re n t  in  th e  contem porary A rgen tin e  drama i s  a  

p o l i t i c a l  t h e a t r e  w hich denounces n o t on ly  i n j u s t i c e  b u t a l s o  a l l  th e  

m oral v ic e s  a t t r i b u t e d  to  th e  s o c i a l  schem e.^ One o f  th e  m ajor r e p r e -

2s e n ta t iv e s  o f  t h i s  new, s o c ia l ly  compromised drama i s  A gustin  C uzzani.

He adopted  th e  s ty le  o f  th e  f a r c e  as  a  v e h ic le  f o r  h is  id e a s ,  add ing  to  

i t  h i s  own in n o v a tio n s  and th u s  a r r iv in g  a t  a form which he c a l l s  th e  

f a r s â t i r a .

T h em atica lly  th e  f a r s â t i r a s  adhere  to  many o f  th e  concep ts  o f

th e  th e a t r e  o f  th e  ab su rd  w hich r e j e c t s  p reo cc u p a tio n  w ith  p e rs o n a l
3problem s in  fa v o r o f  c r i t i c i s m  o f  an u n a u th e n tic  p e t ty  s o c ie ty .  In  h is  

p la y ,  Una l i b r a  de C am e , Cuzzani renews an o ld  l i t e r a r y  theme which had 

a lre a d y  appeared  in  th e  G esta  Romanorum and in  th e  fo u r te e n th  cen tu ry

^Omar d e l  C a r lo , "E l t e a t r o  a rg e n tin o  y  sus a u to r e s ,"  Cuadernos
■ Con|

pp.
d e l Congreso p o r l a  l i b e r t a d  de l a  c u l tu r a .  No. 76 (Septem ber, 1963; , 

). bU-A5.

^Raul C as ta g n in o , "T endencias a c tu a le s  d e l t e a t r o  a rg e n t in o ,"  
R e v is ta  In te ra m e ric a n a  de B ib l io g r a f i a . V ol. 20 (1 9 7 0 ), p .  448.

% a r t i n  E s s l in ,  T h ea tre  o f  th e  Absurd (Garden C ity ,  N . Ï . ;  Anchor 
Books, 1961) ,  pp . 278 , 292 .

15
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novel I I  Pecorone o f  F io re n t in o ,^  and perh ap s i s  b e s t  remembered in  

S h a k e sp e a re 's  The Merchant o f  V en ice . W hile th e  theme o f  usu ry  i s  p re s 

e n t in  b o th  S h a k esp ea re 's  and C u zza n i's  w orks, i n  th e  l a t t e r  i f  f ig u re s  

as on ly  one o f  a  s e r i e s  o f  s o c ia l  i l l s .

In  h is  f a r s â t i r a s  Cuzzani enç loys a  v i s u a l  and e x p r e s s io n is t ic  

p r e s e n ta t io n  o f  th e  theme which he c a l l s  th e  " s i tu a c iô n -e s p e c tâ c u lo ." ^

In  Una l i b r a  de cam e  th e  c e n t r a l  id e a  i s  in tro d u c e d  g ra p h ic a lly  w ith  

th e  a r r i v a l  on s ta g e  o f  th e  main c h a r a c te r ,  E l la s  B e lu v e r, in  a c irc u s  

cage. This v iv id  and r a th e r  shock ing  e n tra n c e  se rv e s  t o  make th e  au d i

ence aware o f  th e  c h a r a c te r 's  dehum anized c o n d it io n . H is tre a tm e n t 

p a r a l l e l s  t h a t  o f  a  w ild  an im al, and th e  s p e c ta to r s  on s ta g e  view him 

in  much th e  same manner as th ey  w ould th e  l i o n  o r  t i g e r  a t  a  c i r c u s .

The v i s u a l  im agery says a  g re a t  d e a l  about th e  human c o n d itio n  w ith o u t 

th e  need  f o r  w ords.

From t h i s  p o in t  o f  im pact on , th e  p la y  p ro ceed s to  examine t h i s  

c o n d it io n , p ro b in g  th e  c a u se s , and em ploying v i s u a l  im agery as w e ll as 

d ia lo g u e . The dehum anizing r e s u l t s  o f  a  te c h n o lo g ic a l ly  advanced 

s o c ie ty  a re  i l l u s t r a t e d  in  v a r io u s  ways. The re g im e n ta tio n  o f  th e  c lo ck  

shows how tim e i t s e l f  has become an o p p re s so r . The ty ran n y  o f  th e  

a larm  c lo ck  i s  r e l e n t l e s s .  The s im p le , everyday f a c t  o f  l i f e  th a t  th e  

c lo ck  has awakened B eluver a t  5:30 a.m . every  w orking day f o r  e ig h te e n  

y e a rs  becomes alm ost u n b ea ra b le . The su b seq u en t bus r id e  to  work i s  

a n o th e r  common even t w ith  which th e  aud ience  can e a s i l y  em path ize. The

^ d e l C a r lo , op. c i t . , pp . 685-686.

^A gustin  C uzzan i, "B alance y  c o n f id e n c ia  d e l  a u to r ,"  T ea tro  de 
A gustin  Cuzzani ( h e r e a f te r  r e f e r r e d  t o  as T .A .C .) (Buenos A ire s : Edi
t o r i a l  Q u e tz a l,  19^0), p .  11.
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bus i s  r e p r e s e n ta t iv e  o f  m achines w hich o p e ra te  w ith o u t concern fo r  

individusQ . n e e d s , and such sim ple d e t a i l s  as re fe re n c e  to  buses b e in g  

l a t e  r e v e a l  th e  f r u s t r a t i o n  o f  man d e a l in g  w ith  them .

OTRO. — iY s i  d ijêram os que e l  8mnibus v e n îa  a tra sa d o ?

OTRO. — INunca! lEso nvmcaJ
g

UNO. — lEso no lo  c re e  ningûn p a trS h j 

Cuzzani p o r t r a y s  th e  d isco m fo rt o f  th e  bus r id e  i t s e l f  by showing th e  

p a s se n g e rs  h an g in g  on to  im aginary  s t r a p s  w ith  one hand , t r y in g  t o  re a d  

a  new spaper w ith  th e  o th e r ,  sw aying back  and f o r th  w ith  th e  m otion o f  th e  

b u s .

B e lu v e r’s day a t  th e  o f f i c e  p r e s e n ts  a  p ic tu r e  o f  long  hou rs  oi 

monotonous w ork. He has a r r iv e d  a  few m inu tes l a t e  due to  th e  b u s ’ s 

t a r d i n e s s ,  b u t  h i s  em ployer i s  n o t s y m p a th e tic , f o r  a f t e r  a l l  th e re  were 

e a r l i e r  b u s e s . He re c e iv e s  a  l e c t u r e  on th e  s in  o f  l a z in e s s ,  d u rin g  

w hich h e  c o n tin u e s  w orking d i l i g e n t l y .  H is b o s s ,  don B o n ifa c io , ten d s 

t o  o v e r s im p l i f i c a t io n , r e p re s e n t in g  th e  a l l  to o  p re v a le n t  v iew poin t t h a t  

p eo p le  a re  p o o r because  th e y  a re  la z y .

DON BONIFACIO. — . . .  Por c u lp a  de l a  m o lic ie  se  han a r r u i -  
nado muchos hom bres, IMireme a  mf! (B e lu v er vuelve a 
su  t r a b a j o . )  Yo no s e r f a  n a d ie  s i  me h u b ie ra  en tregado  
a  l a  m o lic ie .  Toda mi f o r t  u n a , to d o  l o  que te n g o , mis 
b i e n e s , mis d in e ro s , to d o  se  lo  debo a l  sim ple hecho de 
haberm e le v a n ta d o  siem pre d ie z  m inu tos a n te s  de lo  n ece - 
s a r i o .  A sf es como se  hace una f o r t  u n a . Yo e s to y  con
vened do que s i  to d o s lo s  em pleados s e  le v a n ta râ n  d iez  
m inutos a n te s ,  p ro n to  s e r f  an p a t r o n e s .7

B e lu v er works s t e a d i ly  w ith  on ly  a  s h o r t  tim e o f f  fo r  lu n ch .

As soon as he  com pletes one p i l e  o f  w ork, a n o th e r  appears on h is  desk.

^C u zzan i, "Una l i b r a  de c a m e ,"  T .A .C ,, p .  36. 

W d . .  p . 38.
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He does n o t look  up u n t i l  tim e  to  le a v e . Then as he p u ts  on h is  h a t  and 

co a t t o  d e p a r t ,  h i s  e n ^ lo y e r  ag a in  reprim ands him f o r  h i s  in d o le n c e ,

DON BONIFACIO. — No d e s p e rd ic ia  e l  tiem po B e lu v er. Ni b ie n  
suena  l a  campana huye d e l  t r a b a jo  como s i  f u e r a  p e s t i l e n -  
c i a .  C la ro , a  u s te d  no l e  in ç o r t a  l a  p ro sp e r id a d  de sus 
p a tro n e s  que l e  e s tâ n  mat an do e l  h ambre desde h ace  ta n to  
tiem p o . lE se  es su  a g rad e c im ien to j En lu g a r  de ap ro v e- 
c h a r mis buenos c o n s e jo s ,  se  e n tre g a  u s te d  a  to d a s  la s  
form as cono c id as  de m o l ic i e .”

The f a c t  t h a t  t h i s  day i s  r e p r e s e n ta t iv e  o f  a l l  B e lu v e r 's  w orking 

days f o r  th e  p a s t  e ig h te e n  y e a rs  le a v e s  th e  im p ress io n  o f  r o u t in e - o r ie n te d ,  

au to m atized  man w ith  l i t t l e  o r  no in d iv id u a lism  rem a in in g . His d a i ly  l i f e ,  

w hich r e p re s e n ts  t h a t  o f  m i l l i o n s ,  i s  unrew ard ing . He r i s e s  e a r l y ,  works 

lo n g  h o u rs ,  a r r iv e s  home l a t e  a f t e r  a  long  bus r i d e ,  goes t o  b e d , on ly  to  

s t a r t  a l l  over ag a in  th e  n e x t day. His s o le  r e c r e a t io n  c o n s is ts  in  re a d 

in g  th e  new spaper on th e  way t o  and from work.

A c o r o l la r y  theme in  Una l i b r a  de c am e  i s  th e  decadence o f  bour

g eo is  s o c ie ty  w hich b eca u se  o f  i t s  in d i f f e r e n c e  s a c r i f i c e s  th e  most h e lp 

l e s s  segment o f  h u m a n ity ,^  Cuzzani p re s e n ts  t h i s  id e a  b o th  d i r e c t l y  and 

i n d i r e c t l y ,  f i r s t  w ith  B e lu v e r 's  a c tu a l  c o n ta c ts  w ith  v a r io u s  e lem en ts o f  

s o c ie ty ,  and seco n d ly  w ith  th e  r e a c t io n s  o f  th e  d i f f e r e n t  groups t o  h i s  

t r i a l .  The in d i f f e r e n c e  to  human s u f f e r in g  i s  more s u b t le  in  th e  f i r s t  

in s ta n c e .  Here th e r e  i s  a  p re te n d e d  façade o f  c o n ce rn , b u t  th e  concern  

i s  n o t genu ine b eca u se  i t  i s  n ev e r aimed a t  th e  so u rce  o f  th e  problem .

Thus when B eluver i s  s t r i k e n  i l l  and f in d s  t h a t  h is  c o n d itio n  i s  a  r e s u l t  

o f  w r i t in g  g o th ic  l e t t e r s ,  h i s  em ployer i s  v ery  sy m p a th e tic , b u t n o t to

® Ib id ., p .  UO.

^ d e l C a r lo ,  op . c i t . .  p . 4$.
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th e  p o in t  o f  changing  th e  s ty l e  o f  th e  co nçany 's  l e t t e r i n g ;  ’’N oso tros 

no podemos, d esg rac iad am e n te , v a r i e r  n u e s tra s  normas de t r a h a jo .  Y l a  

l e t r a  g ô t ic a  nos es  iu p r e s c in d ih le  p a ra  l a  p re s e n ta c iô n  y  p u lc r i tu d  de 

n u e s tro s  l i b r e s  de co m erc io ."^ ^  However, he v ery  g en e ro u s ly  o f f e r s  to  

acc ep t B e lu v e r’ s r e s ig n a t io n  and to  g iv e  him a  l e t t e r  o f  recom m endation. 

This i s  h is  rew ard  f o r  e ig h te e n  y e a rs  o f  f a i t h f u l  s e r v ic e .

B elu v er su cceeds in  f in d in g  an o th e r  Jo b , b u t a t  a  low er s a la r y  

because o f  h i s  advanced age and p re c a r io u s  s t a t e  o f  h e a l th .  His second 

en ç lo y e rs  f e e l  v e iy  s e l f - r ig h te o u s  in  g iv in g  him a  p o s i t i o n ,  b u t n o t 

enough to  g iv e  him a  d ecen t wage. They c o n s id e r  th em se lv es  v ery  l i b e r a l  

because  th e y  a llow  th e  use  o f  any ty p e  o f  l e t t e r .  "Aqui somos mas l i b é 

r a le s  que su  a n t e r io r  p a trô n  y  no exigim os ning#n t i p o  determ inado  de 

l e t r a .  Puede h a c e r  l a  c u r s iv a ,  l a  v e r s a l i t a ,  in g le s a ,  c a l i g r â f i c a ,  l a  

que q u ie ra ." ^ ^  But th e y  do make one s t i p u l a t i o n .  T h e ir  em ployees must 

a l l  w ear dark  c lo th in g .  B e lu v er soon s e t t l e s  i n to  th e  r o u t in e .  However, 

ev en ts  le a d  h i s  new e n ç lo y e rs  t o  b e l ie v e  t h a t  he la c k s  am b itio n  becau se  

he i s  n o t young and f u l l  o f  i n i t i a t i v e .  "No me e x p lic o  como a  su s  afios 

puede e s t a r  u s te d  d e p en ien te  de un m ise ra b le  su e ld o  de hambre como son 

c u a tro c ie n to s  ocho p e s o s . I t  does n o t o ccu r to  th e  em ployers t h a t  

th e y  sh o u ld  be p ay in g  a  l i v in g  wage, b u t r a th e r  th e y  f e e l  th e r e  i s  some

th in g  la c k in g  in  t h e i r  em ployee. O th erw ise , he would n o t be  w i l l in g  to  

work f o r  such  a  meager s a la r y .

When B e lu v e r 's  a ilm en t r e tu r n s ,  t h i s  tim e  caused  by w earin g  dark  

c lo th in g ,  he f in d s  h im s e lf  ag a in  w ith o u t a  jo b ,  f o r  h i s  l i b e r a l  em ployers

10C uzzan i, "Una l i b r a  de c a m e ,"  T .A .C ., p .  U3. 

^ ^ I b i d . . p .  UU.
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w i l l  n o t h e a r  o f  h is  w earin g  an y th in g  e lse .. His s i t u a t i o n  co n tin u es  t o  

d e t e r io r a t e  u n t i l  he i s  f i n a l l y  com pelled t o  seek  a  lo a n  from  Tomas Shy- 

lo ck  G arc ia  a t  an e x h o rb ita n t  r a t e  o f i n t e r e s t ,  so  t h a t  even though he 

borrow ed o n ly  550 p e s o s ,  w ith  i n t e r e s t  h is  d eb t accum ulates to  h ,213 .1^  

p e so s . The u su ry  them e, though b a s ic  to  th e  a c t io n ,  i s  n o t th e  main 

id e a .  R a th e r i t  i s  th e  in d i f f e r e n c e  o f  s o c ie ty  w hich has b rou g h t B eluver 

t o  t h i s  p o in t  and has n e c e s s i t a te d  h is  d e a lin g  w ith  a man l i k e  Shylock 

G arc ia . W hile th e  d e b to r - c r e d i to r  s i tu a t io n  may ap p ea r somewhat exagger

a te d ,  th e  p i t f a l l  o f  bu y in g  on c r e d i t  i s  v e iy  r e a l  f o r  th e  average work

in g  man in  an i n d u s t r i a l l y  advanced s o c ie ty ,  and , as in  th e  case  o f  

B e lu v e r, th e  p o o re r  o n e 's  c r e d i t  r a t i n g ,  th e  h ig h e r  th e  r a t e  o f  i n t e r e s t .  

Shylock G a rc ia , a lth o u g h  he fe ig n s  sympathy and concern  f o r  B eluver when 

he p roposes t o  le n d  him  th e  money, i s  a b s o lu te ly  r u th l e s s  and unsympa

t h e t i c  when i t  comes t o  c o l le c t in g  h is  deb t p lu s  i n t e r e s t .

The ju r o r s  and s p e c ta to r s  a t  th e  t r i a l  o f f e r  a  more d i r e c t  com

m entary on s o c i e t y 's  r e a c t io n  to  human s u f f e r in g .  V arious segments o f  

s o c ie ty  a re  r e p re s e n te d  i n  th e  courtroom  w hich p ro v id e s  a  v e h ic le  f o r  

s o c ia l  c r i t i c i s m  o f  th e s e  groups and t h e i r  a t t i t u d e s .  The ju ry  c o n s is ts  

o f  a  t e a c h e r ,  a  m ed ica l a s s i s t a n t ,  a  b ro k e r ,  a  f i n a n c i e r ,  a  p e n s io n e r , 

and a  h o u sew ife ; and c o l l e c t iv e ly  t h e i r  sy uça thy  i s  w ith  Shylock G arc ia  

who has been c h ea ted  o u t o f  h i s  money by an i r r e s p o n s ib le  b a d -d e b to r . 

T h e ir  re a so n s  f o r  condemning B eluver r e v e a l  t h e i r  in n a te  p r e ju d ic e s .

The te a c h e r  condemns him becau se  o f  what she c o n s id e rs  h i s  la z in e s s  and 

la c k  o f  i n i t i a t i v e  and economy. She b e l ie v e s  h is  c o n v ic tio n  w i l l  se rv e  

as an example t o  th e  young n o t t o  f a l l  in t o  th o se  v ic e s .  The m ed ical 

a s s i s t a n t  f in d s  B e lu v er g u i l ty  because h e  o n ly  went t o  th e  d o c to r  when
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he was g ra v e ly  i l l ,  whereas he sh o u ld  have gone b e fo re  he became i l l .

For th e  b ro k e r ,  B e lu v e r 's  s in s  were n o t u s in g  a b a l l - p o in t  p en , h is  

w earing  dark  c lo th in g ,  "que e s t a  en c o n tra  de la s  normas d e l 'Manual 

d e l Buen E n ç le a d o , ' and h is  chewing gum, which was th e  p roduct o f  h is  

l a s t  em ployer. The f in a n c ie r  f in d s  him g u i l ty  on th e  b a s is  o f  lo g ic ;

RENTISTA. — . . .  B eluver fu e  l i b r e  de f irm a r  o de no firm a r 
e l  docum ente. S i f irm o , e l i g i6  e l  lib ram en te  su  d e s t i 
n e . E l a r t i c u l e  1197 d e l  Côdigo C iv i l  g a ra n t iz a  l a  l i -  
b e r ta d  de c o n t r a ta r  que es l a  b ase  de n u e s tr a  c i v i l i z a -
c iô n . E l hombre h a  n ac id o  l i b r e .  En nombre de l a  l i -
b e r t a d ,  p u e s ,  condenamos a  B e lu v er.

Te th e  p e n s io n e r ,  th e  mere f a c t  th a t  p u b lic  funds a re  b e in g  sp en t on 

th e  t r i a l  makes c o n v ic tio n  an economic n e c e s s i ty ;  w h ile  to  th e  housew ife 

th e  b a s is  f o r  g u i l t  i s  B e lu v e r 's  t r e a tm e n t o f  h is  w ife . In  t h i s  manner

th e  t r i a l  becomes a  b u rle sq u e  o f  j u s t i c e .

T h ro u ^ o u t th e  p ro ced u re  one o f  th e  s p e c ta to r s ,  a  l i t t l e  g i r l ,  

adds to  th e  f e e l in g  o f  c a l lo u s n e s s  and th e  d eg rad a tio n  o f s o c ie ty .  She 

w ants t o  be e n t e r ta in e d ,  and h e r  id e a  o f  e n te r ta in m e n t i s  to  se e  a  hang

in g . That such  f e e l in g s  sh o u ld  be  p re v a le n t  in  one so  young c e r t a in ly  

i s  a  t e r r i b l e  condem nation o f  th e  s o c ie ty  t h a t  has produced t h i s  mani

f e s t a t i o n .

The p re s s  a ls o  comes i n  f o r  i t s  sh a re  o f c r i t i c i s m .  The case  

in  q u e s tio n  i s  sim ply  one f o r  non-payment o f  a  d e b t , b u t th e  r e p o r te r  

e m b e llish es  and d i s t o r t s  th e  s to r y .

LA PERIODISTA. — . . .  H o la , s i ,  e s t an v e n tila n d o  e l  p ro -  
ceso  a  un t a l  (O ye.) E l ia s  B e lu v e r , que a ta c ô  a  mano

^ 3 j b i d . , p . 57. 

^ ^ I b id . , p .  58.
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armada a  Tomas i t  o G a rc ia , un nifio  in d e fe n so  y  l e  c o r tô  
una l i t r a  de c a m e . . . ^5

She does n o t rem ain  in  th e  courtroom  th ro u g h o u t th e  w hole t r i a l ,  b u t

r e tu rn s  a t  th e  end and asks one o f  th e  s p e c ta to r s  i f  i t  i s  o v er y e t .

When she  f in d s  t h a t  i t  has ended, she  c a l l s  in  an o th e r s to iy  w hich i s

ag a in  a  d i s t o r t i o n  o f  th e  t r u t h ;

LA PERIODISTA. — IH olal R edacciôn . S i  h ab lo  yo . Lo con- 
denaron . P arece  que todo  fu e  p o r  una m ujer. Una t a l  
M o lic ia  o M o lic ie , no sê  b ie n .  Vos pone M o lic ia  que 
queda m e jo r . . . 1 °

The law y ers  a re  a ls o  n o t w ith o u t f a u l t .  The d e fen se  law yer r e 

v e a ls  t o  th e  p ro s e c u tio n  h is  d i s l i k e  f o r  h i s  c l i e n t  and h i s  a d m ira tio n  

fo r  Don S h y lo ck , who i s  a  gentlem an. The d e fen se  a t to rn e y  s t a t e s  t h a t  

he i s  d efen d in g  B eluver a g a in s t  h i s  w i l l .  On th e  o th e r  han d , th e  p ro se 

c u tin g  a t to rn e y  i s  sym pathetic  t o  th e  accu sed  and does n o t p a r t i c u l a r l y  

c a re  f o r  Shylock G arc ia . These p e rs o n a l  f e e l i n g s ,  how ever, do n o t i n t e r 

f e r e  w ith  th e  law yers* p re s e n ta t io n s  o f  t h e i r  c a s e s .  T h e ir  s e n tim e n ts  

a re  d iv o rc e d  from  t h e i r  w ork. "IN o so tro s  somos tê c n ic o s î  Ya lo  d i j o  

C erv an tes : No m ete r p a s i6 n  p ro p ia  en p l e i t o  a je n o ." ^ ?

The t o t a l  e f f e c t  o f  s o c ie ty  on B e lu v er becomes e v id e n t when th e  

pound o f  f l e s h  i s  c u t from him , and th e  s p e c ta to r s  d is c o v e r  t h a t  i t  con

ta in s  n o t a  s in g le  drop o f  b lood . S o c ie ty  has a lre a d y  squeezed  him d ry . 

The r e s u l t a n t  b lo o d le s s  man th en  i s  th e  ep itom e o f  th e  dehumanized man, 

and th e r e  i s  l i t t l e  hope f o r  h is  re c o v e ry . J u s t i c e  h as  been s e rv e d , and

^^I b i d . . p . 39. 

^^ I b id . . p . 60 . 

^ T lb id . , p . 56 .
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th e r e  i s  no concern  f o r  th e  man h im s e lf .  At th e  end o f  th e  p la y  one o f  

th e  s p e c ta to r s  r a i s e s  a  cry  o f  p r o t e s t ,  which f a l l s  on d e a f  e a r s .

The theme o f  a l ie n a t io n  p e rm eates  t h i s  drama. L ike M allea*s 

C hâvez, B e lu v er n ev er u t t e r s  a  w ord. He communicates n e i th e r  w ith  h is  

em ployers n o r  h is  w ife . T h e ir  w ords t o  him a re  in  th e  form  o f  c o n s ta n t 

c r i t i c i s m  and  co n g )la in ts . He shows no r e a c t io n s  n o r em otions to  a l l  

th e  th in g s  w hich h e f a l l  him . He moves about w ith  th e  p r e c i s io n  o f  a  meu- 

c h in e . H is a l ie n a t io n  becomes w orse when he has to  q u i t  work becau se  o f  

h is  h e a l th .  He i s  alm ost in  a  c a ta to n ic  s t a t e  as he s i t s  on h i s  bed 

do ing  n o th in g . He does n o t even h e a r  h is  w ife  t a lk in g  to  him .

The theme o f  d eh u m an iza tio n , so predom inant in  Una l i b r a  de c a r -  

n e ,  i s  a l s o  c e n t r a l  in  E l c e n tro fo rw a rd  m uriô a l  am anecer, b u t th e  l a t t e r  

shows a  l i t t l e  more optim ism . "E l a u to r  da a  su  o b ra  una p rq y ecc iô n  u n i

v e r s a l  h a c i a  l a  b u sca  de un mundo m ejor a  t r a v e s  de lo s  h e ro e s  anonimos
18

e ig n o rad o s  que mueren a l  am anecer."  Whereas E l la s  B eluver had  been 

c ru sh ed  by s o c ie ty  and was d e fe a te d  from  th e  s t a r t ,  Cacho G a r ib a ld i ,  th e  

C e n te rfo rw a rd , r e fu s e s  to  a c c e p t th e  lo s s  o f  h i s  l i b e r t y  and s t ru g g le s  

t o  r e g a in  i t .  A lthough he i s  u n s u c c e s s fu l ,  i t  i s  th e  s t r u g g le  in  th e  

e x i s t e n t i a l  sen se  th a t  i s  im p o r ta n t .

The s i tu a c t iô n -e s p e c tâ c u lo  in  E l cen tro fo rw ard  i s  th e  p u b lic  

a u c t io n  w here Lupus buys G a r ib a ld i  f o r  one m i l l io n  seven hundred  thousand  

p e so s . T h is s p e c ta c le  g iv es  a  g ra p h ic  im p ress io n  o f  th e  dehum anization  

o f  man as h e  i s  s o ld  as a  p ie c e  o f  m erch an d ise , th e  a u c t io n e e r  c a l l in g

T ftM iguel Suarez B a d i l lo ,  "Tema y problem a en e l  t e a t r o  h isp a n o -  
a m e ric a n o ,"  Cuadem os H ispanoam ericanos. V ol. U6, No. 138 (Ju n e , 1961) ,  
p . 398.
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a t t e n t i o n  to  th e  f in e  q u a l i ty  o f  h is  p ro d u c t:

REMATADOR, — . . .  lObserven b ie n  e s a  estam pai Vean quê 
m u sc u la tu ra . IQuê v ig o r!  Pueden m ira r  su  d e n ta d u ra  
Sana, su  c a b e l le ra  abundan te , O portunidades como 
e s t a  no se  ven dos veces en un h a l l  de v e n ta s .^ ^

The C en te rfo rw ard  has n o t been  s o ld  to  a n o th e r  s o c c e r  team bu t 

t o  an e c c e n t r ic  m i l l io n a i r e .  Lupus, f o r  h is  p r iv a te  c o l l e c t io n .  Whereas 

some p eo p le  c o l l e c t  s tam p s, c o in s ,  ro c k s , o r  o th e r  i te m s . Lupus c o l le c ts  

human b e in g s .  The name Lupus i s  in  i t s e l f  sym bolic o f  th e  c h a ra c te r  as 

i t  means lo b o  o r  w o lf. Lupus' un iq u e  c o l le c t io n  i s  housed  in  a  m agnifi

c e n t p a la c e ,  su rrounded  by w a lls  and g u a rd s . They have e v e ry th in g  th ey  

w an t, p le n ty  o f  fo o d , e x c e l le n t  d r in k s ,  b ooks, m agazines, r a d io ,  t e l e 

v is io n  — e v e ry th in g  excep t t h e i r  freedom . A lthough th e y  a re  l iv in g  in  

lu x u ry , t h e i r  i n i t i a t i v e  and in d iv id u a l i ty  have been  s t i f l e d .  T heir 

l i f e  i s  a r t i f i c i a l ,  la c k in g  re«Q .ity , w hich to  a  d e g re e , th e y  a re  a f r a id  

t o  f a c e .  As in  Una l i b r a  de c a m e , th e r e  i s  a  commentary on th e  m odem , 

m echanized w o rld  th a t  has dehum anized man, b u t in  E l cen tro fo rw ard  

Cuzzani p r e s e n ts  th e  o p p o s ite  end o f  th e  economic s c a le  w ith  eq u a lly  

d e v a s ta t in g  r e s u l t s .  Thus economic b e tte rm e n t does n o t le a d  to  authen

t i c i t y .

The b a l l e r i n a  Nora se rv e s  as one example o f  th e  u n a u th e n tic  l i f e .  

B efore  Lupus pu rch ased  h e r  she was th e  p rim era  b a i l a r i n a  o f  th e  T ea tro  

C o lis e o , and h e r  le g s  were in s u re d  f o r  two m il l io n  p e so s . She had a 

p ro m isin g  c a r e e r  ahead o f  h e r .  However, as a p a r t  o f  Lupus' m enagerie 

she  has n o th in g  to  lo o k  forw ard  t o ,  and she i s  d isc o u ra g e d  from dancing 

a t  a l l .

^^C uzzan i, "E l cen tro fo rw ard  m uriô a l  am anecer," T .A .C ., p . 86.
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NORA. — A veces b a i lo .  A s o la s .  Escond ida . E l se3 o r 

Lupus no q u ie re  que b a i l e .  D ice que p o d r îa  lastim arm e 
de v e ra s .  Ademâs, c re e  que e l  b a l l e t  deform a l a s  pan - 
t o r r i l l a s .  Solo  me d e ja  d a r  unos pasos cuando v ien e  
a lgûn  v i s i t a n t e  d is tin g u id o .^ ®

The members o f  th e  c o l le c t io n  have accep ted  t h e i r  lo s s  o f  in d i 

v id u a l  l i b e r t y .  The P ro fe s so r  became p a r t  o f  th e  group because  o f  a 

stom ach a i lm e n t .  The only  e f f e c t iv e  remedy f o r  him was a  conqjound o f  

b ism u th . As S r .  Lupus w anted t o  a c q u ire  h im , he bought up a l l  th e  b i s 

muth in  th e  c i t y .  This n e c e s s i t a te d  th e  P r o f e s s o r 's  accep tance  o f  Lupus' 

o f f e r .  In  th e  case  o f  H am let, he i s  c o n te n t to  p la y  ou t th e  r o le  o f  th e  

D anish p r in c e ,  th u s  r e j e c t i n g  th e  r e a l i t y  o f  h is  t r u e  e x is te n c e .  The 

u n a u th e n tic  l i v e s  o f  th e se  c h a ra c te r s  i s  q u i t e  s im i la r  to  t h a t  o f  C aro la  

and E lp id io  in  René M arques's E l a p a r t  am ien to . Both p la y s  show th e  

s t e r i l e  atm osphere o f  a  s o c ie ty  w h ere in  th e  in d iv id u a l  has a l l  h i s  phy

s i c a l  needs p ro v id e d  b u t i s  a  p r i s o n e r  w ith in  h im se lf  because  he has 

r e l in q u is h e d  h i s  id e n t i t y .  T h is seems s tra n g e  to  G arib e ild i, who rem arks, 

"Lo que me llam a  l a  a t  en c i  6n es e s a  r e s ig n a c iô n ,  e s a  no rm alidad  con que

u s te d e s  ace p tan  v i v i r  aqui d e n tro . S in  s a l i r ,  s in  v e r  g en tes  . . .  Como 

21p r i s io n e r o s . "

The dehum anization theme i s  f u r th e r  i l l u s t r a t e d  by King Kong, 

who i s  p a r t  monkey and p a r t  man. H is companions a re  n o t q u i te  s u re  what 

he i s .

Cuando se  fu n d i6 e l  c i r c o ,  f ig u ra b a  en e l  in v e n ta r io  como 
mono am aestrado . Lupus lo  compro y  lo  t r a j o  a q u i, Ahora 
q u e , v i s to  de c e rc a , mas b ie n  p a re c e  un hombre. Bueno . . .  
no e s tam os muy seg u ro s .^ ^

^ ° I b i d . , p . 98 . ^^ I b i d . . p .  100.

^^I b i d . . p .  99.
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King Kong se rv e s  as a  symbol o f  th e  human c o n d itio n , p a r t  b e a s t ,  p a r t  

man, a t  tim es  i t  i s  d i f f i c u l t  to  t e l l  w hich. W hile th e  o th e r  c h a ra c te r s  

appear more human on th e  s u r fa c e  th a n  King Kong, they  a re  in  a  way l e s s  

a u th e n tic  and more s u p e r f i c i a l ,  f o r  c ircu m stan ces  have reduced  them  to  

th e  le v e l  o f  an im als as w e ll .

G a r ib a ld i in tro d u c e s  th e  theme o f  th e  sea rch  f o r  id e n t i t y  and 

a u th e n t ic i ty .  He i s  th e  only  one o f  th e  group w il l in g  t o  fa c e  th e  un- 

p lesisan t r e a l i t y  o f  t h e i r  t r u e  c o n d itio n . Such a  r e a l i z a t i o n  i s  p a in f u l ,  

b u t n e c e ss a ry , i n  o rd e r  to  become an a u th e n tic  p e rso n . In  th e  t h i r d  a c t 

he becomes aware o f  th e  t r u t h  and s t a t e s  t o  N ora;

GARIBALDI. —  . . .  Ya he so p o rtad o  dcm asiado. Me han d o lid o  
h a s ta  lo s  recu e rd o s  mâs in s ig n i f i c a n t e s .  He ap rend ido  
mas de l a  v id a  en e s to s  d ia s  que en tod o s lo s  ados v i v i -  
dos h a s ta  ah o ra . Y he ap rend ido  que so lam ente l i b r e  v a le  
l a  pena l a  v id a  . . . 2 3

Once he has a r r iv e d  a t  t h i s  r e a l i z a t i o n ,  he makes a  ch o ice  in  th e  t r u e  

e x i s t e n t i a l  s e n se . He chooses to  a ttem p t an e sc a p e , a  v i r t u a l l y  impos

s ib le  f e a t .  D e sp ite  th e  odds and th e  consequences o f  f a i l u r e ,  Geuribaldi 

f e e ls  c o n p e lle d  t o  s t r u g g le  a g a in s t  th e  in e v i ta b le .  In  h i s  a tte m p t to  

escap e , he k i l l s  Lupus and i s  in  tu r n  sen ten c ed  to  d ie  a t  dawn. But 

even in  d ea th  G a r ib a ld i th e  man has tr iu n p h e d  f o r  he has found h i s  au th 

e n t ic  s e l f  and become a u n if ie d  b e in g . He reco g n izes  th e  im portance  o f  

th e  s t r u g g le ,  and i t  i s  t h a t  s t r u g g le  w hich g iv es  meaning t o  l i f e .  In  

a  f i n a l  s o l i lo q u y  he  says :

GARIBALDI. — No. Yo no voy a  m o rir . E sto  . . .  tam bien 
e s p a r te  de l a  v id a . Pueden ahogar mi voz y  c a s t i g a r  
mi cu e rp o . Eso tam biên es v id a . Yo . . .  soy un hombre.

2 3 i b i d . , p .  105.
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He te n id o  que s u f r i r  mucho p a ra  com prenderlo . Pero  ah o ra  
s é  que no e s to y  s ô lo .  En cada b a r r i o ,  en cada r in c ô n  de 
l a  c iu d ad  enorm e, en to d a s  p a r te s  donde se  s u f r e  y se  com- 
p re n d e , hay hombres como y o . Y en to n ces  no in ç o r t a  que 
hay a  lo b o s  que q u ie ra n  com prar l a  san g re  y  se  ap o d e ra n .de 
l a  a l e g r î a  y  l a  f e l i c id a d  d e l  hom bre. Yo he lu ch ad o .^ ^

There a re  o th e r  more d i r e c t  them es o f  s o c ia l  c r i t i c i s m  in  t h i s  

p la y .  C e r ta in ly  m a te r ia lis m , w hich Lupus r e p r e s e n t s ,  ap p ea rs  th ro u g h o u t 

th e  w ork. However, th e  a c q u is i t io n  o f  each  a d d i t io n  to  th e  c o l le c t io n  

o f  hom o-sapiens was sû.so th e  r e s u l t  o f  m a te r ia lism  on th e  p a r t  o f  th e  

s e l l e r .  G a r ib a ld i 's  c lub  i s  in  f i n a n c i a l  d i f f i c u l t y  as i s  th e  b a l l e r 

i n a 's  e n u re s a r io .  The a u th o r  does n o t e x p la in  th e  rea so n s  f o r  th e  s a le  

o f  Hamlet and King Kong, b u t does s t a t e  t h a t  t h e i r  cases  a re  s im i la r .  

Only in  th e  case  o f  th e  P ro fe s s o r  i s  money n o t a  c o n s id e ra t io n .

The l a s t  scene em phasizes m a te r ia l is m  in  th e  form o f com m ercialism  

when th e  p r e s e n ta t io n  o f  th e  e x e c u tio n  ta k e s  th e  form o f  a  t e l e v i s i o n  

program  com plete w ith  an announcer and sp o n so rs . The Cannis Company 

com m ercial w hich S r .  and S ra .  Cannis d e l iv e r  in  p e rso n  i s  a  d e f in i t e  

c r i t i c i s m  o f  yankee com m ercial im p e ria lism  w here in  th e  b u s in ess-m in d ed  

N orth-A m ericans lo s e  no o p p o r tu n ity  t o  s e l l  t h e i r  p ro d u c ts ,  even a t  a 

p u b lic  hang ing .

The se a rc h  f o r  i d e n t i t y  becomes a  more prom inent theme in  Los 

in d io s  e s ta b a n  c a b re ro s . T his p la y  i s  s e t  in  1U91 w ith  a  change from 

th e  em phasis on th e  e f f e c t s  o f  an i n d u s t r i a l  s o c ie ty  on man to  th e  more 

p h i lo s o p h ic a l  and p sy c h o lo g ic a l y e a rn in g s  o f  mankind. The u n d e rly in g  

id e a  i s  a  f a n ta s y  encom passing a  r e v e r s a l  o f  h i s t o r i c  ev en ts  w hich seems

^ ^ I b id . .  p . 112.
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p e r f e c t ly  l o g i c a l  t o  th e  a u th o r , A t r i p  by American In d ia n s  t o  Spain  

a t  th e  tim e  th e  S p an ia rd s  were p la n n in g  t h e i r  jo u rn ey  t o  A m erica, " r e s u l -  

ta b a  lo  mâs a rm ôn ico , lô g ic o  y  n a t u r a l ,  s i  arrancam os de mny a n tig u a s  

ley en d as y m ito lo g îa s  h e b re a s , e g ip c ia s ,  b a b i lô n ic a s ,  g r ie g a s , a s î  como 

a z te c a s ,  m ayas, t o l t e c a s  o de to d o  e l  n ah u ac ."^^  The In d ia n s  s a i l  e a s t  

in  th e  hope o f  f in d in g  th e  Sun God and se e k in g  h is  h e lp  a g a in s t  th e  t y r 

anny o f  th e  d i c t a t o r  Axayaca. P r in c e  Tupa has o rg an iz ed  e ig h t  un su ccess

f u l  r e v o lu t io n s .  He b e l ie v e s  t h a t  he has f a i l e d  each tim e , and w i l l  con

t in u e  t o  do s o ,  b ecau se  th e  p r i e s t s  have d ece iv ed  th e  Sun-God. A lthough 

th e  su c c e ss  o f  h i s  m iss io n  i s  u n c e r t a in ,  i t  i s  h is  a c t io n  in  u n d e rta k in g  

th e  se a rc h  t h a t  r e a l l y  m a tte r s .  As h is  f r i e n d  T o n a tio  says "O l l e g a s  a l  

. S o l y  cu en ta s  con l a  ayuda de un D io s , o t û  mismo t e  v u e lv es  un Dios

p a ra  l a  g e n te .  Un Dios de l a  E s p e r a n z a , A s  Tupa and h is  two coiq)an

io n s  , T o n a tio  and T euche, p re p a re  to  s e t  s a i l ,  th e  peo p le  g a th e r  round 

and p r e s e n t  t h e i r  p e t i t i o n s  to  th e  Sun-God. They want r a in  f o r  t h e i r  

c ro p s , more f i s h  n e a r  th e  c o a s t ,  t h e i r  husbands home from th e  w a rs ,
27

spouses f o r  t h e i r  d a u g h te rs , peace  f o r  a l l ,  and "que todo  s e a  am or!"

I t  i s  o f  co u rse  i r o n ic  t h a t  th e  In d ia n s  seek  to  f in d  p a ra d is e

and th e  s o lu t io n  t o  a l l  t h e i r  problem s in  a  la n d  t o  th e  e a s t  a c ro s s  th e

o cean , on ly  t o  a r r i v e  i n  S p a in ; w hereas th e  S pan ia rd s  s e t  s a i l  f o r  th e  

w est in  hopes o f  f in d in g  ^  d o rad o , th e  fo u n ta in  o f  y o u th , fame and fo r 

tu n e . The f a c t  t h a t  th e  In d ia n s  su cceed  i n  e s ta b l i s h in g  ro o ts  in  S p a in ,

^ ^C u zzan i, "Los in d io s  e s ta b a n  c a b re ro s ,"  "E p ilogo  p a ra  c r i t i c o s  
y  b a c h i l l e r e s , "  T .A .C ., p . 179.

26C u zza n i, "Los in d io s  e s ta b a n  c a b re ro s ,"  T .A .C ., p . 136 .

^ "^ Ib id ., p .  138 .
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and th e  S p a n ia rd s ,  ro o ts  in  A m erica, shows an in te r tw in in g  o f  th e  two 

ra c e s  and c i v i l i z a t i o n s  which w i l l  n ev e r ag a in  be s e p a ra b le  in t o  d i s t i n c t  

p a r t s .  Cuzzani does n o t h e s i t a t e  t o  show th e  n e g a tiv e  s id e  o f  th e  Span

i s h  h e r i t a g e ,  b u t  th e  a sp e c ts  o f  th e  In d ian  c i v i l i z a t i o n  he  p re s e n ts  in  

th e  f i r s t  a c t  a re  e q u a lly  n e g a t iv e .  In  f a c t ,  i t  was th e s e  very  co n d itio n s  

which le d  P r in c e  Tupa t o  seek  a  new and b e t t e r  w o rld . What Cuzzani seems 

to  be p o in t in g  o u t i s  t h a t  n e g a t iv e  c o n d itio n s  e x i s t  i n  a l l  s o c i e t i e s ,  

b u t th e  e n l ig h te n e d  man does n o t a c c e p t t h i s  s t a t e  o f  a f f a i r s  as in e v i

t a b l e .  I n s te a d ,  he seeks t o  f in d  a  b e t t e r  way and s t r u g g le s  a g a in s t  

s ta g g e r in g  odds t o  b r in g  about change f o r  th e  b e t t e r .

The n e g a t iv e  c o n d itio n s  in  th e  New World stemmed p r im a r i ly  from 

an o p p re s s iv e  d ic ta to r s h ip  im posed by th e  em peror Axayaca. Cuzzani draws 

a  s t r i k i n g  p a r a l l e l  between th e  c o n d itio n s  under th e  em peror and th o se  

in  S p a in  u n d er F e rd in an d  and I s a b e l .  In  th e  Im perio  de T u asan tisu y a  

th e  p eo p le  g r e a t ly  f e a r  th e  p r i e s t s  who h o ld  th e  power o f  l i f e  and death  

over them . In  th e  name o f  th e  D io s -S o l th e  p r i e s t s  b u m  thou san d s o f  

in n o c e n t p eo p le  t o  p la c a te  th e  god to  whom th e y  a t t r i b u t e  e v e ry th in g , 

even though  th e r e  may be  more human c au ses .

MUJER I .  — Gran s a c e rd o te  ip o r  que sube e l  p r e c io  de l a  
h a r in a ?

SACERDOTE. — E l D io s-S o l q u ie r e  que su b a , m u jer.
(La m ujer b e sa  y  se  r e t i r a ;  avanza m ujer segunda. )

MUJER I I .  — Gran s a c e rd o te  & cuando v o lv e rân  mis h i j o s  de 
l a  g u e rra?

SACERDOTE. — E l S o l q u i e re  que lu ch e  p o r  n u e s tro  em perador 
m u je r. (La m ujer b e s a  y  se  r e t i r a . )

MUJER I I I .  — (Avanzando) iCuSndo pondran en l i b e r t a d  
a  mi m a rido . Gran s a c e rd o te ?
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SACERDOTE. — E l S o l q u ie re  que e s té  en e l  cepo .

The power o f  th e  p r ie s th o o d  i s  e q u a lly  s tro n g  in  S pain  where a t  t h i s  

tim e th e  I n q u is i t io n  i s  in  f u l l - s w in g ,  and as in  th e  New W orld, peop le  

a re  b e in g  b u rn ed , n o t to  p le a s e  th e  gods, b u t f o r  th e  more p ro g re s s iv e  

reaso n  o f  w eeding o u t th e  h e r e t i c s .

A nother p a r a l l e l  in v o lv e s  freedom  o f  sp eech . In  T u asan tisu y a  

Teuche i s  s e v e re ly  w hipped f o r  sh o u tin g , "V iva e l  P r in c ip e  Tupa!" In  

S p a in , Don Pero  has been im prisoned  f o r  37^ y e a rs  f o r  sh o u tin g , " IMuera 

e l  H ey !" , and he does n o t remember which k in g . Both la n d s  have p o lic e  

who s h a re  th e  same c h a r a c t e r i s t i c s ,  which th e  S p an ish  policem an d e s c r ib e s ;

POLICIA. — iDônde han v i s to  a  l a  p o l i c i a  e x p l ic a r  nada?
Se le s  d e t ie n e  y s e  acabô . La p o l i c i a  no da n inguna 
c la s e  de s a t i s f a c c io n e s . Obra so b re  lo s  e f e c to s  y no 
so b re  la s  c a u sa s . Es e l  b razo  que e j e c u ta .  IJamâs 
l a  cabeza que p ie n s a î^ ^

To th e  In d ia n s  th e  c o n d itio n s  in  t h e i r  hom eland a re  c h a ra c te r iz e d  

by hu n g er and b e a t in g s .  At f i r s t  Spain  appears  t o  them  to  be th e  la n d  

o f  m ilk  and honey. The fish e rm an  and h is  fam ily  make them very  com fort

a b le  and fe e d  them w e ll .  As T o n a tio  s a y s ,  "E l ham bre lo  e s to y  o lv idando  

. . .  y t e  d i r é  que a  Axayaca un p o q u ito  tam biên . . .  E s ta  t i e r r a  no es p re 

c is  amente e l  S o l como t û  e sp e rab as  . . .  p e ro  t i e n e  su s encantos . . . " ^ ^  

However, th e y  soon become d i s i l l u s io n e d ,  and T o n a tio  sums up th e  s im i l 

a r i t i e s  betw een th e  two la n d s .  "lA caso e l  l â t i g o  no es  ig u a l  aqu£ que 

a l l a ?  lAcaso l a  p o l i c f a  de aquf es  m ejor que l a  de a l l a ?  lAcaso lo s

^ ^ Ib id . . p . 132. 

^^ Ib id . , p . IU9 , 

3°I b i d . . p . 147.
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s a c e rd o te s  de aquI no te rm in an  p o r mandamos a l  fuego como lo s  de 

a l la ? " ^ ^

The th r e e  In d ian s  make a r a th e r  u n d ig n if ie d  e n tra n c e  onto  Span

i s h  sh o res  as a  fisherm an  ca tch es  them  in  h is  n e t .  The fish erm an  n a tu r 

a l ly  assumes th e y  a re  f i s h ,  a l t h o u ^  h is  w ife  i s  n o t so  s u r e .

MARIA. —' iQuI hacen en l a  re d  esos t r e s  hombres? iE s ta n  
m uertos?

MANUEL. — (R ie ) T r a n q u i l ! z a te , m ujer . . .  no son hombres 
. . .  son p e c e s . Los pesquê yo mismo en e sa  re d .

MARIA. —  iCômo peces?  S i t ie n e n  manos y c a ra  y o jo s  y
p e lo  y  . . .  IValgame D ios! y  . . .

MANUEL. —  C a l la ,  m u je r, que tam bien  le s  he m irado y o .
P ero  no pueden s e r  o t r a  cos a  que p e c e s . Yo mismo le s  
saque de l a  mar . . . 3 2

T h e ir  a r r i v a l  in  th e  n e t  i s  th e  s i tu a c io n -e s p e c ta c u lo . Once 

again  th e r e  i s  th e  image o f  d eh u m an iza tion , a lthough  in  t h i s  in s ta n c e  

th e re  i s  n o t th e  appearance o f  th e  in d iv id u a l  crushed  by th e  tech n o lo g 

i c a l  advances o f  s o c ie ty .  Here ig n o ran ce  produces th e  dehum anization  

o f  th e  men, view ed as f i s h ,  n o t on ly  by th e  fisherm an and h i s  a s s o c ia te s ,  

b u t a ls o  by th e  le a rn e d  members o f  th e  c le rg y . The d e l ib e r a t io n s  o f  th e  

e c c l e s i a s t i c a l  c o u n c il over th e  n a tu re  o f  th e  In d ian s  to  determ ine  i f  

th e y  a re  men o r  f i s h ,  w hether th e y  have so u ls  o r  n o t ,  p a ro d ie s  th e  h i s 

t o r i c a l  d eb a tes  over th e  same q u e s tio n . In  f a c t , some o f  th e  h i s t o r i c a l

s ta te m e n ts  appear even more r id ic u lo u s  th a n  th o se  in  th e  p la y .  As Cuz

zan i p o in ts  o u t .

3^ Ib id . , p .  15T. 

3 2 i b i d . . p . 1U2 .
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iNo fu e  F ray  Tomas O r tiz  e l  que co locô  poco despues a  lo s  
in d io s  en l a  c a te g o r f a  de "leBos o b e s t ia s  o p ie d r a s ’ , s i n  
alma in m o rta l?  iNo fu e  C e lio  C alcagnino qu ien  d i jo  que a  
lo s  in d io s  e r a  I f c i t o  c a z a r lo s  como f ie r a s ?  iO F ray  Juan  
de Z apata  que i d e n t i f i c a  a  lo s  in d io s  con g e n te s  de mas 
a l i a  de E tio p îa ?  iO F ray  G regorio  G a rc ia , que lo s  c o lo c a  
en l a  c a te g o r f a  de 'e s c la v o s  n a t u r a l e s ' ?"33

The a n t ic ip a t io n  h e re  o f  h i s t o r i c a l  f a c t s  in tro d u c e s  th e  theme o f  th e

ley en d a  n e g ra  w hich becomes an integreuL p a r t  o f  th e  dehum aniza tion

them e.

W hile th e  S p a in  o f  1U91 was by no means a  model o f  an in d u s t r i a l  

s o c ie ty ,  i t  was c e r t a in l y  more te c h n ic a l ly  advanced th a n  th e  A m ericas.

In  f a c t .  P r in c e  Tupa saw in  th e  knowledge and s c ie n c e  in  S p a in  th e  to o ls  

f o r  h i s  n in th  r e v o lu t io n .  T h is  f i n a l  re v o lu t io n  w ould a l t e r  th e  course 

o f  h i s to r y  and h o ld  o u t hope f o r  a  b e t t e r  w o rld . At f i r s t  Tupa was 

aware only  o f  th e  p o s i t i v e  e f f e c t s  o f  such a  r e v o lu t io n .  W hile th e y  a re  

s t i l l  w ith  th e  f is h e rm a n 's  fa m ily  he n o te s  th e  advan tages o f  Spanish  

c i v i l i z a t i o n .

TUPA. — iTfi no h a s  v i s t o  como t r a b a ja n  l a  t i e r r a  e s ta s  
gen tes?  iHas v i s t o  su  pan? iSu  vino? &Sus h e r ra ^  
mie n ta s?  iHas n o tad o  con que f a c i l id a d  e s c r ib e n  y 
le e n  to d o  lo  que q u ie re n ?  Con lo  poco que hemos p o -
d id o  conocer en  e s te  mes ten g o  p a ra  l l e v a r  a  n u e s t r a
t i e r r a  una re v o lu c iô n  mucho mâs p ro fu n d a  que to d o  lo  
que h ic im os h a s ta  ah o ra .

When Tupa f i r s t  en c o u n te rs  h i s  le a rn e d  c e llm a te s  i n  th e  p r iso n

o f  G ranada, he i s  a g a in  im p ressed  w ith  th e  advan tages o f  an i n t e l l e c t u a l

and te c h n o lo g ic a l  r e v o lu t io n .

3 3 cu zz an i, "E p flogo  p a r a  c r f t i c o s  y b a c h i l l e r e s , "  T .A .C ., p .
183 .

C uzzan i, "Los in d io s  e s ta b a n  c a b re ro s ,"  T .A .C ., p .  IU7 .
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TUPA. — . . .  En e s t a  c a r c e l  e s t a  re u n i do todo  lo  que s ig 

n i f i e s  mi v e rd a d e ra  re v o lu c iô n .  La c ie n c ia ,  l a  s à b i -  
d u r îa ,  lo s  m iles  aSos de a d e la n to ,  Yo q u ie ro  l l e v a r  
to d o  eso  a m i  t i e r r a .  H e rra m ie n ta s , c i e n c ia s ,  t é c n i -  
c a s ,  a r t e j  No h à b fâ  d ic ta d u ra s  cuando todo  eso  se
d ifu n d e .3 5

With th e  s ta g e  s e t  f o r  th e  im pending r e v o lu t io n  o f  th e  f u tu r e ,  

th e  v i s u a l  image o f  th e  In d ia n s  cau g h t in  th e  f i s h in g  n e t  ta k e s  on a 

double  m eaning. W hile n e i th e r  th e  advanced c i v i l i z a t i o n  o f  S p a in , n o r 

th e  advanced te c h n o lo g ic a l  s o c ie ty  o f  th e  fu tu re  has as y e t  dehum anized 

th e  t r i o ,  th e  g ra p h ic  ta b le a u  o f  d e g ra d a tio n  p ro g n o s tic a te s  th in g s  to  

come. Those l a t e r  ev en ts  in c lu d e  th e  d e s t ru c t io n  o f  th e  In d ia n  c i v i l i 

z a t io n  and th e  enslavem ent o f  th e  In d ia n s  on one l e v e l ,  and th e  e v e n tu a l 

lo s s  o f  i d e n t i t y  and in d i v id u a l i t y  due to  advanced tech n o lo g y  and in d u s 

t r i a l i z a t i o n ,  on th e  o th e r .  The a u th o r  i s  th u s  em ploying th e  concep t 

w hich T o f f le r  la b e ls  a  tim e  s k ip  t o  b r in g  p a s t ,  p r e s e n t ,  and f u tu r e  

e v e n ts  to g e th e r  and th e re b y  f l a t t e n  o u t tim e . A ccording to  T o f f l e r ,

n o t on ly  do contem porary  e v e n ts  r a d ia te  in s ta n ta n e o u s ly  — 
now we can b e  s a id  to  be  f e e l i n g  th e  im pact o f  a l l  p a s t  
ev en ts  in  a  new way. F or th e  p a s t  i s  do u b lin g  back  on u s .
We a re  c a u ^ t  in  w hat m i ^ t  be  c a l l e d  a  't im e  sk ip .*  , . .
An ev en t t h a t  a f f e c te d  o n ly  a  h a n d fu l o f  peo p le  a t  th e  tim e  
o f  i t s  occurence in  th e  p a s t  can have la r g e - s c a le  conse
quences to d a y . . .W hatever happened  to  some men in  th e  p a s t  
a f f e c t s  v i r t u a l l y  a l l  men to d a y .3°

When th e  p r is o n e r s  l e a m  t h a t  Queen I s a b e l  h as  d e c id e d  t o  p ro 

v id e  them w ith  sh ip s  f o r  t h e i r  r e tu r n  t o  M exico, th e y  a re  e l a t e d .  P r in c e  

Tupa b e l ie v e s  t h a t  h i s  n e x t r e v o lu t io n  i s  about to  b e g in . He w i l l  r e tu r n  

t o  f u l f i l l  th e  dreams o f  Q u e tz a o c o a tl .  Don P ero  dampens h i s  en th u s ia sm

35i b i d . . p .  160 .

A lv in  T o f f l e r ,  F u tu re  Shock (New York; Bantam B ooks, 1 9 7 0 ),
p p . 16- 17 .
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when he  rem inds him  t h a t  th e  Queen i s  in v o lv e d  in  th e  p r o je c t ,  and con

s e q u e n t ly ,  th e  p r ic e  o f  th e  re v o lu t io n  w i l l  be  h ig h .

TUPA — E l l a  nos d a râ  b a rco s  . . .

DON PERO — IOs d a râ ! IEs una form a de d e c i r î  Esos hom
b re s  que van en lo s  b a rco s  con v o so tro s  . . .  l le v a ra n  
espacLas, arm as, cahones, y  to d a  c la s e  de a r re o s  de 
g u e r ra .  I r a n  a  l a  c o n q u is ta  de v u e s tro s  r e in o s  y  a l  
saqueo de v u e s tro s  p u e b lo s . M atarin  y m a ta râ n , mi H o 
nes de in d io s !  lY no f a i t  a r  an t r i b u n a le s  que d igan  que 
no te n â i s  alma in m o rta l!  IQue s o is  an im ales o pescados 
o c u a lq u ie r  o t r a  c la s e  de c o m b u s tib le s Î^T

Here a g a in  i s  th e  p r e s e n ta t io n  o f  th e  b la c k  s id e  o f  th e  S pan ish  

co n q u est. But i t  i s  n o t t h a t  s im p le , f o r  th e  conquest has i t s  p o s i t i v e  

s id e  as w e ll .  When Tupa asks th e  S p an ia rd s  f o r  t h e i r  a d v ic e , th e y  t e l l  

him th e  d e c is io n  m ust be h i s ,  f o r  th e y  a re  a ls o  concerned  about th e  f a t e  

o f  th e  In d ia n s .  However, Im p é ria le  does p o in t  o u t ,  ” iO q u ie re s  que con- 

denemos a  l a  ig n o ra n c ia  v o lu n ta r ia m e n te  to d o  un m u n d o T o n a t i o  does 

n o t see  why Tupa i s  so  concerned abou t th e  d ea th  o f  th e  In d ia n s .  A f te r  

a l l ,  Tupa has l e d  many o f  them to  t h e i r  d e a th s  in  th e  b a t t l e s  o f  h i s  

e ig h t  p re v io u s  r e v o lu t io n s .  M oreover, "Muchos mâs son lo s  que mueren de 

hambre y  de p e s t e ,  que podrfan  e v i t a r s e  lle v a n d o  e s to s  m êdicos y  s a b io s .”^^

Tupa i s  u n c e r ta in ,  and th e  q u e s tio n  upperm ost in  h i s  mind i s  w hether h i s

re v o lu t io n  w i l l  be  s t ro n g e r  th a n  th e  con q u erin g  sw ord, "iHay a lg o  que se  

llam a  c i v i l i z a c iô n  mâs f u e r te  que a lg o  que se  lla m a  p a tr ia ? " ^ ^

W hile Tupa i s  w eighing th e  ad v an tag es  and d isad v an tag es  o f

b r in g in g  S pan ish  c u l tu r e  to  th e  New W orld, C r is tô b a l  Colon i s  a n t ic ip a t in g

3?C uzzani, "Los in d io s  e s ta b a n  c a b re ro s ,"  T .A .C ., p .  l6 8 . 

SG lb id . . p . 170. 3 9 lb id .

^ ° Ib id .
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w hat he w i l l  f in d  hy c ro s s in g  th e  ocean to  th e  w e s t. He sh a re s  T upa 's  

dream , in  r e v e r s e .  He w i l l  s a i l  tow ards th e  w est u n t i l  he reach es  th e  

home o f  God, whereupon he w i l l  t e l l  Him o f a l l  " lo s  i n f i n i t o s  m ales y 

m is e r ie s  q.ue su f re n  la s  g e n te s  de e s te  mundo . . .  T h is  a s to n ish e s  

Tupa who h a s te n s  t o  p o in t  o u t to  Colon th e  f u t i l i t y  o f  such a hope, as 

h e , Tupa, l e f t  th e  lan d s  o f  th e  w e s t ,  s a i l i n g  e a s t  in  s e a rc h  o f  God, 

a r r iv in g  in  S p a in . To Colôn t h i s  i s  only f u r th e r  p ro o f  o f  h i s  th e o r y , 

as Tupa s u re ly  d id  n o t f in d  God in  S pain .

There i s  an o p t im is t i c  to n e  to  th e  whole a n t ic ip a te d  a d v e n tu re , 

in  s p i t e  o f  th e  knowledge o f  a l l  th e  s u f fe r in g  t h a t  w i l l  accompany t h i s  

c u l tu r a l  r e v o lu t io n .  However, a t  th e  b eg in n in g  o f  th e  second a c t  th e re  

i s  a  commentary on th e  ty p e  o f  c i v i l i z a t i o n  w hich w i l l  e v e n tu a lly  d ev e l

op ou t o f  th e  b le n d in g  o f  th e  two c i v i l i z a t i o n s , and i t  s t r i k e s  a  some

w hat i r o n i c  n o te .  The p r is o n e r s  a re  w atching  ev en ts  in  a  c r y s t a l - b a l l ,  

ev en ts  t h a t  w i l l  ta k e  p la c e  w ith in  f iv e  c e n tu r ie s .  The s p e c ta c le  upon 

which t h e i r  eyes a re  fo cu sed  i s  a  so c c e r  game, and each  one i s  c h e e rin g  

f o r  h i s  team . The th r e e  In d ia n s  do not q u i te  u n d e rs ta n d  t h e i r  compan

io n s ' i n t e r e s t  in  th e  f o o tb a l l  game, o r  e x a c tly  w hat i t  i s .  Don G iro 

acknowledges t h a t  th e y  d o n 't  com ple te ly  u n d e rs tan d  i t  e i t h e r ,  b u t th ey  

a re  t r y in g  t o  le a m  th e  game b e c a u se ,

DON GIRO. — . . .  Se lla m a  f o o tb a l l  y p a rec e  s e r  l a  u n ic a
c ie n c ia  y  f i l o s o f i a  que se  c u l t iv e r a  d e n tro  de v a r io s  
sig lO B . Debe s e r  muy im p o rta n te , A pasiona a  gober-
n an te s  y gobem ados y  como n o so tro s  creemos en  e l
f u tu r o ,  pues . . .  tra ta m o s  de ap render f o o tb a l l  . . .  
aunque es r a r o  que A r i s tô te le s  . . .  ta n  s a b io  como 
e r a ,  no lo  in c lu y e  en  sus t r a t a d a s  . . . ^ 2

^^ Ib id . . p . 173. 

^ ^ I b id . , p .  158.
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N o tw ith s tan d in g  th e  n e g a tiv e  a s p e c ts  o f  th e  f u tu r e ,  th e r e  i s  

p re s e n t  w ith in  b o th  th e  In d ia n  and th e  S pan ia rd  th e  s p i r i t  o f  p ro g re s s  

and o f  r e b e l l io n  a g a in s t  ty ra n n y . S p a in 's  c o n tr ib u tio n  t o  p ro g re s s  and 

c i v i l i z a t i o n  sü.so encompasses th e  c o n tr ib u tio n s  o f  th e  Arabs and th e  

Jew s, as r e p re s e n te d  by two o f  th e  p r is o n e r s .  America i s  th u s  th e  bene

f i c i a r y  o f  th e  b e s t  o f  th r e e  c u l tu r e s , th e  In d ia n , th e  European, and th e  

M iddle E a s te rn .

P r in c e  Tupa and Don Pero d ec id e  n o t to  go to  America w ith  th e

r e s t ,  b u t t o  rem ain in  p r i s o n ,  Tupa w a it in g  to  be p u t to  d e a th , and Don

Pero  to  co n tin u e  sh o u tin g , "Muera e l  Rey!" Cuzzani sees  h is  f i n a l  scene 

as r e p re s e n t in g  lo  am ericano . and th u s  d e f in in g  th e  i d e n t i t y  o f  th e  

A m e r i c a n . I n  th e  f i n a l  a c t io n ,  Don P ero  carves th e  word T la u s ic a lp a n , 

meaning dawn, on th e  w a ll  w ith  a  n a i l .  "Que ex trafio  que son idos  ta n  

d i f e r e n te s  e l  tu y o  y  e l  mfo s irv a n  p a ra  d e s ig n a r l a  raisma c o s a . H e r e  

Cuzzani shows th e  S p an ia rd  and th e  In d ia n  in  harmony w ith  common o b je c 

t i v e s  and a  common s p i r i t .

In  C uzzani*s n e x t p la y ,  Sem pronio. th e  dehum anization theme i s  

ag a in  p ro m in en t. In  t h i s  p la y  th e  i n t e r e s t s  o f  th e  S ta te  ta k e  away m an's 

l i b e r t y  and reduce him  to  th e  r o le  o f  a  m achine. Sem pronio, a  r e t i r e d  

m id d le -c la s s  w o rk er, has become r a d io a c t iv e  by p a s tin g  Japanese  stam ps 

from H iroshim a and Nagasake in  an album. The a u th o r i t i e s  have d isco v e re d  

th e  p re sen ce  o f  r a d io a c t i v i ty  in  one o f  th e  b a r r io s  o f  Buenos A ir e s ,  and

s e t  ou t to  f in d  th e  so u rc e . What th e y  f in d  i s  Sem pronio, w ith  v a r io u s

^^C uzzani, "E pflogo  . . . , "  T .A .C ., p . l8 3 .

^^C uzzani, "Los in d io s  e s ta b a n  c a b re ro s ,"  T .A .C ., p . lU 6.
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e l e c t r i c a l  gadgets  connected  to  h im , such as th e  ra d io  and th e  i r o n ,  

w hich a re  o p e ra tin g  o f f  h i s  c u r r e n t .  As n a tu r a l  re so u rc e s  a re  th e  prop

e r ty  o f  th e  S ta t e ,  th e  High Comm issioner o f  th e  Atomic Energy Commission 

a p p ro p r ia te s  Sempronio as th e  p ro p e r ty  o f  th e  n a t io n .  When h is  w ife  

O lga p r o te s t s  t h a t  he i s  n o t a  p ie c e  o f  p ro p e r ty  b u t h e r  husband , th e  

Comm issioner r e c i t e s  th e  fam ily  members' in f r a c t io n s  o f  th e  law .

ALTISIMO COMISIONADO. — . . .  Todos u s ted es  han e s t ado 
abusando s in  perm iso de l a  c o r r ie n te  de e s t a  p i l a  a tô -  
m ica, p ro p ied a d  ineuLie n a b le ,  im p re s c r ip t ib le  e in t r a n s -  
f e r ib l e  de l a  N aciôn . . . ^ 5

The Commissioner p ro p o ses  t o  ta k e  Sempronio to  an u l t r a s e c r e t  

p la c e  t o  p r o te c t  him  from enemy s p ie s .  When th e  fam ily  asks when th ey  

can se e  h im , th e  r e p ly  i s  a  f u r th e r  in d ic a t io n  o f  S em pronio 's  dehumani

z a t io n ,  and h is  p red icam en t i s  re m in isc e n t o f  t h a t  o f  G a r ib a ld i in  

Lupus' p a la c e .

ALTISIMO COMISIONADO. — Es muy d i f i c i l .  T a l vez p a ra  f i n
de aflo, organicem os una e x p o s ic io n  de n u e s tro s  mâs mo-
d em os mat e r i  a le s  y a r t e f a c to s  n u d e  a r e s .  A lo  m ejor 
exhibim os tam bien a l  senor.^®

The Commissioner asks th e  fam ily  n o t to  make h is  t a s k  more d i f 

f i c u l t .  I n s te a d ,  th e y  sh o u ld  p r a c t i c e  s e l f - d e n i a l  f o r  th e  good o f  th e

S t a t e .  In  th e  m eantim e, he g iv e s  O lga a  tem porary r e c e ip t  f o r  h e r  hus

b an d . Sempronio i s  ta k e n  away and i s  n e x t seen  i s  a  c e l l  w here he i s  

v i r t u a l l y  a  p r i s o n e r .  The c e l l  c o n ta in s  l i t t l e  f u r n i tu r e  and a  window 

w ith  b a r s .  He has n o th in g  t o  d o , no one to  t a l k  t o ,  and no one h as  ex

p la in e d  an y th in g  t o  him . F in a l ly ,  th e  Commissioner a r r iv e s  w ith  good 

news —  Sempronio i s  no lo n g e r  a  man, b u t a  number.

^^C uzzani, "S em pron io ,” T .A .C ., p . 203.

^ ^ Ib id .
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ALTISIMO COMISIONADO. — Es d e c i r  . . .  n o s o tro s  Tauscâbamos 

una fu e n te  r a d io a c t iv a .  No un hombre. E l e x p e d ie n ts  
o rdenàba  s e c u e s t r a r  to d a  m âquina, y a o im ie n to , a r t e f a c 
t o  o bomba que p ro d u je ra  r a d io a c t iv id a d .  Hubo que 
h a c e r  una s e r i e  de t r â m ite s  p a r a  tra n s fo rm e r  a  u s te d  
en un a r t e f a c to .  Pero  fe liz m e n te  u s te d  y a  no es un 
hom bre. Es e l  E lem ents S .P . Up H 321 V 60 . . .  ^7

The s i m i l a r i t y  o f  t h i s  s i t u a t i o n  to  t h a t  o f  man in  th e  h ig h ly

c e n t r a l i z e d ,  co m pu to rized , modem te c h n o lo g ic a l  s o c ie ty  can h a rd ly  be

o v erlo o k ed . C uzzani seems t o  be showing t h a t  every  day man i s  lo s in g

more and more o f  h i s  in d i v id u a l i ty  as h is  t r a n s a c t io n s  a re  in c re a s in g ly

reduced  t o  num bers. Now th a t  Sempronio i s  a  number in s te a d  o f  a  man, he

can go t o  w ork , a n o th e r  s a t i r i c  comment on modem s o c ie ty  w hich demands

t h a t  one have a  number b e fo re  one i s  a llow ed  to  work. Sempronio i s  n o t

o v e rjo y e d  by t h i s  news as he does no t f e e l  t h a t  he h as  been as u s e le s s

as th e  Comm issioner b e l ie v e s .

When th e  Comm issioner has Sempronio conn ec ted  t o  an e x p lo s iv e

charge  w hich he  i s  t o  d e to n a te  in  a  t e s t ,  th e r e  i s  a  m a lfu n c tio n  and

n o th in g  happens. The C om m issioner's s o lu t io n  to  th e  problem  i s  to  c a l l

in  m echanics to  r e p a i r  Sem pronio, w hich s e rv e s  to  em phasize a g a in  h is

d e g ra d a tio n . He i s  co n s id e re d  to  fu n c tio n  more as a  m achine th a n  as a

man. In  f a c t ,  th e  C om m issioner's w hole a t t i t u d e  in  t h i s  s i t u a t i o n  shows

t h a t  he  se e s  l i t t l e  d if f e re n c e  betw een men and m achines. Government

b u re a u c ra c y  has dehum anized n o t on ly  Sem pronio, b u t man in  g e n e ra l .

ALTISIMO COMISIONADO. — . . .  E l io s  son buenos m ecan icos.
Ademâs, s i  yo l e s  doy una o rd e n , te n d râ n  que c u m p lir -  
l a .  E l mundo e s t a  o rg an izad o  a s i .  No se  d is c u te  con 
l a s  l ic u a d o ra s  o con la s  m âquinas de a f e i t a r .  Se la s  
r e p a r a  . . .  lYo soy e l  que da l a s  ô rd en es! A lo s  hombres

**7 ib id .. p . 209.
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y a  la s  co sas^  Les d ig o : IFuncionad! lY e l l o s ,
a  P u n c io n a rî

On th e  o th e r  han d , i f  i t  sh o u ld  develop  t h a t  Sempronio cannot 

he  r e p a i r e d ,  th e  Comm issioner has no th o u g h t o f  l e t t i n g  him go. "S i a 

n o so tro s  no nos s i r v e  p a ra  n ad a , podemos v e n d e rlo  a  algun p a is  mâs su h - 

d e s a r ro l la d o  que n o s o tro s ,  p a r a  su  r e e q u i p a m i e n t o ! T h i s  dem onstra tes 

f o r c e f u l ly  S em pronio 's  lo s s  o f  i d e n t i t y  and c o n t ro l  over h is  own d e s tin y . 

To be more o r  l e s s  d r a f te d  i n t o  th e  s e r v ic e  o f  th e  S ta te  a g a in s t  h is  

w ishes in v o lv e s  a  lo s s  o f  h i s  i n d i v id u a l i t y  and f r e e  w i l l ,  b u t t o  be 

s o ld  as a  p ie c e  o f  goods when he i s  o f  no more u se  to  th e  S ta te  deno tes 

a  com plete lo s s  o f  s e l f .

F o r tu n a te ly  f o r  Sem pronio, th e  High Commissioner does n o t have 

h is  way, and he i s  f r e e  t o  go . Upon r e tu r n in g  home, th e  c u r re n t  comes 

b a c k , and t h i s  tim e  when th e  Comm issioner w ishes t o  re a p p ro p r ia te  h im , 

Sempronio r e f u s e s ,  a s s e r t in g  h i s  in d ep en d en ce . "Mi e n e rg ia  es m ia , no 

d e l  E s ta d o ."^ ^

T his i s  th e  most o p t im is t i c  o f  a l l  C u z z a n i 's  p la y s ,  f o r  h e re  th e  

a ttem p t a t  dehum anization  f a i l s .  The c r i t i c i s m  o f  s o c ie ty  i s  s t i l l  

f o r c e f u l .  B esides v iew ing  th e  d e s t r u c t iv e  e f f e c t s  o f  i n d u s t r i a l i z a t i o n ,  

Cuzzani r a i s e s  th e  q u e s tio n  o f  a tom ic energy  and shows h i s  concerns in  

t h i s  a r e a .  In  t h i s  drama he i s  s t r o n g ly  ad v o c a tin g  th e  use  o f  atom ic 

energy  f o r  p e a c e fu l  p u rp o se s . The S ta t e  w ished  to  u t i l i z e  S em pronio 's 

energy  t o  make bombs, and c o n se q u e n tly , t o  k i l l  peo p le  and d e s tro y

^^ I b id . . p .  215. 

^^I b i d . . p .  21k. 

^° I b i d . , p .  225.
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c i t i e s .  Because o f  th e  m o tiv a tio n , Senç>ronio was unab le  t o  produce th e  

c u r re n t  d e s i r e d  o f  h im .

C uzzani uses t h i s  s i t u a t io n  to  convey th e  main theme o f  th e  

p la y — lo v e . In  th e  c o n te x t o f  t h i s  w ork, lo v e  i s  a  c r e a t iv e  s p i r i t .

Thus i t  i s  t h a t  in  th e  f i r s t  a c t  Sempronio i s  seen  a t  home w ith  a l l  

k in d s  o f  e l e c t r i c a l  a p p lia n c e s  a t ta c h e d  to  him  f o r  which he  i s  su p p ly in g  

th e  pow er. He i s  o p e ra t in g  th e  iro n  fo r  h is  w ife ,  a  r a d io  f o r  h is  

d a u g h te r , and b o i l in g  w a te r  f o r  mate f o r  h is  so n . B esides su p p ly in g  

energy  f o r  th e  members o f  h i s  fa m ily , whom he d e a r ly  lo v e s ,  he a ls o  f u r 

n is h e s  i t  t o  th o se  who need  i t .  For S ençron io  h i s  g iv in g  i s  a  so u rce  o f  

g r e a t  h a p p in e ss . I t  adds m eaning and pu rpose  to  h is  l i f e .  A lthough he 

has r e t i r e d ,  he does n o t want to  be  i d l e ,  and he f r e e ly  p ro v id e s  h is  

energy  w ith o u t ch a rg e .

OLGA. —  No h a b le s  de d e s g a s te s ,  que va  r e s u lta n d o  un abuso 
eso  que to d o s  lo s  d fas  t e  ap a re zcas  con un c lu b  nueyo 
o una c a l e s i t a  o un s in d ic a to  que n e c e s i ta n  c o r r ie n te .
Me p re g u n to  que p a sa r£ a  s i  decidim os c o b ra r le s  a lg o  
p o r c o n e c ta r  a  t u  p a d re .

SEMPRONIO. — IC obrar! iP o r  que co b rar?  S i a  mi no me 
c u e s ta  n ad a . Al c o n t r a r io ,  es una g ran  a l e g r i a  s e n -  
t i rm e  u n id o  p o r c a b le s  a  t a n t a  g en te  que t r a b a j a ,  a 
t a n t os ch ico s  que juegan  . . . 5 1

In  t h i s  s ta te m e n t Sempronio e x p re sse s  th e  f e e l in g  o f  b ro th e rh o o d .

A lthough Sempronio became r a d io a c t iv e  a f t e r  hav ing  had c o n ta c t

w ith  a  number o f  stam ps from H iroshim a and N ag asak i, he d is c o v e rs  th e

t r u e  so u rc e  o f  h i s  power when he i s  a  p r is o n e r  o f  th e  H i ^  Comm issioner.

In  p r is o n  th e y  s e rv e  him a  d e l ic io u s  d i e t  o f  r a d io a c t iv e  m a te r ia l s .

5 1 l b i d . . pp . 195- 196 .
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. . .  A n tip a s to  i t a l i a n o ,  p ic k le s  in g e ls e s  y una s a l s i t a  
l i v i a n a  de e s ta m p il la s  ja p o n e sa s , . . .  G ulasch de t e m e r a  
con papas en Brandeburgo y  un lic u a d o  de cam ise tas de 
m arineros ja p o n eses  enferm es de r a d io a c t iv id a d  . . .  Ensa- 
la d a  de b e r ro s  f r e s c o s  d e l  r f o  con tom ates de B u lg a r ia  
y  crema de l a s  A ctas de l a  C o n fe ren c ia  I n te r n a t io n a l  d e l 
Desarme . . .  De f r u t a ,  g ranadas ra d io a c t iv a s  d e l S ah ara .

However, d e s p i te  th e  a tte m p ts  to  keep him r a d io a c t iv e ,  Sempronio lo s e s  

h is  power and i s  un ab le  t o  d e to n a te  th e  bomb. The Commissioner blam es 

Sempronio f o r  th e  f a i l u r e ,  " IT ra id o r!  IV iejo  em bustero l . . .  JU sted no 

q u iso  d a r  c o r r i e n t e s and in  a  way he i s  r i ^ t .  Sempronio has n o t 

co n sc io u s ly  w ith h e ld  h i s  e n e rg y , b u t as i t  i s  love  t h a t  i s  th e  r e a l  

so u rce  o f  h is  pow er, i t  i s  im p o ss ib le  f o r  him to  supp ly  energy fo r  de

s t r u c t iv e  p u rp o se s . The f a c t  t h a t  th e  Commissioner in a d v e r te n t ly  con

sumes a  p ie  made o f  r a d io a c t iv e  s tam ps, and Senç>ronio's w ife  d e l ib e r a te ly  

e a ts  la rg e  q u a n t i t i e s  o f  stam ps from Japan w ith  th e  hope o f  becoming 

r a d io a c t iv e ,  f u r th e r  r e in f o r c e s  t h i s  id e a .  N e ith e r  one has any u n d e s ire d  

o r  d e s ire d  r e s u l t s ,  f o r  th e  n e c e ssa ry  elem ent o f  lo v e  i s  la c k in g . I t  i s  

obvious th a t  th e  Comm issioner has no h u m an ita rian  q u a l i t i e s .  And w h ile  

O lga d e s ir e s  to  become r a d io a c t iv e  so she  mŝ  ̂ be w ith  h e r  husband which 

i s  a  form o f  lo v e ,  i t  i s  lo v e  in  a  much narrow er and more s e l f i s h  se n se . 

Her d e s ir e  i s  n o t c r e a t iv e ,  b u t r a th e r  a  r e s u l t  o f  lo n e l in e s s .

When Sempronio f i n a l l y  r e tu rn s  home, he i s  d ep ressed  because  

w ith o u t h is  so u rce  o f  power he f e e l s  u s e le s s .

SEMPRONIO. — Es que no q u ie ro  d esc a n sa r . lEso es como 
e s t a r  m uerto î INo se  im aginan que f e l i z  e r a  yo con 
mi c o r r ie n te !  IH acer andar p la n c h a s , r a d io s ,  f a b r i -
c a s ,  c a l e s i t a s : iA hora , que me queda? P in ta r  la s

52 i b i d . . p .  211. 

^^ I b i d . . p .  213.
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m a c e ta s , m a ta r h o rm igas, a r r e g l a r  e l  g a l l in e r o  o 
s e n tarme a  h a t l a r  de fech as  y recu e rd o s  en a lg u n a  
p la z a .  Levant arme e s tt^ id a m e n te  tem prano . . .  N adie 
se  im agine lo  que he p e rd id o .5 *

But i t  i s  t h i s  very  f e e l in g  o f  th e  need  t o  b e  o f  s e rv ic e  t o  h i s  fe llo w  

man, t h i s  c r e a t iv e  lo v e ,  which once again  p roduces th e  energy  w ith in  

Sem pronio, He f i n a l l y  comes to  r e a l i z e  th e  so u rce  o f  h i s  pow er, and 

w ith  t h i s  r e a l i z a t i o n  he i s  ab le  t o  r e s i s t  th e  Com m issioner. The Com

m iss io n e r  i s  i n t e n t  upon d is c o v e r in g  S em pron io 's  s e c r e t ,  and he g la d ly  

o b l ig e s .

SEMPRONIO. —  INo hay ningtm  s e c re to !  . . .  U stedes ençezaron  a 
pedirm e e n e rg fa  p a ra  h a c e r  bom bas, m a ta r g e n te s , d e s t r u i r  
c iudades . . .  y l a  c o r r ie n te  d e sa p a re c io  s o l i t a  . . .  y  no 
hubo form a de p r o d u c ir la .  A qui, b a s tô  que se  t r a t a r a  de 
u sos p a c i f i c o s ,  rodeado p o r  mi f a m i l i a ,  y l a  c o r r ie n te  
v o lv i6  . . .  La fu e rz a  que me b r o ta ,  que me s u rg e ,  que se  
me derram a, no es s 6 lo  r a d io a c t iv id a d .  . . . 5 5

Sempronio r e v e a ls  t h a t  he d e r iv e s  h i s  power from  lo v e . T his word i s

to o  much f o r  th e  Com m issioner, and as everyone b eg in s  t o  shou t amor, he

runs o f f s ta g e  h o ld in g  h is  e a r s ,  a  sym bolic a c t io n  ag a in  showing th e

power o f  lo v e .

C u z z a n i 's  fo u r  f a r s a t i r a s  form a th e m a tic a l ly  p ro g re s s iv e  u n i ty .  

Una l i b r a  de c a m e  p re s e n ts  man’s dehum anized c o n d itio n  w ith  l i t t l e  e le 

ment o f  hope. W hile th e  h e ro  o f  E l c e n tro fo rw a rd  m uriô a l  am anecer 

f a r e s  w orse th a n  E lfa s  B e lu v e r, he i s  n o t r e s ig n e d  t o  h i s  f a t e ,  and th u s  

th e  elem ent o f  s t r u g g le  ap p ea rs , end ing  w ith  a  n o te  o f  hope f o r  a  b e t t e r  

tommorrow. The focus on s o c ia l  problem s th e n  p ro ceed s  to  s h i f t  from a 

t h e o r e t i c a l  p la n e  to  r e v o lu t io n a ry  a c t io n  i n  Los in d io s  e s ta b a n  c a b re ro s .

5^ I b id . , p . 221. 

5 5 i b i d . , p . 225.
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and hope h as  "been re p la c e d  hy th e  i n i t i a t i o n  o f  a c t io n  w hich w i l l  have 

f u tu r e  re p e rc u s s io n s .  The u l t im a te  tr iv m çh  o f  man ov er h i s  c ircu m stan ces  

th ro u g h  th e  medium o f  lo v e  i s  th e  th e m a tic  co n c lu sio n  th e  p la y w rig h t 

reac h es  in  Sempronio. The fo u r  p la y s  a l l  d e a l w ith  man’s c o n d itio n  and 

th e  dehum anizing e f f e c t s  o f  modem te c h n o lo g ic a l  s o c ie ty ,  h u t p ro g re s 

s iv e ly  th e y  dem onstra te  man’s a b i l i t y  to  s t r u g g le  a g a in s t  h l in d  f o r c e s ,  

and in  th e  end t o  overcome them .

W ith th e  p u b lic a t io n  o f  th e s e  fo u r  works in  a  s in g le  volum e,

Cuzzani saw th a t

su  e sc a lo n d a  p roducciôn  h ah fa  p ra c tic a m e n te  agotado un c i c lo  
a l  que y a  no fu e ra  p ru d en te  a g re g a r  mâs obras y d e l  que no 
r e s u l t a r a n  n e c e sa r ia s  in s i s t e n c i e s  de nuevas f a r s a t i r a s  n i  
r e p e t ic io n e s  de sus c o n te n id o s .5 °

Thus he s e t  ou t to  f in d  new d i r e c t io n s ,  and h i s  n ex t w ork , though m ain-'

t a in in g  some o f  th e  e lem ents o f  th e  f a r s a t i r a s . such as i r o n i c  c r i t i c i s m

and c i r c u m s ta n t ia l  d eed s , "apenas b o rd ea  l a  f a r s a  y  nunca l l e g a  a l  g ro -

tesco ." 5T

P a ra  que se  cumplan la s  e s c r i t u r a s  i s  a  complex drama w ith  m u lti

l e v e l  them es. At th e  b ase  a re  s o c i a l  p rob lem s, such as th e  p r o f i t  m otive 

and th e  e x p lo i ta t io n  o f  c a p i ta l is m . At th e  n e x t l e v e l  i s  th e  th e o lo g ic a l  

q u e s tio n  o f  f r e e - w i l l  v e rsu s  p r e d e s t in a t io n ;  w h ile  overshadow ing a l l  o f 

th e s e  i s  th e  q u e s tio n  o f  th e  e ssen ce  o f  man and th e  problem  o f  freedom  

and r e s p o n s ib i l i t y .

^^A gustfn  C uzzan i, "P rô logo  co n tin u o  y  s in  p a u s a ,"  P y a  que se  
cumplan l a s  e s c r i t u r a s  (Buenos A ire s :  E d i to r i a l  Q u e tz a l, 1 9 ^ 5 ), p . 7.

^^Hebe C am panella, ”E1 hoy y e l  aqu i en e l  t e a t r o  a rg e n t in o  de 
lo s  û lt im o s  v e in te  afios,"  Cuadem os H ispanoam ericanos, V ol. 7 8 , No. 234
(Ju n e , 1969 )» p . 688.
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Taken a t  i t s  s in q p le st l e v e l ,  t h i s  p la y  once ag a in  em phasizes th e  

dehum aniza tion  and e x p lo i ta t io n  o f  man by a  te c h n o lo g ic a l  s o c ie ty .  Here 

i t  i s  th e  com puter t h a t  th r e a te n s  to  reduce  man t o  a  mere puppet. This 

m arvelous mass o f  l e v e r s ,  b u t to n s ,  tu b e s ,  and c a b le s  i s  so  exac t in  i t s  

c a lc u la t io n s  t h a t  i t  i s  a b le  t o  p r e d ic t  th e  f u tu r e  p r e c i s e ly  and w ith o u t 

e r r o r .  W ith th e  c r e a t io n  o f  t h i s  e le c t r o n ic  b r a i n ,  man becomes v i r t u a l l y  

o b s o le te .  A nother u n d e s ira b le  consequence o f  such  a  machine i s  i t s  in 

v a s io n  o f  th e  in d i v id u a l ’ s p r iv a c y ,  fo r  i t  knows h i s  most in t im a te  

th o u g h ts  b e fo re  he th in k s  them .

The in v e n to rs  o f  th e  in f e r n a l  m achine, K ery , Tomas, and P ed ro , 

in tro d u c e  th e  p r o f i t  m o tiv e . They p la n  to  e n te r  th e  co n çu te r  a t  th e  

in t e r n a t i o n a l  s c ie n c e  c o n te s t  where th e  p r iz e  amounts t o  one m ill io n  

d o l l a r s ,  A dilemma a r i s e s  when th e  com puter p r e d ic t s  t h a t  th ey  w i l l  

tu rn  i t  o v er to  an unknown p e rso n  to  o p e ra te  f o r  them . Tomas o b je c t s ,

"No l a  en tre g a re m o s . lEs n u e s t r a j  Ademas, no estam os o b lig a d o s . La 

m âquina puede d a r  r e s u l ta d o s  e s t a d f s t i c o s , c a lc u le s  num ericos, p e ro  no 

puede o b lig a m o s ." ^ ®  A lthough t h i s  i s  t r u e ,  i t  i s  stlso  t u r e ,  as Kery 

p o in ts  o u t ,  t h a t  i f  th e y  do n o t do as th e  m achine p r e d i c t s ,  th e y  w i l l  

p rove  i t s  f a l l i b i l i t y .

KERY. — . . .  P e ro  con n u e s t r a  conduct a  demos tra re m o s  que 
lo s  r e s u l ta d o s  de l a  mâquina son f a l s o s .  iC o b ra r ia  un 
prem io en es  as co n d ic io n es?  Desde e l  mismo moment o en 
que l a  computad o ra  anuncie  algo  que no s e  cu m p lie ra , 
dej a r a  de s e r  e f ic a z  y  p e r f e c ta .  Es d e c i r ,  que h a b r îa
f r a c a s a d o .59

^®Cuzzani, P a ra  que se  cumplan l a s  e s c r i t u r a s , p .  28,

59lbid.
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The p r o f i t  m otive ag a in  ap p ea rs  when th e  p r o f e s s o r s ,  M arcos,

J u a n , and Mateo le a r n  o f  th e  m a ch in e 's  p o t e n t i a l s .  They e n v is io n  g re a t  

p o s s i b i l i t i e s , such  as a  group o f  c a p i t a l i s t s  b e in g  a b le  t o  c o n t ro l  th e  

w o rld  m a rk e ts , an d , th rough  s p e c u la t io n ,  to  dom inate p r a c t i c a l l y  e n t i r e  

c o u n t r ie s .  Such p ro s p e c ts  d azz le  them , and th e y  make an o f f e r  to  th e  

in v e n to r s .

MARCOS. — Bueno . . .  no cometeremos l a  to rp e z a  de o f r e c e r le s  
d in e ro  p o r  l a  congjutadora. U stedes son hombres de c ie n c ia  
y  no co m erc ian te s . IPero . . .  lo s  asociarem os a  muy buen 
p o rc e n ta je !

JUAN. — H abrfa que d a r  aceso  a  n u e s tro s  s e c r e te s  a  un pequeho 
grupo de p o l i t i c o s  amigos . . .

MARCOS. — Y a  c i e r to s  grupos i n d u s t r i a l e s .  Y a  a lg u n  g e n e ra l 
con in f lu e n c ia  . . .

MATEO. — Eso es h a b la r  sen sa tam en te . A u s te d e s ,  jô v e n e s , le s  
co rre sp o n d e ra  un p o rc e n ta je  de l a s  u t i l i d a d e s .  Lo que se  
llam a un r o y a l ty ." ^

Kery i s  a  l i t t l e  d o u b tfu l about th e  p ro p r ie ty  o f  t h i s  on th e  p a r t  o f

th e  p r o f e s s o r s ,  b u t  Mateo a s su re s  him t h a t  a l l  a c t i v i t i e s  a re  p ro p e r  fo r

a  p r o f e s s o r  —  " to d a  a c t iv id a d  es com patib le  con lo s  cargos u n i v e r s i t a r i -

o s . " G l

The theme o f  th e  e x p lo i ta t io n  o f  man by c a p i ta l is m  p ro v id e s  a  

b i t  o f  humor i n  a  d is c u s s io n  betw een Marcos and L ucas. Marcos p o in ts  ou t 

t h a t  th e  s o c i a l i s t s  p r e d ic t  t h a t  th e  g r e a te r  th e  e x p lo i t a t io n ,  th e  c lo s e r  

th e  r e v o lu t io n .  But n e v e r th e le s s ,  no one ceases  to  e x p l o i t ,  t o  which 

Lucas r e p l i e s ,  ” . . .  lEse es e l  v e rd ad e ro  p a p e l r e d e n to r  d e l  c a p i t a l i s 

me! E xp lo tan  mâs p a r a  a c e le r a r  l a  re v o lu c iô n  de lo s  e x p lo ta d o s !"^ ^

^ ° I b i d . . p . 6 5 . ^^ Ib id .

G ^ Ib id ., p . 78 .
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On th e  th e o lo g ic a l  p la n e ,  t h i s  drama concerns i t s e l f  b a s ic a l ly  

w ith  th e  q u e s tio n  o f  f r e e - w i l l  v e rsu s  p r e d e s t in a t io n ,  and to  a  l e s s e r  

e x te n t  w ith  o r ig in a l  s i n .  The p la y  abounds w ith  b i b l i c a l  a l lu s io n s  and 

r e fe re n c e s ,  a t  tim es b o rd e r in g  on a l le g o ry ,  and in  a  se n se  i t  i s  an 

a l le g o ry  o f  th e  c r u c i f ix io n  o f  C h r is t .  The c h a ra c te r  o f  M anuel, th e  

i t i n e r a n t  c a rp e n te r ,  r e p re s e n ts  th e  C h r i s t - f ig u r e ;  w hereas th e  com puter, 

shaped in  th e  form o f  a  c ro s s  i s  sym bolic . M anuel's d e a th , s t r e tc h e d  

o u t upon th e  m achine th u s  p ro v id es  a v i s u a l  image o f  th e  c ru c i f ix io n .

The a c tio n s  t h a t  o ccu r th ro u g h o u t th e  p la y  a re  a ls o  sym bolic o f  th e  

ev en ts  t h a t  to o k  p la c e  in  th e  l i f e  o f  C h r is t .  The s tu d e n ts ,  Tomas,

P ed ro , and K ery, who a re  th e  in v e n to rs  o f  th e  m achine, r e p re s e n t  th e  

a p o s t l e s ,  w ith  Kery sym bo liz ing  Judas I s c a r i o t .  The c h a ra c te r s  M ateo, 

M arcos, L ucas, and Juan  p o r tr a y  th e  fo u r  e v a n g e l i s t s .  Thus th e  names 

o f  th e  c h a ra c te r s  a re  s ig n i f i c a n t  fo r  t h e i r  c o n n o ta tio n s ,  and re in fo rc e  

th e  r e l ig io u s  them e.

At t h i s  l e v e l  th e  machine becomes f i r s t  a  p ro p h e t,  r e f e r r e d  to  

as I s a f a s ,  and l a t e r  a lm ost a G o d -fig u re , b e a r in g  th e  name o f th e  o th e r  

M anuel, f o r  in  b e in g  a b le  t o  a c c u ra te ly  p r e d ic t  th e  f u tu r e ,  i t  has become as 

a  god. A d eb a te  c e n te r s  around w hether t h i s  i s  d e s i r a b le  o r n o t .  Juan 

views i t  as th e  work o f  th e  D ev il.

JUAN. — . . .  e s a  m aquina p r o f e ta ,  en r e a l id a d ,  es  f r u to  de 
l a s  c i e n c ia s ,  es d e c i r ,  d esc iende  de l a  r e b e ld f a  de Adân.
Es una h i j a  de l a  manzana d e l  â rb o l p ro h ib id o . Son . . .  
lo s  nuevos d io se s  que p rom etiô  l a  s e r p ie n t e î” ^

The com puter which has p re d ic te d  th a t  th e  in v e n to rs  w i l l  e n t ru s t

i t s  o p e ra tio n  to  a  s t r a n g e r ,  a lso  p r e d ic ts  t h a t  s t r a n g e r 's  d ea th . Kery,

^^ihidv. p. 79.
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Tomas, and P ed ro , com plying w ith  th e  p r e d ic t io n ,  tu r n  th e  machine over 

t o  a  w andering vagabond , M anuel, who does n o t a c c e p t th e  i n e v i t a b i l i t y  

o f  h is  d e a th . However, when Manuel p u l l s  th e  main l e v e r  and p ro p h es ie s  

appear f o r  th e  redem ption  o f  mankind, he views th e  c o n ç u te r  in  an e n t i r e 

ly  d i f f e r e n t  l i g h t .  He knows th e  m ach in e 's  p r e d ic t io n s  t o  be  a c c u ra te . 

Thus i f  he i s  go ing  t o  b e l ie v e  in  th e  c e r t a in ty  o f  th e s e  b e n e f i ts  be in g  

bestow ed on man, he m ust su b lim a te  h i s  own f r e e - w i l l  t o  t h a t  o f  th e  

m achine. He r e f e r s  t o  th e  computer as h is  b r o th e r ,  th e  o th e r  M anuel, 

in  summing up th e  s i t u a t i o n .

MANUEL. — I Te amo, Manuel! 4Me oyes? T al vez e l  t r i u n f o  
s e r â  tu y o . T a l vez t u  ten g as  razôn  y s e a  yo qu i en muera.
Yo. (Manuel l a  m arioneta ! S in  co raz ô n , s in  v o lu n ta d . 
S ing lem en te  un mecanismo, una m âquina de s e r  f e l i z .
Q uizâ t û  me o rd en es! (M anuel, redim e a  lo s  hom bres!
(Muere p a ra  que to d o s sean d ich o so s y b ie n a y e n tu ra d o s î 
(Muere p a ra  que s e  cumplan la s  e s c r i t u r a s

I t  i s  a p p a re n t t h a t  p r e d e s t in a t io n  robs man o f  h i s  freedom . I t  

reduces him  to  th e  r o l e  o f  an au tom aton , w ith  no r e s p o n s ib i l i t y  fo r  h is  

a c t io n s .  As Keiy enqshasizes to  M anuel, i f  he d ie s  because  o f  th e  p re 

d ic t io n ,  th e n  he  w i l l  p ro v e  th a t  man i s  n o t f r e e .  Manuel in  tu rn  ques

t io n s  w hat k in d  o f freedom  e x i s t s  i f  one does n o t f u l f i l l  o n e 's  o b lig a 

t i o n s .  To t h i s  P edro  r e p l i e s  th a t  i f  freedom  does n o t e x i s t ,  then  he 

has no o b l ig a t io n s  b e c a u se , " lan  c o s a s ,  lo s  a r t e f a c t o s ,  lo s  munecos, no 

t ie n e n  n inguna  o b lig a c iô n  de q u e re r  n i  de s a c r i f i c a r s e  p o r l a  f e l i c id a d  

de n a d ie .  Sim plem ente . . .  so n , e x is te n ." ^ ^

I f  th e r e  i s  freedom , th e re  i s  no d e s t in y ,  say s  M arcos. Mateo 

r e l a t e s  t h a t  in  G reece th e  r iv e r s  w ere gods, b u t  even so  th e y  were n o t

^ ^ I b i d . . p .  7 3 . ^^I b i d . . p . 86 .
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a b le  to  change t h e i r  courses and flow  backw ards. They had  to  obey t h e i r  

d e s t in y .  As t o  men, th e y  were a ls o  bound by i t  when th e y  b e l ie v e d  th e y  

knew i t .  P rophesy becomes " l a  m a ld ic io n  h i s t o r i e s  de l a  humanidad . . .  

lo s  an tig u o s  no v iv ia n  su  tiem po , V iv ian  una p a ro d ia  d e l  f u tu r o ,  p o r 

c u lp a  de l a s  p ro fe c f a s ." ^ ^

B e lie v in g  in  p r e d e s t in a t io n  and prophesy p re v e n ts  man from l i v i n g  

a u th e n t ic a l ly  in  th e  e x i s t e n t i a l  s e n s e ,  s in c e  in  o rd e r  to  be a u th e n t ic ,  

man must c o n s ta n t ly  be  in  th e  p ro c e ss  o f  becom ing. He can n ev e r be 

s t a t i c ,  b u t  r a th e r  in  a  p e rp e tu a l  s t a t e  o f  becoming. At i t s  h ig h e s t  

l e v e l  P a ra  que se  cumplan la s  e s c r i t u r a s  d ea ls  w ith  m an's e ssen ce  and 

freedom . I t  i s  th e  drama o f  man as e x is te n c e .  Manuel v a lu es  h is  f r e e 

dom above 1 e l s e ,  and t h i s  i s  w hat c h a ra c te r iz e s  him b e fo re  h is  c o n ta c t

w ith  th e  com puter. I t s  p r e d ic t io n s  o f  h i s  death  do n o t w orry him b ecau se  

he b e l ie v e s  in  h i s  freedom .

MANUEL. — I La l i b e r t a d ,  mi q u e r id a  s e h o r i ta l  I La l i b e r t a d !
E l hombre no es  un mecanismo c ie g o , una c i  f r a  en una 
con ^u tad o ra! IS e rfa  f r a c io s o  que yo no p u d ie ra  h a c e r  
lo  que se  me d ie ra n  l a s  g a n a s , porque la s  e s t a d i s t i c a s  
s e  oponen! INo se ffo rita .' S ô lo  yo d e c id ir ê  lo  que ocu-
r r i r â  e l  IT de a b r i l  a  l a s  3 de l a  ta rd e  . . . ^ 7

M oreover, he  p rom ises E s t r e l l a  t h a t  w h a tev e r happens, he w i l l  defend

h is  l i b e r t y .

His c o n s ta n t c o n ta c t w ith  th e  machine d u rin g  a  p e r io d  o f  th r e e  

months s e rv e s  t o  d im in ish  h is  c o n fid e n c e . As he comes to  r e s p e c t  th e  

accu racy  o f  th e  com puter, he b e g in s  t o  have do u b ts . He i s  no lo n g e r  so 

p o s i t i v e  abou t th e  q u e s tio n  o f  freedom , and beg in s  t o  wonder i f  i t  i s

^^ I b id . . p . 19.

^^Ibid., p. 47.
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a f t e r  a l l  J u s t  an i l l u s i o n .  The p r e d ic t io n  t h a t  he  w i l l  d ie  h e r o ic a l l y ,  

in  d efen se  o f  c e r t a in  i d e a l s ,  f u r th e r  c o n ç l ic a te s  th e  s i t u a t io n .  Thus 

i f  he i s  to  a s s e r t  h i s  freedom  and n o t d ie  as p ro p h e s iz e d , he must b e

t r a y  th e  o th e r  M anuel.

A d is c u s s io n  o f  t h i s  prophesy  among J u a n , M arcos, L ucas, and 

Mateo re v e a ls  v a ry in g  in t e r p r e ta t io n s  o f M an u e l's  im pending d e a th . Mar

cos b e l ie v e s  t h a t  th e  m achine must be d e s tro y e d  b ecau se  i t  engenders a l l  

k inds o f  r e b e l l io n  and extrem ism  which w i l l  n o t s to p  u n t i l  i t  d e s tro y s  

th e  e n t i r e  s o c i a l  o rd e r .  As Manuel i s  th e  c a r e ta k e r  o f  th e  m achine, 

Marcos f e e l s  t h a t  i f  n e c e s s a ry , Manuel sh o u ld  p e r i s h  w ith  i t ,  and th e r e 

fo re  h is  d ea th  w ould be th e  r e s u l t  o f  an a c t  o f  r e b e l l io n .  M ateo, on 

th e  o th e r  h an d , does n o t see  M anuel's  d e a th  as a  r e b e l l io u s  a c t ,  b u t 

r a th e r  as a  sub lim e a c t  o f  o b ed ien ce , com plying w ith  D iv ine Law, "Porque 

to d o  e l  p la n  de Dios se  b a sa  en l a  o b ed ien c ia ,"^ ®  Juan  and Lucas th e n  

debate  th e  q u e s tio n  o f  freedom , Juan  a s s e r t in g  t h a t  M anuel's d ea th  w i l l  

n o t a f f irm  h i s  o b ed ien ce  b u t h is  a b so lu te  freedom . L ucas, how ever, 

b e l ie v e s  J u s t  th e  o p p o s ite .  Manuel w i l l  on ly  b e  f r e e  i f  he chooses to  

l i v e  d e s p i te  th e  s t a t i s t i c s .  To t h i s  Juan  r e p l i e s ,  "La u n ic a  l i b e r t a d  

d e l  hombre es  e l e g i r  su  m uerte . . .  This d is c u s s io n  re v o lv e s  around

th e  v a r io u s  th e m a tic  le v e ls  o f  th e  dram a, and th e r e f o r e  th ey  view 

M anuel’ s p r e d ic te d  d e a th  f i r s t  in  i t s  s o c i a l  te rm s , th en  in  i t s  r e l ig io u s  

im p l ic a t io n s ,  and f i n a l l y  in  th e  e x i s t e n t i a l  c o n te x t .

Opposing d e s i r e s  to rm ent Manuel in  h i s  s t a t e  o f  u n c e r ta in ty .  He 

p a s s io n a te ly  w ants h i s  freedom , b u t a t  th e  same tim e  s tro n g ly  d e s i r e s

% b i d . . p . 79. 69 i t i d .  .  p. 80.
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t h a t  th e  announced p rophesy  f o r  a  b e t t e r  w orld  come t r u e .  I t  i s  in d eed  

a  s o u l- s e a rc h in g  p rob lem , and he asks h i s  f r ie n d s  to  le a v e  him a lo n e  so 

t h a t  he  may go to  th e  d ep th  o f  th e  m a t te r .  When a l l  have l e f t  ex cep t 

K eiy , Manuel i s  sudden ly  s t ru c k  w ith  an id e a —he w i l l  change th e  d a te  

o f  h is  d ea th  from th e  17 th  o f  A p r il t o  th e  l 6t h ,  and by such an a c t io n  

he w i l l  a s s e r t  h is  freedom  in  th e  t r u e  e x i s t e n t i a l  s e n se .

MANUEL. — IP a ra  em pezar un d fa  a n te s ]  IP ara  que to d o  o c u rra  
e l  1 6 , no e l  17 de a b r i l !  iComprendes? iSoy l i b r e ,
Kery! lE sto  es un a c to  m îoî lYo d i r i j o ,  yo q u ie r o ! '
Yo ad e la n to  e l  d fa  de l a  b ie n a v e n tu ra n z a  y  l a  f e l i c id a d  
p ro m etid a . Lo hago y o , no l a  m aquina, icom prendes? ISoy 
l i b r e ,  Kery! Y l a  f e l i c id a d  s e r a  p a ra  hombres como y o ! '

Manuel th en  e n l i s t s  K e ry 's  a s s is ta n c e  in  c a r ry in g  out h i s  p la n . 

By changing  th e  tim e  o f  h is  d e a th , Manuel i s  no t on ly  a s s e r t in g  h is  own 

freedom , b u t he i s  b re a k in g  th e  s p e l l  o f  th e  m achine, and th u s  sa v in g  

mankind from b e in g  tra p p e d  in  th e  hands o f  b l in d  and in v in c ib le  fo r c e s .

M anuel's concern  f o r  th e  h ap p in ess  and w e ll-b e in g  o f  h i s  f e llo w -  

man a l s o  re v e a ls  th e  theme o f  lo v e  in  t h i s  p la y .  I t  f i r s t  appea rs  w ith  

th e  a r r i v a l  o f  M anuel. When E s t r e l l a  asks him i f  he has any fam ily  o r 

f r i e n d s ,  he r e p l i e s  t h a t  ev e ry o n e is  h is  fam ily  and h is  f r ie n d s .  Manuel 

th e n  f in d s  t h a t  th e  com puter, whom he comes to  r e f e r  to  as th e  o th e r  

M anuel, h as  a  love  f o r  mankind a l s o ,  " (S e n a la  l a  m aquina). A l l f  hay 

a lg u ié n  que ama a  lo s  hombres y  q u ie re  m o rir  po r e l l o s ." ? ^  Because o f 

h is  lo v e  fo r  man, Manuel d e s ir e s  th e  f u l f i l lm e n t  o f  th e  prophecy in  

r e g a rd  t o  th e  b e tte rm e n t o f  m an's c o n d i t io n .  At th e  same tim e , he de

c id e s  t o  e x e rc is e  h is  f r e e  w i l l  in  o rd e r  to  save man from  th e  ch a in s  o f

7 ° I b id . . p . 91 .

71I b i d . ,  p .  62 .
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s u p e r s t i t io n  and th e  ty r a n n ic a l  c o n tro l  o f  p r e d e s t in a t io n .  I t  i s  t h i s  

commitment to  freedom  w hich most e lo q u e n tly  e x p re sse s  h is  lo v e .

C u zzan i's  u se  o f  B ib l i c a l  names and a l lu s io n s  se rv e s  to  p o in t 

up h i s  e x i s t e n t i a l  id e a s .  W hile he does no t n e c e s s a r i ly  c o n tra d ic t  

C h r is t ia n  te a c h in g s ,  he c e r t a in ly  views them in  a  d i f f e r e n t  l i g h t .  I t  

i s  q u i te  ap p aren t t h a t  th e  a u th o r  r e j e c t s  th e  id e a  o f  p r e d e s t in a t io n ,  

and se e s  adherence to  t h i s  d o c tr in e  as d e tr im e n ta l t o  man in  th a t  i t  

ro b s  him o f  h is  freedom . W hile th e  C h r is t - f ig u re  o f  Manuel d e s ire s  to  

redeem mankind and i s  w i l l in g  t o  s a c r i f i c e  h im s e lf ,  he i s  u n w illin g  to  

s a c r i f i c e  h is  freedom . This freedom  o f  cho ice so  e s s e n t i a l  to  e x is te n 

t i a l  th o u g h t i s  a l s o  c e n t r a l  t o  th e  te ach in g s  o f  Je su s  who emphsisized 

m an's a b i l i t y  to  be  f r e e  in  s p i t e  o f  c ircum stances t o  th e  c o n tra ry , when 

he s t a t e d .

But I  say  u n to  y o u . T hat y e  r e s i s t  n o t e v i l :  b u t  whosoever
s h a l l  sm ite  th e e  on th y  r i g h t  cheek, tu rn  to  him  th e  o th e r  
a l s o .  And i f  any nmin w i l l  sue th e e  a t  th e  law , and ta k e  
away th y  c o a t ,  l e t  him have th y  c loak  a ls o .  And whosoever 
s h a l l  compel th e e  t o  go a  m ile , go w ith  him tw a in .

The q u e s tio n  o f  w heth er Manuel has succeeded  in  redeeming man

k in d  and o b ta in in g  th e  p r e d ic te d  b le s s in g s  rem ains u n re so lv ed . However, 

by h is  a c t io n  he h as  s e t  an example and has r a i s e d  h o p es , and as in  th e  

case  o f  C h r is t ,  on ly  th e  f u tu r e  w i l l  show w hether man w i l l  t r u l y  be th e  

r e c ip ie n t  o f  th e  p ro m ise s . The pervad ing  f e e l in g ,  how ever, i s  t h a t  man 

w i l l  on ly  a r r iv e  a t  a  b e t t e r  s t a t e  th rough  a c t io n  such  as Manuel exem

p l i f i e d .  In  a  way t h i s  does c o n tra d ic t  C h r is t ia n  d o c tr in e  which b e l ie v e s  

t h a t  man w i l l  be sav ed  througjh f a i t h ,  no t w orks. Here again  i t  i s  a 

m a tte r  o f  em phasis, f o r  Manuel s u re ly  has f a i t h  in  th e  com puter's
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p r e d ic t io n s ,  b u t  f o r  him a c t io n  i s  a l s o  e s s e n t i a l ,  f o r  w ith o u t i t ,  man 

w i l l  h e  red u ced  to  th e  r o le  o f  a  m achine.

Cuzzani a lso  uses B ib l i c a l  theme in  h is  e a r l i e s t  d ram a tic  w ork, 

D a l i l a h , w hich he w rote when he was on ly  sev en teen . I t  i s  th e  s to ry  o f  

a  w r i t e r  and h is  w ife . The a u th o r  i s  composing a  drama about Sampson 

and D a l i la h ,  and in v o lu n ta r i ly  assum es th e  r o le  o f  Sampson.

Es d e c i r  l a  de un hombre a  q u ie n  l a  m ujer ( t r a s u n to  d e l  a c to  
s e x u a l t o t a l )  l e  ’h a  q u ita d o  l a s  f u e r z a s ’ y e s p e ra  e l  re n a c e r  
de l a s  mism as. En l a  B ib l ia  p a re c e n  s e r  lo s  p e lo s .  En mi 
o b ra  es to d a  l a  p o te n c ia  humana, e l  seH orio  t o t a l  y— en e l  
fondo— l a  e n e rg fa  s e x u a l p e r d id a .?

La e n v id ia , a b r i e f  d ra m a tic  monologue, has as i t s  them e, envy, 

and fo c u se s  on a  f r u s t r a t e d  w r i t e r  tu rn e d  c r i t i c .  The c r i t i c ,  hav in g  

j u s t  seen  a  p la y  by a  young a u th o r ,  i s  p re p a r in g  to  w r i te  a  rev iew . At 

f i r s t  h e  i s  v ery  e n th u s ia s t ic  and fa v o ra b ly  im p ressed ; b u t as he b eg in s  

t o  remember h is  own f a i l u r e ,  he becomes envious and f i n a l l y  w r i te s  a 

d e v a s ta t in g  c r i t i c i s m  o f  th e  w ork.

F or C uzzani, man, and p a r t i c u l a r l y  lo w e r-c la s s  and m id d le -c la s s  

man, i s  th e  in e x o ra b le  v ic tim  o f  th e  socio-econom ic o rg a n iz a tio n  in  

w hich he moves. In  h i s  d ram a tic  w orks he i s  p r im a r i ly  concerned  w ith  

th e  s t r u g g le  a g a in s t  th e se  b l i n d  fo rc e s  to  re c u p e ra te  an a u th e n t ic  e x is 

te n c e ,  human d ig n i ty ,  and in d iv id u a l  freedom . He does n o t o f f e r  over

s im p l i f ie d  s o lu t io n s .  In  f a c t  th e  o n ly  p la y  in  w hich he h a p p ily  re s o lv e s  

th e  s i t u a t i o n  i s  Sem pronio. and even  h e re  he shows th e  power o f  lo v e  as 

a  means and no t as an end. The o th e r  p la y s  te n d  to  r a i s e  q u e s t io n s , in  

th e  B re c h tia n  t r a d i t i o n ,  to  w hich th e r e  a re  no easy  answ ers.

^^Agustfn Cuzzani to  au th o r, July  25, 1973.
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The themes Cuzzani uses in  h i s  dramas a re  r e l a t e d  to  th e  contenir- 

p o ra ry  w orld  and i t s  co n ce rn s. They a re  n o t l i k e l y  t o  he o u t-d a te d  f o r  

some tim e  u n le s s  th e  v e iy  f a b r ic  o f  modern s o c ie ty  changes a b ru p tly  and 

r a d i c a l l y .  Cuzzani c l e a r ly  speaks t o  co n ten ço ra ry  man about problem s 

which v i t a l l y  concern h im , such as  th e  e f f e c t s  o f  in c re a s e d  te c h n o lo g y , 

th e  w o r ld 's  c a p a c ity  f o r  s e l f - d e s t r u c t i o n ,  th e  encroachm ent o f  governm ent 

in t o  ev e ry  c o rn e r  o f  th e  i n d i v id u a l 's  l i f e .  The r e s u l t a n t  lo s s  o f  in d i 

v i d u a l i t y ,  freedom , and i d e n t i t y  h as  c re a te d  phenomena from crim e in  th e  

s t r e e t s  t o  h ip p ie s ,  from th e  d rug  scen e  t o  e x o t ic  and a p o c a ly p tic  r e l i 

g io u s movements. Cuzzani a t ta c k s  th e  problem s w ith  th e  z e a l o f  an 

engagée e x i s t e n t i a l i s t ,  a s s e r t in g  th e  n o b i l i t y  o f  man in  h is  u n ceasin g  

s t r u g g le  t o  r i s e  above th e  o p p re s s iv e  and d eg rad in g  c o n d itio n s  o f  s o c i

e ty .



CHAPTER III

STRUCTURE

C u z z a n i 's  abandonment o f  r e a l is m  becomes most obv ious in  th e  

s t r u c t u r e  o f  h i s  p la y s ,  where he more c lo s e ly  fo llow s German e x p re ss io n 

ism  in  g e n e ra l and B e r to l t  B rech t in  p a r t i c u l a r .  The te rm  ex p ress io n ism  

i s  r a th e r  lo o s e ly  employed to  co v er a  b ro a d  spectrum  o f  d ram a tic  sc h o o ls . 

However, th e  k eyno te  o f  e x p r e s s io n is t ic  th e o ry  i s  found in  S tr in d b e rg 's  

p re fa c e  to  The Dream P lay  w herein  he s t a t e s  :

A nything may happen; e v e ry th in g  i s  p o s s ib le  and p ro b a b le .
Time and space  do n o t e x i s t .  On th e  in s ig n i f i c a n t  back
ground o f  r e a l i t y ,  im ag in a tio n  d es ig n s  and em bro iders n o v e l 
p a t te r n s  ; a  medley o f  m em ories, e x p e r ie n c e s ,  f r e e  f a n t a s i e s ,  
a b s u r d i t i e s ,  and im p ro v is a tio n s . ^

From such th e o ry  comes th e  b a s is  f o r  th e  s t r u c tu r e  o f  th e  new th e a t r e

w hich i s  d ia m e tr ic a l ly  opposed t o  th e  b a s ic  te n e ts  o f  th e  r e a l i s t -

n a t u r a l i s t i c  drama. B rech t was i n t e n t  upon b re a k in g  th e  i l l u s i o n  o f

r e a l i t y ,  w hich was th e  s o u l  o f  th e  r e a l i s t i c  t h e a t r e .  He m ain ta in ed

t h a t  i t  must be  ap p aren t to  th e  s p e c ta to r s  t h a t  th e y  a re  n o t  w itn e ss in g

I jo h n  G assn e r, D ire c t io n s  i n  Modern T h ea tre  and Drama (New York: 
H o lt R in e h a r t and W inston, ï g ë ë ) ,  p .  11Ô,

5h
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r e a l  e v e n ts ,  h ap pen ing  a t  t h a t  v e ry  moment, h u t  r a th e r  t h a t  th e y  a re

s i t t i n g  in  a  t h e a t r e ,  l i s t e n i n g  to  an acco u n t o f  th in g s  t h a t  have hap- 
2

pened in  th e  p a s t .

There a re  s e v e r a l  p h ilo s o p h ic a l  re a so n s  b eh in d  th e  abandonment 

o f  r e a l i s t i c  s t r u c t u r e .  In  th e  f i r s t  p l a c e ,  th e  l o g i c a l  c o n s tru c t io n  o f 

p la y s  o f  th e  A r i s to t l e a n  th e a t r e  in d ic a te d  a  r e l e n t l e s s  co u rse  o f  f a t e ,  

w hich made i t  ap p ea r unfathom able and in c a p a b le  o f  b e in g  in f lu e n c e d  by 

human i n i t i a t i v e . ^  T his o f  course v io l a t e s  th e  very  co re  o f  e x i s t e n t i a l  

b e l i e f  w hich so  s t r o n g ly  opposes f a t e  and a s s e r t s  in d iv id u a l  freedom . 

S econd ly , th e  view  o f  th e  w orld  w hich a  r e a l i s t i c  s t r u c t u r e  p re s e n ts  i s  

th a t  o f  an o rd e re d  w o r ld , which to  many contem porary  d r a m a t is t s ,  in c lu d 

in g  C u zzan i, i s  in  i t s e l f  u n r e a l i s t i c  and f a l s e .  They see  th e  w orld  as 

ab su rd  and a ttem p t t o  r e f l e c t  th a t  a b s u rd i ty  w hich to  them i s  much 

c lo s e r  t o  th e  t r u t h  th a n  th e  s u r fa c e  r e a l i t y  o f  th e  more t r a d i t i o n a l  

r e a l i s t i c  t h e a t r e .  Thus th ey  ex p ress  a  c r i t i c i s m  o f  ou r d i s in te g r a t in g  

s o c ie ty  by means o f  c o n fro n tin g  th e  au d ien ce  w ith  a  d i s to r t e d  p ic tu r e  o f
Ua  w orld  gone mad. The more random, d is o rd e re d  s t r u c tu r e  o f  th e  works 

m ir ro rs  th e  c h a o t ic ,  i r r a t i o n a l  p a t t e r n  o f  contem porary m an's l i f e .

The r e a l i s t i c  drama a ttem p ted  to  p o r t r a y  t r u e - t o - l i f e  s i t u a t io n s .  

With t h i s  in  mind i t  made use o f  a  t i ^ t  s t r u c tu r e  t o  in t e n s i f y  th e  f e e l 

in g  o f  r e a l i t y ,  Cuzzani in  h is  p la y s  i s  n o t p re s e n tin g  r e a l - l i f e  condi

t i o n s ,  b u t  r a th e r  i r r a t i o n a l  fa n ta s y .  H is work " r e p re s e n ts  r a th e r  than

^John G a ssn e r, B re c h t, th e  Man and H is Work (Garden C i ty ,  1Î.Y.: 
Anchor Books, 196I ) ,  p . 125.

^ Ib id . . p .  127 .

^M artin  E s s l in ,  The T h ea tre  o f  The Absurd (Garden C i ty ,  N .Y .; 
Anchor Books, 1961 ) ,  p . 300.
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d e sc r ib e s  o r  e x p la in s  what th e  a u th o r  h as  to  say . The au d ience  has no 

doubt about th e  a t t i t u d e  i t  must ta k e  t o  c h a ra c te rs  and e v e n ts , and w il

l in g ly  suspends b e l i e f . ”^ T his c lo s e ly  p a r a l l e l s  th e  B re c h tia n  s ta g e  

w hich by abandoning  th e  p re te n s e  t h a t  th e  audience i s  eavesd ropp ing  and 

t h a t  th e  t h e a t r e  i s  th e  w orld  i t s e l f ,

approx im ates th e  le c tu r e  h a l l ,  t o  w hich th e  aud iences 
come in  th e  e x p e c ta t io n  o f  b e in g  in fo rm ed , and a ls o  th e  
c irc u s  a re n a ,  where an aud ience w ith o u t id e n t i f i c a t i o n  
o r  i l l u s i o n ,  w atches p erfo rm ers  e x h ib i t  t h e i r  s p e c ia l  
s k i l l s ,

Cuzzani b u i ld s  each o f  h is  f a r s a t i r a s  eiround a  c e n t r a l  s i t u a c i 6n - 

e s p e c ta c u lo . a  v i s u a l  s p e c ta c le  w hich i s  th e  t h e a t r i c a l  i l l u s t r a t i o n  o f  

a  c o n f l i c t ,  "Donde l a  exag erac iô n  aguda de sus c o n tra d ic c io n e s  s e  r e f l e -  

j a  en m a tic e s  absurdos que deform an comicamente l a  p r e s e n ta t io n  e s c e n ic a .” 

Each f a r s a t i r a  p re s e n ts  a  unique s i t u a t i o n  far-rem oved from r e a l i t y .  I t s  

a b s u rd ity  su p p re s se s  a t  once any in c l in a t io n  to  view th e  p la y  as a re p 

r e s e n ta t io n  o f  l i f e .  Sc w h ile  th e  e n tra n c e  o f  E l ia s  B eluver in  a  c irc u s  

cage in  Una l i b r a  de cam e may c r e a te  h i l a r i t y ,  i t  p re v e n ts  th e  aud ience 

from a n t i c ip a t in g  a  t r u e - t o - l i f e  c o u r t sc e n e . L ikew ise th e  a r r i v a l  o f  

th e  In d ia n s  to  Spain  in  a  f is h e rm a n 's  n e t  r e p le te  w ith  f i s h  in  Los in d io s  

e s ta b a n  c a b re ro s .  and th e  p r e s e n ta t io n  o f  Sempronio w ith  e l e c t r i c a l  w ires 

and c o n n ec tio n s  fa s te n e d  to  him , d e s tro y  any i l lu s io n s  o f  r e a l i t y .  I t  

i s  around t h i s  i r r e a l i t y  o f  th e  s i t u a t i o n  th a t  Cuzzani c o n s tru c ts  h i s  

p la y s .

5John  E. Lyon, "The A rg en tin e  T h ea tre  and th e  Problem  o f  N a tio n a l 
I d e n t i t y :  A C r i t i c a l  S u rv ey ,"  L a tin  American T hea tre  Review , V ol. 5 , No.
2 (S p r in g , 1 9 7 2 ), p . 15.

^ E s s l in ,  B re c h t, p . 126.

"^Agustin C uzzan i, "B alance y c o n f id e n c ia  d e l a u to r ,"  T e a tro  de 
A gustfn  C uzzani ( h e r e a f te r  r e f e r r e d  t o  as T*A.C.) (Buenos A ire s : E di
t o r i a l  Q u e tz a l ,  I9 6 0 ) , p . 11.
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In  th e  t ig h te n in g  o f  th e  s t r u c t u r e ,  th e  r e a l i s t i c  drama resem bled 

n e o -c la s s ic is m . The c l a s s i c  t e n e t  o f  u n i ty  o f  p la c e ,  w h ile  n o t n e c e ss a r

i l y  adhered  t o  s t r i c t l y ,  d id  h o ld  a  g r e a t  d e a l o f  v a l id i t y  f o r  th e  r e a l 

i s t i c  d ra m a t is t .  From h is  p o in t o f  v iew , th e  few er th e  changes o f  sc e n e , 

th e  more c lo s e ly  th e  p la y  r e f l e c te d  r e a l i t y .  Thus many p la y s  o f  th e  

r e a l i s t i c  s c h o o l had no scene changes, w h ile  o th e rs  had l im i te d  changes, 

u su a lly  r e s t r i c t e d  to  geograph ic p ro x im ity .

The new th e a t r e  as developed a long  th e  l i n e s  o f  B re c h t 's  ep ic  

th e a t r e  knows no l im i ta t io n s  o f  p la c e .  B eing b a s ic a l ly  e p iso d ic  in  

n a tu r e , c o n t in u i ty  o f  scene  i s  n o t n e c e s s a ry ,  no r i s  i t  d e s i r a b le  as a 

to o l  f o r  c r e a t in g  th e  i l l u s i o n  o f  r e a l i t y ,  as i t  i s  t h i s  v ery  i l l u s i o n  

which th e  p la y w rig h t o f  th e  ep ic  t h e a t r e  w ishes to  d e s tro y . The German 

d ra m a tis t Erw in P is c a to r  o r ig in a te d  e p ic  drama in  w hich he b len d ed  f i lm  

and s ta g e  te c h n iq u e s ,  th u s  b ro ad en in g  th e  t h e a t r e  in  a l l  d i r e c t io n s  to
g

encompass th e  w orld  and mankind.

For th e  most p a r t  Cuzzani makes u se  o f  numerous changes o f  scene 

in  h is  p la y s .  He sometimes acco inp lishes t h i s  by th e  use o f  v a r io u s  

s ta g e  l e v e l s ,  e n a b lin g  a  r a p id  s h i f t  from scene to  scene w ith  a  r e s u l t a n t  

c inem agraphic o r  montage e f f e c t .  I n  Una l i b r a  de c am e  th e r e  a re  numer

ous scene  changes w ith in  th e  s ta t io n a r y  scene  o f  th e  courtroom . The 

a c tio n  moves q u ic k ly  from one scene to  a n o th e r ,  showing th e  ch a in  o f  

ev en ts  in  th e  p r o ta g o n i s t 's  l i f e  which le d  to  th e  p r e s e n t  t r i a l .  The 

s e t t i n g  a l s o  a l t e r n a t e s  between p a s t  e p iso d e s  and th e  courtroom , produc

in g  scen es  w ith in  scenes and s im u ltan eo u s  v iew s.

^ G assn er, D ire c tio n s  in  Modem T h ea tre  and Drama, pp . 282-3 .
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In  E l cen tro fo rw ard  m urio a l  amanecer Cuzzani uses a  m u l t i - l e v e l  

s ta g e  f o r  scene  changes. The predom inant scene i s  t h a t  o f  a  p u b lic  

s tad iu m  w ith  a  J a i l  in  view  in  th e  background. This s e t t i n g  rem ains on 

s ta g e  th ro u g h o u t th e  p la y ,  a lth o u g h  th e  a c t io n  changes to  o th e r  s ta g e  

l e v e l s .  In  one p r e s e n ta t io n  a  chorus o f  workmen c o n s tru c te d  a  gallow s 

th ro u g h o u t th e  e n t i r e  perfo rm ance in  f u l l  view o f  th e  au d ien ce , w h ile  

a t  th e  same tim e th e  a c t io n  was p ro g re s s in g  on th e  o th e r  l e v e l s .

Los in d io s  e s ta b a n  c a b re ro s  a ls o  makes use o f  a  m u l t i - l e v e l  

s ta g e .  T h is a llow s f o r  a  r a p id  and smooth t r a n s i t i o n  o f  s c e n e s . Begin

n in g  w ith  th e  second a c t  th e  a c t io n  s h i f t s  from a  s e a p o r t in  S pain  to  

th e  bank o f  a  r i v e r  to  th e  bedroom o f  Manuel and M aria t o  th e  p a t io  o f  

t h e i r  h o u se , th e n  to  an e c c l e s i a s t i c a l  c o u n c il m eeting  and from th e re  

t o  v a r io u s  sp o ts  on s t a g e ,  "En l a  p l a t e a ,  p o r  d i s t i n to s  s i t i o s ,  p e r s e -  

gu idos p o r  lu c e s  c o n c e n tra d o s , lo s  rumores a p a re c e n ." ^  The scen e  ag a in  

s h i f t s  b r i e f l y  back to  th e  r i v e r  bank and th e  la u n d re s s e s ,  and th e n ce  

on t o  a n o th e r  p la c e  in  th e  o r c h e s t r a  p i t ,  n e a r  th e  p u b lic  e n tra n c e  where 

a  woman c a l l s  up to  a  window. At t h i s  p o in t ,  th e  th r e e  p r o ta g o n is ts ,  

Tupa, T euche, and T o n atio  e n te r  th e  o r c h e s tr a  p i t ,  c ro ss  i t ,  and clim b 

upon th e  s ta g e  a t  a  p la c e  w here th e  scene r e v e a ls  a  J a i l  whose b a r re d  

f r o n t  r a i s e s  l i k e  a  c u r ta in  t o  re c e iv e  them so  t h a t  th e y  p ass  q u ic k ly  

from  th e  e x t e r io r  to  th e  i n t e r i o r  o f  th e  p r is o n .  Numerous scen e  changes 

a l s o  o c c u r  in  th e  t h i r d  a c t .

In  c o n tra s t  to  C u z z a n i 's  o th e r  w orks, Sempronio c o n ta in s  r e l a 

t i v e l y  few changes o f  s e t t i n g ,  and th u s  i t  la c k s  th e  cinem agraphic

^Cuzzani, "Una l i b r a  de carne ,"  T.A .C., p . 153.
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e f f e c t  of th e  p re v io u s  p la y s .  Only in  th e  f i r s t  p a r t  o f  th e  l a s t  a c t  

i s  th e r e  any f e e l in g  o f  m o tio n , and th e  a u th o r  ach iev es  t h i s  on ly  b r i e f l y  

th ro u g h  r a p id  scen e  changes. With P a ra  que se  cumplan la s  e s c r i t u r a s , 

Cuzzani tu rn s  ag a in  t o  th e  e p ic  th e a t r e  m aking c o n s id e ra b le  use o f  

m u l t i - l e v e ls  and scen es  s e t  in  th e  s e v e r a l  c o m e rs  o f  th e  s ta g e .  He 

a ls o  u ses  c u r ta in s  t o  s e p a ra te  th e  v a r io u s  s e t t i n g s ,  and by r a i s i n g  and 

lo w erin g  them a llo w s th e  scenes to  flow  in t o  one a n o th e r . W hile th e  

d is s o lv in g  o f  one scene  in t o  an o th e r b reak s  th e  u n ity  o f  p la c e ,  i t  p ro 

v id e s  a  much sm oother t r a n s i t i o n  th a n  t r a d i t i o n a l  scene changes.

Time i s  a n o th e r  s t r u c t u r a l  elem ent w hich has always been an im

p o r ta n t  c o n s id e ra t io n  in  drama s in c e  th e  days o f  A r i s to t l e  a lthough  th e  

d ram a tic  p re c e p ts  re g a rd in g  t h i s  u n ity  have v a r ie d  c o n s id e ra b ly . The 

c l a s s i c i s t s  b e l ie v e d  t h a t  th e  a c t io n  shown on s ta g e  sh o u ld  no t cover a 

p e r io d  o f  tim e lo n g e r  th a n  i t  a c tu a l ly  to o k  t o  p re s e n t  i t .  R e a l i s t i c  

dram a, though n o t as r e s t r i c t i v e  as th e  c l a s s i c  t h e a t r e ,  d id  te n d  to  

t ig h te n  up d ram a tic  tim e  red u c in g  th e  p e r io d  covered  in  a  g iven  p la y  as 

much as p o s s ib le .  Rom anticism  ten d ed  to  be more ram b ling . T r a d i t io n a l  

dram a, however c l a s s i c ,  ro m a n tic , o r  r e a l i s t i c - n a t u r a l i s t i c  te n d s  t o  

fo llo w  a  l i n e a r  tim e  continuum , w hereas th e  new th e a t r e  views tim e  in  an 

e n t i r e ly  d i f f e r e n t  m anner. As re a l is m  t r i e d  t o  c r e a te  th e  i l l u s i o n  o f  

r e a l i t y ,  o f  th e  r e a l  w o r ld , tim e advanced in  th e  most f a m i l ia r  manner 

from p o in t  to  p o in t  in  a  s t r a i g h t  l i n e .

To th e  d ra m a tis ts  o f  th e  new th e a t r e  tim e  i s  more s u b je c t iv e ,  

and i n t e r i o r  tim e  te n d s  to  re p la c e  e x t e r io r  tim e  in  many in s ta n c e s .

There i s  no lo n g e r  th e  n e c e s s i ty  f o r  tim e t o  move l i n e a r ly .  I n s te a d ,  

from any g iven  p o in t ,  i t  may move backw ards, jump fo rw ard , o r  b le n d
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p a s t ,  p r e s e n t ,  and f u tu r e  a l l  a t  th e  same moment, which d em o n stra tes  th e  

com plex ity  o f  t h i s  concep t as developed  by th e s e  p la y w rig h ts ,

C u z z a n i 's  p la y s  a re  a  good e x a rp le  o f  t h i s  com plex ity . In  Una 

l i b r a  de c a m e  he uses a  s e r i e s  o f  f la sh b a c k s  w hich p ro g re ss  l i n e a r l y .  

W hile a t  th e  same tim e th e  p a r a l l e l  a c t io n  o f  th e  courtroom  t r i a l  i s  

ta k in g  p la c e .  In  t h i s  way p a s t  and p r e s e n t  a re  in te rw o v en . The fu tu r e  

i s  p re s e n t  in  th e  p a s t ,  as w e ll  as th e  p r e s e n t ,  f o r  d u rin g  th e  f la sh b a c k s  

w hich a re  advancing  in  a  s t r a i g h t  l i n e ,  th e  au d ien ce  i s  a lre a d y  aware o f  

w hat i s  coining. The a u th o r employs th e  same te c h n iq u e  in  E l cen tro fo rw ard  

m uriS a l  am anecer. where in  th e  f i r s t  scene th e  aud ience becomes aware o f 

th e  im pending ex ecu tio n  th ro u g h  th e  a c t io n  o f  th e  condemned man who to s s e s  

a  no tebook from  h is  c e l l  window. A vagabond r e t r i e v e s  th e  notebook and 

b eg in s  r e l a t i n g  from i t  th e  sequence o f  ev en ts  le a d in g  up to  th e  p re s e n t  

s i t u a t i o n .  Thus tim e r e g re s s e s  b e fo re  i t  p ro g re s s e s .

The elem ent o f  tim e i s  even more n o v e l in  Los in d io s  e s ta b a n  

c a b re ro s . In  t h i s  work Cuzzani d e a ls  w ith  th e  p a s t  in  a  more c o n v e n tio n a l 

m anner, r e v e a l in g  i t  t h r o u ^  th e  d is c u s s io n s  o f  th e  c h a ra c te r s  who r e l a t e  

p re v io u s  e v e n ts .  But i t  i s  in  th e  a r e a  o f  th e  fu tu r e  t h a t  th e  w r i t e r  

becomes more u n iq u e , as in ' t h i s  h i s t o r i c a l  f a n ta s y  he b u i ld s  h is  p lo t  

a round what m ight have happened r a th e r  th a n  what d id  happen. In  C u zza n i's  

w o rd s ,

Lo r e a l ,  d i j e r a  A r is to te le s  e l  trem endo , e s  s 6lo  un momento 
de lo  p o s ib le  que se  to m a  a c tu a l .  Me propongo t r a z a r  ese  
l i m i t e  a  mi f a n ta s i a .  Porque aun l a  f a n t a s i a  n e c e s i ta  lo s  
mismos fundament os que lo  re a l.^ O

^^C uzzan i, "E p ilogo  p a ra  c r i t i c o s  y  b a c h i l l e r e s , "  "Los in d io s  
e s ta b a n  c a b re ro s ,"  T .A .C ., p . 179.
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The ev en ts  oceu rin g  on th e  s ta g e  a re  s ig n i f i c a n t  n o t on ly  f o r  f u r th e r in g  

th e  p re s e n t  a c t io n ,  b u t a l s o ,  and perh ap s even more im p o r ta n t ly ,  fo r  

t h e i r  im pact on th e  f u tu r e .  Here th e  au th o r employs th e  th e o ry  o f  th e  

t im e -s k ip  w herein  th e  im m ediate i n t a c t  o f  an ac tio n  i s  m inor, b u t  i t s  

f u tu r e  im pact i s  g r e a t ly  i n t e n s i f i e d .  In  t h i s  manner th e  I n d ia n s ’ d e c i

s io n  t o  le a d  th e  Spanish  to  th e  New W orld a f fe c te d  few er peo p le  a t  t h a t  

tim e  th a n  i t  was to  l a t e r .

This p la y  a ls o  p re s e n ts  th e  f u tu r e  through th e  d ev ice  o f  a  c r y s ta l  

b a l l  b e lo n g in g  to  th e  s i x  w ise  men w ith  whom th e  In d ia n s  sh a re  a  p r is o n  

c e l l .  The w ise men make use  o f  th e  c r y s t a l  b a l l  as a  t e l e v i s io n  s e t ,  

o n ly  o f  course in s te a d  o f  v iew ing  happenings o f  th e  p r e s e n t ,  th e y  see 

e v e n ts  in  th e  f u tu r e .  They have a  h a b i t  o f  w atching so c c e r  games from 

th e  tw e n tie th  cen tu ry  as th e y  w ish  to  be  modem and u p - to -d a te .  One o f  

th e  men, Don P e ro , has been in  p r is o n  f o r  some 3T^ y e a r s ,  a  f a c t  t h a t  

s e rv e s  t o  p o in t  up th e  in s ig n i f ic a n c e  o f  tim e in  th e  t r a d i t i o n a l  s e n se . 

When P rin c e  Tupa le a m s  t h a t  h i s  c e llm a te  i s  so o ld  h e ' i s  amazed and 

a s k s ,

TUPA. — iY no se  ha  muerto?

DON PEBO. — IMorirmeî ID arl e s  e se  gusto ! iy  mi o rg u llo  
de C ab a lle ro  espafio l? M ien tras  haya algun rey  o t i r a n o  
que gob ie rne  un s o lo  palm a de t i e r r a  espaH ola, aqui 
e s ta r e  firm e p a ra  g r i t a r l e ,  I que muera! y y a  v e is  que 
no e s to y  ta n  v ie  j o .  Soy e l  mas moderao de to d o s . . .

The im p lic a tio n  h ere  i s  t h a t  tim e  i s  a  s t a t e  o f m ind, and age m easured

in  e x t e r n a l ,  c h ro n o lo g ic a l tim e i s  d e c e p tiv e .

^^Cuzzani, "Los indios estaban cabreros," T.A.C., p . 157.
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The p a s t ,  p r e s e n t ,  and fu tu r e  converge a t  s e v e ra l  p o in ts  in  th e  

p la y . One such in s ta n c e  i s  when th e  th r e e  In d ia n s  f i r s t  a r r iv e  a t  th e  

p r is o n  and Abnib Ben Benib g re e ts  them  as am ericanos, q u o tin g  th e  h i s t o r 

i c a l  background o f  th e  Americas from an en cy c lo p aed ia  which he has w r i t 

te n ,  His h i s t o r i c a l  knowledge i s  a c c u ra te  b u t unknown a t  t h i s  p o in t  in  

c h ro n o lo g ic a l t im e ,  f o r  America has n o t y e t  been  d isc o v e re d , l e t  a lone 

named. In  t h i s  way th e  p re s e n ta t io n  o f  th e  p a s t  in  th e  p re s e n t im p lie s  

fu tu re  e v e n ts .  A s im i la r  conv o lu tio n  o f  tim e  occurs in  th e  t h i r d  a c t  

when a  policem an  s to p s  C r is tô b a l  Colon and q u e s tio n s  him as to  h is  name 

and h is  n a t i o n a l i t y .  In  re p ly in g  Colôn q u o te s  numerous c h ro n ic le r s  and 

w r i t e r s ,  in c lu d in g  F ray  Bartolom é de la s  C asas , S alvador M adariaga, and

th e  American h i s t o r i a n  P re s c o t t ,  Of cou rse  he i s  q u o tin g  works t h a t

12had n o t y e t  been w r i t t e n .

In  th e  p la y  Sempronio tim e appears t o  be more c o n v e n tio n a l, 

moving l i n e a r l y  from  s t a r t  to  f i n i s h .  W hile th e  au th o r ten d s to  fo llo w  

more t r a d i t i o n a l  l i n e s  in  adhering  t o  a  c h ro n o lo g ic a l sequence , he does 

make u se  o f  i n t e r i o r  tim e . He u t i l i z e s  th e  c h a ra c te r  o f  Sempronio 

to  p re s e n t  th e  prob lem  o f  tim e fo r  th e  r e t i r e d  person  fo r  whom tim e 

p asse s  very  s lo w ly . In  Sem pronio 's c a s e ,  he  a cq u ired  th e  hobby o f  stamp 

c o l le c t in g  in  an e f f o r t  to  f i l l  th e  w eary h o u rs . When he a c c id e n t ly  

became r a d io a c t iv e ,  he  viewed i t  as :a b le s s in g  because from th e n  on he 

was busy p ro v id in g  e l e c t r i c  c u r re n t  f o r  th e  o p e ra tio n  o f  a l l  s o r t s  o f  

a p p lia n c e s  and m ach ines. The tim e he spends in  p r is o n ,  i d l e  and s e p a ra te d  

from h is  fa m ily , p a s s e s  very  s lo w ly , as he ex p re sse s  upon h is  r e tu r n  

home.

l ^ l b i d . . p .  171.
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SEMPRONIO, —  IAh . . .  que b ie n  se  e s t é  a q u îl (a  O lga)

INo, mi v i e j a ,  y a  no me l l e v a r é h  mas! La p e s a d i l l a  
te rm in é  p a ra  s iem p re . ICuanto lo s  he ex tra h ad o î 
(M ira a  S u s a n ita )  IQuê a l t a  que e s ta s !  (A Olga)
ICômo c rec en  e s to s  c h ic o s!  . . .

SUSANITA. — No se a s  ex ag e rad o , p a p i to .  Fueron dos 
sémanas . . .

SEMPRONIO. — A mi me p a re c ie ro n  dos s ig lo s  . . .  IQuê 
s é  yo!^3

Here th e  e x te r n a l  tim e i s  two weeks as compared to  th e  i n t e r n a l  tim e  o f  

two c e n tu r ie s .

W ith P a ra  que se  cumplan l a s  e s c r i t u r a s  Cuzzani r e tu rn s  to  a  more 

complex concep t o f  tim e . As in  Una l i b r a  de cam e  and E l c e n tro fo rw a rd  

murio a l  am anecer. he u ses  th e  f la sh b a c k  te c h n iq u e . However, i n  t h i s  

work tim e  makes a  com plete c i r c l e ,  w hereas in  th e  o th e r  two th e  a c t io n  

s t a r t e d  a t  one p o in t .  Jumped b ackw ards , and th e n  p ro g re s se d  t o  th e  b eg in 

n in g  p o in t  and co n tin u ed  beyond i t ,  in  t h i s  l a t e r  work th e  end in g  i s  

p r e c i s e ly  th e  b e g in n in g , and does n o t p ro g re ss  beyond t h a t  p o in t .  Al

though tim e  moves more o r  l e s s  l i n e a r l y  betw een th e s e  two p o in t s ,  th e  

f u tu r e  and th e  p a s t  a re  alw ays superim posed  upon th e  p r e s e n t .  The com

p u t o r 's  p ro p h e s ie s  p r o je c t  th e  p r e s e n t  in to  th e  f u tu r e ,  w h ile  th e  b i b l i 

c a l  p ro p h e s ie s  s e rv e  t o  t i e  th e  p a s t  in to  th e  p r e s e n t .  The m a ch in e 's  

p r e d ic t io n s  o f  th e  c h a r a c te r s ' speeches and a c t io n s  a ls o  s e rv e  t o  

ach ieve  c o n c u rre n t tim e . T h is r e s u l t s  in  f u tu r e  ev en ts  becom ing p a s t  

b e fo re  th e y  have o ccu rred  in  th e  p r e s e n t .  One example o f  t h i s  ta k e s  

p la c e  when E s t r e l l a  e n te r s  th e  C inco E squinas b a r  and m eets Kery and 

Tomas. They seem t o  know e v e ry th in g  about h e r ,  in c lu d in g  what sh e  w i l l

^^Cuzzani, "Sempronio,” T.A .C., p . 220.
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say  b e fo re  she  says i t .

ESTRELLA. — Bueno, aho ra  dfgame l a  v e rd ad . iU sted es  son 
d e te c t iv o s ,  no? D e te c tiv e s  p r iv a d o s  o a lg o  a s i .

KERY. — (T endiendole  una t a r j e t a )  ILea aq u i!

ESTRELLA. — (Leyendo) E s t r e l l a  p e d i r a  un re f re s c a d o  
de lim ôn .

KERY. — (Le t ie n d e  o t r a  t a r j e t a . ) Y m ire e s to .

ESTRELLA. — (Lee) E s t r e l l a  nos p re g u n ta ra  s i  somos d e te c 
t iv o s  p r iv a d o s  ( S a l t a . )  INo puede s e r l^ ^

In  th e  m ost c o n v e n tio n a l ty p e  s t r u c tu r e  o f  th e  r e a l i s t i c  drama 

th e  a c t io n  develops s te p  by s te p  b e g in n in g  w ith  th e  e x p o s it io n  fo llo w ed  

by th e  g e n e ra tin g  c ircu m stan ces  w ith  r i s i n g  a c t io n  t o  th e  c r i s i s ,  a t  

w hich p o in t  th e  a c t io n  d e f in i t e l y  tu r n s  w ith  th e  co n c lu sio n  becom ing 

p e r c e p t ib l e ,  co n c lu d in g  w ith  th e  r e s o l u t i o n . W h e n  th e  p la y w rig h t f o l 

lows t h i s  ty p e  o f  s t r u c t u r e ,  he u s u a l ly  d iv id e s  th e  p la y  in to  th r e e  o r  

fo u r  a c t s , each w ith  i t s  own c lim ax .

The new th e a t r e  hav in g  a  d i f f e r e n t  p u rpose  in  mind g e n e ra lly  

fo llo w s a  much d i f f e r e n t  p a t t e r n ,  f o r  h e re  th e  d ram a tic  a c t io n  depends 

on th e  movement o f  th e  p ro d u c tio n  r a th e r  th a n  th e  seek in g  and a r r iv in g  

a t  a  s p e c i f i c  d e s t in a t io n .  T h is ty p e  o f  th e a t r e  te n d s  to  be h o r iz o n ta l  

r a th e r  th a n  v e r t i c a l .  B re c h t, i n  h i s  d e s i r e  t o  have th e  aud ience  suspend 

b e l i e f ,  ad v o ca ted  f r e e in g  th e  s p e c ta to r s  from th e  d i s t r a t i o n  o f  suspense  

by t e l l i n g  them how th e  p la y  would end . The e l im in a tio n  o r  re d u c tio n

^^A gustin  C uzzan i, P a ra  que se  cumplan la s  e s c r i t u r a s  (Buenos 
A ire s :  E d i to r i a l  Q u e tz a l, 1 9 ^ 5 ), p .  25.

^^Lodwick H a rtle y  and A rth u r Ladu, P a t te r n s  in  Modem Drama (New 
York: P r e n t i c e - H a l l ,  I n c . ,  1 9 ^ 8 ), p .  IT .

^^Esslin, Brecht. p. 126.
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o f  suspense  te n d s  t o  le s s e n  c l im a c t ic  e f f e c t s ,  deemed so e s s e n t i a l  to  

th e  c o n v e n tio n a l drama.

In  g e n e ra l ly  fo llo w in g  t h i s  p r in c i p a l  o f  reduced  su sp e n se ,

Cuzzani c r e a te s  a  th e a t r e  o f  c irc u m stan c e  r a th e r  th a n  a c t io n ,  and th e

aud ience  f in d s  i t s e l f  q u e s tio n in g  why a  c e r t a in  even t happened r a th e r

th a n  what i s  go ing  to  happen o r  how th e  problem  w i l l  be so lv e d . His

p la y  Una l i b r a  de ca rn e  assumes th e  form  o f  a  dem o n stra tio n  by means o f

a  c o u r t  t r i a l  in  th e  t r a d i t i o n  o f  Erw in P i s c a t o r 's  The Case o f  Clyde 
17

G r i f f i t h s . The f a c t  t h a t  th e  p lo t  i s  b ased  upon S h a k e sp e a re 's  The 

M erchant o f  V enice g r e a t ly  d im in ish es  any elem ent o f  su sp en se . The use  

o f  f la sh b a c k s  to  show what le d  t o  th e  p re s e n t  t r i a l  becomes a  d ev ice  f o r  

d em o n stra tin g  th e  n a tu re  and e f f e c t  o f  th e  fo rc e s  which in  c o n ju n c tio n  

w ith  th e  h e r o 'e  weak c h a r a c te r ,  b ro u g h t abou t h is  r u in .  As most o f  th e  

p la y  concerns i t s e l f  w ith  e v o lv in g  t h i s  c irc u m s ta n c ia l a sp e c t th ro u g h  

th e  exam ination  o f  B e lu v e r 's  m i l ie u ,  and expanding i t  t o  encompass 

s o c ie ty  in  g e n e ra l ,  th e  developm ent o f  a  r i s i n g  a c t io n  and th e  r e s u l t a n t  

c r e a t io n  o f  suspense i s  m iss in g . M oreover, w h ile  th e  drama i s  f u l l  

l e n g th ,  th e r e  i s  no d iv is io n  in t o  a c ts  n o r s c e n e s , a lthough  th e r e  a re  

c o n s ta n t scene  changes w ith in  th e  main framework. The e l im in a t io n  o f  

a c ts  a u to m a tic a l ly  does away w ith  any in te rm e d ia te  r i s i n g  a c t io n s  and 

c lim a x e s , and th e  scenes d e p ic t in g  B e lu v e r 's  p a s t  a re  eq u iv a le n t t o  n a r 

r a t i o n  r a th e r  th a n  p l o t .

D e sp ite  th e  c i rc u m s ta n c ia l  n a tu re  o f  t h i s  w ork, i t  i s  n o t com

p le t e ly  devo id  o f  p lo t  developm ent, f o r  l i k e  a l l  courtroom  dram as, th e

ITG assn e r, D ire c tio n s  in  Modern T h ea tre  and Drama, p .  287 .
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t r i a l  p ro ceed s l i n e a r l y  and c l im a c t ic a l ly  t o  th e  p o in t  where th e  ju ry  

ren d e rs  i t s  d e c i s io n ,  even though th e re  a re  numerous in te r r u p t io n s  by 

in t e r j e c t i o n s  o f  p a s t  e v e n ts .  The denouement t r a d i t i o n a l l y  c o n s is ts  o f  

what happens from  th e  moment in  which th e  ju ry  announces i t s  v e r d ic t  

u n t i l  th e  c u r ta in  f a l l s .  Given th e  ty p e  o f  ju ro r s  p o r tra y e d  in  t h i s  

p la y ,  and th e  a t t i t u d e  o f  th e  s p e c ta to r s ,  th e  j u r y 's  d e c is io n  i s  no t 

unexpec ted . But u n lik e  th e  m a jo r ity  o f  courtroom  dram as, th e  clim ax 

fo llow s th e  e x e c u tio n  o f  th e  sen ten c e  r a th e r  th an  o c c u rr in g  a t  i t s  p ro 

nouncement . A f te r  th e  pound o f  f l e s h  has  been e x t r a c te d  from th e  defen

d a n t, h is  a t to rn e y  r a i s e s  th e  l e g a l  p o in t  from th e  t r i a l  in  The M erchant

o f V en ice , a rg u in g  t h a t  w h ile  Tomas Shylock G arc ia  was e n t i t l e d  to  th e

pound o f  f l e s h ,  he was n o t e n t i t l e d  to  any b lo o d .

DEFENSOR. — Un momento, s e f io r ia . Pormulo una r e s e rv a  de
d erech o . Conforme a  un an tecen d en te  ju r i s p r e n d e n c ia l  
en caso  anôlogo o c u rr id o  en V enecia  en tiem pos d e l  
Ju ez  P o rc io , e l  a c re ed o r t i e n e  derecho  a  l a  ca m e  p ero  
no l a  san g re  d e l  d eudo r, s i  no h a  s id o  e s t ip u la d o .  Y 
n u e s tro  documento d ic e  so lam ente l a  c a rn e . De modo 
que s i  s e  h a  derram ado una s o la  g o ta  de san g re  p o r 
cau sa  de e s te  p ro c e so , e l  sefior Tomas Shylock G arc ia  
d eb e râ  re sp o n d e r  p o r e l  d e l i t o  de le s io n e s  t e n t a t i v e  
de h o m ic id io  e indem nizar lo s  dafios y p e r ju ic io s  a  mi 
c l ie n te -Q  S o l i c i t e  se  d isponga embargo in m ed ia to  de 
b ie n e s . lO

The ju d g e ’s agreem ent w ith  th e  m otion c r e a te s  a  s i t u a t io n  o f 

su sp e n se , b u t  t h i s  i s  a  r a th e r  unexpected  and spontaneous c r i s i s ,  n o t 

one t h a t  has been  c r e a te d  s te p  by s te p  th ro u g h o u t th e  developm ent o f  th e  

p la y . The t r e p i d a t i o n  o f  Shylock G arc ia  when he en v isag es  th e  p ro sp e c ts  

te n d s  t o  i n t e n s i f y  th e  su sp e n se , as does h i s  u n su c c e s s fu l a ttem p t to

18,Cuzzani, "Una l ib r a  de cam e ,"  T.A.C., p . 59.



67
avo id  th e  in s p e c t io n  o f  th e  package o f  f le s h  fo r  t r a c e s  o f  b lo o d  by 

o f fe r in g  t o  g iv e  i t  back  to  B eluver. The p la y  reac h es  a  clim ax when 

th e  judge o rd e rs  a t te n d a n ts  to  open t i e  package, and th e y  f in d  t h a t  i t  

co n ta in s  n o t a  s in g le  drop o f  b lo o d . The denouem ent, w hich in  th e  con

v e n tio n a l drama n e a t ly  re so lv e s  th e  s i t u a t io n ,  in  t h i s  work r a is e s  

q u es tio n s  p u t t o  th e  aud ience by one o f  th e  s p e c ta to r s  who d e l iv e r s  a 

f i n a l  m essage.

HOMBRE. — Pues yo l e  voy a  d e c i r  p o r que no t e n f a  san g re  
B e lu v er. (Lo van empujando h a c ia  l a  s a la )  iSe l a  r o -  
b a ro n l ILo exprem ieron como una n a ra n ja J  (B ajan a 
l a  p l a t e a . )  ISe lo  robô e l  p a tro n  e se  de l a  m o lic ie !
(E l t e l 6n com ienza a  c a e r . ) y  e l  de l a  ro p a  os c u ra  y 
e l  m êdico de l a  l e t r a  g ô t ic a  y  e l  d e l c h ic le .  (Lo van 
empujando p o r  e n t r e  lo s  e s p e c ta d o re s .) Y l a  te rm in e ro n  
de e x p r im ir  a q u f ,  e n tre  lo s  abogados y lo s  Ju ra d o s .
(Se s u e l t a  de lo s  U ije re s  y se  v u e lv e  h a c ia  e l  p û b l i c o . )
La san g re  d e l  hombre es sag rad a  y no p e r te n e c e  a  ningun 
p a t rô n ,  a  n ingûn ju ra d o , a  n ingun a c re e d o rî Son vam pi- 
ro s  que andan s u e l to s .  Ouidado. La c iu d ad  e s t a  l l e n a  
de vam piros. IHay que te rm in e r  con êso i (Lo van sacando 
o t r a  vez a  em pujones. C asi m u t is .)  !Andan s u e l to s î  
(S a le n .)  ISon lo s  vam pirosI ISon lo s  vam piros!^#

This f i n a l  scene com ple te ly  changes th e  to n e  o f  th e  p la y  from b u rle sq u e  

and s a t i r e  to  in te n s e  s e r io u sn e s s  and re a lis m .

This id e o lo g ic a l  appendage i s  c h a r a c t e r i s t i c  o f  C u zza n i's  f a r s a 

t i r a s , and a lth o u g h  i t s  usage invokes c r i t i c i s m  from some q u a r te r s ,  th e  

au th o r f e e l s  t h a t  i t  i s  an in t e g r a l  p a r t  o f  th e  drama. In  h is  d isc u ss io n

o f  t h i s  in t e r p o la t i o n ,  Lyon concludes t h a t  h e re  "Cuzzani to o  succumbs to

20th e  te m p ta tio n  to  i n t e l l e c t u a l i s e  and s p e l l  out h is  m essage ."  In  ex

p la in in g  h is  u se  o f  th e  s t r u c t u r a l  d ev ice  o f  th e  m ensaje f i n a l  Cuzzani 

s t a t e s ,

19l b i d . , p p . 61- 62 . ^®Lyon, op. c i t . , p .  16 .
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En l a  f a r s a  . . .  e l  a tsu rd o  no se  subsume en e l  p ro c e s o , 
p e rd u ra  h a s ta  e l  f i n a l  d e l  combate tran sfo rm an d o  en conven- 
c l 6n en p a c to . Y sô lo  cuando e l  c o n f l i c to  d esap a rec e  y  se  
e s ta b le c e  en l a  paz f i n a l ,  f a l t o  de beise se  rompe y  e s t a l l a  
de g o lp e , dejando  a l  p e rso n a je  o a  l a  s i tu a c iô n  conp letam ente 
en c a m e  y  h u eso . E s ta  in e v i ta b le  c a fd a  en l a  v e rd ad -b ru sq u e - 
dad que lo s  g r ie g o s  llam aban A le te ia ,  p e rm ite  p r e c i s amente 
e se  trem endo e f e c to  d e l  h a b la r  puro  y  s im p le  un p e rso n a je  a l  
p û b l i c o ,  a l  f i n a l  de l a  f a r s a ,

The u se  o f  a  f i n a l  message o r  a  r a t i o n a l i z e d  e x p la n a tio n  d id  n o t 

o r ig in a te  w ith  C uzzan i, b u t r a th e r  he adop ted  i t  from o th e r  w r i te r s  and 

w orks, as f o r  exam ple, C h a p lin 's  The G reat D ic t a to r . T h is tech n iq u e  

allow s a  more h o n e s t r e s o lu t io n  o f  th e  c o n f l i c t .  In  Una l i b r a  de carne 

th e re  i s  no e la b o r a te  scheme to  p e rm it B eluver t o  overcome th e  fo rc e s  o f  

s o c ie ty ,  n o r  t o  show h is  h e r o ic ,  though u n s u c c e s s fu l ,  e f f o r t s  to  over

come them . The a u th o r  m a in ta in s  th e  s p i r i t  o f  th e  f a r c e  u n t i l  t h a t  f i n a l  

moment when th e  man d e l iv e r s  h is  sp eech , s t a t i n g  p r e c i s e ly  and in  r e a l i s 

t i c  te rm s w hat has a c tu a l ly  happened to  B e lu v e r , w h ile  a t  th e  same tim e 

in d i c t i n g  th e  w hole o f  s o c ie ty  as acco m p lices . T here i s  no b u ild -u p  nor 

p re lu d e  t o  t h i s  sudden in te rv e n t io n  o f  th e  sim p le  and d i r e c t  t r u t h .

The s t r u c t u r e  o f  E l c e n tro  fo rw ard  m urio a l  am anecer i s  q u i te  

s im i la r  t o  t h a t  o f  Una l i b r a  de c a rn e . b u t t h i s  p la y  has th e  more conven

t i o n a l  d iv i s io n s  o f  th r e e  a c t s .  Here ag a in  th e  u se  o f  r e g re s s iv e  a c tio n  

e l im in a te s  th e  elem ent o f  s u r p r is e  and m inim izes su sp e n se . From th e  very  

f i r s t  scen e  th e  aud ience i s  aware th a t  a  h ang ing  has been  sch ed u led  a t  

dawn. When th e  condemned man to s s e s  h is  no tebook from th e  j a i l  window, 

a  vagabond r e t r i e v e s  i t ,  and i n i t i a t e s  th e  a c t io n  by r e l a t i n g  i t s  con

t e n t s  t o  th e  s p e c ta to r s .  As th e  outcome o f  th e  drama i s  a lre a d y  o b v io u s .

^^Cuzzani, "Balance y confidencia d e l a u to r ,"  T.A .C., p. 13.
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i t s  main i n t e r e s t  l i e s  in  d is c o v e r in g  th e  reason  f o r  th e  im pending execu

t i o n ,  and even t h i s  soon becomes ap p a re n t as th e  s to r y  b e g in s  to  u n fo ld . 

The f i r s t  a c t  ends w ith  th e  s a le  o f  Cacho G a r ib a ld i , th e  C en te r Forw ard, 

t o  a  man by th e  name o f  Ennêsimo Lupus. The au th o r ach iev es  a c e r t a in  

amount o f  su sp e n se  by r e v e a l in g  t h a t  S r .  Lupus does n o t r e p re s e n t  any 

b a l l  c lu b . T h is e lem en t o f  su sp en se  i s  f u r th e r  h e ig h te n e d  by th e  f a c t  

t h a t  a t  t h i s  p o in t  th e  p lo t  does n o t r e v e a l  th e  reaso n  f o r  th e  p u rch ase  

o f  G a r ib a ld i a t  a  re c o rd  h ig h  p r i c e ,  b u t  le a v e s  th e  aud ience  w ondering 

u n t i l  th e  n e x t a c t  when i t  l e a m s  t h a t  Lupus i s  an e c c e n t r ic  m i l l io n n a i r e  

who c o l l e c t s  p e o p le .

The change o f  s e t t i n g  to  Lupus' p a la c e  and th e  in t r o d u c t io n  o f  

a  number o f  new c h a ra c te r s  n o t p r e s e n t  i n  th e  p re c e d in g  a c t  i n t e r r u p t s  

th e  c o n t in u i ty  o f  th e  s to r y  i n  th e  second  a c t .  The p r e s e n ta t io n  o f  th e  

background  s to r y  o f  each  o f  th e  members o f  Lupus' c o l le c t io n  f u r th e r  

d is r u p ts  th e  u n i ty  o f  a c t io n .  An i n t e r v a l  o f  d ia lo g u e  betw een G a r ib a ld i 

and Hamlet i s  im p o rta n t t o  th e  s i t u a t i o n a l  a sp e c t o f  th e  drama b u t does 

n o th in g  t o  f u r th e r  th e  p l o t .  S ince  th e  c ircu m stan ces  a re  more im p o rtan t 

th a n  th e  r e s o lu t io n  o f  a  prob lem , th e  second a c t  i s  ex trem ely  s i g n i f i 

c a n t ,  f o r  i n  i t  Cuzzani d em o n stra tes  th e  q u a l i ty  o f  l i f e  o f  th e  in d iv id 

u a ls  who have t r a d e d  t h e i r  freedom  f o r  m a te r ia l  b e n e f i t s .  The th r e a d  o f  

th e  p lo t  r e a s s e r t s  i t s e l f  when lo v e  develops between Cacho and th e  b a l l e r 

in a  N ora a t  th e  b e g in n in g  o f  th e  t h i r d  a c t .  I t  i s  a ls o  a t  t h i s  p o in t  

t h a t  Cacho r e a l i z e s  th e  im portance o f  freedom  and r e s o lv e s  t o  escape  w ith  

N ora. The outcome o f  t h i s  a tte m p t i s  no s u r p r i s e ,  as th e  au d ience  i s  

a l re a d y  aware o f  th e  end ing  o f  th e  p la y .  N evejrtheless th e r e  i s  a  d e f i 

n i t e  r i s i n g  a c t io n  in  t h i s  a c t  as G a r ib a ld i becomes more and more



70
determ ined  t o  escap e  and makes h is  p lan s  on ly  to  have Lupus s p o i l  them. 

The c lim ax  o ccu rs  when GarihsuLdi k i l l s  Lupus.

A f te r  a  "b rie f t r i a l  scene th e  p la y  resumes th e  a c t io n  from th e  

p o in t  o f  d e p a r tu re  in  th e  f i r s t  a c t ,  and th u s  th e  au d ience  i s  once again  

back a t  th e  scen e  o f  th e  im pending hanging  which th e  a u th o r  p o r tra y s  in  

a  f a r c i c a l  and humorous fa s h io n . This to n e  o f  h i l a r i t y  changes a b ru p tly  

t o  th e  s e r io u s  as G a r ib a ld i d e l iv e rs  h is  f i n a l  rem arks b e fo re  h is  execu

t i o n .

A1 f i n a l  . . .  se  s a l  v a  l a  fe  en un mundo m e jo r, cuyos v a lo re s  
tr a s c e n d e n te s  hemos de p re s e rv e r  todos con n u e s tro  e s fu e rz o  
g eneroso  y  s in c e r e .  ' Cacho G arib a ld i m uere, p e rp  an u n c ia  l a  
a u ro ra ,  ' t o d a  e l l a  l l e n a  de lu z  y de p â j a r o s . '

The s t r u c t u r e  o f  Los in d io s  e s ta b a n  cab re ro s  d i f f e r s  somewhat 

from C u z z a n i 's  p re v io u s  f a r s a t i r a s  in  t h a t  he does n o t use f la s h b a c k s , 

and n e i th e r  i s  th e r e  a  d ram atic  s o li lo q u y  a t  th e  end o f  th e  p la y .  He 

d iv id e s  t h i s  drama in t o  th r e e  a c t s ,  each o f  w hich has  a  t i t l e :  Acto P r i -

m ero, "Los in d io s  a l  s o l , "  Acto Segundo, "Los in d io s  a  l a  som bra," and 

A cto T e rc e ro , "A l a  sombra de lo s  in d io s ,"  The f i r s t  a c t ,  s e t  i n  Mexico 

in  IU9 1 , p o r t r a y s  th e  c o n d itio n s  o f  th e  p o ep le  l i v in g  under th e  d ic ta to r 

sh ip  o f  th e  Emperor A xayaca, and th u s  th e  enrpheisis i s  more on th e  s i t u a 

t i o n  th a n  on th e  a c t io n .  However, i t  i s  n o t com ple te ly  devo id  o f  a c t io n  

as i t  s e t s  th e  scen e  f o r  th e  voyage o f  th e  In d ia n s  t o  th e  E ast in  se a rc h  

o f  th e  D io s -S o l.

A b r i e f  humorous in te r lu d e  d u rin g  th e  f i r s t  a c t  b reak s  th e  u n ity  

o f  a c t io n .  T h is  i s  a  scene  where one o f  th e  p r i e s t s  i s  lo o k in g  fo r  a

C arlo s  M iguel Suarez B a d i l lo ,  "Tema y problem a en e l  t e a t r o  h is -  
pan o am erican o ,"  Cuadem os h isp an o am erican o s. V ol. U6 , No. 138 (Ju n e , 
1961 ) ,  p . 399.
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v ic t im , in  th e  perso n  o f  a  p r e t t y  young g i r l ,  to  s a c r i f i c e  to  th e  D ios- 

S o l. When he f in d s  a  l i k e l y  p ro s p e c t in  th e  maiden C ho la , she c a s ts  a 

s p e l l  on him  whereby he w i l l  f a l l  madly in  love  w ith  th e  f i r s t  woman he 

s e e s .  Chola makes c e r ta in  th a t  t h a t  woman i s  th e  o ld  h ag , Q uepuxilan.

The s p e l l  i s  b roken  when th e  p r i e s t  and Q uepuxilan e n te r  th e  darkness 

o f  th e  te m p le .

SACERDOTE. — lAbominaciônî (Reaparece) &Quien me ha 
embrujado? iP u is te  tu  v ie ja  espantosa? (Busca por 
todos lad o s, pero Chola ha huido h ac ia  l a  p lay  a. )
IM ald icion! . . .  iOh, t û  S o l que me oyesi IC aiga una 
l l u v i a  de fuego y de e s t i e r c o l  c a l ie n te  so b re  lo s  
ado rado res de l a  fe a ld a d  y  de l a  v e je z  inmundaJ I Que 
l a  t i e r r a  os p u d ra  en v id a !  (S a le  g r i ta n d o )  IMueran 
l a s v i e j a s !  I Mue ran  la s  v ie ja s I^ S

A lthough t h i s  scen e  does n o th in g  t o  f u r th e r  th e  a c t io n ,  i t  does c o n t r i 

b u te  t o  th e  c i rc u m s ta n t ia l  elem ent o f  th e  p la y  by p o r t r a y in g  one a sp ec t 

o f  l i f e  in  A xacaya 's  rea lm .

The second a c t  d e p ic ts  th e  In d ia n s ' a r r i v a l  i n  S p a in , and s h o r t ly  

t h e r e a f t e r  th e  au th o r in tro d u c e s  a  s u b -p lo t  in  th e  form  o f  a  lo v e  s to iy  

w hich develops between Teuche and M a r ic e le s te ,  th e  f is h e rm a n 's  d au g h te r . 

This s u b -p lo t  c o n tr ib u te s  somewhat to  th e  main p lo t  s in c e  i t  i s  due to  

M a r ic e le s te 's  e f f o r t s  t h a t  Queen I s a b e l  l a t e r  ag ree s  to  f r e e  th e  In d ian s  

from  p r is o n .  The d e n u n c ia tio n  o f  th e  th r e e  In d ia n s  t o  th e  I n q u is i t io n  

by th e  fisherm an  Manuel s e rv e s  t o  move th e  a c t io n  from  h i s  home to  th e  

e c c l e s i a s t i c a l  c o u rt and on to  th e  p r is o n  in  G ranada. W ith th e  In d ia n s ' 

a r r i v a l  a t  th e  p r is o n ,  th e  a c t io n  ag a in  slow s down and becomes more c i r -  

cum stantiELl. I t  i s  a ls o  a t  t h i s  ju n c tu re  t h a t  Cuzzani in tro d u c e s  th e

^^Cuzzani, "Los indios estaban cabreros,"  T .A .C ., p . 133.
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c e llm a te s . T h e ir  p re o c c u p a tio n  w ith  th e  so c c e r  games and th e  f u tu r e ,  as 

viewed in  t h e i r  c r y s t a l  h a l l ,  again  ten d s  to  b re a k  th e  u n i ty  o f  a c t io n ,  

d i s t r a c t in g  from  any p ro je c te d  d i r e c t io n  th e  work may have seemed to  be 

ta k in g  u n t i l  t h a t  tim e .

Act th r e e  resum es th e  th re a d  o f  th e  p lo t  ag a in  when M a ric e le s te  

v i s i t s  th e  Queen t o  p le a d  f o r  th e  r e le a s e  o f  th e  th r e e  In d ia n s .  I s a b e l  

agrees on th e  c o n d itio n  t h a t  th ey  w i l l  a c t as gu ides f o r  th e  impending 

e x p e d itio n  which w i l l  d is c o v e r  th e  new w orld . This a c t io n  in tro d u c e s  

th e  n o te  o f  p a r a l le l i s m  in to  th e  p lo t  s t r u c t u r e .  Whereas th e  f i r s t  a c t 

ended w ith  th e  In d ia n s  p re p a r in g  to  s a i l  to  th e  e a s t ,  th e  t h i r d  a c t s e ts  

th e  s ta g e  f o r  a  voyage o f  d isco v ery  w ith  Columbus t o  s a i l  from Spain to  

th e  w e s t. The o p p re s s iv e  s i t u a t io n  in  th e  New World h as  been  shown in  

th e  co u rse  o f  th e  f i r s t  a c t ,  and a  p a r a l l e l  s i t u a t i o n  r e v e a ls  i t s e l f  

d u rin g  th e  second  a c t .  The In d ia n s ' a c t io n  in  s a i l i n g  tow ard  th e  e a s t  

was an a c t o f  hope w hich tu rn e d  ou t t o  be fa l .s e . C olum bus's a c t io n  in  

s a i l i n g  w est i s  a l s o  b ased  on a  vsdn hope. Cuzzani s t r u c tu r e s  th e  d ia 

logue betw een Col6n and Tupa on t h i s  p a r a l le l i s m .

TUPA. —  iComo . . .  buscabas a  Dios po r e l  P o n ien te?

COLON. — (Se vu e lv e  e x tra f ia d o .) C laro  . . .  Todo v i a j a  
h a c ia  O cc id en te . Las e s t r e l l a s ,  e l  s o l ,  l a  lu n a  
. . .  l a s  mas v ie ja s  le y e n d a s . Todo in d ic a  e l  camino . . .

TUPA. — Yo l le g u e  a  e s t a  t i e r r a  buscando a  Dios p o r  e l  
O r ie n te .

COLON. —  Y y a  ves lo  que e n c o n tra s te .  En cam bio, p o r  e l  
O este . . .

TUPA. — Ya v e ra s  lo  que e n c o n tra ra s  . . . 2k

^^Ibid.. p. 173.
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The clim axes o f  th e  f i r s t  two a c ts  a re  r e l a t i v e ly  weak. The f i r s t  

a c t  re a c h e s  a  clim ax when P r in c e  Tupa announces h is  p la n  t o  s a i l  tow ards 

th e  e a s t  t o  f in d  th e  D io s-S o l. The c lim ax  o f  th e  second a c t  comes when 

a  p r is o n  g u ard  d e l iv e r s  a  m essage t o  Teuche from M a r ic e le s te .  A lthough 

th e  m essage i s  in co m p le te , i t  does p ro v id e  a  ray  o f  hope f o r  th e  p r is o n e r s ,

GUAKDIA. — iQ uien es Teuche?

TEUCHE. — Yo, sefio r.

GUARDIA. — (L levandole a p a r te )  Una n ih a  . . .  una t a l  M arice
l e s t e  . . .  me d i6 qu ince  m aravedfes p a r a  que t e  d ig a  un 
m ensaje . . .

TEUCHE. — 4M £irciceleste? 4E sta  aqu i?

GUARDIA. — (S ecre tean d o . ) Huyo de su c c a sa  y v ino  a  p ie  
d e t r â s  tu y o . Dice que i r a  a  p e d i r  a  l a  r e in a  perdôn 
y  • • •

TEUCHE. —  Y que . . .

GUARDIA. — Y nàda . Q uiso d e c i r  a lg o  p e ro  no t é n i a  mas 
m aravedfes . . .

In  th e  f i n a l  a c t  Queen I s a b e l  ag ree s  to  r e le a s e  th e  In d ia n s  from 

p r is o n  i f  th e y  w i l l  ag ree  to  g u id e  C olSn’s sh ip s  to  th e  New W orld. T his 

a c t io n  i s  no s u r p r i s e ;  in  f a c t ,  th e  au d ien ce  has a lre a d y  a n t ic ip a te d  i t .  

P r in c e  Tupa ag rees  p ro v id ed  th e  Queen a c c e p ts  c e r t a in  c o n d itio n s  w hich 

he p ro p o s e s , namely th a t  Teuche he a llow ed  to  embrace C h r i s t i a n i ty  and 

to  m arry M a r ic e le s te ,  rem ain ing  in  S pain  w ith  h e r ,  and t h a t  th e  p r is o n e r s  

be  r e le a s e d  from th e  j a i l s  o f  S pain  and t h a t  th e y  be a llow ed  t o  accompany 

th e  e x p e d itio n  to  th e  New W orld. Her m a je s ty  r e a d i ly  g ra n ts  th e s e  r e 

q u e s ts .  But th e  p la y  has n o t y e t  reac h ed  i t s  c lim ax . T h is o ccu rs  when 

Tupa makes one f u r th e r  re q u e s t t h a t  he b e  a llow ed  to  rem ain i n  p r is o n

2 5 l b i d . . p .  161 .
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t o  a w a it h i s  d e a th . In  th e  f i n a l  scen e  in  th e  p r i s o n ,  Tupa encoun ters  

Don P e ro  who h as  a ls o  dec ided  t o  rem a in . The p la y  ends on a  n o te  o f  

hope as Don P ero  carves th e  word T la u s ic a lp a n .  meaning dawn, on th e  w a l l ,  

and th e  c u r t a in  descends as th e  chorus ch an ts  th e  word o v e r and over 

a g a in ,  w hich though p ro v id in g  some d ram a tic  im p a c t, i s  s t i l l  r a th e r  a n t i -  

c l im a c t ic .

In  Sempronio Cuzzani ad h eres  t o  a  more t r a d i t i o n a l  p lo t  s t r u c t u r e .  

The s i t u a t i o n  in  t h i s  p la y  i s  un ique  and f a n t a s t i c  so  t h a t  th e  aud ience 

i s  a t  once aw are o f  i t s  u n r e a l i ty .  W ithout th e  n e c e s s i ty  o f  r e v e a lin g  

th e  outcome from  th e  s t a r t  th e  a u th o r  i s  a b le  to  ach iev e  h i s  aim o f 

s e p a r a t in g  th e  aud ience from th e  a c t io n  o f  th e  p la y  so  t h a t  th e y  view i t  

as o b s e rv e rs  and n o t as p a r t i c i p a t o r s .  Thus w h ile  th e r e  i s  n o t an over

abundance o f  a c t io n  in  t h i s  w ork, th e r e  i s  more o f  th e  elem ent o f  su s 

p en se  th a n  in  C u zza n i's  o th e r  p la y s .

In  th e  f i r s t  a c t  Cuzzani p o r t r a y s  Sem pronio, who h as  become 

r a d io - a c t iv e  from  l i c k in g  Jap an ese  p o s ta g e  s tam p s, as a  c o n te n te d  so u rce  

o f  e l e c t r i c  pow er. The r i s i n g  a c t io n  i s  i n i t i a t e d  when h i s  son Diego 

re a d s  th e  fo llo w in g  item  in  th e  new spaper;

DIEGO. —  Hay una n o t i c i a  medio r a r a .  E scucha. ( L e e . )
C u r io sa  r a d io a c t iv id a d .  A p e s a r  d e l  s e c r e to  p o l i c i a l ,  
h a  t r a s c e n d id o  que la s  a u to r id a d e s  e s ta n  muy p reocupadas 
p o r  c i e r to s  t r a s to r n o s  r a d io a c t iv e s  a p a re c id o s  en un 
b a r r i o  de e s t a  c iu d ad . (B ajo  e l  d i a r i o l .  P o d r ia  s e r  
que . . .  s e  t r a t a r a  de n o s o t r o s ,  viejo.^"

The a c t io n  i s  co m plica ted  when th e  H i ^  Comm issioner f o r  Atomic Energy,

to g e th e r  w ith  a  p r o f e s s o r ,  t r a c k s  th e  so u rc e  o f  th e  r a d io a c t i v i ty  to

S em p ro n io 's  home. The f i r s t  a c t  re a c h e s  a  clim ax when th e  Commissioner

^^Cuzzani, "Sempronio," T .A .C ., p . 196,
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announces t h a t  he  i s  a p p ro p r ia tin g  Sempronio f o r  s e rv ic e  to  th e  S t a t e ,  

and p roceeds t o  ta k e  him away from h is  fa m ily .

The second  a c t  ta k e s  p la c e  i n  a  c e l l  where th e  High Commissioner 

i s  keep ing  Sem pronio p r is o n e r .  The c o n v e rs a tio n  betw een Sempronio and 

th e  s o ld ie r  does n o t  f u r th e r  th e  a c t io n  b u t  d em onstra tes  th e  s o l d i e r 's  

le a rn e d  r e a c t io n  tow ards th e  p r is o n e r  and th e  f a c t  o f  h is  r a d io a c t i v i ty .  

He r e c i t e s  p h ra s e s  and ru le s  from th e  s o l d i e r 's  manual and i s  a f r a i d  to  

come c lo se  to  S e n ç ro n io . The l a t t e r ,  how ever, behaves q u i te  norm ally  

and b eg in s  to  t e l l  th e  s o ld ie r  about h i s  home and fa m ily , and p a r t i c u l a r 

ly  about h is  d a u g h te r  S u s a n ita .  The in t r o d u c t io n  o f  t h i s  human elem ent 

overcomes th e  s o l d i e r 's  c a u t io n , and as Sempronio w h is t le s  a  tu n e  and 

c lap s  f o r  h im , th e  s o l d i e r ,  lo s in g  h i s  i n h i b i t i o n s ,  b eg in s  dan c in g . In  

p re s e n tin g  t h i s  in t e r lu d e  Cuzzani i s  ag a in  s t r e s s in g  th e  s i t u a t i o n a l  

a sp e c t o f  th e  work r a th e r  th an  any p ro g re s s iv e  a c t io n .  This a c t  reach es  

a  clim ax when Sem pronio w ired  t o  an atom ic c h a rg e , f a i l s  to  t r i g g e r  th e  

e x p lo s io n . The High C om m issioner's r e a c t io n  t o  t h i s  f a i l u r e  makes up 

th e  rem ainder o f  th e  a c t .

In  th e  t h i r d  a c t ,  S en p ro n io , devo id  o f  h is  r a d io a c t i v i ty ,  r e tu rn s  

home. However, once he i s  again  in  th e  m id st o f  h is  fa m ily , h is  e l e c t r i 

c a l  energy  comes b ack . The High Com m issioner reap p e a rs  on th e  sc e n e , 

demanding t h a t  Sempronio come w ith  him once more. The r e tu rn  o f  Sem

p r o n io 's  energy  and th e  reap p earan ce  o f th e  High Commissioner and th e  

p ro fe s s o r  a re  more o r  l e s s  r e p e t i t i o u s  o f  th e  f i r s t  a c t .  In  b o th  a c t s ,  

Sem pronio, su rro u n d ed  by h is  fa m ily , i s  h a p p ily  su p p ly in g  h is  c u r re n t  

when th e  High Commissioner in tru d e s  upon th e  scene  w ith  th e  in te n t io n  

o f  ta k in g  Sempronio away w ith  him . Here th e  p a r a l l e l  en d s , f o r  w h ile
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i n  th e  f i r s t  a c t  th e  Commissioner succeeded  in  do ing  j u s t  t h a t ,  in  th e  

t h i r d  a c t  Senç>ronio's r e f u s a l  th w a r ts  h is  p la n s .  T h is  r e f u s a l  marks th e  

clim ax o f  th e  p la y  w ith  th e  denouement fo llo w in g  as Sempronio re v e a ls  

th e  s e c r e t  o f  h is  en e rg y . This r e v e la t io n  ta k e s  th e  form  o f  a d id a c t ic  

speech w hich was a ls o  c h a r a c t e r i s t i c  o f  Una l i b r a  de c a m e  and E l c e n tro -  

fo rw ard  m uri6 a l  am anecer.

Cuzzani r e tu r n s  to  th e  u se  o f  re g re s s iv e  a c t io n  in  P a ra  que se 

cumplan l a s  e s c r i t u r a s , and t h i s  te n d s  t o  d im in ish  th e  elem ent o f su s 

p en se . In  t h i s  p la y  th e  f i r s t  and th e  l a s t  scenes a re  e x a c tly  th e  same, 

and th u s  th e  a u th o r  rev ead s th e  outcome o f  th e  drama from  th e  v ery  be

g in n in g . He f u r th e r  e l im in a te s  suspense  by b u i ld in g  h i s  p lo t  on an 

a l le g o ry  o f  th e  drama o f  G o lgo tha . What p lo t  developm ent th e r e  i s  

fo llow s t h a t  w ell-know n s to r y .  However, in  th e  a re a  o f  s i t u a t io n  th e re  

i s  a g r e a t  d e a l o f  d i f f e r e n c e  w hich se rv e s  to  c r e a te  i n t e r e s t  and s tim u

l a t e  th o u g h t. T his i s  in  k eep in g  w ith  th e  B re c h tia n  aim  o f  g iv in g  

p le a s u re  to  th e  au d ien ce  by p e rm it t in g  i t  to  d isc o v e r  new t r u th s  and 

th e re b y  e n la rg e  i t s  u n d e rs ta n d in g  r a th e r  th an  p ro v id in g  e n te r ta in m e n t by 

means o f  em o tio n a l c a t h a r s i s .

The p lo t  re v o lv e s  around an e le c t r o n ic  com puter b u i l t  by th r e e

s tu d e n t s ,  P ed ro , TomSs, and K ery. This computer i s  so  a c c u ra te  i t  can

even p r e d ic t  w hat a  p e rso n  w i l l  say  b e fo re  he say s  i t .  The f i r s t  scene

shows M anuel, " lu c ie n d o  en l a  cam isa una trem enda mancha r o ja  a  l a  a l t u -

r a  d e l co razS n , con lo s  b ra z e s  a b i e r to s ,  y l a  cabeza caxda sobre  e l  hom-

28b r o ,  de p i e ,  apoyado en e l  t a b l e r o ,  . . .  m u e rto .” He i s  s t r e tc h e d  vpon

^ ^ E s s l in ,  B re c h t , p . 127.

28C u zzan i, P a ra  que se  cumplan la s  e s c r i t u r a s , p .  ik .
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th e  com puter w hich a ls o  appears to  be  b ro k en . The fo u r  men who d isc o v e r 

h is  body d ec id e  t o  s i t  down and w r i te  M anuel’s h i s to r y .  Thus M ateo,

M arcos, L ucas, and Juan  r e t i r e  to  a  b a r  where they  engage in  r e l ig io u s  

and p h ilo s o p h ic a l  d is c u s s io n s  re v o lv in g  around prophesy . When Juan asks 

i f  th e re  a re  su ch  th in g s  as s c i e n t i f i c  p ro p h e s ie s ,  he s e t s  th e  a c t io n  in  

m otion. At t h i s  p o in t  th e  focus o f  th e  scene s h i f t s  to  th e  s tu d e n ts  

Tomas and K ery , th e  in v e n to rs  o f  th e  com puter who have come t o  th e  Cinco 

Esquinas b a r  t o  t e s t  th e  v a l id i t y  o f  t h e i r  m ach ine 's  p r e d ic t io n s .  From 

h ere  on Cuzzani d e s ig n s  th e  p lo t  to  show why Manuel d ie d . As he has a l 

ready r e v e a le d  th e  outcom e, i t  i s  th e  c ircum stances  t h a t  he now w ishes 

to  i n v e s t ig a t e .

Even in  i t s  developm ent th e  p l o t ,  w hich i s  a lre ad y  more o r  le s s  

known, does n o t move d i r e c t l y  ahead . The s i tu a t io n  evo lves on two l e v e l s ,  

which a t  tim es  converge and c ro ss  o v e r , and a t  o th e r  tim es rem ain  sepa

r a te  and p a r a l l e l .  One s e t  o f  a c t io n s  c e n te rs  around th e  s tu d e n ts  P edro , 

Tomas, and K ery , and E s t r e l l a  and M anuel. The o th e r  in v o lv e s  th e  evange

l i s t s ,  M ateo, M arcos, L ucas, and Ju an , These l a t t e r  a re  in  r e a l i t y  th e  

s t o r y t e l l e r s ,  each p re s e n tin g  th e  same occurences from h is  own in d iv id u a l  

v iew p o in t. W hile th e y  do n o t a c tu a l ly  r e l a t e  fo u r d i f f e r e n t  s t o r i e s ,  

t h e i r  d is c u s s io n s ,  w hich a l t e r n a t e  w ith  th e  o th e r  a c t io n ,  p re s e n t  t h e i r  

d i f f e r e n t  i n t e r p r e t a t i o n s  o f  th e  s i t u a t i o n ,  n o t n e c e s s a r i ly  o f  th e  con

c re te  a c t io n s .

As th e  com puter has p re d ic te d  t h a t  th e  s tu d e n ts  w i l l  e n t r u s t  i t s  

o p e ra tio n  to  a  s t r a n g e r  named M anuel, when he appears th e y  f e e l  o b lig a te d  

to  conp ly . W ith th e  e n tra n c e  o f M anuel, a  su b -p lo t develops in  th e  form 

o f a  lo v e  s to r y  betw een Manuel and E s t r e l l a .  B efore u n d e rta k in g  h is  new
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assignm ent, th e  s tu d e n ts  ad v ise  Manuel t h a t  th e  machine has p r e d ic te d  

h is  d ea th . The c lim ax  o f  th e  f i r s t  a c t  o ccu rs  when Manuel a s s e r t s  h is  

freedom  to  E s t r e l l a ,  VlNo, se H o rita J  S6lo  yo d e c id ir e  l o  que o c u r r i r a  

e l  17 de a b r i l  a  l a s  3 de l a  t a r d e .  Estpy a  p un to  de c o n te s ta r le  que
OQ

acep të  to d o  e s t e  t r a b a jo  como un d e s a f îo .” The scene th e n  s h i f t s  to  

Marcos and Juan  who comment upon th e  fo re g o in g .

JUAN. — IJa* iO is te  eso? I La l i b e r t a d !  iP e ro  de donde 
s a l i ô  e l  Manuel e s te ?  La . . .  l i  . . .  , l a  l i  ...^ ®

The s t r u c t u r e  o f  th e  second a c t  i s  q u i te  i n t r i c a t e .  The f i r s t

scene shows Marcos and Mateo s e a te d  on th e  p roscenariu rn  f i s h in g .  At th e

same tim e th e y  a re  c a r ry in g  on a  p h i lo s o p h ic a l  c o n v e rsa tio n  abou t freedom

and d e s t in y .  S im u ltan e o u sly  in  an o th e r  p a r t  o f  th e  s ta g e  th e  au d ience

sees Manuel b u s i ly  a t  work a t  th e  com puter which i s  b u zz in g  and th row ing

o f f  s p a rk s ,  w h ile  E s t r e l l a  s i t s  on th e  f lo o r  n e a r  him . The a c t io n  sw itches

from th e  e v a n g e l is ts  back  t o  Manuel by means o f  th e  fo llo w in g  d ia lo g u e :

MARCOS. — I Ah! . . .  (P au sa . Marcos hace un movimiento de 
a t e n c iô n . ) I S i le n c io î

MATEO. —  iP ic an ?

MARCOS. — (S e h a la  l a  c ruz  y sus h a b i t a n te s . )  INo, a l l a !
Ya e n ^ ie z a . (Ambos mi r a n .  Las lu c e s  de lo s  P escado res 
se  apagan . . .  31

In  th e  en su in g  scen e  E s t r e l l a  p le ad s  w ith  Manuel t o  le a v e  th e  

com puter a lo n e , and r e v e a ls  h e r  lo v e  f o r  him . This le a d s  t o  s t i l l  

a n o th e r scene  w ith in  a  scen e  as Manuel pushes a  b u tto n  on th e  c o n ç u te r ,  

and n ex t t o  t h i s  s e t t i n g  appears  a  door w ith  a  s ig n  over i t  w hich read s  

R e g is tre  C iv i l .  A coup le  p a s se s  th rough  th e  door d e c la r in g  t h e i r  lo v e

29 l b i d f . p . 1*7. 3°I b id . . p .  1*8.

3^ I b id . . p . 51 .
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f o r  each o th e r .  Then a  second couple p a s se s  th ro u g h  th e  d o o r, making th e  

same d e c la r a t io n s .  A t h i r d  p a i r  fo llo w s , composed o f  th e  g i r l  from th e  

f i r s t  couple and th e  man from th e  second c o u p le , aga in  sp eak in g  th e  same 

words o f  lo v e . F in a l ly  th e  fo u rth  and l a s t  co u p le  appears  which i s  th e  

g i r l  from th e  second p a i r  and th e  man from th e  f i r s t .  Once ag a in  th e y

re p e a t th e  now f a m i l i a r  w ords. Manuel has g r a p h ic a l ly  made h i s  p o in t  to

E s t r e l l a ,  and a t  th e  same tim e has shown how th e  machine has d e p e rso n a l

iz e d  human f e e l in g s .

MANUEL. — îM ira lo s  b ie n ]  Todos lo s  anos se  ca san aquî 
28.765  p a r e j a s .  In ex o rab lem en te , f a ta lm e n te .  Cada
p a r e ja  c re e  s e r  û n ic a ,  lib re m e n te  enam orada de lo s  . . .
d e t a l l e s .  Pero s 6 lo  cumplen un numéro c ie g o , una 
c i f r a  de amor que l e s  co rresponde. Todas d icen  mas o 
menos lo  mismo. (suenan voces co read as  ahora  p o r la s  
p a re ja s  y e l  co ro  i n t e r i o r .

When P e d ro , Tomas and Kery in t ru d e  upon th e  c o u p le , b r in g in g  w ith  

them a group o f  p ro f e s s o r s  from th e  U n iv e r s i ty ,  th e  two le v e ls  m erge, fo r  

th e  p ro fe s s o rs  a re  none o th e r  th an  M arcos, M ateo, and Ju an , The p ro fe s 

so rs  w ish to  ta k e  th e  com puter to  t h e i r  o f f i c e s  and t o  make use o f  i t  fo r  

v a rio u s  p r o f i t a b l e  e n t e r p r i s e s .  Upon h e a r in g  t h i s  p ro p o s a l,  Manuel be

comes q u i te  u p se t and s tro n g ly  p r o te s t s  such an a c t io n .  When P edro  o r

ders him to  le a v e  th e  la b o ra to r y ,  Manuel ru s h e s  to  p u l l  th e  main le v e r  

o f  th e  machine w hich u n t i l  then  he had n o t d a re d  to  to u c h . This a c t  i s  

c l im a c tic  and r e s u l t s  in  a s p e c ta c u la r  d is p la y  o f  e l e c t r o n ic  f ire w o rk s  a t  

th e  end o f  which th e  com puter produces a  c a rd  c o n ta in in g  th e  b e a t i tu d e s  

and a  prom ise o f  a  b e t t e r  w orld  to  come. "Porque en v erdad  os d ig o  que 

e l  f i n  de to d a  noche y e l  acabam iento de to d a  a n g u s tia  p o r cau sa  d e l

3 2 ib i d . , p .  61 .
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hombre te rm in a râ  en b re v e , y  en l a  paz y  e l  so s ie g o  d e l  tiem p o , lo s  

h i jo s  d e l  hombre conocerân e l  am or."^^  Upon re a d in g  th e s e  words a lo u d , 

Manuel o rd e rs  th e  p ro fe s s o rs  ouc o f  cl»e la b o ra to r y ,  and as th e y  le av e  he 

r e tu r n s  t o  th e  machine and b eg in s  w orking f e v e r is h ly  w ith  th e  h e lp  o f  

Kery and Tomas. E s t r e l l a  resum es h e r  p o s i t io n  s e a te d  on th e  f lo o r  as a t  

th e  b e g in n in g  o f  th e  sc e n e , th u s  p ro v id in g  a  c i r c u l a r  a s p e c t .

The s e t t i n g  th e n  s h i f t s  to  th e  l e f t  an g le  o f  th e  p roscenarium  

where a  te lep h o n e  i s  r in g in g .  The scene i s  an e d i t o r i a l  room, and Lucas 

i s  now th e  e d i t o r i a l  s e c r e t a r y .  Pedro e n te r s  and th e  en su in g  conversa

t i o n  d e a ls  w ith  th e  p ro p h e s ie s  th e  com puter i s  now making. The conver

s a t io n  i s  a  form o f  n a r r a t iv e  which g iv es  th e  aud ience  in fo rm a tio n  con

c e rn in g  th e  ty p e  o f  p r e d ic t io n s  th e  c o n çu te r  i s  m aking, and P e d ro 's  

a ttem p t t o  d i s c r e d i t  them . In  o rd e r  to  show f u r th e r  concern  over th e  

e f f e c t s  o f  th e  m ach in e 's  p ro p h e s ie s ,  th e  scene a b ru p tly  s h i f t s  to  a n o th e r 

c o rn e r  o f  th e  s ta g e  where Marcos e n t e r s ,  p a c in g  up and down, sp eak in g  

in to  a  te le p h o n e . H is c o n v e rsa tio n  se rv e s  to  r e v e a l  th e  p o l i t i c a l  

t h r e a t  th e  machine now poses  to  th e  e s ta b lish m e n t as w e ll as i t s  p o ten 

t i a l  f o r  economic g a in ,  and h in t s  a t  s i n i s t e r  a c tio n s  t h a t  may fo llo w .

When he hanfP up th e  phone, Marcos lo o k s tow ards th e  scene o f  th e  la b o r 

a to ry  th u s  s h i f t i n g  th e  a u d ie n c e 's  a t t e n t io n  t o  th e  s e t t i n g  where th e  

a c t io n  i s  now p ro g re s s in g .

There a re  now two p a r a l l e l  a c t io n s  in  p ro g re s s , t h a t  w ith in  th e  

la b o ra to ry  which in v o lv e s  M anuel, E s t r e l l a ,  th e  s tu d e n ts  and th e  m ach ine 's  

p r e d ic t io n  o f  M anuel's  d e a th . The suspense  b u i l t  up around t h i s  a c t io n  

in v o lv e s  M anuel's cho ice  as t o  w hether he w i l l  d ie  acco rd in g  t o  th e  fo re 

c a s t ,  o r  w hether he w i l l  t r y  to  th w a rt t h i s  d e s t in y .  The p a r a l l e l  a c t io n

33 I b id . , p . 67 .
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in  th e  scenes a d jo in in g  th a t  o f  th e  la b o ra to ry  c e n te rs  around th e  evange

l i s t s  who in  a d d i t io n  to  t h e i r  e x p o s it io n  on th e  v a r io u s  a sp e c ts  o f  

M anuel's s t o r y ,  a re  in v o lv ed  in  a c t io n s  a g a in s t Manuel w hich a re  to  le a d  

to  h is  d e s t r u c t io n .  In  one s c e n e , Ju a n , in  th e  r o le  o f a  p o lic e  dep u ty , 

i s  f r e e in g  a  p r is o n e r  who i s  t o  f u rn is h  th e  departm ent w ith  in fo rm a tio n  

in  r e tu r n  f o r  h i s  freedom . The two a c t io n s  merge ag a in  b r i e f l y  fo llo w in g  

t h i s  l a t t e r  scen e  as E s t r e l l a  and Kery e n te r  th e  d e p u ty 's  o f f ic e  to  show 

him a th r e a te n in g  l e t t e r  re c e iv e d  a t  th e  la b o ra to ry .

At t h i s  p o in t  th e  a c t io n  seems t o  d ig re s s  s in c e  th e  n ex t scene 

ta k e s  p la c e  betw een Mateo and a p r o s t i t u t e  in  th e  l e t t e r ' s  bedroom. The 

co nnec tion  i s  r e e s ta b l i s h e d  by th e  fo llo w in g  d ia lo g u e ;

MUJER. — Soy c u r io s a ,  is a b e s?  Me g u a ta  que me cu en ten .
Todos v ien en  con a lgun  p r e te x to .  Dime e l  tu y o . Yo 
co le c c io n o  p r e te x to s .

MATEO. — No es un p r e te x to  y t e  r e p i t o  que no lo  e n te n -  
d e r f a s .  (Mas s e r e n o . ) Vine aq u î p a ra  d eg rad a r mi 
v i r t u d  y sen tirm e  ig u a l  a  to d o s  lo s  p e c a d o re s , porque 
debo ju z g a r  a  uno de e l l o s .^ ^

From h e re  th e  a c t io n  p ro g re s s e s  to  a  m eeting  o f  M ateo, M arcos, L ucas,

and Juan who a re  g a th e re d  to g e th e r  to  p ass  judgment on M anuel. The a c tio n

h e re  i s  on two l e v e l s ,  f i r s t  t h e i r  p a r t i c ip a t io n  in  M anuel's d e a th , and

seco n d , t h e i r  p o s i t io n  as c h ro n ic le r s  o f  th e  s to r y .  Thus th ey  seem to

be re c o rd in g  what has a lre a d y  happened , w h ile  a t  th e  same tim e d ec id in g

th e  f a t e  o f  Manuel and what w i l l  happen in  th e  f u tu r e .

MATEO. —  Me a le g ro  que to d o s  hayamos cum plido con l a  c i t a .
Podemos empezar y a  mismo. Yo e s tu v e  m editando p ro fu n -  
damente y mi co n c lu sio n  es  . . .

S ^ Ib id . . p . T5.
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JUAN. — (In te rru m p ién d o lo . ) Un momento, Mateo. Antes de 
o î r  l a  op in iôn  de cada u n o , q u i s i e r a  p ro p o n erle s  a lg o .
(Todos lo  mir a n .)  Q u is ie ra  que Ju n to s  lo s  c u a tro ,  r e -  
cojamos to d a  l a  h i s t o r i a  de Manuel y su  muy c u r io s a  
m âquina.

MATEO. — 6Tu d ic e s ,  e s c r ib i r l a ?

JUAN. — E xacto . No c rée  p ru d e n te  c o n f ie r  en l a  memoria.
Andando e l  tiem po , cada uno de n o so tro s  r e c o rd a r îa  so lo  
l o  que meJor co n v iens. No s é r i a  l a  p rim era  v ez .

MATEO. — T ienes razô n . Ademâs p o r  e s c r i t o  siem pre r é s u l t a  
mas v e ro s fm il .  Los te x to s  p r e s ta n  certidum bre a  lo s  
te s t im o n io s .

LUCAS. — Yo no tengo in c o n v e n ie n te s . Solo que se  me
o c u r r e ,  debiéram os e s p e ra r .  Al f in  y a l  cabo y l a  h i s 
t o r i a  no e s t a  terminada.35

The en su in g  d is c u s s io n  as to  what shou ld  be done w ith  Manuel i s  

no t o f  i n t e r e s t  because o f  th e  d e c is io n ,  fo r  th a t  th e  aud ience  a lre a d y  

knows, r a th e r  i t  i s  th e  c ircu m stan ces  o f  th e  debate i t s e l f  t h a t  a re  s ig 

n i f i c a n t ,  f o r  th e y  argue th e  p o in t  o f  freedom  and d e s tin y  on a l l  le v e ls  

and from a l l  d i r e c t io n s .  N e ith e r  does t h i s  J u d ic ia l  p ro c e ss  c o n ta in  any 

elem ent o f  su sp e n se , b u t in s te a d  r a i s e s  many q u e s tio n s  which t h e i r  d e c i

s io n  t h a t  Manuel must d ie  does n o t r e a l l y  re s o lv e .

As th e  p la y  r e tu rn s  t o  th e  la b o ra to ry  and th e  s to ry  o f  Manuel 

resum es, th e  te n s io n  beg in s t o  mount once a g a in , as i t  d id  when Manuel 

p u lle d  th e  main sw itc h . The d i r e c t io n  o f  t h i s  p a r t  o f  th e  p la y  now cen

t e r s  on M anuel’s s t ru g g le  w ith in  h im s e lf  to  a s s e r t  h is  f r e e  w i l l .  This 

scene ta k e s  p la c e  on A p ril l 6 ,  th e  day b e fo re  M anuel’ s p r e d ic te d  d e a th . 

From t h i s  p o in t  on Cuzzani b eg in s  t o  in c re a s e  th e  d ram atic  te n s io n .

S ince  th e  aud ience  i s  a lre a d y  aware o f  th e  f i n a l  outcom e, th e  achievem ent

3 5 ib i d . . p . 77.
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o f  e l e c t r i f y in g  su sp en se  dem onstra tes  th e  p la y w r ig h t 's  m astery  o f  th e a t 

r i c a l  te c h n iq u e . The a u th o r  uses E s t r e l l a  to  i n i t i a t e  th e  c o n f l i c t .

She has in v i te d  th e  th r e e  s tu d e n ts  to  su p p er and p roceeds t o  t e l l  them 

th a t  Manuel p la n s  to  w a it  u n t i l  th e  l a s t  m inu te  and th e n  defy  th e  m achine. 

This i s  h e r  own id e a  and n o t M anuel's . W hile th e  th r e e  s tu d e n ts  a re  very  

happy to  l e a m  o f  th e  p roposed  p la n ,  i t  i s  n o t so  sim ple fo r  Manuel 

because he i s  to r n  betw een th e  d e s ir e  f o r  freedom  and th e  d e s i r e  f o r  th e  

b e tte rm e n t o f  mankind w hich th e  com puter has p rom ised . The clim ax o f 

t h i s  s t r u g g le  and o f  th e  p la y  a r r iv e s  when a  b r i l l i a n t  id e a  s t r i k e s  

Manuel: he w i l l  d ie  and th u s  save m ankind, b u t  he w i l l  choose th e  tim e

o f  h is  d ea th  and th e re b y  e x e rc is e  h is  f r e e  w i l l .

The denouement c o n s is ts  o f  th e  c a r ry in g  ou t o f  M anuel's  p la n .

The f i n a l  scen e  i s  an e x a c t r e p l i c a  o f  th e  f i r s t  scene  w herein  th e  fo u r  

e v a n g e lis ts  d is c o v e r  M anuel’s body, th u s  co m ple ting  th e  c i r c u l a r  s t r u c 

tu r e  o f  th e  p la y .

Here l i k e  in  h i s  o th e r  p la y s  Cuzzani does n o t n e a t ly  r e s o lv e  th e  

s i t u a t i o n ,  and th e  drama does no t make d e c is io n s  f o r  th e  v ie w er. N e ith e r  

does i t  pass  judgm ent b u t  r a th e r  s t im u la te s  th e  mind by im p lic a t io n s .

The p la y  does n o t r e a l l y  so lv e  th e  q u e s tio n  o f  f r e e - w i l l  v e rsu s  d e s t in y ,  

a lthough  i t  does p re s e n t  one m an's c h o ic e . M oreover, th e  work does n o t 

t r y  t o  jud g e  th e  a c t io n s  o f  th o se  r e s p o n s ib le  fo r  M anuel's d e a th . This 

again  i t  le a v e s  to  th e  au d ien ce .

B ecause o f  in d i f f e r e n c e  to  d ram a tic  r u l e s ,  modem p la y s  te n d  to  

become more d i f f i c u l t  and more e p iso d ic  th a n  works o f  th e  p a s t .  As 

fo rm lessn ess  in c re a s e s  so  does d is c u r s iv e n e s s ,  u n t i l  th e  d ra m a tis t  alm ost
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em erges as an e v a n g e l is t ,  p r o s e ly t i z in g  f o r  h is  f a i t h . T h i s  le a d s  to  

th e  i n t e r j e c t i o n  o f  p r e f a c e s ,  p ro lo g u e s ,  c r i t i c a l  commentary and appen

d ic e s  w hich b eg in  to  accompany th e  w orks. The d id a c t ic  e lem ent r e s u l t s  

in  a  v io l a t i o n  o f  th e  concept o f  th e  fo u r th  w a l l ,  so  e s s e n t i a l  to  th e

sch o o l o f  r e a l i s t i c  drama. T his co n cep t may be d e f in e d  as th e  c o n s id e r-

37a t  io n  o f  th e  aud ience as n o n - e x is te n t .  Only in  t h i s  way cou ld  th e  

t h e a t r e  p r e s e n t  a  fragm ent o f  l i f e .  The d o c tr in e  o f  th e  fo u r th  w a ll 

made a s id e s  and s o l i lo q u ie s  o b s o le te  in  r e a l i s t i c  and n a t u r a l i s t i c  

dram a, f o r  i f  th e  audience w ere t o  be  viewed as n o n - e x is t e n t ,  th e  charac

t e r s  w ould have no reason  to  a d d re s s  i t  d i r e c t l y .

W rite rs  f o r  th e  new th e a t r e  view  th e  aud ience  in  an e n t i r e ly  

d i f f e r e n t  way from t h e i r  p re d e c e s s o rs  o f  th e  r e a l i s t i c - n a t u r a l i s t i c  

s c h o o l. F a r  from c o n s id e rin g  i t  as n o n - e x is te n t ,  th e y  o f te n  d e l ib e r a te ly  

ad d re ss  i t  d i r e c t l y .  Cuzzani makes u se  o f  th e  monologue to  d e l iv e r  h is  

m ensaje f i n a l .  W hile th e  c h a ra c te r  may appear t o  b e  t a lk in g  to  an 

aud ience  on s ta g e ,  i t  i s  obvious t h a t  he i s  a ls o  a d d re s s in g  th e  aud ience 

in  th e  t h e a t r e .  B esides th e s e  f i n a l  m onologues, th e  a u th o r  a ls o  makes 

use  o f  th e  s o li lo q u y  and d i r e c t  a d d re ss  to  th e  au d ie n c e . The a s id e  d a te s  

back to  th e  days o f  th e  Golden Age drama where i t  was u sed  to  in fo rm  th e  

audience o f  some f a c t  th e  o th e r  c h a ra c te r s  on s ta g e  d id  n o t know and 

supposed ly  cou ld  n o t h e a r . When C uzzani*s char- j t e r s  a d d re ss  th e  aud i

ence i t  i s  n o t f o r  th e  pu rpose  o f  d iv u lg in g  s e c r e t s  b u t  t o  b reak  th e

*̂ 6R obert B ru s te in ,  The T h e a tre  in  R evo lt (B oston : L i t t l e ,  Brown
and C o ., 1 9 6 k ), p . 12.

3?John G assner, Form and Id e a  in  th e  Modem T h e a tre  (New York: 
The Dryden P r e s s ,  1956), p . 30.



85

i l l u s i o n  o f  r e a l i t y  and to  c r e a te  an atm osphere o f  a b s u rd i ty .  Cuzzani 

uses th e  s o l i l o q u y ,  an o ld  t h e a t r i c a l  d e v ic e , to  p re s e n t  h i s  th e s i s  and 

as such i t  i s  a  propaganda to o l  w hich i s  f a r  removed from th e  s o l i lo q u ie s

o f  th e  Golden Age and  th e  n in e te e n th  cen tu ry  Romantic drama.

In  th e  open ing  scene o f  Una l i b r a  de c am e  th e  o rd e r ly  makes h is  

e n tra n c e  and b e g in s  ta lk in g  to  h im se lf  and th e n  a d d re sse s  th e  aud ience.

In  E l c e n tro fo rw a rd  murio a l  am anecer th e  Vagabond a c ts  as a  n a r r a to r  as 

he r e l a t e s  G a r ib a ld i 's  s to ry  to  th e  au d ie n c e ; w h ile  i n  th e  scene  p reced 

in g  th e  e x e c u tio n  th e  Cannis Company com m ercial i s  d i r e c te d  tow ards th e  

v ie w e rs .

T here i s  a n o th e r  s o li lo q u y  a t  th e  end o f  th e  second a c t  o f  Sem

p ro n io  when th e  High Com m issioner, l e f t  by h im s e lf  on s t a g e ,  d isc u sse s  

th e  problem  o f  m ach ines, w h ile  a t  th e  same tim e he pounds on th e  t a b l e ,  

h i t t i n g  h i s  f i s t  on th e  r a d io - a c t iv e  p a s t r y .  The to n e  o f  t h i s  s o lilo q u y

i s  f a r  from t h a t  o f  d ram atic  im p ac t, and does n o t d e a l w ith  p h ilo so p h ic a l

c o n c e p ts .

ALTISIMO COMISIONADO. — ( . . .  queda s o lo . )  Mantenamos l a  
calm a . . .  Pensamos . . .  no es  mâs que un a c c id e n te  . . .  
un s in ç l e  d e s p e r fe c to . E l lo s  son buenos m ecân icos.
Ademâs, s i  yo le s  doy una o rd e n , te n d râ n  que c u m p lir la .
E l mundo e s t a  o rgan izado  a s f .  No se  d is c u te  con la s
l ic u a d o re s  o con la s  m âquinas de a f e i t a r .  Se l a s  r e 
p a ra  . . .  Y una vez re p a ra d a s ,  s e  la s  u t i l i z a j  E stân  
to d o s muy equivocados s i  e sp e ra n  que p o r un minimo d e s 
p e r f e c to  me voy a  d e s c o n c e r ta r .  lYo soy e l  que dé l a s
ô rd e n e s î A lo s  hombres y a  l a s  co sas . Les d ig o ;
IF uncionad î Y e l l o s ,  l a  F u n c io n a ri (S aca  l a  mano d e l  
p a s t e l  de e s ta m p il la s  donde fu e  a  p a ra r  su  pufio cuando 
g o lp e o . Se m ira .)  En . . .  (Se sacude m o le s to , se  l im -  
p i a  en l a  ro p a . Luego se  v a  a s u s ta n d o .) E ste  p a s t e l  
es  . . .  ( G r i t a . ) IDe e s ta m p il la s  ! IR a d io a c tiv a s î 
1S o c o rro î IMe voy a  d e s in te g r a r !  IVoy a  r e v e n ta r  como 
una  bomba . . .

38,Cuzzani, "Sençronio," T .A .C ., p. 215.
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Cuzzani v io la te s  th e  fo u r th  w a ll  conven tion  most d r a s t i c a l l y  in  

P a ra  que se  cumplan la s  e s c r i t u r a s . In  t h i s  p lay  as in  E l cen tro fo rw ard  

m urio a l  am anecer, th e  a u th o r  u ses  th e  d ev ice  o f  n a r r a t io n  t o  move th e  

a c t io n  fo rw ard . The fo u r  e v a n g e l is ts  a re  t e l l i n g  th e  s to r y ,  and in  so 

do ing  th e y  a t  tim es speak d i r e c t l y  t o  th e  au d ien ce . On o th e r  o ccasio n s 

th e y  a c t  as though th ey  them selves a re  th e  audience v iew ing  th e  drama.

Such in t e r p o la t io n s  o f  d i r e c t  a d d re s s  and n a r r a t iv e  a re  a t  f i r s t  s t a r t 

l i n g ,  b u t  th e  aud ience soon a c c e p ts  them as norm al, and a lth o u g h  they

may b re a k  th e  c o n tin u ity  o f  th e  p la y ,  th e y  te n d  t o  add a n o th e r  dim ension 

which c re a te s  s u r p r is e  as a  r e s u l t  o f ra p id ly  changing moods.

C u zzan i, along w ith  o th e r  d ra m a tis ts  o f  th e  new t h e a t r e ,  has

succeeded  in  s h a t t e r in g  th e  u n i t i e s  o f  t im e , p la c e ,  and a c t io n ,  as w e ll

as d is s o lv in g  th e  fo u r th  w a l l .  However, th e s e  w r i te r s  have added a

fo u r th  u n i ty  w hich se rv e s  to  m a in ta in  cohesion  in  t h e i r  w orks. This i s

th e  u n i ty  o f  im p re ss io n . W hatever th e  d iv e rg e n t e lem en ts i n  th e s e  p la y s ,

th e y  must a l l  be aimed tow ards le a v in g  one o v e rr id in g  im p re s s io n . Thus

w h ile  a  d ram a 's  c o n tra d ic to ry  in g r e d ie n ts  may seem t o  d e s tro y  one a n o th e r ,

th e y  a re  a c tu a l ly  c o n tr iv e d  to  g iv e  m utual su p p o rt. The d ra m a tis t  may

ach iev e  t h i s  fo u r th  u n i ty  even though  th e re  i s  an absence o f  c o n s is te n c y

39o f  c h a r a c te r ,  e x te rn a l  u n i ty ,  and p lo t  p ro g re s s io n . Such p la y s  may 

ap p ea r anatom ized  due to  t h e i r  e p is o d ic  n a tu re ,  b u t th e y  do form  a  u n i

f i e d  whole when viewed from th e  s ta n d p o in t o f  im p ress io n .

C u z z a n i 's  works f o r  th e  m ost p a r t  a re  aimed a t  g iv in g  an im pres

s io n  o f  man degraded  by a  h ig h ly  m echanized and m a t e r i a l i s t i c  s o c ie ty .

L. S ty an , Thé Dark Comedy (Cambridge; The U n iv e rs ity  P re s s ,
1962), pp. 275-77.
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In  Una l i b r a  de c a m e  he leav es  th e  im p ress io n  o f  th e  d e s i r e  fo r  an 

a u th e n tic  l i f e  t h a t  cannot be r e c o n c ile d  w ith  th e  p re s e n t  c o n d itio n s  in  

th e  w orld . E l cen tro fo rw ard  m uriô a l  amanecer a ls o  shows th e  problem  

o f freedom  and o f  t r y in g  to  be a u th e n t ic  in  a  reg im en ted  s o c ie ty .  The 

essence  o f  freedom  i s  a ls o  predom inant in  Cuzzani*s o th e r  p la y s .  The 

s t r u c tu r e  o f  C u z z a n i 's  dramas i s  d esig n ed  t o  p re s e n t  a  t o t a l  im p ressio n  

o f  m an's c o n d i t io n .  He accom plishes t h i s  by means o f  J o in in g  v a r ie d  

and a t  tim es seem ing ly  incongruous p a r t s  which in  th e  end form a u n if ie d  

w hole. His s k i l l f u l  b le n d in g  and p o s i t io n in g  o f  opposing  elem ents 

se rv es  to  accom plish  h i s  pui-pose o f  d ram a tic  im pact.



CHAPTER IV 

TECHNIQUES

The te ch n iq u es  Cuzzani and o th e r  contem porary d ra m a tis ts  employ 

a re  in  many in s ta n c e s  f a r  from new. The appearance o f  a  chorus d a te s  

back  to  th e  days o f  th e  a n c ie n t Greek th e a t r e ,  th e  S h ak esp ea rian  drama 

made w ide use o f  th e  c o n tra p u n ta l  e f f e c t  o f  comic r e l i e f ,  and rom an tic ism  

u sed  l i g h t in g  e f f e c t s  to  s e t  o r  change th e  mood. What makes th e s e  and 

o th e r  d ev ices  unique i s  th e  way in  which th e  p la y w rig h t e x p lo i t s  them , 

as w e ll  as th e  u n u su a l, and a t  tim es  in c o n g ru o u s , com binations he p u ts  

to g e th e r .

The open e p iso d ic  sh ap in g  o f  th e  new drama a llo w s r a r e  l o g i s t i c  

ju x t a p o s i t i o n s , a long  w ith  sh a rp  comic c o n t r a d ic t io n s .  T h is te c h n iq u e  

o f  c o u n te rp o in t ,  as B rech t developed  i t ,  i s  a means o f  a c h ie v in g  a l i e n 

a t io n .  S ince  th e  o b je c t iv e  i s  to  keep th e  aud ience from becom ing to o  

in v o lv e d  in  th e  p la y ,  o r from em path iz in g  w ith  th e  c h a r a c te r s ,  th e  drama

t i s t  superim poses raucous comedy upon a  t r a g i c  s c e n e , o r  b u i ld s  a  comic 

a t t i t u d e  only  to  s h a t t e r  i t  w ith  a  sudden s h i f t  t o  th e  s e r io u s  o r  t r a g i c .  

The in c o n g ru ity  o f  th e  solemn and th e  r id i c u lo u s ,  o r  th e  p ro x im ity  o f

88
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th e  u g ly  and th e  b e a u t i f u l  a ls o  p roduce tra g ic o m ic  te n s io n s .^  The p la y 

w rig h t may a ls o  u se  to n e ,  p a t t e r n s ,  and im p ress io n s  i n  a  c o n tra d ic to ry  

m anner.

B eginning  w ith  Una l ib r r .  de c a rn e , Cuzzani makes w ide use o f  th e  

c o n tra p u n ta l  method in  h is  p la y s .  In  t h i s  work th e r e  i s  th e  alm ost con

s t a n t  c o n t ra s t  betw een th e  s e r io u s  E l ia s  B eluver and h is  f a r c i c a l  s u r 

ro u n d in g s . The b i z a r r e ly  comic ju r o r s  s e t  a  mood o f  h i l a r i t y  which i s  in  

sh a rp  c o n t ra s t  t o  th e  s e r io u s  and d e p re sse d  mood which B eluver e x h ib i ts  

in  th e  scenes from  h i s  p a s t .  The ju ry  and th e  courtroom  s p e c ta to r s  

g r e e t  th e se  alm ost t r a g i c  in c id e n ts  w ith  n o n ch a lan ce , and co n tin u e  in  

t h e i r  r id ic u lo u s  b e h a v io r . The ty p i c a l  r e a c t io n  o f  th e  Ama de Casa i s ,  

"iQuê em ocianan teî IComo en e l  c in e ! " ;  w h ile  th e  Ju b ila d o  r e p l i e s  to  

a l l  q u e s t io n s ,  "Yo no se  . . .  Yo soy ju b i la d o ."  The l i t t l e  g i r l  i s  con

s t a n t l y  a sk in g  h e r  f a th e r  such th in g s  a s ,  " iP o r  que t i e n e  que s e r  una 

l i b r a  y no un k i l o  o dos? iC uanto  p e s a  una l i b r a ?  iQue es l a  m o lic ie?  

iQue es un f i l a n t r o p o ?  iLo van a  a h o rca r? "

As th e  ju ry  re n d e rs  i t s  d e c is io n  each member g iv es  h is  reasons 

f o r  f in d in g  B elu v er g u i l t y .  T h e ir  ab su rd  j u s t i f i c a t i o n s  a re  a s a t i r e  on 

j u s t i c e .  The f l i p p a n t  a t t i t u d e  o f  th e  ju r o r s  i s  in  d i r e c t  c o n t r a s t  to  

th e  h o r ro r  o f  th e  sen ten c e  which th e  ju d g e  p ronounces.

A nother exam ple o f  th e  c o n tra p u n ta l  e f f e c t  occurs as th e  s p e c ta 

to r s  a re  le a v in g  th e  courtroom  when th e  fo llo w in g  comic d ia lo g u e  ta k e s  

p la c e  betw een an u sh e r  and th e  p h o to g ra p h e r .

^ J .  L. S ty a n , The Dark Comedy (Cam bridge: The U n iv e rs ity  P r e s s ,
1962 ) ,  p . 25U.
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UJIER, — E s te  t r a n q u i l a .  P ero  re c u e rd e  qua e l  Juez no 
q u ie re  fo to s  de p e r f i l .  ( a l  F o t6 g r a f o .) iQyo u s ted ?

FOTOGRAFO. — No se p reo cu p e . No t e n i a  p la ç a s .  La fo tp  
que va  a  s a l i r  es de l a  seman". p a sa d a . P ero  a l a  
g en te  l e  g u s ta  que l a  f o to g r a f ie n  p a ra  e l  d ia r i o .
Despuês lo  compran.2

This jo c u la r  mood i s  suddenly  changed w ith  th e  in t r u s io n  o f  a  man who

asks th e  u sh e r what w i l l  happen t o  B e lu v er now,

UJIER. — iCômo que p a s 6? &No e s tu v o  u s te d  p re se n te ?

HOMBRE. — Sx. Pero  m e r e f e r i a  a  lo  que l e  p a s a ra  despues 
a B e lu v e r. iQ uien le  d a râ  t r a b a j o ,  dônde i r a ?  Nadie 
e x p l ic 6  nada.

UJIER. — E l p rocesado  e s t a  en l i b e r t a d .  A l a  j u s t i c i a  no 
le  im p o rta  s a b e r  n i  a v e r ig u a r  nada  de l a  v id a  p r iv a d a  
de la s  g e n te s . Son l i b r e s  y  re sp o n sa b le s  de sus a c to s .
(P a u s a .) Y haga e l  fa v o r  de i r s e ,  que aqu î no se  puede 
e s t a r ,

HOMBRE. — ( in c o rp o râ n d o s e .) — Y dxgame . . .  itam poco l e  
i n t e r e s a  a  l a  J u s t i c i a  s a b e r  p o r  q u i B e lu v er no t e n î a  
san g re?  (L lega o t ro  U j ie r  y se  l e  une a l  que e s t a b a . )

UJIER. — R e t îr e s e  seB or. No estam os p a ra  d is c u s io n e s .
(E n tre  lo s  dos U jie re s  toman p o r  l a  s o la p a  d e l  saco  
a l  nombre.

This d ia lo g u e  le a d s  d i r e c t l y  in t o  th e  s e r io u s  d id a c t ic  monologue 

which th e  man d e l iv e r s  t o  th e  a u d ie n c e . I t  i s  b o th  a  commentaiy and a  

condem nation o f  th e  s o c ie ty  th a t  has robbed E l ia s  B eluver o f  h i s  l i f e ’s 

b lo o d . This speech  produces a  r a t h e r  a b ru p t and unexpected  change in  

mood and d i r e c t io n .

The te c h n ic a l  a sp e c ts  o f  C u z z a n i 's  works most v iv id ly  dem o n stra te  

th e  f l e x i b i l i t y  o f  h is  t h e a t r e .  H is p la y s  a re  n o t always p re s e n te d  in

^A gustîn  C uzzan i, "Una l i b r a  de c a rn e ,"  T e a tro  de A g u stin  Cuz- 
zan i ( h e r e a f t e r  r e f e r r e d  to  as T.A .C . ) (Buenos A ire s ;  E d i to r i a l  Q u e tz a l,
I 960) ,  p . 61 .

3
I b id .
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e x a c tly  th e  same m anner. I n s te a d ,  v a r io u s  p ro d u c tio n s  have c o n ta in e d  

d i f f e r e n t  in n o v a tio n s ,  g iv in g  th e  works a  more o rg a n ic  n a tu re .  One 

v a r ia t io n  o f  Una l i b r a  de c a m e , w hich r e s u l t e d  in  an even more h e ig h te n 

ed c o n tra p u n ta l  e f f e c t  in  th e  l a s t  s c e n e , was a  p r e s e n ta t io n  in  R o sario  

in  w hich th e  c l im a te  c lo s e ly  approxim ated  v a u d e v i l le ,  th u s  making th e  

c o n t r a s t  betw een th e  p reced in g  f a rc e  and th e  f i n a l  m essage s h a rp e r ,  and 

adding a  to u c h  o f  iro n y  by hav ing  th e  chorus o f  c r e d i to r s  f a l l i n g  from 

th e  c e i l i n g ,  rebound ing  l i k e  ru b b er d o l l s  d u r in g  th e  d e l iv e ry  o f  th e  

m ensaje f i n a l .^

C uzzani s t r i k e s  a  s a t i r i c  n o te  very  e a r ly  in  E l cen tro fo rw ard  

m urio a l  am anecer. The p lay  opens in  a  p u b lic  p la z a  where a  vagabond 

i s  a s le e p  on one o f  th e  benches. A guard  approaches him to  t e l l  him he 

must move b ecau se  a  very  im p o rtan t ceremony w i l l  be ta k in g  p la c e  s h o r t ly .  

The o c c a s io n  tu r n s  o u t to  be a  h an g in g , and th e  guard  has a  r e s p o n s ib le  

r o le  t o  p la y ,  as  he ex p la in s  to  th e  vagabond.

GUARDIAN. — IY c la ro !  Tengo que r e p a r t i r  lo s  p rogram as,
acomodar a  l a  g e n te , g u a rd a r e l  o rd e n , d a r  l a s  e x p l i -
c ac io n es  d e l  caso . (M uestra e l  f a jo  de program as en
su  b o l s i l l o . ) iVe? Las e n tra d a s  e s ta n  rig u ro sam en te  
numeradas y no se  adm it en v a le s  n i  p erm ises  de fa v o r .
Todo e s t a  b ie n  o rgan izado . En f i n . . .y o  supongo que 
u s te d  com prenderâ .. .Es so lam en te  p o r e s t a  noche . Des
p u ê s ,  e l  banco s e g u irâ  a  su  e n te r a  d is p o s ic iô n ,  como 
s ie m p re .^

The a b s u rd i ty  o f  a  p r in te d  program  f o r  an e x e c u tio n  i s  in  sh a rp  c o n t r a s t  

t o  th e  h o r ro r  o f  i t .

As th e  vagabond re v e a ls  th e  s to r y ,  th e r e  i s  a  s a t i r i c a l  scene  

in  w hich th e  Nahuel Soccer team r e tu r n s  t o  i t s  c lubhouse  a f t e r  a

^C uzzan i, "Una l i b r a  de c a rn e ,"  e p i lo g u e ,  T .A .C ., p . 65 . 

^C uzzan i, "E l cen tro fo rw ard  m urio a l  am anecer,"  T .A .C ., p . 72.
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v ic to r io u s  game w ith  fans and r e p o r te r s  mobbing th e  team  members. As 

compared to  t h i s  tum ultuous i n t e r v a l ,  th e  n ex t ep iso d e  i s  more so b e r as 

Cacho v i s i t s  w ith  h i s  Aunt Dominga about th e  f i n a n c i a l  problem s o f  th e  

Club and h is  s tro n g  a ttachm en t f o r  th e  team . The a r r i v a l  upon t h i s  

scene  o f  a  c r e d i to r  and two c o u r t o f f i c i a l s ,  ag a in  adds humor and s a t i r e  

t o  th e  s i t u a t io n  as f i r s t  th e y  t r y  t o  e s t a b l i s h  h i s  i d e n t i t y ,  and th e n  

p reced e  t o  inform  him th a t  he i s  b e in g  a t ta c h e d  f o r  th e  deb ts  o f  h is  

b a l l  c lu b . Cacho a ssu re s  them t h a t  he i s  A r is t id e s  G a r ib a ld i ,  th e  c e n te r  

fo rw ard  o f  th e  Nahuel A th le t ic  C lub , and p roves i t  by showing them h is  

f o o t ,  "Y bueno. E ste  es e l  p ie  que hace  lo s  g o le s .  U sted  puede compro- 

b a r  . . .  "^ He f in d s  i t  in c re d ib le  t h a t  th ey  w ish to  impound him , and 

asks :

GARIBALDI. — iQue q u ie re  d e c i r  to d o  e s to ?

ACREEDOR. — Una sim ple p re c a u c io n , nada mas. No puedo 
ponerme de acuerdo con e l  P ré s id e n te  de su  C lub , sobre 
l a  forma de pago de mi c r ê d i to  y toma e s t a  medida p a ra  
asegurarm e. Una sinç)le  p re c a u c iô n , nada mas.

GARIBALDI. — No e n tie n d o  que c la s e  de p reca u c iô n  es I s a .  
iU s ted  me embarga a  ml?

ACREEDOR. — C la ro .

GARIBALDI. — Es d e c i r  no embarga m  s u e ld o , n i  mis m uebles, 
n i  mi ro p a . IMe embarga a  m l! '

The second a c t  ta k e s  p la c e  in  Lupus’ p a la c e ,  and co n ta in s  a  g re a t  

d e a l o f  f a r c i c a l  humor as G a rib a ld i m eets th e  o th e r  members o f  Lupus ’ 

c o l l e c t i o n ,  N ora, th e  b a l l e r i n a ,  H am let, P r in c e  o f  Denmark, th e  P ro fe s 

s o r ,  and King Kong. When G a r ib a ld i t r i e s  t o  e x p la in  th e  game o f  fo o t

b a l l  t o  Hamlet i t  p roduces an ex trem ely  funny in te r lu d e .

? Ib id .



93
HAMLET. —  . . .  y ah o ra , exp lfcam e, e x t r a n je r o ,  iquê  es 

f o o t - h a l l ?

GARIBALDI. — Pues e l  f o o t - b a l l  e s  un ju e g o . C o n s is te  en 
c o rn e r  con una p e lo ta  y  m e te r la  en un a rco  defend ido  
p o r  lo s  c o n t r a r ie s .  Juegan once c o n t ra  once.

HAMLET, (p e n sa tiv o )  — Comprendo. Y . . .  t u  b ac fa s  eso?

GARIBALDI. — S i ,  s iem pre . Es mi e s p e c ia ld a d .

HAMLET, —  C re o ,e n te n d e r te . iY . . .  p a r a  que lo  h ac ias?

GARIBALDI, (c o rta d o ) — Y . . .p a r a  n a d a . . .E s  e l  d ép o rté  a  
l a  g e n te  l e  g u s ta . Es e l  d é p o r té  d e l  p u eb lo . C ien tos 
de m ile s  de personas en loquecen  p o r  e l .

G a r ib a ld i  does n o t f a r e  much b e t t e r  w ith  King Kong. He t r i e s  

p la y in g  c a tc h  w ith  him , b u t King Kong ru n s o f f  w ith  th e  b a l l .  T h is comic 

to n e  i s  in  d e f i n i t e  c o n tra s t  to  th e  n e x t scen e  in  w hich a d ep ressed  

Cacho r e v e a ls  t o  Nora h is  d e s ir e  and d e te rm in a tio n  to  escape from Lupus* 

p a la c e .  T h is  d e s ir e  le a d s  to  th e  m urder o f  Lupus w hich occurs w h ile  a t  

th e  same tim e  in  th e  background th e  au d ien ce  h e a rs  th e  d eafen in g  n o is e  o f  

th e  crowd s h o u tin g ,  " G a r ib a ld i , pum," fo llo w ed  by th e  d e l i r io u s  announce

ment t h a t  L alo  P e l l i c i a r i  has sc o re d  a  g o a l .  Thus th e  excitem en t o f  th e  

so c c e r  game i s  superim posed upon th e  h o r r o r  o f  th e  m urder. The ex ec u tio n  

w hich fo llo w s  th e  m urder and th e  t r i a l  i s  a n o th e r  s a t i r e ,  t h i s  tim e  on 

Yankee co m m e rc ia liz a tio n . The Cannis Company L im ited  i s  sp o n so rin g  th e  

s p e c ta c le ,  r e p le t e  w ith  an announcer and a  s in g in g  com m ercial. F or such 

a  s p e c ia l  o c c a s io n , SeSor and Sefiora C annis make a  p e rso n a l appearance 

to  prom ote t h e i r  p ro d u c t,

SR. CANNIS. — S e f io r i ta s ; S o lo  he de d e c i r  unas b reves 
p a la b ra s  que me d ic ta  l a  emociôn de e s te  momento. Y 
e l l a s  son a p ro p o s ito  de l a  u t i l i z a c i ô n  de la s  sogas 
m a rc a .. .

^ I b id . , p. 96 .
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CORO DE LOS TRES, (c a n ta n ) — ICannis Company L im ited!

SR. CANNIS. — . . .E n  l a  e je c u c iô n  p û b l ic a  de c r im in a le s .
Tambien fabricam os sogas de ocho cabos p a ra  p a se a r  
p e r r o s . . . .

SRA. CANNIS. — . . .D e  dos cabos p a ra  a t a r  p a g u e te s . . .

SR. CANNIS. — . . .E s p e c ia le s  p a r a  p e s c a r . . .

SRA. CANNIS. — . . .  y p a ra  rem on tar b a r r i l e t e s . . .

SR. CANNIS. — Y siem pre una so g a  p a ra  u s te d ,  m a rc a .. .

CORO DE LOS TRES (en p len o  sw in g .)  — iC annis Company
lim ite d !

SR. CANNIS. — ...Com o pueden com probar v iendo e s te
m u e s tra r io  cuyos p re c io s  podemos p ro p o rc io n a r  a  lo s  
in te r e s a d o s ,  una vez que te rm in e  e s t e  l in d o  a c to .
N u es tra  f irm a  se  c re e  en e l  deber de d e c la r e r  s u . . .
(V a c i la ,  M ira a  l a  S ra . C annis) How do you say  hap
p in e s s  in  Spanish?^

At th e  end o f  t h i s  humorous com m ercial. G a r ib a ld i launches in to  h is  mono

lo g u e  whose somber to n e s  a re  in  d i r e c t  o p p o s itio n  to  th e  m erry mood o f

a  few moments e a r l i e r .

In  a d d i t io n  to  th e  a l t e r n a t i n g ,  and a t  tim es s im u lta n e o u s , 

scen es  o f  comedy and s o b r ie ty ,  Cuzzani a l s o  accom plishes a  c o n tra p u n ta l  

e f f e c t  by th e  ju x ta p o s in g  o f  o p p o s ite  c h a r a c te r s , such as G a r ib a ld i and 

L upus, and th e  c o n t r a s t  o f  b eau ty  and th e  b e a s t  in  th e  c h a ra c te r s  o f  

N ora and King Kong. There i s  a ls o  th e  a n t i t h e s i s  o f  Hamlet and G ari

b a l d i ,  t o  whom he r e f e r s  as th e  a n ti-H a m le t.

The p la y w rig h t c a r r i e s  o v er t h i s  te c h n iq u e  o f  c o u n te rp o in t i n t o  

h i s  n e x t p l a y , Los in d io s  e s ta b a n  c a b r e ro s , where upon a  background o f 

hunger and b e a t in g s  he superim poses humerous n o te s ,  which eire a t  tim es

^ I b i d . . p . 111.
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c a r r ie d  t o  th e  r id ic u lo u s .  F or e x a n ^ le ,  in  th e  em pire o f  Axayaca i t  i s  

u n law fu l f o r  m iners to  open t h e i r  eyes o u ts id e  o f  th e  m ines. Teuche has 

d iso b e y c i t h i s  law  and seeks h e lp  f o r  h is  b u rn in g  ey es . The o ld  hag  

Q u ep u x ilanxuacoxeta l g iv e s  him th e  fo llo w in g  a d v ic e : "M ojate los con

agua f r f a  y  no m ires a l  s o l  de f r e n t e ,  y ademâs c â l l a t e  l a  b o ca ; que e l  

ru id o  de lo s  la t ig a z o s  que t e  d a râ ,  me h a r a  d o le r  l a s  o r e ja s ." ^ ^  The 

p o v e rty  o f  th e  p eo p le  i s  ex trem e , and heavy ta x e s  f u r th e r  o pp ress  them .

A comic s i t u a t i o n  makes t h i s  c l e a r  when th e  town c r i e r  announces a  new 

ta x .

PREGONERO. — ...M e x ic o : Decimo segundo d ia  d e l  decimo q u in to
mes d e l  aho 12 de la s  CaBas de l a  O ctava G a v il la .  Se h a  
e s ta b le c id o  un nuevo im puesto  en to d o  e l  t e r r i t o r i o  d e l  
p a i s .  Se r e f i e r e  a  lo s  mendigos y  lim osneros y  e s ta b le c e  
que dada l a  f a i t a  de b ie n e s  y  p ro p rie d a d e s  lo s  mendigos 
deberan  ju n t a r  y e n t r e g a r  a l  recau d ad o r o f f i c i a l  cada dos 
m eses , una b o ls a  d e p i o j o s  que s e ra n  s a c r i f i c a d o s  cada 
dos meses en h o lo c a u s te  a l a  d iv in id a d . .

F a r c ic a l  humor dom inates th e  second a c t  as Manuel th e  fisherm an  

c a tch es  th e  th r e e  In d ia n s  in  h i s  n e t ,  and th u s  assumes th a t  th e y  a re  

f i s h .  T his le a d s  to  mai^r amusing s i t u a t i o n s ,  such as when th e y  a re  

ta k en  to  th e  I n q u i s i t io n  in v e s t ig a to r s  and a r r iv e  th e re  in  a  la rg e  t i n  

can.

CURA I I .  — IValgame D ios! iq u e  es eso?

INFORMANTE. —  Son, lo s  p ro c e s a d o s . . .

CURA I I I .  —  iY e s ta n  a h i d e n tro ?

INFORMANTE. — En e f e c to .  Como s e  t r a t a b a  de peces y
debfamos c o n se rv e r ie s  h a s ta  hey a  dos meses la rg o s  de 
l a  p e sc a  consu ltâm es a  v a r ie s  e s p e c i a l i s t a s .  Todos 
c o in c id ie ro n  en que e s t a  e r a  l a  m ejor forma de conser
v e r i e s .  E l a c e i te  es p o r s u p u e s to . .d e  o l iv a .^ ^

^^Cuzzani, "Los indios estaban cab reros,"  T.A.C., p. 127.

l ^ I b i d . . p . 128, IZib id . . p. 150.
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The d r o l l  to n e  o f  t h i s  scene b e fo re  th e  church t r i b u n a l  d i f f e r s  

g re a t ly  from th e  im p re ss io n  th e  th r e e  In d ian s  p re s e n t  on t h e i r  jo u rn ey  

t o  p r is o n . T his t r i p  i s  ex trem ely  u n p le asa n t and d i s i l lu s io n i n g  f o r  th e  

th re e  because t h e i r  guards c o n s ta n t ly  b e a t  them . The crowds who tu r n  

o u t to  see  th e  famous peces d u rin g  th e  course o f  t h e i r  jo u rn ey  produce a 

c i r c u s - l ik e  atm osphere w hich se rv e s  to  h e ig h te n  th e  c o n tra p u n ta l e f f e c t  

between th e  s u f f e r in g  o f  th e  In d ia n s  on th e  one han d , and th e  e n t e r t a i n 

ment and exuberance o f  th e  crowd on th e  o th e r .

A mood o f  optim ism  p r e v a i l s  d u rin g  th e  f i r s t  p a r t  o f  th e  t h i r d  

a c t as M a ric e le s te  h as  had  a  fa v o ra b le  response  from h e r  aud ience w ith  

th e  Queen. Thus th e  th r e e  In d ia n s  have h igh  hopes o f  c a r ry in g  an i n t e l 

l e c tu a l  re v o lu t io n  t o  th e  New W orld. This c h e e r fu l  o u tlo o k  suddenly  

changes when Don P ero  m entions t h a t  Queen I s a b e l  w i l l  be in v o lv ed  in  

th e  p r o je c t ,  and Don Lope adds t h a t  a long  w ith  c i v i l i z a t i o n  and sc ie n c e  

w i l l  go th e  arms o f  co n q u es t. A s e r io u s  debate  ensues on th e  p ro s  and 

cons o f  th e  p roposed  jo u rn e y  to  th e  New W orld, and Tupa agon izes in  h is  

dilemma o f  w an ting  to  b r in g  a  b e t t e r  l i f e  to  h is  p eo p le  v ia  s c ie n c e  and 

knowledge, b u t o f  w an ting  to  sp a re  them th e  s u f f e r in g  th a t  w i l l  be in ev 

i t a b l e  as a  r e s u l t  o f  th e  c o n q u e ro r 's  sword. In  th e  m idst o f  t h i s  s t r u g 

g le ,  an in te r lu d e  betw een th e  p o l ic e  and Columbus in tro d u c e s  a  b i t  o f  

comic r e l i e f .

POLICIA. — IEh u s te d :

COLON. — iQue d e s e a ,.b u e n  hombre?

POLICIA. — IDocumentes !

COLON. — &Quien es u s te d  p a ra  p e d ir lo ?

POLICIA. — (M ostrando una m ed a lla  y ab rien d o  su  l i b r e t a . )
I P o l ic ia !  (P a u s a .) iC6mo se  llam a u s ted ?
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COLON. — A h . . . l a  cosa  no es mny c l a r a .  Me llam an C r is to b a l  
C olon, o X h ris to p h e ren s  Columbus, o Colombo, o Colono, 
o Colom, o . . . 3

'/he a u th o r  ag a in  in tro d u c e s  c o u n te rp o in t a t  th e  end o f  th e  p la y  

j u s t  when i t  ap p ea rs  t h a t  everyone w i l l  l i v e  h a p p ily  ev er a f t e r .  Tupa 

i n t e r j e c t s  a  sudden n o te  o f  d is q u ie tu d e  when he makes an unusual re q u e s t 

o f  th e  Queen, "Q uiero  v o lv e r  a  l a  c a r c e l .  P ron to  v en ce ra  e l  p la z o  p a ra  

m o rir  en l a  h o g u era .

By m a in ta in in g  th e  s p i r i t  o f  f a r c e  th r o u ^ o u t  Sempronio Cuzzani 

makes th e  c o n t r a s t  a t  th e  end even more s t a r t l i n g  th a n  in  h is  p rev io u s  

works where he in tro d u c e d  c o n tra p u n ta l e f f e c t s  much e a r l i e r .  As th e  

a c t io n  tow ards th e  end o f  th e  t h i r d  a c t  c lo se ly  p a r a l l e l s  t h a t  a t  th e  

end o f  th e  f i r s t  a c t ,  w ith  th e  High Com m issioner’s d isco v e ry  o f  S em pronio 's 

r a d i o a c t i v i t y ,  th e  e x p e c ta t io n  i s  t h a t  th e  comic fa rc e  w i l l  a ls o  co n tin u e  

as b e fo re .  The sudden sw itch  to  th e  s e r io u s  which Sem pronio 's monologue 

on th e  s u b je c t  o f  lo v e  acco m p lish es , i s  so  s t a r t l i n g  t h a t  i t  c re a te s  

d ram atic  im p ac t. The works p re c e d in g  Sempronio a l l  began on a  n o te  o f  

comedy and ended on a  t r a g i c  n o te .  Sempronio fo llo w s a  s im i la r  c o u rs e , 

excep t t h a t  h e re  th e  s e r io u s  r e p la c e s  th e  t r a g i c  elem ent w ith  no n o ta b le  

le s s e n in g  o f  d ram a tic  im p ac t.

In  P a ra  que se  cumplan l a s  e s c r i t u r a s  Cuzzani re v e rs e s  t h i s  p a t 

t e r n ,  f o r  h e re  th e  p la y  b e g in s  w ith  th e  trag e d y  o f  M anuel’s dea th  and 

th e n  changes t o  a  s a t i r i c  n o te  as th e  e v a n g e lis ts  beg in  th e  ta s k  o f  

re c o rd in g  h i s  s t o i y .

l ^ Ib id . . p .  171. 

^ ^ I b i d . , p .  175.
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MATEO. — "Porque vendra, e l  d ia  de Yave de lo s  E je r c i to s  so b re  
lo s  so b e rb io s  y lo s  a l t i v o s , y se ra n  a b a t id o s ” ,

JUAN. — (a M arcos, b u r lo n . ) E l don de l a  p r o f e c ia  no fu e  dado 
., lo s  bebedores de t e  con lim on . (B eb e .)

MATEO, — (Leyendo y  e s c r ib ie n d o . Pero  mas f u e r t e . ) " . . . y
so b re  lo s  ced ros d e l L fbano, a l to s  y  su b lim e s , y . . . ( M a r -  
can d o ). . .s o b re  to d o s  lo s  a lco m o q u es de Bazan. (Juan  se  
v u e lv e  como p a ra  r e a c c io n a r  c o n tra  M ateo. Marcos l e  tom a 
un b r a z o . )

JUAN. — ÎMe d i jo  a lco m o q u e! INinguna to r tu g a  de s a c r i s t i a  
me h a  llam ado  a  mf a lcom oque

The a u th o r  co n tin u es  t h i s  c o n tra p u n ta l e f f e c t  th ro u g h o u t th e  

p lay  by means o f  a l t e r n a t in g  scenes in v o lv in g  M anuel, th e  s tu d e n ts  K ery, 

Tomas, and P ed ro , and E s t r e l l a  on th e  one hand , and th e  E v a n g e lis ts  

M ateo, M arcos, L ucas, and Ju a n , on th e  o th e r .  The s i t u a t io n s  in v o lv in g  

Manuel a re  som ber, w h ile  th o se  concerned w ith  th e  e v a n g l is ts  a re  a t  

tim es s e r io u s ,  b u t o f te n  d i s in t e g r a te  in to  th e  s a t i r i c .  An exam ple o f  

t h i s  fo llow s th e  scene  a t  th e  Bar Cinco E squinas where th e y  have j u s t  

w itn e ssed  th e  s tu d e n ts  t e s t i n g  t h e i r  c o n ç u te r 's  acc u racy . The fo u r  a re  

d is c u s s in g  w hat th e y  have j u s t  seen  when Mateo b eg in s  a rd e n t ly  sh o u tin g  

b i b l i c a l  p ro p h ec ie s  w hich angers Juan who p ic k s  up a  c h a ir  w ith  th e  in 

te n t io n  o f  th ro w in g  i t  a t  Mateo. M arcos, p la c in g  h im se lf  betw een th e  

tw o, g rabs a c h a i r  w h ile  Lucas ta k e s  a  t a b le  w ith  b o th  hands and n o i s i l y  

p la c e s  i t  n ex t t o  M a te o 's .

JUAN. — IB a s ta , m u rc ie lag o  de cam panario: L ag arto
p â l i do de charcos  p r o f e t ic o s !  IV ie ja  b o ls a  de 
podredum bres1

MATEO. — (sin  d e te r n e r s e .)  iP or t a n to  Yavé de lo s
E je r c i to s  e n v ia ra  f la q u e z a  sobre  lo s  gordos y  debajo

^^A gustîn  C uzzan i, P ara  que se  cumplan la s  e s c r i t u r a s  (Buenos 
A ire s : E d i to r i a l  Q u e tz a l, 1 9 ^ 5 ), p . 19.
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de su  g l o r i a  encenderâ  in c e n d ie  como a rd o r  de fuego!

JUAN. — IR e p a rtid o r de a lm o rran as! ÎSembrador de la n g o s ta s .'
JV iejo  esp u to !

MARCOS, — IS ile n c io  lo s  dos! D eb ie ra  d a r le s  vergüenza r e n i r  
como n in e s  perd ien d o  to d a  no c io n  de re s p e to  y o lv idando  
que cada  hombre es sagrado  en su s o p in io n es  c o n s tru c t iv e s  
desde que hay l i b e r t a d  en e l  m undo.l^

A s h o r t  p e r io d  o f  com plete chaos fo llo w s  t h i s  speech w ith  a l l  

fo u r  men t a lk in g  a t  once. Then su d d en ly  a l l  a re  s i l e n t ,  and as th e  d ia 

lo g u e  c o n tin u e s  a  so b er group now e n te r s  upon a  s e r io u s  c o n v e rs a t io n .

The v a c i l l a t i n g  moods in  t h i s  work a re  a l l .  th e  more d is c o n c e r t in g  s in c e  

th e y  o f te n  o ccu r suddenly w ith in  th e  same group o f  c h a r a c te r s .  Thus 

c o u n te rp o in t a ls o  occurs n o t so much as th e  r e s u l t  o f  c o n t r a s t in g  ch a r

a c t e r s ,  b u t  as th e  r e s u l t  o f c o n t ra d ic t io n s  w ith in  c h a r a c te r s .

A nother tech n iq u e  which Cuzzani u ses  e f f e c t iv e l y  in  h i s  works 

i s  t h a t  o f  th e  ch o ru s . He does n o t employ th e  ch o ru s , as in  G reek p la y s ,  

t o  advance th e  s to r y  th rough  n a r r a t i o n ,  b u t r a th e r  as a  rhy thm ic em phasis 

o f  mood o r  id e a .  Often th e  language  th e  chorus uses i s  n o n s e n s ic a l ,  

b a se d  upon rhyme and rhythm .

In  Una l i b r a  de Cam e a chorus o f  th e  s p e c ta to r s  enq>hasizes 

p u b l ic  s e n tim e n t ,  and as th e  Judge o rd e rs  th e  p r e s e n ta t io n  o f  E l ia s  

B e lu v er and th e  u shers  acc o rd in g ly  c a l l  h i s  name, th e  chorus echoes th e  

c a l l .

CORO ( i n t e r i o r ) — 1B eluver! lE lu v e r!  ILuver! IL ias  Luver! 
lU ver! lUver! lUver! (Las voces s e  p i e r d e n . . . ) .

CORO DEL PUBLICO. — I Ha lle g a d o  e l  p ro cès  ado! I Es t a  p re 
s e n te  e l  d e lic u e n te !  I Ha e s ta f a d o ,  h a  d e fra u d a d o !^ '

l ^ i b i d . . p . 32.

^^Cuzzani, "Una l ib r a  de ca m e ,"  T .A .C., p . 30.
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As th e  p ro s e c u tin g  a t to rn e y  p r e s e n ts  th e  charges a g a in s t  B e lu v er, 

th e  chorus p ic k s  o u t and em phasizes c e r t a in  p o in t s ,  b e in g  e s p e c ia l ly  

r e p e t i t ,  as o f  l a s t  l i n e s .

ACUSADOR. — . . .  Habrxa que a h o r c a r le ,  p u lv e r i z a r l e ,  a n iq u i la r  
h a s ta  e l  recu e rd o  de sus f e cho r f a s , p a ra  que no quede r a s t r o  
de su  o b ra . Un hombre a s f ,  no es un hombre. Es l a  in c a r 
n a t io n  d e l  mal i n t e g r a l ,  d e l  h o r ro  d e f in i t i v e .  IEs un m al- 
d i t o l  (Hay gran a g i ta c io n  en e l  p û b lic o . Algunos s e  ban 
p u e s to  de p i e ,  amenazan con e l  puno. V o c ife ra n , a lb o ro ta n ,  
puede o f r s e  e l  Coro)

CORO DEL PUBLICO. — JA m a ta r lo , a  quem arlo , a  l i n c h a r lo ,  a 
n i q u i l a r l o î  IHa ro b ad o , h a  e s ta f a d o ,  h a  d efraudado l . . .

ACUSADOR. —  . . .  F e lizam e n te , aunque so lo  fu e ra  m era fo rm u la , 
mi c l i e n t e ,  e l  honrado com erc ian te  don Tomas Shylock G a rc ia , 
h iz o  f i rm a r  a  E lfa s  B eluver un conprom iso, p o r e l  que en 
caso  de no p agar l a  deuda, d eb e râ  dej a r s e  c o r ta r  a  b é n é f i 
c ié  d e l  a c re e d o r , una l i b r a  de c a m e .

PUBLICO Y JURADO. (Core) — I Una l i b r a  de carne!

ACUSADOR. — . . .  S6lo  una t r i s t e  y  f l a c a  l i b r a  de ca rn e  de 
E lf e s  B e lu v e r, p o r l a  c u a l mi c l i e n te  h a  pagado c u a tro  
m il d o sc ie n to s  t r e c e  p e so s .

18PUBLICO (C oro) — IC uatro  m il d o sc ie n to s  t r e c e  p eso s!

B esid es  t h i s  use as re in fo rc e m e n t, Cuzzani a ls o  u ses  th e  chorus 

to  h e lp  c r e a te  th e  atm osphere o f  m e ch an iz a tio n . In  th e  scene  w hich 

shows B elu v er w a it in g  fo r  th e  b u s ,  th e  chorus h e lp s  em phasize th e  f e e l in g  

o f  o p p re s s io n  w hich m echan iza tion  p roduces in  h is  d a i ly  l i f e .

CORO DE PASAJEROS. ( in c lin a n d o s e  p a ra  v e r  s i  v ie n e  e l  om nibus).
—  lAhf v ie n e !  iNo, no v ie n e !  IS f , v ie n e ! INo, no v ie n e !

UNO. —  I Con t a l  que 'no  venga a tra sa d o !

CORO. — IQué no venga a tra sa d o !

OTRO. — llnventem os una excusa!

i G i b i d . . p .  32.
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CORO. — I Una excusai I Una ex c u sa i lE sa nos conviens 1

OTRO- —  ILos p a tro n e s  no c reen  nunca nadal

CORO, (con t e r r o r )  — ILos p a t r o n e s ,  lo s  p a t ro n e s ,  lo s  p a t ro n e s 1

CORO. — No lleg am o s, no lleg am o s.

CORO. — IM eildiciônl INo llegam os 1 Los p a tro n e s ,  lo s  p a tro 
nes 1 I M ald it os sean lo s  p a tro n e s  1^^

The c h o ru s 's  f i n a l  speech  in  t h i s  scen e  b u ild s  upon th e  p re v io u s  r e f r a i n s ,

in c o rp o ra t in g  them  in to  one.

The chorus a lso  produces an atm osphere o f  m echan iza tion  in  E l

c e n tro fo rw a rd  m urio a l  am anecer. "La m archa m i l i t a r  de lo s  c a r p in te r o s

a l  comienzo d e l  p rim er a c to ,  su  t r a b a j o  ronda y a l  compas de un c a n to

c a s i  r i t u a l ,  e s  c la ro  te s tim o n io ."^ ®  The c a rp e n te r s ' song i s  b a se d  on

th e  o ld  n u rs e ry  rhyme, "Los maderos de San J u a n ."  T h e ir  m arch, to g e th e r

w ith  th e  rhythm  w ith  which th e y  w ork and  s in g  c re a te s  a  m echanized e f f e c t .

CARPENTERISIMO. — IComenzadl (E l coro  se  co lo ca  en ronda de 
uno en fondo , formando un c f r c u lo .  Cada uno b la n d e  su  
h e r ra m ie n ta  y  comienzan a  cam inar ritm icam en te . Medio 
agachados e in co rp o rân d o se  de s u b i to ,  como una danza in -  
d ig e n a , sacud iendo  en e l  a i r e  s e r ru c h o s , form ones, m ar- 
t i l l o s ,  e t c .  En e l  c f r c u lo  que m arca l a  ronda va  su rg ien d o  
l e n t  a  y  magi cam ente, como su rg e n  lo s  p ico s  de l a s  montafias 
en lo s  te r re m o to s , un p a t fb u lo  y a  c o n s tru fd o . M ien tras s e  
e le v a  len tam en te  en e l  a i r e ,  l a  ronda c o n tin u a  su  paso  m ar- 
cad o , cantando con voz r i t u a l  y  p a s to s a ) .

^ ^ I b i d . . pp . 36-37.

Hebe Canç»anella, "E l hoy y  e l  aquf en e l  t e a t r o  a rg e n t in e  de 
lo s  d lt im o s  v e in te  aS os,"  Cuadernos H ispanoam ericanos. V ol. 78 , No. 23k
(Ju n e , 1969 ) ,  p . 637 .
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CORO-RONDA — IA l se rru c h o , a l  c e p i l l o ,  a  lo s  c lav o s que 
e n t i e r r a  e l  m a r t i l lo j  IA l a  l im a , a l  form ôn, a s e r r î n ,  
a s e r r â n ,  a s e r rô n î
A l a  e s c u a d ra , a l  g a r lo p in  a s e r rô n ,  a s e r r â n ,  a s e r r în .

In  th e  m idd le  o f  th e  f i r s t  a c t o f  E l cen tro fo rw ard  a  chorus o f  

so c c e r  fans appea rs  which shows th e  a f ic io n a d o s  and t h e i r  a d u la tio n  o f  

G a r ib a ld i .  T his h ero -w orsh ip  i s  n o t f o r  th e  in d iv id u a l ,  th e  r e a l  G ari

b a ld i  , b u t  f o r  h i s  s k i l l  in  th e  game. As such  i t  i s  r a th e r  s u p e r f i c i a l  

and s l i g h t l y  h y s t e r i c a l .

CORO DE HINCHAS. — S ien to  ru id o  de p e lo ta
Y no s e ,  y no s e  lo  que s e r a .
Es e l  Cacho G a r ib a ld i
Que a l  Nahuel
Que a l  N ahuel h iz o  ganar!

The chorus ' r e f r a i n , "G a r ib a ld i pumî " echoes t h r o u ^ o u t  th e

sc e n e , and th e n  th e  Vagabond ta k e s  i t  up a t  th e  end o f  th e  a c t  to  add an

i r o n ic  n o te .

GUARDIAN. — I Eh! JDe que se  r i e ?  (E l vagabundo lo  m ira  
d iv e r t id o )  iU sted  se  e s ta b a  r ie n d o  so lo?

VAGABUNDO. — iSabe que pasa?

GUARDIAN. — No.

VAGABUNDO. — G a r ib a ld i.

GUARDIAN. — iQ uien?

VAGABUNDO. — G a rib a ld i . . .

GUARDIAN. —  No e n tien d o  nada. iQué p a sa  con G a r ib a ld i?

VAGABUNDO. ( e s ta l la n d o  en r i s a ) .  — IPum!^^

T his r e f r a i n  appears ag a in  in  th e  second a c t  when Cacho a r r iv e s  

a t  Lupus' p a la c e .  Here he re c e iv e s  th e  g re e t in g  from  th e  chorus o f  N ora,

^^C uzzan i, "E l cen tro fo rw ard  m urio a l  am anecer," T .A .C ., p . 7^* 

2 2 i b i d . . p .  79 . ^^ I b i d . . pp . 88-89.
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King Kong, th e  P ro fe s s o r ,  and H am let.

CORO. — Celebremos que h a  lle g a d o  G a r ib a ld i;  
IPum!
G a rib a ld i ;
IPum]
G a rib a ld i ;
IPum!
Celebremos que h a  lle g a d o  G a rib a ld i ; 
IPum! 2k
G a rib a ld i Ipum! Ipum! Ipum!

The in te r p o la t io n  o f  th e  f a n s ' c h o ra l r e f r a i n  se rv es  t o  p o in t  up 

th e  anonym ity and lo s s  o f  in d iv id u a l is m  o f  th e  inm ates o f  Lupus' p a la c e .  

The anonymous n a tu re  o f  a  crowd o f  adm irers i s  n a t u r a l ,  and th e  a u th o r  

t r a n s f e r s  t h a t  q u a l i ty  t o  th e  members o f  Lupus' c o l le c t io n  by means o f  

th e  r e p e a te d  p h ra se .

The march o f  th e  m iners in  Los in d io s  e s ta b a n  cab re ro s  s im i la r ly  

ach iev es  th e  e f f e c t  o f m ech an iza tio n  which th e  march o f  th e  c a rp e n te rs  

p roduces in  E l cen tro fo rw ard  m uri6 a l  am anecer. The m iners g ive  t h e i r  

r e c i t a t i o n  in  a  rhythm ic m onotone, alm ost l i k e  a  l i t a n y ,  p u n c tu a ted  by 

whip la s h e s .

CORO DE MINEROS. — P e r la  de fuego
rompe en l a  noche 
s u  m a ra v i l la  
so b re  e l  m ercado.
L levan  lo s  in d io s  
su  m in e rfa  
de lomos an ch o s, 
de p i e l  desnuda, 
de o jo s  c e r ra d o s , 
y  en e l  s i l e n c io  
y en e l  s i l e n c io  
d esesp erad o  pc 
TLAUSICALPAN.

^ 4 b i d . . p . 92.

^^Cuzzani, "Los ind ios estaban cab reros,"  T.A.C. pp. 123-124.
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At th e  end o f  th e  f i r s t  a c t  o f  Los in d io s  e s ta b a n  cab re ro s  as th e  

women a re  s e e in g  th e  th r e e  In d ia n s  o f f  on t h e i r  voyage to  th e  e a s t ,  th ey  

g iv e  t h e i r  p e t i t i o n  t o  be p re s e n te d  to  th e  D io s-S o l. The chorus o f  women 

r e p e a ts  th e s e  p e t i t i o n s  s in g ly  and th e n  a l to g e th e r ,  th u s  re e n fo rc in g  th e  

id e a s .

MUJER I I .  — iQue no haya  mas h ambre!

MUJER I .  — I Que no haya mas m uertes!

TODOS. —  iQué no haya mas hambre!

TODOS. — I Que no haya mas m uertes !

MUJER I I .  —  I Que no haya mas f r î o s î

TODOS. — IQue no haya mas g u e r r a s ,
qué no haya mas l la n to s g g  
que to d o  s e a  amor . . .  !

The second  a c t  ta k e s  p la c e  in  S pain  and in  th e  opening scene 

th e r e  i s  a n o th e r  chorus o f  women, t h i s  tim e  S pan ish  women sp eak in g  w ith  

a  d ec id ed  S pan ish  a c c e n t. These women a re  a sk in g  th e  p r o te c t io n  o f  

S a n ta  B a rb a ra  f o r  t h e i r  fisherm en  h u sb an d s; so  as i n  th e  case  o f  th e  

In d ia n  women, t h e i r s  i s  a  chorus o f  p e t i t i o n .

MUJER I I I .  —  E l hombre que fue  de p e sc a .

MUJER IV. —  La m ujer en l a  c a s a ,

CORO. — S a n ta  B arb ara  nos te n g a
Nos p r o te j a  S an ta  B a rb a ra  
P a tro n a  de l a s  to rm e n ta s ,

SeR ora de la s  b o r r a s c a s ,

MUJER I .  —  I Con mar calm ai

MUJER I I .  —  ICon mar g ru e sa!

CORO. —  iCon mar g rues a ,  con mar calma!

^ ^Ibid .. p. 138.
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MUJER I I I .  — IQue e l  hombre se  fu e  de pesca!

MUJER IV. — IQue l a  su  m ujer l e  aguarda!

CORO. — Senora de l a s  e s p e ra s ,
IS an ta  B a rb a ra , S an ta  B arbara ! '

The march o f  th e  fish erm en  in  th e  second a c t  i s  in  sh a rp  c o n t ra s t  

t o  th e  march o f  th e  m iners in  th e  f i r s t  a c t .  In s te a d  o f  th e  monotone th e  

m iners u se d , th e  fish erm en  chan t v i gourously  and h a p p ily .  The mood i s  

one o f  optim ism  and jo y  r a t h e r  th an  pessim ism  and sa d n e s s .

CORO DE PESCADORES. — iMar bonanza y la rg o  v ie n to ,
y  buen v ia je  y  salvamento! 
lA qu i, de lo s  Pescadores!
IF u e rte s  v e l a s ,  f u e r te s  homes!
S i con San N ico las  
Va l a  b a r c a  a  l a  mar 
L lev a  e l  c i e lo  d e la n te  
y  lo s  v ie n tos d e t r â s .
ÎA l a  m ar, m arinero  
a  l a  m ar, a  l a  mar 
Que l a  a u ro ra  en e l  p u e r to  
aguardSndote e s ta .^ o

C u zzan i's  use  o f  th e  chorus p roduces im p r e s s io n is t ic  e f f e c t s ,  

b o th  th ro u g h  v is u a l  im agery and rhy thm ic c h a n tin g . He a ls o  c re a te s  th e s e  

e f f e c t s  th rough  th e  u se  o f  v a r io u s  s ta g in g  te c h n iq u e s ,  such  as l i g h t i n g ,  

s ta g e  p ro p s , and costum ing . The s i tu a c i6 n -e s p e c ta c u lo  i s  an o th e r e x p re s -  

s i o n i s t i c  mode in  t h a t  i t  p r e s e n ts  a  v i s u a l  im p ress io n  o f  m an's degrada^- 

t i o n .  Thus th e  appearance o f  E l ia s  B e lu v er in  a  c i rc u s  c a g e , o f  Cacho 

G a r ib a ld i on th e  a u c t io n  b lo c k ,  o f  th e  th r e e  In d ia n s  i n  th e  f i s h in g  n e t ,  

and o f  Sempronio r e p le te  w ith  w ire s  and c a b le s , a l l  p r e s e n t  v iv id  v i s u a l  

im ages.

P roducers have accom plished  d i f f e r e n t  i n t e r p r e ta t io n s  o f  th e se  

w orks by changing th e  scenog raphy . F or exangile, in  one p ro d u c tio n  o f

2? I b i d . . p . lUO. ^ ^ I b id . . p .  lU l.
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Una l i b r a  de c a m e , B eluver*s Bedroom becomes a  p iv o ta l  p o in t .  "De e l l a  

depende l a  u b ic a c iô n  s o c ia l  d e l  P r o ta g o n is ta ,  marcandose p o r e s t e  medio 

s i  se  l o  i n t e r p r é t a  como un o b re ro  p r o l e t a r i o , como un empleado de c la se
pQ

m ed ia , o h a s ta  como un a b û lic o  an g u s tiad o  y  en fe rm iz o ."  The u se  o f  a

re v o lv in g  s ta g e  in  a  p ro d u c tio n  o f  E l cen tro fo rw ard  m urio a l  am anecer

a llow ed  f o r  a qu ick  and com plete change o f  s c e n e ry . O ther changes in

i n t e r p r e t a t i o n  in v o lv e  su p p re ss io n  o r  change o f  em phasis on c h a r a c te r .

Some p ro d u c tio n s  o f  Una l i b r a  de carne  su p p ressed  th e  c h a ra c te r s  o f  th e

new spaper woman and th e  p h o to g ra p h e r, w h ile  o th e rs  s h i f t e d  th e  enç)hasis

away from  them by e l im in a tin g  t h e i r  d ia lo g u e  and h av in g  them  o n ly  ta k e

p h o to g ra p h s . C e rta in  p r e s e n ta t io n s  o f  E l cen tro fo rw ard  e l im in a te d

H am let’s monologue e n t i r e l y ,  w h ile  o th e rs  t r a n s l a t e d  th e  E n g lish  p o r t io n

i n t o  th e  language o f  th e  au d ien ce . S t i l l  an o th e r p ro d u c tio n  p u t a l l  o f

H am le t's  speeches in to  E n g lis h , th u s  i s o l a t i n g  him from  th e  r e s t  o f  th e

c h a r a c te r s .  A nother change in  E l c e n tro fo rw a rd  in v o lv ed  th e  u se  o f  th e

f o o tb a l l  fan s  o f  th e  f i r s t  a c t  as s p e c ta to r s  s e a te d  on s ta g e  th ro u g h o u t 

30th e  e n t i r e  p la y .

Throughout h is  works Cuzzani makes e x te n s iv e  u se  o f  l i g h t in g  

e f f e c t s  t o  produce moods. In  Una l i b r a  de cam e  a lo n e  th e re  a re  some 

180 l i g h t i n g  changes by means o f  w hich th e  rhythm  o f  th e  a c t io n  reach es  

i t s  maximum i n t e n s i t y .  "La lu z ,  en 'c re s c e n d o ' o ' m inuendo' ,  m arcaba a 

l a  m anera de un l a t i d o  r î tm ic o ,  en e l  co n tra p u n to  e n t r e  E l ia s  B elu v er 

s e r io  y  s u  co n to m o  c o lo r id o  y f a r s e s c o ." ^ ^  In  th o se  p la y s  w here s e v e ra l

^^C uzzan i, E p ilo g u e , "Una l i b r a  de c a m e ,"  T .A .C ., p .  6 5 . 
on

C uzzan i, E p ilo g u e , "E l c e n tro fo rw a rd  m urio a l  am anecer,"  T .A .C ., 
p p . I lk -1 1 5 .

^^Cuzzani, Epilogue, "Una l i b r a  de cam e," T .A .C., p. 6 3 .
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scenes d iv id e  th e  s ta g e ,  th e  l i g h t i n g  se rv e s  to  move th e  a c t io n  from one 

scene to  th e  n e x t ,  as in  E l c e n tro fo rw a rd  when th e  Vagabond beg ins nar

r a t i n g  G a r ib a ld i ’ s s to r y .  As th e  Vagabond p o in ts  t o  one ang le o f th e  

s ta g e ,  th e  l i g h t s  come up b r i l l i a n t l y  i l lu m in a t in g  i t ,  r e v e a lin g  a  la rg e  

r a d io  s i t t i n g  on a  t a b le  w ith  two fan s  e n te r in g  th e  scene  and i n s t a l l i n g  

them selves n ex t t o  th e  ra d io  to  l i s t e n  t o  th e  game. As th e  scene s h i f t s  

back  t o  th e  n a r r a t o r ,  th e  v o ic e  fa d e s  and th e  l i g h t s  go o u t .  A f te r  th e  

Vagabond r e l a t e s  more o f  th e  s to r y ,  th e  l i g h t s  aga in  r i s e  a t  th e  same 

p la c e ,  and th e  b ro a d c a s t o f  th e  game resumes u n t i l  th e  l i g h t  beg ins 

d im in ish in g  and f i n a l l y  goes o u t ,  r e tu rn in g  th e  s to ry  ag a in  to  th e  Vagar- 

bond. As he t e l l s  o f  th e  m ounting d eb ts  o f  th e  b a l l  c lu b ,  l ig h t s  go on 

in  v a r io u s  p a r t s  o f  th e  s ta g e ,  te le p h o n e s  r in g ,  and l i g h t s  re v e a l hands 

and fa c e s  o f  th e  c r e d i to r s ,  w h ile  on c e n te r  s ta g e  th e  l i g h t s  show th e  

p r e s id e n t  o f  th e  b a l l  c lub  h o ld in g  a  te le p h o n e .

A fa n ta s y  sequence w hich ta k e s  p la c e  tow ards th e  end o f  th e  

second a c t  ach iev es  i t s  d ream like  q u a l i ty  from th e  u se  o f  l ig h t in g .  As 

G a r ib a ld i 's  companions le av e  him  on t h e i r  way to  g r e e t  a group o f t o u r i s t s ,  

he p u ts  h i s  head  in  h is  hands and as th e  l i g h t  d e c re a se s  u n t i l  only a 

s in g le  b r ig h t  th re a d  touches h i s  h e a d , he b eg in s  to  h e a r  a  fan tasm ai 

chorus c h a n t in g , " G a r ib a ld i ,  pumj" The i l lu m in a tio n  o f  a  co m er o f  th e  

s ta g e  r e v e a ls  a  g ran d stan d  f i l l e d  w ith  fan s  w h ile  vendors run back and 

f o r th .  As th e  chorus c o n tin u es  i t s  c h a n tin g , th e  l i g h t s  suddenly  go o u t 

on ly  t o  re a p p e a r  dimly in  an o th e r  p a r t  o f  th e  s ta g e  w here G suribald i's  

Aunt Dominga a p p e a rs , advancing  tow ards him w ith  a  m a tl in  h e r  hand . As 

she o f f e r s  him th e  m ate , th e  l i g h t  s h i f t s  from h e r  t o  a  sp o t on s ta g e  

where a  ra y  o f  l i g h t  shows a  cage w ith  a  canary w hich b eg in s  t o  s in g .
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The l i g h t  a g a in  goes out and a  h r i e f  s i le n c e  fo llo w s b e fo re  i t  goes on 

a g a in , t h i s  tim e fo llo w in g  a  coup le  as th ey  dance a c ro s s  th e  s ta g e .

These e f f e c t s  o f  b r ig h te n in g  and dimming th e  l i g h t s  c o n tin u e  re v e a lin g  

v a rio u s  o th e r  s c e n e s ,  such as a  boy w ith  a  f o o tb a l l ,  H am let, th e  o f f i c i a l  

and th e  a u c t io n e e r  from th e  p re v io u s  a c t .  Lupus, a t o u r i s t ,  and f i n a l ly  

Aunt Dominga once a g a in . As she  c a l l s  t o  Cacho th e  s ta g e  d i r e c t io n s  show 

a  r i s i n g  c rescen d o  o f  em o tio n s , "Hay un rem olino  de c o ro s ,  s i lb a to s  de 

r e f e r e e ,  g r i t o s  de cancha , l a t ig a z o s  de Lupus, m usicas d iv e r s e s .  Todo

32ju n to  y en som bras. Se hace  un s i l e n c i o .  La lu z  v u e lv e  a  l a  n o rm al."

The s h i f t  from  th e  shadows t o  th e  l i g h t  denotes th e  change from th e  un

r e a l  w orld  o f  th e  im ag in a tio n  back  to  r e a l i t y .

L ig h tin g  a ls o  se rv e s  i n  t h i s  p la y  and o th e rs  as th e  fo c a l  p o in t 

f o r  th e  a c t io n .  Thus a t  th e  moment when G a rib a ld i s t r a n g le s  Lupus th e  

l i g h t s  g ra d u a l ly  dim u n t i l  th e  s ta g e  i s  in  com plete deirkness. At t h a t  

p o in t  th e  Vagabond l i g h t s  a  c i g a r ,  draw ing a t t e n t io n  to  h im se lf  as he 

comments upon what has happened. T h is  a lso  changes th e  mood from one 

h ig h ly  charged  w ith  em otion to  a  calm  and de tach ed  one.

In  th e  f i n a l  scene o f  E l cen tro fo rw ard  m uriô a l  amanecer l i g h t 

in g  i s  ag a in  o f  m ajor s ig n i f i c a n c e .  Here G a rib a ld i ascends th e  g a llo w s, 

and as he d e l iv e r s  h is  f i n a l  speech  a  th re a d  o f  l i g h t  b e g in s  to  touch  

h is  f a c e ,  g ra d u a l ly  i l lu m in a t in g  i t .  As he speaks th e  l i g h t  becomes 

b r ig h t e r  and b r i g h t e r ,  g iv in g  th e  appearance o f  l i g h t  r a d ia t in g  from h is  

fa c e .

A s im i la r  e f f e c t  o ccu rs  a t  th e  end o f  Los in d io s  es tab a n  cab re ro s  

when th e  chorus b eg in s  s h o u tin g ,  "T la u s ic a lp à n "  as th e  l i g h t s  go up

^^Cuzzani, "El centroforw ard muriô a l  amanecer," T.A.C., p. 103.
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i l lu m in a t in g  Tupa. T his p lay  a ls o  u ses  l i g h t i n g  e f f e c t s  to  accompany 

scene changes. Whereas th e  s e t t i n g  o f  th e  f i r s t  a c t  i s  e n t i r e ly  in  th e  

l i g h t ,  th e  second  a c t  beg in s  a t  n ig h t ,  an hou r b e fo re  dawn. The f i s h e r 

m en's w iv e s , w a it in g  f o r  t h e i r  h u sb an d s , c a r ry  c a n d le s .  Thus th e  f i r s t  

view o f th e  th r e e  In d ia n s  caught i n  th e  n e t  i s  by c a n d le l ig h t .  As th e  

scene  s h i f t s  from  Manuel and M aria to  th e  washerwomen, th e  l i g h t s  in  one 

p a r t  o f  th e  s ta g e  dim w h ile  th e y  go up in  a n o th e r  p a r t .  This p a t te r n  con

t in u e s  th ro u g h o u t th e  r e s t  o f  th e  p la y .

Sem pronio , hav ing  few er scene changes does n o t u se  l i g h t in g  

e f f e c t s  t o  any g r e a t  e x te n t .  Only a t  th e  b e g in n in g  o f  th e  l a s t  a c t  do 

th e  l i g h t s  p la y  an in ç )o rtan t r o le  in  a c h ie v in g  a  montage e f f e c t .  As th e  

scene  opens v a r io u s  groups a re  g a th e re d  in  f r o n t  o f  th e  De fens o res  de 

B alv an era  Club in  a  r a l l y  f o r  Sem pronio. H is son Diego i s  d e l iv e r in g  a  

speech  to  th e  g ro u p , and in  th e  m iddle o f  i t  th e  l i g h t s  go o u t. Then an 

o ld  man l i g h t s  a  can d le  and r e l a t e s  t h a t  he has h e a rd  t h a t  a l l  th e  l i g h t s  

o f  th e  n e i^ b o rh o o d  have been c u t o f f  i n  o rd e r  t o  b reak  up th e  m eeting  

b ecause  p u b lic  a c t s  a re  n o t p e rm itte d  i n  th e  d a rk . His cand le  goes ou t 

and e v e ry th in g  rem ains in  b la c k n e ss  u n t i l  th e  aud ience  h e a rs  S u sa n ita  

c ry in g . As she advances th e  l i g h t s  ap p ea r.

Cuzzani a g a in  uses l i g h t in g  e x te n s iv e ly  to  accompany scene changes 

in  P a ra  que s e  cumplan la s  e s c r i t u r a s . The r a p id i ty  and number o f  t r a n s i 

t io n s  makes th e  l i g h t i n g  te c h n ic i a n 's  jo b  an i n t r i c a t e  one. In  a d d i t io n  

t o  s h i f t i n g  th e  p la c e  o f  a c t io n ,  l i g h t i n g  a l s o  accom plishes s p e c ia l  

e f f e c t s  in  t h i s  w ork. The p la y  opens in  sem i-d a rk n ess  w ith  only  th e  

s i lh o u e t te s  o f  th r e e  men d i s c e r n ib le .  T h is  p ro d u ces  a  f u r t iv e  e f f e c t  and 

a  f e e l in g  o f  d a s ta rd ly  deeds done in  th e  d a rk . As th e  c u r ta in  opens th e
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l i ^ t s  i l lu m in a te  one c o rn e r  o f  th e  s e t t i n g  r e v e a l in g  a  dead M anuel, 

s t r e t c h e d  ou t vçon th e  broken c o n ç u te r . The u se  o f  v a r io u s  co lo re d  

l i g h t s  c r e a te s  a  p l a s t i c  image o f  th e  c r u c i f ix io n .  L ig h tin g  ag a in  b e

comes e x p r e s s io n i s t i c a l ly  in ç jo r ta n t in  th e  scen e  w here Manuel p u l l s  th e  

c o n ç )u te r 's  main sw itch  and r e c e iv e s  a  copy o f  th e  B e a t i tu d e s .  At t h a t  

moment th e  l i g h t  fo cu ses  on Manuel g iv in g  th e  appearance o f  a  h a lo  around 

h i s  h ead .

The symbolism w hich l i g h t in g  and o th e r  s c e n ic  e f f e c t s  th u s  p ro 

duce i s  c h a r a c t e r i s t i c  o f  C u z z a n i's  p la y s ,  and c e r t a in  symbols a re  r e 

c u r r in g  in  h is  w orks, p a r t i c u l a r l y  th e  dawn and th e  c ro s s .  The sym bolism  

o f  th e  dawn f i r s t  appears a t  th e  end o f  E l c e n tro fo rw a rd  m urio a l  amane

c e r  when G a r ib a ld i makes h i s  speech  about th e  dawn as a  symbol o f  new 

d ay , and th e r e f o r e  o f  hope. The dawn appears  v i s u a l l y ,  and in  so  do ing  

p r o je c t s  th e  symbol o f  th e  c ro s s .

Cacho G a r ib a ld i m uere, p e ro  an u n c ia  l a  a u ro ra ,  ' to d a  
e l l a  l l e n a  de lu z  y  de p â j a r o s . '  . . .  A urora en l a  que 
lo s  maderos d e l  p a t fb u lo  en que muere Cacho son  sim bo- 
lic a m e n te  dos maderos en form a de cruz.33

Cuzzani c a r r i e s  th e  symbol o f  th e  dawn o v e r in to  h is  n e x t p la y ,

Los in d io s  e s ta b a n  c a b re ro s ; and when th e  two w orks a re  re a d  consecu

t i v e l y ,  th e  f e e l in g  p r e v a i l s  t h a t  th e  one b e g in s  w here th e  o th e r  l e f t

o f f .  As th e  p la y  opens th e  f i r s t  l i g h t  o f  th e  dawn appears and c o n tin u e s  

grow ing th r o u ^ o u t  th e  e n t i r e  scene  u n t i l  i t  re a c h e s  th e  i n t e n s i t y  o f  

th e  f u l l  l i g h t  o f  day . Added t o  t h i s  v i s u a l  symbol o f  th e  dawn i s  th e  

a u d i to ry  image which th e  rhy thm ic  sh o u tin g  o f  T la u s ic a lp â n , fo llow ed  by

^^C arlos M iguel S uarez  B a d i l lo ,  "Tema y  problem a en e l  t e a t r o  
h isp a n o a m e ric a n o ,” Cuadernos h isp an o am eric an o s , V o l. 46, No. 138 ( J u n e , 
1961), p . 399.
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th e  c h a n tin g  o f  th e  poem t o  th e  dawn p roduces . The symbol ap p ea rs  again  

a t  th e  end o f  th e  p la y  when don P ero  carves th e  word T la u s ic a lp a n  on th e  

w a ll  o f  th e  c e l l ,  and th e  chorus ta k e s  up th e  sh o u tin g  o f  th e  word as in  

th e  b e g in n in g .

The symbolism o f  th e  c ro ss  r e tu rn s  in  P a ra  que s e  cumplan la s  

e s c r i t u r a s . Here th e  com puter i s  in  th e  shape o f  a  c r o s s , and th u s  

M anuel's  l i f e l e s s  body d rap ed  upon i t  i s  sym bolic o f  th e  c r u c i f ix io n .

In  f a c t  th e  e n t i r e  p la y  i s  an a l le g o ry  on one l e v e l ,  and th e  s to ry  o f  

C h r is t  ev eo lv es  sy m b o lic a lly  in  th e  course o f  th e  w ork. Thus th e  scene

in  w hich Manuel f i r s t  m eets th e  s tu d e n ts  who have in v e n te d  th e  com puter,

r e p re s e n ts  th e  te m p ta tio n  o f  C h r is t .  Here th e  members o f  th e  group p re 

s e n t  t h e i r  o f f e r s  t o  Manuel i n  a  p h an tasm ag o rica l in t e r lu d e .  The hands 

o f th e  c h a ra c te r s  who a re  o f f e r in g  th e  te m p ta tio n  e n te r  and le a v e  a  cone 

o f  l i g h t .

KERY. — S i e re s  v a l i e n t e ,  to d a  l a  ad v en tu ra  de l a  v id a .

PEDRO. — S i e re s  c a u to , to d a  l a  verdad  de l a  p ie d ra .

TOMAS. — S i e re s  so fiad o r, to d a  l a  p o e s fa  d e l  mundo.

PEDRO. — S i e re s  am b ic io so , to d a s  la s  p e r la s  d e l  m ar.

KERY. — Si e re s  i n t r é p id e ,  to d o  e l  p oder de lo s  e j e r c i t o s .

TOMAS. — S i e re s  f i l ô s o f o ,  to d a  l a  lu z  d e l  pensam ien to .

PEDRO. — IA las p a ra  que v u e le s î

KERY. — INoche p a ra  que suefiesî

TOMAS. — IV ida p a ra  que c a n te s !

LOS TRES. — (A tacan to d o s  a l  mismo tiem p o , componiendo en
con jun to  una e s p e c ie  de masa c o ra l  a  to n o  de m urm ullo, 
de fondo , que c o n t in u a ,  . . . )  Bronce de cam panas, rayo  
de s o l ,  v ie n to  c a l i e n t e ,  t r i u n f o  de lo s  c l a r i n e s ,  beso  
de la s  a u r o r a s , mano de to d o s  lo s  am igos, c a l l e  de to d o s
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lo s  e n c u e n tro s , e s p ig a ,  marmol, l a u r e l ,  f a n ta s f a ,  
m ljsica y  v u e lo  de g o lo n d rin a s  de e s t f o ,  tu y o , tu y o ,  
tu y o .3 *

A f te r  Manuel has worked w ith  th e  computer he becomes concerned  

about i t s  a c c u ra c y , and th u s  b e g in s  t o  have doubts about h i s  freedom  and

h is  a b i l i t y  t o  overcome th e  p r e d ic te d  d e a th . In  a parody o f  th e  L o rd 's

P ra y e r , he o f f e r s  a  s u p p lic a t io n  t o  th e  com puter.

MANUEL. — No o lv id e s  que es mi p ro p ia  v id a  l a  que e s t a  en
ju e g o . (Sefiala  l a  m aquina) A l i i  hay a lg u ie n  que ama a  
lo s  hombres y q u ie re  m o rir  p o r  e l l o s .  (V olviendo a  l a  
m aquina en un a c to  de c o n t r i c c i ô n . ) Hermano mfo Manuel 
que e s ta s  en e l  nûmero, m u ls tran o s  c u a l es t u  f u e r z a  y
t u  c re d o . Dime p o r q u ien  hay que m o rir . y c u â l es l a
g ran d eza  de t u  i d e a l .  Toma l a  p a la n c a  g e n e ra l .  ) Y que
s e a  d ic h a  e n tre  t û  y yo l a  p a la b ra  que t r a e  l a  v id a  o l a
m u e r te . . .3 5

The scene  in  which Manuel f i n a l l y  does throw  th e  main sw itch  

sym bolizes th e  t r a n s f ig u r a t io n ,  as th e  l i g h t in g  e f f e c t s  a re  u sed  to  

produce an image o f  Manuel r a d ia t in g  l i g h t .  I t  i s  a ls o  a t  t h i s  p o in t 

t h a t  Manuel re a d s  th e  com p u ter 's  p r in t - o u t  c o n ta in in g  th e  B e a titu d e s  and 

o th e r  p o r t io n s  from  th e  Sermon on th e  Mount. F o llow ing  t h i s  Manuel 

a n g r i ly  th row s o u t th e  p ro fe s s o rs  who have come se e k in g  th e  m achine fo r  

t h e i r  own p r o f i t ,  th u s  p a r a l l e l i n g  J e s u s ' a c t io n  i n  d r iv in g  th e  money

le n d e rs  o u t o f  th e  Temple.

PEDRO. — Vamos de aqu i se h o re s  p ro fe s o re s .  E s te  es com- 
p le ta m e n te  in e x p lic a b le .

MANUEL. — ( G r i ta  m ie n tra s  s a le n )  1 F uera de a q u f , mercei- 
c h i f l e s j  lE sto  es un tem plo  y  no un mercado! (Con una 
mano en a l t o ,  como p a ra  c a s t i g a r . . .

3^C uzzan i, P a ra  que se  cumplan l a s  e s c r i t u r a s , p .  Ù3.

3 5 r b id . , p .  62 .

3 ^ I b i d . . p . 67 .
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As th e  s to ry  p roceeds P e d ro 's  d e n ia l  o f  Manuel ta k e s  p la c e  when 

Pedro goes t o  th e  new spaper e d i to r  t o  s t a t e  t h a t  he i s  n o t r e s p o n s ib le  

f o r  th e  a c t io n s  o f  M anuel. A nother b i b l i c a l  a l lu s io n  occurs when Kery

rebukes Manuel f o r  h is  t re a tm e n t o f  E s t r e l l a .

KERY, — . . .  No se  que es l o  que e s ta s  hac iendo  n i  dônde 
q u ie re s  i r  a  p a r a r .  P arece  como s i  t e  h u b ie ra s  v u e l to  
lo c o  y t e  d iv e r t i e s e  c o n t r a r i e r  a  E s t r e l l a  y  tam biên  a 
m i. No s ê  p a ra  que lo  h aces  n i l o  e n tie n d o  b ie n ,  p e ro  
no lo  apruebo. Y no t i e n e s  p o r que d e c i r le  a  E s t r e l l a  
que es t u  marna y  to d a s  es as c o sa s . (S a le  en fu rru fîado . )

MANUEL. — (Lentam ente d e ja  de s o n r e î r . )  Madré . . .  m ujer 
. . .  Yo y a  no te n g o  madré n i  m u je r , n i  hermanos n i  n a d ie .
Todos p e rte n ecen  a l  o t r o  M anuel, f îl que ama lo s  rebanos 
y  t i e n e  una madré e l e c t r ô n i c a  conceb ida  s in  amor. Que 
t i e n e  hermanos s in  c a m e  n i  san g re  n i  nom bre, y que
m o rirâ  d e n tro  de c u a re n ta  y ocho h o ras  p a ra  re d im ir  un
mundo absurdo . . . 3 7

This speech  approxim ates t h a t  made by Je su s  when to l d  t h a t  h i s  m other

and b ro th e r s  were w a it in g  f o r  him . " 'Who i s  my m other? Who a re  my

b r o th e r s ? ' He looked  over th e  p eo p le  s i t t i n g  around him and s a id ,  'LookI

Here a re  ny m other and my b r o th e r s !  Whoever does what God w ants him to

do i s  my b r o th e r ,  my s i s t e r ,  my m o ther. ' "  (Mark 3 :3 3 ) .

Towards th e  end o f  th e  p la y  th e  s tu d e n t s ,  E s t r e l l a ,  and Manuel

p a r ta k e  o f  a  supper to g e th e r  w hich i s  th e  e q u iv a le n t o f  th e  L as t S upper,

w ith  a  few n o ta b le  d i f f e r e n c e s .  E s t r e l l a  se rv e s  i t ,  and th e  b read  in

t h i s  more modem v e rs io n  i s  p iz z a .  Manuel th e n  makes a  lo n g  speech

which r e v e a ls  th e  s t r u g g le  w ith in  h im s e lf  betw een h is  d e s i r e  f o r  freedom

and h is  d e s ir e  to  f r e e  m ankind. T h is  speech  in  to n e  and id e a  i s  q u ite

s im i la r  t o  t h a t  o f  J e su s  i n  th e  garden  o f  Gethsemane.

3'^Ibid. . pp. 72-73.
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The f i r s t  and l a s t  scene  o f  th e  drama p re s e n t  a  v i s u a l  image o f 

th e  c r u c i f ix io n ,  show ing M anuel's  l i f e l e s s  body, w ith  h is  head  f a l l e n  to  

one s id e ,  su p p o rted  by th e  c ro ss -sh a p e d  com puter. T h is image b o th  s e ts

th e  s ta g e  f o r  th e  p la y  and summarizes i t  s y m b o lic a lly .

A nother a sp e c t o f  d ram a tic  te ch n iq u e  i s  speech  and lan g u ag e . The 

main r h e t o r i c a l  r u le  in  r e a l i s t i c  drama i s  t h a t  speech  i s  c h a r a c te r -  

detarmined, and n o t g iven  f o r  e f f e c t  u n le ss  n a tu r a l ly  m o tiva ted .^®  In  th e  

new th e a t r e  t h i s  id e a  has v i r t u a l l y  been tu rn e d  u p s id e  down. As problem s 

o f  com m unication have d ev e lo p ed , th e  co n v e n tio n a l u se  o f  language  to  con

vey id e a s  has d in im ish e d . In  extrem e cases language has  been reduced  to  

nonsense words and p h ra s e s ,  w h ile  in  i t s  m ild e r  forms i t  has l o s t  i t s  

monopoly as th e  conveyor o f  id e a s ,  w ith  v i s u a l  im agery and symbolism 

supplem en ting  i t .

In  h i s  u se  o f  la n g u a g e , Cuzzani runs th e  f u l l  gamut from  sermon

iz in g  monologues to  nonsense  p h ra s e s ,  and from  everyday  speech  p a t te rn s  

to  ly r ic is m .  H is u se  o f  language as a  t o o l  to  p re s e n t  and r e in f o r c e  h is  

id e a s  i s  p r im a ry , w ith  c h a ra c te r  p o r t r a y a l  th ro u g h  speech  assum ing a 

more secondary  r o le .

A good ex an p le  o f  th e  use o f  nonsense la n g u a g e , i n  E l c e n tro 

forw ard  m uri6 a l  am anecer, i s  th e  scene in  th e  l a s t  a c t  w hich p o r tra y s

G e ir ib a ld i 's  t r i a l .  The th r e e  judges a re  ravens o r  crow s, d re s se d  in  

b la c k  to g a s .

JUEZ CUERVO (A l F i s c a l  Cuervo) — IC ra , era.'

FISCAL CUERVO, (con g r i t o s  de f u r i a )  —  IC ra, e r a ,  c r a c r a -  
c r a ,  e r a ,  e r a ,  e ra !

oQ
John G assn e r, Form and Id e a  in  th e  Modem T h ea tre  (New York; 

The Diyden P r e s s ,  1 9 5 6 ) , p . ko.
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DEFENSOR CUERVO. (Con g e s te s  de p ie d ad ) — C ra , e r a ,  e r a ,  
e r a ,  c r a ,  c r a ,  c r a ,  c r a .

JUEZ CUERVO (a lo s  dos l la m a n d o le s . ) — IC ra , e ra !  (Se
j  u n tan  lo s  t r e s  y a g ita n d o  sus p ic o s  graznan  a l  mismo 
tiem po en to n o  ra p id e  y p ro g re s iv o .

A lthough th e  language  makes no s e n s e ,  as th e  Vagabond p o in ts  ou t t o  th e

a u d ie n c e , i t  i s  easy  t o  d iv in e  th e  se n te n c e .

A nother exastple appears in  th e  second  a c t  o f  Los in d io s  e s ta b a n

c ab re ro s  in  a  scen e  d e p ic t in g  g o s s ip s .  What th e y  say  makes no s e n s e ,

b u t i t  g iv e s  th e  im p ress io n  o f  g o ss ip  m ongering.

RUMOR I I I ,  IV , Y V. — ISe d ic e !  ISe murmura!
ISe sabe!
Se c u c h ic h e se c re te c u c h ic h e e e e e .
Se s e c re te c u c h ic h e s e c r e te s e c r e te -  

cu ch ich eaa a .
S e c re te !
C uch ich i!
S e c re te !
Cuchi cu ch i!
T eeeeeeeeeeeeeeeeeea!
iSe d ic e !  Ise  murmurai Imur mur
m ureeeeeea! Ise  sabeI

W hile C u zzan i’s c h a ra c te r s  o f te n  use th e  o rd in a ry -s p e e c h  th a t  

would b e  a s s o c ia te d  w ith  them , t h i s  i s  n o t a h a rd  and f a s t  r u l e ,  and a t  

tim es th e r e  i s  a  change in  th e  c h a r a c te r 's  speech . Thus a t  th e  b eg in n in g  

o f  E l c e n tro fo rw a rd  m uriô a l  am anecer, Cacho G a r ib a ld i u ses  th e  language 

ty p i c a l  o f  a  d u l l  a t h l e t e .  However, by th e  end o f  th e  p la y  he has s h i f t e d  

to  a  r a th e r  l y r i c a l  p h i lo s o p h ic a l  sp eech . L ikew ise th e  d ia lo g u e  o f  th e  

c h a r a c te r  Juan  in  P a ra  que se  cumplan l a s  e s c r i t u r a s  undergoes d r a s t i c  

changes as i t  moves from th e  s e r io u s  t o  t h a t  o f a  drunk and back  ag a in  

t o  th e  s o b e r .

^^Cuzzani, "El centroforw ard murio a l  amanecer," T .A .C ., p . 110.

^^Cuzzani, "Los indios estaban cab reros,"  T .A .C ., p . 15^.
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Cuzzani a l s o  makes use o f  p o e try  and rhythm  in  h is  p la y s ,  p a r

t i c u l a r l y  in  th e  ch o ru s . This rhy thm ic b e a t ,  combined w ith  th e  v is u a l  

im ag ery , h e lp s  c r e a te  th e  e x p r e s s io n is t ic  a s p e c t o f  h is  t h e a t r e .  The 

d ram a tic  monologues g e n e ra lly  c o n ta in  a  l y r i c  e lem en t. C arlos So lorzano  

p o in ts  p a r t i c u l a r l y  to  th e  ly r ic is m  in  Sem pronio ,

E l juego  i r o n ic o  h a  s id o  p ronunciado  en e s t a  o b ra  y en 
o cas io n es  se  d esb o rd a  en s i tu a c io n e s  de s a in e t e ,  en la s  
que aparecen  ex p rec io n es  d e l  uso p o p u la r . Y s in  embargo, 
to d a  e l l a  c o n tie n e  una p ro fu n d a  r a î z  humana, a  l a  que 
vemos c re c e r  p a r a l e l a  a  l a  acc iôn  misma d e l  drama, p a ra  
c o n c lu ir  en una e scen a  de e x a l t ado l i r i s i s m o  in so sp ech ad a  
en l a  o b ra  de e s t e  a u to r .^ ^

S u â re z -R a d illo  summarizes th e  s ty l e  and language o f  th e  fo u r  

f a r s  é t i r a s  in  h is  d is c u s s io n  o f  E l c e n tro fo rw a rd . His o b se rv a tio n s  may 

a l s o  be a p p lie d  to  th e  o th e r  f a r s a t i r a s .

Todas la s  b azas t e a t r a l e s  son ju zg ad as con a c i e r to ,  y 
no es e l  m enor, aunque l a  un idad  e x p o s itiv e , pueda p a d e c e r lo , 
s a J - ta r ,  d e n tro  d e l  mismo to n o  de s a t  i r a ,  desde e l  rea lism o  
s a in e te s c o  con que se  i n i c i a  l a  o b ra  a  l a  a b s tra c c io n  pos
t e r i o r ,  s im b ô lic a  y deshum anizada, s in  p e rd e r  e l  p u lso  e s -  
cên ico  y  s in  p e rd e r  tam poco, s a lv o  a l  f i n a l  a lg o  declam a- 
t o r i o  y q u iz a  in n e c e s a r io ,  e l  to n o  de f a r s a  mâs su av e , 
in c lu s 0 e l  h a b la  y  lo s  modismos, p e ro  no ta n  a le ja d o  de 
lo s  "E sp erp en to s"  de V a lle - In c la n .^ ^

P a ra  que se  cumplan l a s  e s c r i t u r a s  a l s o  co n ta in s  a  wide v a r ie ty  

o f  language ra n g in g  from b i b l i c a l  q u o ta tio n s  and p h ilo s o p h ic a l  p a r la n c e  

t o  c o l lo q u ia l  s la n g .  The chorus and th e  p o e try  a re  m iss in g , b u t th e  

d o w n -to -ea rth  language  in te r s p e r s e d  w ith  ly r ic i s m  s t i l l  rem ains.

Cuzzani s k i l l f u l l y  u ses  many o f  th e  te c h n iq u e s  o f  th e  new th e a t r e  

in  h is  w orks. However, h i s  i s  a  b a la n c e d  approach in  t h a t  th e r e  i s

^^C arlos S o lô rz a n o , T ea tro  la tin o a m e ric a n o  en e l  s ig lo  XX 
(M exico, D .F .: E d i to r i a l  Porm aca, 19Sh) , p .  lU 2,

liP
S uarez B a d i l lo ,  op. c i t . , p . 399.
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enough in n o v a tio n  to  make th e  p la y s  s t im u la t in g ,  b u t  a t  th e  same tim e 

he nev er overdoes any one te c h n iq u e . The language in  some p la y s  o f  th e  

ab su rd  com plete ly  d is in te g r a te s  in to  m ean ing less  words o r sounds which 

run  th r o u ^ o u t  th e  perfo rm ance. W hile Cuzzani u ses  nonsense words and 

p h ra se s  in  h i s  w orks, he does so  s p a r in g ly  and w ith  th e  pu rpose  o f  r e in 

fo rc in g  th e  im p ressio n  o f  th e  p la y  r a th e r  th a n  d i s t r a c t i n g  from  i t .  He 

a ls o  employs a  w ide v a r ie ty  o f  te ch n iq u es  w ith in  each p la y  th u s  add ing  

new dim ensions and new h o rizo n s  t o  h is  t h e a t r e .



CHAPTER V

CHARACTERIZATION

The c h a ra c te r s  in  Cuzzani*s dram as, l i k e  th o se  o f  o th e r  contem

po ra ry  w orks, w h ile  o b je c t iv e ly  v a l id ,  a re  n o t o f  them selves g re a t  ch a r

a c t e r s ,  They te n d  to  be r e p r e s e n ta t iv e  o f  man, o r  v a rio u s  ty p e s  o f  men 

in  g e n e ra l ,  and as a  p o r t r a y a l  o f  th e  human c o n d itio n  th ey  a t  tim es 

verge  on th e  a l l e g o r i c a l .

M artin  E s s l in  observes t h a t  in  th e  new th e a t r e  th e  aud ience i s  

co n fro n te d  w ith  c h a ra c te r s  whose m otives and a c tio n s  rem ain la rg e ly  in 

co m p reh en sib le , and t h a t  i t  i s  a lm ost im p o ss ib le  to  id e n t i f y  w ith  them .^  

In  c r e a t in g  h is  c h a r a c te r s ,  Cuzzani adheres to  t h i s  p r e s c r ip t io n ,  th e r e 

by fo llo w in g  th e  B re c h tia n  t r a d i t i o n .  B rech t advocated  es tran g em en t,

opposing  drama which draws th e  s p e c ta to r  in s id e  u n t i l  he ex p erien ces  th e

2a c t io n  w ith  th e  c h a ra c te r .  By p re v e n tin g  th e  audience from em path iz ing

^Meurtin E s s l in ,  The T h ea tre  o f  th e  Absurd (Garden C ity ,  N .Y .: 
Anchor B ooks, I 961 ) ,  pp . 300-301.

^Raymond W illiam s, D ram  from Ib se n  t o  B rech t (New York: O xford
U n iv e rs ity  P r e s s ,  1 9 6 6 ), p . 278 .

118



119

w ith  th e  c h a r a c te r s , B rech t was a b le  t o  ach ieve  th e  e f f e c t  o f  a l ie n a t io n
3

which was h is  p a r t i c u l a r  c o n t r ib u t io n  to  th e  t h e a t r e .

C uzzan i, l i k e  B re c h t , makes use o f  es trangem en t in  o rd e r  t o  enH 

p h a s iz e  th e  m oral r e l a t io n s h ip  betw een th e  c h a ra c te r s  and th e  m oral a rgu

ment o f  th e  p la y .^  The i n a b i l i t y  o f  th e  aud ience to  id e n t i f y  w ith  th e  

c h a ra c te r s  produces in  i t  a  more c r i t i c a l  a n a ly s is  o f  th e  s i t u a t i o n  th an  

i s  p o s s ib le  where th e r e  i s  s u b je c t iv e  invo lvem en t.

Cuzzani ach iev es  estrangsment in  v a r io u s  ways. The s i tu a c io n -  

e sp e c ta c u lo  i s  one method whereby th e  a b s u rd ity  o f  th e  s i t u a t io n  immedi

a te ly  c re a te s  a  g u l f  betw een th e  s p e c ta to r s  and th e  c h a ra c te r s  on s ta g e .  

Thus when B eluver makes h is  e n tra n c e  in  a  c irc u s  cag e , th e  au d ien ce  a t  

once suspends b e l i e f ,  and i d e n t i f i c a t i o n  w ith  him becomes v i r t u a l l y  im

p o s s ib le .

Cuzzani a l s o  u ses  t h i s  method in  h is  o th e r  f a r s a t i r a s . In  Los 

in d io s  e s ta b a n  c a b re ro s , f o r  exam ple, th e  scene showing th e  In d ia n s  in  

th e  f ish e rm a n 's  n e t  d e s tro y s  any empathy th e  audience may have developed  

w ith  them in  th e  f i r s t  a c t .  The scene d e p ic tin g  th e  t r i o  c lim b in g  ou t 

o f  a  t i n  can s e rv e s  to  c r e a te  even g r e a te r  a l i e n a t io n .  In  Sempronio th e  

very  f i r s t  g lim pse th e  s p e c ta to r s  have o f  th e  main c h a ra c te r  i s  so  u n iq u e ly  

absu rd  as to  p re v e n t im m ediately  any i d e n t i f i c a t i o n  w ith  him.

Cuzzani a l s o  accom plishes estrangem en t th rough  th e  u se  o f  n a r r a 

t i o n .  Thus in  E l c e n tro fo rw a rd  m uriô a l  am anecer th e  Vagabond b reak s

% en iy  A d le r , " B e r to l t  B re c h t 's  C o n tr ib u tio n  t o  Epic Drama," 
D ire c tio n s  in  Modem T h e a tre  and Drama (John G assner, ed . ) (New York; 
H o lt ,  R in e h a rt and W inston , I 966 ) ,  p . 311.

^ Ib id . . pp. 310-311.
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i n to  th e  a c t io n  w ith  comments t h a t  a re  d e tach ed  and a t  tim es  m ocking.

T his in t r u s i o n ,  w h ile  advancing  th e  a c t io n ,  a l s o  b re a k s  th e  te n s io n  and 

tu rn s  th e  aud ience  from s u b je c t iv e  involvem ent tow ards a  more o b je c t iv e ,  

c r i t i c a l  o b s e rv a tio n . The au th o r u ses  th e  same te c h n iq u e  in  P a ra  que se  

cumplan l a s  e s c r i t u r a s . Here th e  fo u r  e v a n g e l i s t s , e i t h e r  s e p e ra te ly  o r 

in  c o n c e r t ,  in t r u d e  upon th e  scene w ith  com m entaries o r  w ith  a  s o r t  o f  

m u s ic -h a l l  knock-abou t comedy.

The c h a r a c te r 's  pu rpose  de term ines t o  a  g r e a t  d eg ree  th e  ty p e  o f  

c h a ra c te r  and c h a ra c te r  developm ent th e  p la y w rig h t u s e s .  In  th e  more 

t r a d i t i o n a l  drama th e  c h a ra c te r s  e x i s t  on ly  f o r  th e  sake o f  th e  p l o t ,^  

w hereas in  th e  t h e s i s  drama t h e i r  main pu rpose  i s  to  prom ote th e  t h e s i s .  

German e x p re s s io n ism , hav ing  as one o f  i t s  them es man s t r u g g l in g  a g a in s t  

th e  s o c i a l  and p o l i t i c a l  c o n d itio n s  t h a t  to u ch ed  h i s  l i f e ,  had a  tendency  

t o  develop  a l l e g o r i c a l  o r  r e p r e s e n ta t iv e  c h a r a c te r s .  C u zza n i's  ch a rac 

t e r i z a t i o n s  f a l l  in t o  t h i s  l a t t e r  c a te g o ry  w ith  h is  c h a ra c te r s  assum ing 

im portance  f o r  th e  id e a s  th e y  p o r t r a y .  D e sp ite  th e  r a th e r  s e t  mold t h a t  

such a l l e g o r i c a l  c h a ra c te r s  n e c e s s i t a t e ,  C u z z a n i's  c e n t r a l  f ig u re s  o f te n  

show an unexpec ted  developm ent, f o r  w h ile  th e  dehum anizing elem ents o f  

s o c ie ty  a re  more o r  l e s s  s t a t i c ,  man caught up in  th e  th ro e s  o f  th e  

te c h n o lo g ic a l  e r a  i s  n o t a  f ix e d  e n t i t y  b u t cap a b le  o f  change. Thus 

Cuzzani te n d s  to  make use o f  two d i f f e r e n t  m ethods o f  c h a r a c te r iz a t io n  

w ith in  h i s  p la y s .

In  Una l i b r a  de ca m e  th e  c h a ra c te r  o f  E l ia s  B elu v er r e p re s e n ts  

t h a t  o f  a  m u lti tu d e  o f  c i ty - d w e l le r s , le a d in g  an u n a u th e n tic ,  un rew ard ing .

^Brandon M atthew s, A Study o f  th e  Drama (B oston : Boughton-
M if f l in  C o ., 1 9 1 0 ), p . 85 .
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and f r u s t r a t i n g  e x is te n c e ,

cada uno con su  egoxsmo, en q u is tad o  en s f  mismo, en su  
pequedo y m ise ra b le  problem a— , l a  v id a  s in  a t r a c t i v o  que 
d e ja  a l  hombre s in  s a n g re , es d e c i r ,  s in  f u e r z a ,  s in  empu-
j e ,  s in  acc iôn  s in  ensuefio , v a c io ,  m uerto

B eluver f i t s  w e ll H arold  L u b in 's  d e s c r ip t io n  o f  th e  a n t i - h e r o .

The a n t i - h e r o  ta k e s  many form s. Sometimes he i s  a  
mockery o f  th e  o ld  h e ro  fo rm s, a  poor s lo b  fum bling  h i s  
way th rough  l i f e  exposing  th e  in c o n g ru ity  o f  th e  h e ro ic  
s ta n c e  in  a  n o n -h e ro ic  w o rld . . . But more b a s i c ,  more 
p e rv a s iv e ly  c h a r a c t e r i s t i c  o f  th e  a n t i - h e r o  i s  h i s  lo s s  
o f  p u rp o se , h i s  i n a b i l i t y  to  f in d  any m eaningfu l d i r e c 
t i o n  t o  h is  l i f e  o r to  a l l  human e x i s t a n c e .7

The p o r t r a y a l  o f  h is  d a i ly  l i f e  d e p ic ts  a  m ounting f r u s t r a t i o n  made up

o f  m in isc u le  and i n s ig n i f i c a n t  d e t a i l s ,  such as th e  d a i ly  traum a o f  th e

bus r id e  t o  w ork, th e  d isco m fo rt o f  t r y in g  to  re a d  th e  new spaper on th e

b u s ,  h is  em p lo y er 's  f re q u e n t c r i t i c i s m ,  and h is  w i f e 's  c o n s ta n t nagg ing .

Cuzzani c le v e r ly  develops th e  c h a ra c te r  o f  B eluver by showing

th e  r e a c t io n s  o f  th e  o th e r  c h a ra c te r s  t o  him . B e lu v er h im se lf  n ev e r

speaks a  w ord, and y e t  th e  aud ience  knows a l l  about him from h e a r in g

th e  o th e r s 's  words to  him and o b se rv in g  t h e i r  a t t i t u d e s .  B e lu v e r 's  la c k

o f  re sp o n se  to  e i t h e r  h is  enq>loyers o r  h i s  w ife  f o r c e f u l ly  d em onstra tes

h is  a l ie n a t io n .  Seriora B eluver re v e a ls  a  g re a t  d e a l about h e r  husband

and h is  p l i g h t  when she c h a s t i s e s  him w h ile  he i s  p re p a r in g  f o r  work.

SESORA beluver. — . . .A  tu s  afios y a  d e b e rfa s  s e r  g e re n te  de
l a  f irm a , p o r  l o  menos. T ienes d ie c io ch o  anos de a n t i -
güedad, iy  que has  conseguido? Empezaste como te n e d o r  
de l i b r o s .y  seg u fs  s ien d o  te n e d o r  de l i b r e s .  S i p o r  lo

^A ngela B lanco Amores de P a g e l la ,  Huevos tem as en e l  t e a t r o  
a rg e n t in e  (Buenos A ire s :  E d i to r i a l  Huemul, 196U ), p . 103.

^H arold  L ubin , H eroes and A nti-H eroes (San F ra n c is c o : C handler
P u b lish in g  C o ., 1 9 68 ), p . 311 .
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menos h u b ie se s  hecho como e l  m ari do de l a  sefio ra  de 
R ic c i a r d e l i ,  que se  indep en d izô  y  t i e n e  n égocie  p o r su  
c u e n ta . 0 como l a  sefiora de Zoppi . . .  La v i  p a s a r  en 
un a u to  como de una cuadra  con c h o fe r  y  to d o . Y l e  
d a ta  ô rdenes con un te lé f o n o .  ! Auto con te lê fo n o l  
lE sa b r u ta !  lUna c u a lq u ie ra i  iY en cambio n o s o tro s ,  
que tenem os? . . .

The f a c t  t h a t  B e lu v er has no r e a c t io n  to  t h i s  c r i t i c i s m  shows th a t  i t  i s  

a  common o c c u rre n c e , and th a t  he i s  more o r  l e s s  re s ig n e d  t o  h i s  r o le  in  

l i f e .  There i s  a  s i l e n t  f r u s t r a t i o n  in  h is  accep tan ce  o f  h e r  f re q u e n t 

t i r a d e s .  He h as  th e  same la c k  o f  r e a c t io n  to  h is  em ployer’s speeches 

which r e in f o r c e s  h is  s p i r i t  o f  r e s ig n a t io n .

From th e  b eg in n in g  o f  h is  s t o r y ,  B eluver i s  s u f f e r in g  from  symp

toms o f  a l i e n a t io n .  Cuzzani accom plishes th e  d i s in te g r a t io n  and com plete 

a l i e n a t io n  o f  t h i s  c h a ra c te r  in  s e v e r a l  s ta g e s .  F i r s t  he shows th e  

numerous c r e d i t o r s ’ harrassm en t o f  B e lu v e r. His i n i t i a l  r e a c t io n  i s  

f u r th e r  w ith d ra w a l. But upon th e  appearance o f  Dominguez, Shy lo c k  

G a r c ia 's  r e p r e s e n ta t iv e ,  s o l i c i t i n g  h i s  lo a n ,  B eluver r e a c ts  v io l e n t l y ,  

ru sh in g  a t  h im  in  a  ra g e . B e lu v e r’s d o c i l i t y  and detachm ent up to  t h i s  

moment i n t e n s i f y  th e  s u rp r is e  a t  t h i s  sudden change in  c h a ra c te r .  As

th e  d e fen se  a t to rn e y  p o in ts  o u t ,  "Fue su  û ltim o  g e s to  de d ig n id a d . Recha-

z a r  a l  p r e s ta m is ta ,  a l  u su re ro . Porque s a b e r  que e s a  h ie n a  es in s a c ia b le  

y que p e n d ie n te  s 6lo  p o d ia  c o n d u c ir lo  a  una c a t â s t r o f e ." ^

The f a i l u r e  o f  th i s  d e s p e ra te  and f i n a l  e f f o r t  to  re g a in  h is  

d ig n i ty  e n su re s  a  subsequent d eep er a l i e n a t io n .  The co n tin u ed  p re s s u re

A g u stin  C uzzan i, "Una l i b r a  de c a m e ,"  T ea tro  de A gustin  
C uzzani ( h e r e a f t e r  r e f e r r e d  to  as T .A .C .) (Buenos A ire s : E d i to r i a l
Q u e tz a l, I 9 6 0 ) ,  p .  35.

^ I b id . , p . U9.
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from h is  c r e d i to r s  and h is  wife f i n a l l y  reac h es  such  a  p i tc h  th a t  B eluver 

c r ie s  o u t in  h is  agony, u t t e r in g  h is  on ly  word in  th e  e n t i r e  p la y ,  " iB as- 

t a ! "  and t h i s  one word summarizes h is  t o t a l  f r u s t r a t i o n .  By a cc ep tin g  a 

lo an  from Shy lo c k  G a rc ia , B eluver s e a ls  h is  f a t e ,  and h is  c ircum stances 

go from had  to  w orse . When he s u f f e r s  an o th e r h e a r t  a t t a c k ,  and th e  

d o c to r  fo rb id s  him  t o  r e tu r n  t o  w ork, th e  h o p e le ssn e ss  o f  h is  s i tu a t io n  

makes h i s  a l ie n a t io n  com plete .

DEFENSOR, —  . . .  Llegamos a l  f i n a l  de l a  h i s t o r i a .  B eluver 
y a  no puede t r a b a j a r  n i  p re o c u p a rse . Ni s iq u ie r a  oye 
l a  voz de su  sefio ra . (E n tra  l a  sefio ra  de B eluver y 
hace mfmica de grande y severe, rép rim anda a  su  a lre d e d o r . )
Esa se fio ra  que aho ra  d ed ica  a  c o n ta r  lo s  d ia s ,  a  ensefiar
e l  almanaque o e l  r e l o j  a  su  m ari do. A m o s tra r le  l a  
b o ls  a  v a c ia  d e l mercado o e l  fondo de l a  c a r t e r a .  Nada,
B eluver y a  no v iv e . E spéra . E spéra  s im plem ente e l  
broche de sang re  p a ra  su  d e s t in e . . . 1 0

I t  i s  a t  t h i s  ju n c tu re  t h a t  th e  p o l ic e  a r r iv e  and p la c e  B eluver 

in  th e  cag e , sym boliz ing  h is  c o n ç le te  dehum aniza tion . The p o r t r a i t  o f  

a  s i l e n t ,  u n h e a r in g , t r a n c e - l ik e  B e lu v er, and th e  v i s u a l  image o f  him in

th e  c irc u s  cage a re  f a r  more e x p re s s iv e  o f  h i s  c o n d itio n  th an  any words

could  b e ,  and Cuzzani s u c c e s s fu l ly  employs t h i s  ty p e  o f  imagery in  h is  

c h a ra c te r  p o r t r a y a l .

The o th e r  c h a ra c te rs  in  Una l i b r a  de ca rn e  a re  more s te re o ty p e d  

th an  B e lu v e r , and th u s  e x h ib i t  l i t t l e  o r  no developm ent. The members o f  

th e  ju ry  as w e l l  as th e  courtroom  s p e c ta to r s  r e p re s e n t  v a rio u s  segments 

o f  s o c ie ty ,  and th e  au th o r uses them as a  b a s is  f o r  c r i t i c i s m  o f  th e  

p a r t i c u l a r  groups to  which th ey  b e lo n g . The ju r o r s  a l l  have t h e i r  s e t  

n o tio n s  and b i a s e s ,  a l th o u g h , l ik e  th e  M ae s tra , th e y  b e l ie v e  them selves

^ ° Ib id . . p. 55.



12U

t o  "be im p a r t i a l .

MAESTRA., (dandp c a te d ra ) .  — Lo p r in c i p a l  e n t r e  l a s  p e r
sonas que deben in t e g r a r  un ju ra d o  es e l  e q u i l ib r io .
La f a i t  a  de todo  extrem ism o nocivo  y  d is o lv e n te .  Es 
n e c e s a r io  que examinen la s  cosas f r ia m e n te  y se  sepan 
c o lo c a r  en e l  j u s to  m edio, que es l a  raz6 n  y l a  j u s t i c i a .
(L ev an ta  una mano. ) Por eso  n i n o s .H

The c h a ra c te r  o f  B e lu v e r 's  w ife develops th ro u g h  h e r  speeches 

which r e v e a l  h e r  as a  r a th e r  u n lo v in g , s e l f i s h  p e rs o n , envious o f  h e r  

f r ie n d s ,  and r e s e n t f u l  o f  h e r  h u sb an d 's  la c k  o f  s u c c e s s .  Even d u rin g  h e r  

h u sb an d 's  most d e s o la te  moments she  shows no concern  o r  synçathy  fo r  

him , b u t  c o n tin u e s  h e r  d i a t r i b e .  When B elu v er r e tu rn s  home from w ork, 

t i r e d ,  d e p re s s e d , and pu rsu ed  by c r e d i t o r s ,  sh e  g r e e ts  him w ith  co m p la in ts .

SESORA beluver. — E l f a s .  P or f i n  l l e g a s .  E sto  no puede 
s e g u i r  a s f .  Estoy h a s ta  l a  c o r o n i l l a  de ac re ed o res  y 
co m erc ian tes  que v ienen  d fa  y noche a  p r e s e n ta r  cu en ta s . 
iEn d e f i n i t i v a  se  puede s a b e r  s i  sos un hombre o un 
e s tro p e tjo  vos? iS e râ  p o s ib le  que a  e s t a  a l t u r a  de l a  
v id a ,  cuando deberfam os n ad ar en l a  ab undanc ia  como lo s  
Amazzacanne o lo s  M ontefussar o lo s  B e lu s c i ,  tengamos que 
s o p o r ta r  h u m il ia c io n e s ? . . .1 2

The s p e c ta to r s  and th e  chorus se rv e  t o  c r e a te  a  f a r c i c a l  atmos

p h e re , making i t  d i f f i c u l t  to  ta k e  th e  m a tte r  s e r io u s ly  u n t i l  th e  i n t e r 

je c t io n  o f  th e  c h a ra c te r  o f  th e  Hombre in  th e  f i n a l  moments w hich a b ru p tly  

s h i f t s  th e  to n e .  The Hombre in tro d u c e s  th e  d id a c t ic  elem ent o f  th e  p la y ,  

r a i s i n g  q u e s tio n s  and commenting upon s o c i e t y 's  r o le  in  B e lu v e r 's  d eg ra

d a t io n .  The f a c t  th a t  Cuzzani does n o t in tro d u c e  t h i s  c h a ra c te r  e a r l i e r  

in  th e  p la y  adds t o  th e  im p a c t, and h i s  b i t t e r  condem nation o f  s o c ie ty  

i s  in  s h a rp  c o n t r a s t  w ith  th e  b u r le sq u e  o f  a  few moments b e fo re .

l l l b i d . , p .  2k. 

l ^ I b i d . , p .  48.
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E l centroforweircL m uriô a l  am anecer i s  ag a in  a  ty p e  o f  a l le g o ry  

which d e p ic ts  m an 's lo s s  o f  h is  h ig h e s t  q u a l i t y ,  " su  in d iv id u a l id a d ,  su  

d ig n id ad  de p e rs o n a , porque puede s e r  vendido y com prado, porque puede 

p a s a r  a  s e r  p ro p ie d a d  de pod ero so , cuyo cap rich o  d é te rm in a  l a  form aciôn 

de c o le c c io n e s  hum anas."^^  The c h a ra c te r  o f  Cacho G a r ib a ld i r e p re s e n ts  

man and i s  th e  e x p re s s io n  o f  h is  s t r u g g le  t o  a f f i rm  h im s e lf  as such . 

G a r ib a ld i ,  l i k e  B e lu v e r i s  a  v ic tim  o f  s o c ie ty ,  b u t u n l ik e  B e lu v e r , who 

re s ig n s  h im s e lf  t o  h i s  f a t e ,  Cacho develops a  d e te rm in a tio n  t o  f i g h t .

A lthough G a r ib a ld i i s  a  sym bolic c h a r a c te r ,  he i s  n o t a  s t a t i c  

c h a r a c te r ,  and as B rech t ad v o ca ted , Cuzzani shows G a r ib a ld i p roducing  

h im se lf  in  th e  co u rse  o f  a c t io n ,  and th e r e f o r e  s u b je c t  t o  c r i t i c i s m  and 

to  c h a n g e . C u z z a n i  f i r s t  p re s e n ts  him  as a  t y p i c a l  a t h l e t e  whose 

a c t io n s  a re  sp on taneous and p r a c t i c a l .  T h is c a r i c a tu r e  o f  G a rib a ld i 

d e p ic ts  him  more o r  l e s s  as an autom aton , re sp o n d in g  in  a  c o n d itio n e d  

manner to  th e  chorus o f  f a n s . The r e p o r t e r 's  in te rv ie w  w ith  him se rv e s  

t o  d em onstra te  G a r ib a ld i ' s m e n ta li ty .

GARIBALDI. — (tom a e l  m icrôfono que l e  t ie n d e  e l  R e p o r te r .
Es un g e s to  m ecanico. Un r e f i e j o  co n d ic io n ad o . S o n r îe .)  
Estim ados o y e n te s , buenas t a r d e s . Q uiero  e n v ia r  un 
sa lu d o  a  l a  a f ic io n  d e p o r tiv a , a  to d o s lo s  s im p a tiz a n te s  
de n u e s tro  q u e rid o  Club y e sp ec ia lm en te  a  mi t x a  Dominga, 
y a  mi s o b r in i t o  Cachln que me e s t a r i n  escu ch an d o , y en 
g e n e ra l a  to d o s  lo s  que me a l ie n ta n  con su  a l i e n to .

REPORTER. — iA lgunos in p re s io n e s  so b re  e l  m atch . G a r ib a ld i?

^^de P a g e l la ,  op. c i t . .  p . 103.

^ S i i l l i a m s ,  op. c i t . ,  p . 278 .

^^A lyce de Kuehne, "Hamlet y e l  concep to  d e l  'p e r s o n a je ' 
P ir a n d e l l ia n o  en una f a r s a  de A gustin  C u zza n i,"  Cuadem os A m ericanos, 
V ol. 162 , Ho, 1 (E n e ro -F eb re ro , 1969) ,  212.
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GARIBALDI, — Y . . .  e l  p a r t id o  fu e  . . .

REPORTER, — IDice G a r ib a ld i que e l  p a r t id o  fue  muy 
movido!

GARIBALDI. — E l equipo  jugo

REPORTER. — IDice que e l  equ ipo  jugo  muy b ie n !

GARIBALDI. — Estamos muy c o n te n to s .

REPORTER. — Y que e s tâ n  muy co n ten to s  de h ab e r ganado. 
iA lguna c o s i t a  m as, G a r ib a ld i?

GARIBALDI. — Rada mas y muchas g r a c ia s .

G a r ib a ld i 's  w orld  soon ch an g es, and he i s  g r e a t ly  d is tu rb e d  when 

Lupus p u rch ases  him . What m ost u p s e ts  him a t  f i r s t  i s  th e  f a c t  t h a t  he 

w i l l  n o t be a b le  t o  p la y  f o o tb a l l .

GARIBALDI, (re c h a z a  con un g e s to ) .  — iQ u ie re  d e c i r  que 
to d o  e l  mundo v a  a  v e n ir  a  m irarme y d a r v u e l ta s  a l 
red ed o r como s i  yo fu e ra  un b ic h o  ra ro ?  lYo q u ie ro  
ju g a r  a l  f o o tb a l l ! ^7

As Lupus e x p la in s  th e  s i t u a t i o n  Cacho g ra d u a lly  comes to  r e a l i z e  

t h a t  he i s  a c tu a l ly  a p r i s o n e r ,  and w h ile  f o o tb a l l  i s  s t i l l  upperm ost in  

h i s  m ind, a  g ra d u a l awakening o f  o th e r  s e n s i t i v i t i e s  b eg in s .

GARIBALDI. — Pero en tonces  e s to y  p r i s io n e r o .  ÎEntonces 
u s te d  me h a  se c u e s tra d o !

LUPUS. — iS ec u es trad o ?  iP r is io n e r o ?  . . .  IVamos! Pago 
un m illô n  s e te c ie n to s  m il pesos  p o r  t f , t e  t r a ig o  a 
mi p a la c io ,  t e  o fre z c o  to d o s  lo s  p la c e r a s ,  l a  compafiia 
de la s  m ajores p ie z a s  de mi c o le c c io n ,  t e  d igo  qua e s 
to y  o rg u llo so  de t i ,  y  s o lo  porque no puedes v i s i t a r  
un club  m ugrien to  y una t f a  de lo  mas v u lg a r ,  t e  c ree s  
p r i s io n e ro .  (P a u s a .) T endras que am oldarte  a  n u e s tro  
modo de v id a .  (M arca e l  m u tis )  Bueno, ah o ra  t e  d e jo .
I n s t a l a t e  comodo. (O frece ) iFumas?

^^C uzzan i, "E l c e n tro fo rw a rd  m urio a l  am anecer," T .A .C ., p . 80. 

l ? I b i d . . p . 93.
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GARIBALDI. — INoî lYo q u ie ro  irm e! lYo q u ie ro  mi 
l iL e r ta d !

LUPUS. — ÎTÛ que?

GARIBALDI. — îMi l ib e r ta d !^ ®

G a rib a ld i soon d isc o v e rs  t h a t  h is  companions do n o t s h a re  h is  

en th u siasm  f o r  f o o tb a l l ,  and he c o n tin u e s  to  f e e l  f r u s t r a t e d  because  he 

cannot p a r t i c i p a t e  in  any more games. However, along w ith  t h i s  i s  a 

grow ing f e e l in g  o f  b e in g  tr a p p e d ,  and a  grow ing need to  be f r e e .  He 

f in d s  i t  d i f f i c u l t  to  u n d e rs ta n d  h i s  f e l lo w -p r iso n e rs  * accep tan ce  o f  th e  

s i t u a t i o n ,  and when th ey  su g g e s t t h a t  he w i l l  e v e n tu a lly  become accustomed 

to  i t ,  he th in k s  d i f f e r e n t ly ,

GARIBALDI (o b s tin a d o ) . — iNoI Yo no voy a  poder aco s- 
tum brarm e. Yo me voy de e sc a p a r  de a q u î. Ya lo  he 
pensado . Yo soy l i b r e .  Yo quero  v i v i r  mi v id a ,  e s t a r  
con mis g e n te s ,  ju g a r  a  f o o t - b a l l ,  Yo no s i rv o  p a ra  
e s t e  e n c ie r ro .  Hace poco que e s to y  aqu i y  y a  me
ahoga.^9

By awakening t h i s  d e s i r e  f o r  freedom , Cuzzani tra n s fo rm s  G ari

b a ld i  i n t o  an e x i s t e n t i a l  h e ro . In  so  doing he has chosen a  c h a ra c te r  

who r e p re s e n ts  th e  o rd in a ry  man on th e  s t r e e t ,  r a th e r  l im ite d  in  ou tlook  

and i n t e l l e c t ,  b u t  n o n e th e le ss  a  man who does n o t w ish to  lo s e  h is  iden

t i t y ,  and who th u s  ta k e s  upon h im s e lf  th e  s tru g g le  to  m a in ta in  h is  au

t h e n t i c i t y  and to  re g a in  h is  freedom . Cuzzani has d e l ib e r a te ly  chosen a  

common man f o r  t h i s  ta s k  in  o rd e r  t o  dem onstra te  th e  n o b i l i ty  o f  man and 

th e  hope t h a t  h is  s t ru g g le  en g en d e rs .

G a rib a ld i changes from a  r a t h e r  c lo d d ish  c h a ra c te r  whose only 

concern  i s  f o o tb a l l ,  to  a  r e b e l  w ith  a  cause which le ad s  him t o  th e

J-Qibid. . p. 9h.

l^ Ib id .. p. 100.
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h e ig h ts  o f  s e l f - s a c r i f i c e  and f i n a l l y  p h ilo s o p h ic a l  e lo q u en ce . T his 

d ram a tiz es  th e  e x i s t e n t i a l  b e l i e f  t h a t  e x is te n c e  p rece d es  e s se n c e , fo r  

G a r ib a ld i 's  essence changes and develops t h r o n g  ou t th e  p la y .

The cheiracte r o f  Ennesimo Lupus i s  sym b o lic , as th e  name im p lie s . 

"L upus, cuya dehumaniz a c ië n  l a  expone su nombre s im b ô lico  ( lo b e ) ,  que 

l o  c a l i f i c a  como l a  'e n e s im a ' r ê p l i c a  de l a  v o rac id ad  i r r a c io n a l  de l a  

sociedad ."^®

The ra p a c i ty  o f  s o c ie ty  which Lupus re p re s e n ts  ex tends a l l e g o r i 

c a l ly  by means o f  th e  c h a r a c te r  in to  th e  v a rio u s  a sp e c ts  o f  th e  s o c ia l  

f a b r i c .  Thus Lupus' a c q u i s i t io n  o f th e  P ro fe s so r  r e p re s e n ts  s o c i e t y 's  

c o r ru p tin g  c o n tro l  over s c ie n c e  and th e  i n t e l l e c t u a l ;  w h ile  h is  p u rchase  

o f  Nora and Hamlet i s  an in t r u s io n  in to  th e  sp h ere  o f  th e  a r t s .  When he 

buys G a rib a ld i he i s  en c ro ach in g  on th e  w orld  o f  s p o r t s .  King Kong as a 

r e p r e s e n ta t iv e  o f  th e  dehum anized elem ents o f s o c ie ty ,  shows th a t  th e  

in s id io u s  c o n tro l  has i n f i l t r a t e d  a l l  le v e ls  o f  th e  s o c i a l  s t r u c tu r e .

Lupus i s  n o t  s a t i s f i e d  w ith  a l l  h is  w ea lth  and m a te r ia l  p o sse s 

s io n s  ; he wants to  own p eo p le  as w e l l .  In  h is  t re a tm e n t o f  G a rib a ld i he 

dem onstra tes  a d e s ir e  to  c o r ru p t th e  a t h le te  by c o n t in u a l ly  o f f e r in g  him 

cognac and c ig a r s .  In  r e tu r n  fo r  h is  com plete p o s se s s io n  o f  h is  v ic t im s .  

Lupus o f f e r s  them m a te r ia l  b e n e f i t s .

Lupus. — IVamosI . . .  Aquf s e ra s  f e l i z .  Tendras de 
to d o . Comidas abundante s , b eb idas  e x c e le n te s .
L ib ro s , R e v is ta s , R ad io , T e le v is iô n . T o d o ... 
p a ra  d a r te  lo s  g u s to s .  Am igos.. .c o n p a ü îa . . .

^®de Kuehne, op. c i t . , p . 210.

^^Cuzzani, "El centroforward muriô a l amanecer," T.A.C., p . 94.
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When Lupus d isc o v e rs  t h a t  a f f e c t io n  has developed "between G ari

b a ld i  and N ora , i t  p le a s e s  him , and he w ishes t o  p r o s t i t u t e  t h e i r  love 

fo r  h is  own s e l f i s h  p le a s u re .  In  t h i s  way Cuzzani shows Lupus' in s e n s i 

t i v i t y ,  and h i s  c a l lo u s  in v a sio n  o f  th e  m ost in t im a te  a sp e c ts  o f  th e  

l iv e s  o f  th e  members o f  h is  c o l le c t io n .  T h is aga in  sym bolizes th e  i n t r u 

s io n  o f  s o c ie ty  and th e  S ta te  in to  th e  p r iv a t e  l i v e s  o f  i t s  c i t i z e n s ,

th e re b y  ro b b in g  them o f  t h e i r  i n d i v id u a l i t y .

LUPUS. —  E xactam ente. Un v iv e ro ,  un c r ia d e ro .  iUna cab aha!
V oso tros dos s e r e i s  mis p l a n t e l e s .  Una b a i l a r i n a  y un 
d e p o r t i s t a .  iOs im ag in a is  lo s  h i j o s  que v a is  a  te n e r?  
îQue arm onîa de m ovim ientos, que b e l l e z a  de l i n e a s ,  que 
fu e rz a  que v ig o r  en e l  d e sp laz m ie n to î Veo lo s  anuncios 
lum inosos en to d a  l a  c iu d ad . A viones a  ch o rro  e s c r i -  
b ien d o  mi nombre en e l  c i e lo  a z u l .  (Marca en e l  a i r e . )
ÎCabaüa Lupusî E jem ^lares humanos s e le c to s .  P u ro s , 
p u ro s  p o r  c ru z a , i a l t a  m g s tiz a c iô n î IS acare  p re c io s  
fa b u lo so s  en e l  mercado!

T his sp eech  d isp la y s  s i n i s t e r  o v e rto n e s  o f  r a c i s t  id e o lo g y , de

g rad in g  Cacho and N ora, and man in  g e n e r a l ,  t o  th e  p o in t  t h a t  th e y  

resem ble s p e c ie s  i n  a  zoo.

Lupus a s s e r t s  h is  r ig h t s  o f  ow nership  over Nora by v i r t u e  o f  

hav in g  p a id  two m i l l io n  pesos f o r  h e r .  He b e l ie v e s  t h i s  g iv e s  him th e

r ig h t  to  d e te rm in e  a l l  phases o f  h e r  l i f e ,  and when he p ro p o ses  to  u n i te

h e r  w ith  K ing Kong, i t  i s  to o  much f o r  G a r ib a ld i who p roceeds to  s t r a n g le  

Lupus. The a l l e g o r i c a l  n a tu re  o f  th e  c h a ra c te r s  o f  G a r ib a ld i and Lupus 

make t h i s  c l im a c t ic  a c t  o f  r e b e l l io n  sym bolic  o f  m an's s t r u g g le  to  be 

f r e e .

E l s a c r i f i c i o  d e l  cen tro fo rw ard — d e l  sim ple hombre de l a  
c a l l e — a j u s t i c i a d o  po r h aber dado m uerte  a l  lobo  que q u iso 
com prar su  s a n g re , su  l i b e r t a d ,  se  c o n v ie r te  en e l  sfm bolo

^^Ibid .. pp. 107-108.
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de una nueva edad que— segun Cuzzani— e n ç ie z a  y  a  a
am anecer.23

As Cacho G a rib a ld i i s  th e  e x i s t e n t i a l  h e ro ,  th e  man o f  a c t io n ,  

th e  c h a ra c te r  o f  Hamlet a c ts  as h is  a n t i t h e s i s .  In  f a c t  Hamlet r e f e r s  

to  Cacho as th e  a n ti-H a m le t. Hamlet r e p re s e n ts  most g ra p h ic a l ly  th e  un

a u th e n tic  l i f e  f o r  he i s  m erely  a  c h a ra c te r  ou t o f  S h a k e sp e a re 's  p la y ,  

and as such a l l  h is  a c t io n s  and h is  d e s tin y  a re  fo rs e e n  and p red e te rm in ed . 

Of c o u rse , as Nora e x p la in s  to  Cacho, he was an a c to r  p la y in g  a  r o l e ,  b u t 

Lupus d id  n o t p u rch ase  an a c to r  b u t  th e  c h a ra c te r  o f  th e  P r in c e  o f  Den

mark.

NORA, ( s o n r ie ) .  — Comprendo que debemos p a r e c e r le  a  u s te d .
P ero  y a  aco stu m b rara . Lo que o cu rre  es que e l  se h o r 
Lupus coDçrô a  H am let. No comprô n i  un a c to r  n i  un 
hombre de cam e y h u eso . Comprô s e n c illa m e n te  un p e r 
s o n a je .  Y ahora  t i e n e  que s e r  Hamlet to d o  e l  d fa .
V iv i r ,  r e s p i r a r ,  a c tu a r ,  corner, y dorm ir como e l  
c l â s i c o  P r in c ip e  de Dinamarca.2^

The c h a ra c te r  o f Hamlet g r e a t ly  co rresponds t o  W olfgang K ay se r 's  

d e s c r ip t io n  o f  P i r a n d e l lo 's  Heniy IV , " . . .  e l  p r o ta g o n is ta  es prim ero  

p r i s io n e ro  de su  m ascara , y  a l  f i n a l ,  se  queda d e n tro  de e l l a . " ^ ^  S ince  

th e  h i s t r i o n i c  mask r e p re s e n ts  th e  e x t e r io r ,  u n a u th e n tic  l i f e ,  whereas 

th e  fa c e  h idden  beh in d  i t  i s  th e  a c tu a l  p e rso n , Hamlet by r e je c t i n g  h is  

t r u e  id e n t i t y  has i r r e t r i e v a b l y  l o s t  h i s  a u th e n t ic i ty .  He i s  m ore.a  

puppet th a n  a  man, and u n lik e  G a r ib sd d i, he d e te s t s  a c t io n  f o r  i t  can

^^Hebe C am panella, "E l hoy y e l  aqui en e l  t e a t r o  a rg e n tin o  de 
lo s  û ltim o s  v e in te  ad o s ,"  Cuadem os H ispanoam ericanos, V ol. 78 , No, 23^ 
(Ju n e , 1969) ,  pp . 687- 688 .

^^Cuzzani, "El centroforw ard murio a l amanecer," T.A.C., p. 98.

25de P ag e lla , op. c i t . .  p . 73.
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only  le a d  to  h i s  d e a th . Thus he w ishes to  p ro lo n g  th e  m e d ita t iv e  p a r t  

o f  th e  p la y  b e c a u se , "E l t r a n s i t e  de l a  in a c c iô n  a  l a  re s o lu c iô n  r e p ré 

s e n ta  e l  paso  a  l a  m u e r t e . Thi s  r e s u l t s  i n  h i s  l i v in g  in  a  lim bo o f  

suspended a n im a tio n . H am le t's  accep tan ce  o f  h is  r o le  i s  in  one re s p e c t  

an a c t  o f  co w ard ice , sym bolic o f  a la rg e  segment o f  contem porary s o c ie ty  

which has a b d ic a te d  i t s  r e s p o n s i b i l i t i e s .  By r e j e c t i n g  th e  r e a l  w orld 

f o r  a  m ak e-b e liev e  o n e , Hamlet has f r e e d  h im se lf  from  hav ing  t o  make any 

d e c is io n s  and from  a l l  human c o n f l i c t .  He l i v e s  in  a  w orld  a p a r t ,  

s e p a ra te d  from th e  r e s t  o f  hum anity .

G a r ib a ld i and Hamlet a re  o p p o s i te s ,  one com m itted t o  s t r u g g le ,

th e  o th e r  r e s ig n e d  t o  a  s ta g n a n t e x is te n c e  t h a t  f o r  him i s  "un re fu g io

2 7a l  margen de l a  v id a  e x i s t e n c i a l . . . "  C u z z a n i's  ju x ta p o s in g  o f  th e se

two c h a ra c te r s  a li.u  em phasizes th e  la c k  o f  com m unication between p e o p le .

Cacho i s  a p p a l le d  t o  le a r n  t h a t  Hamlet knows n o th in g  about f o o tb a l l .

When he  t r i e s  t o  e x p la in  i t  t o  h im , Haml e t  f in d s  i t  in c o n c e iv a b le  t h a t

G a r ib a ld i and o th e rs  cou ld  be t h a t  i n t e r e s t e d  i n  i t .

HAMLET. —  S i t u  d ic e s  que a  l a  g en te  l e  g u s ta ,  deben 
h a b e r  cambiado mucho lo s  tiem p o s . Yo p o d r fa  conce-
b i r  un to r n e o ,  un ju e g o , p e ro  s 6 lo  como p re p a ra c io n
p a ra  e l  com bate. Pero  tu  d ic e s  que ju e g as  porque 
s i ,  p o r  e l  s o lo  hecho de ju g a r ,  lEsoI IE l d é p o rté !
Te e n tre g a s  a  l a  acc io n  s in  un p ro p o s i to .  ( R i e . )  
iS abes que t û  e re s  e l  an ti-H am le t

Cuzzani a d e p tly  uses th e  c h a ra c te r  o f  th e  Vagabond as th e  n a r r a 

t o r  who s e t s  th e  scen e  fo r  th e  a c t io n  and comments upon i t .  Whenever

^^de Kuehne, op. c i t . ,  p .  212. 

27I b i d . , p .  2 l6 .
oQ

Cuzzani, "El centroforward muriô a l  amanecer," T .A .C., p . 96.
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th e  te n s io n  reach es  a  c e r t a in  l e v e l ,  th e  Vagabond b reak s  i n ,  th u s  p ro 

ducing  a  c o n tra p u n ta l e f f e c t  and p ro v id in g  r e l i e f .  The chorus o f  c a r

p e n te rs  and th e  chorus o f  fan s  a ls o  p ro v id e  c o u n te rp o in t by p re s e n tin g  

a  comic in te r lu d e  in  th e  m id st o f  an o th e rw ise  s e r io u s  s i t u a t i o n .

Los in d io s  e s tab a n  cab re ro s  a lso  has an e x i s t e n t i a l  h e ro  in  th e  

p erso n  o f  P r in c e  Tupa. Tupa, l i k e  S is ip h u s ,  does n o t g iv e  up . A fte r  

e ig h t  u n su c c e s s fu l r e v o lu t io n s ,  he i s  o p t im is t i c a l ly  p la n n in g  th e  n in e th . 

W hether su ccess  o r  f a i l u r e  w i l l  r e s u l t  i s  n o t as in ç o r ta n t  to  him as th e  

need to  t r y .

TUPA. — . . .  Nave g are  h a s ta  e l  f i n  d e l mar y  g o lp e a re  a la s  
p u e r ta s  d e l  S o l b ie n  de maüana. Y p e d irë  p o r t i ,  y p o r 
ê l ,  y  p o r  todos n o s o tro s .  Le d irë  l a  v e rd ad . No tengo  
mas que e s a  b a l s a  y  e l  v ie n to .  Esa es to d a  mi novena 
r e v o lu c iô n . . .

TONATIO. — iY e s ta s  b ie n  seg u ro  que l l e g a r i a n  p o r e se
camino? iY s i  m ueres? iS i  la s  m il acechanzas d e l  mar 
son  mâs fu e r te s  que t u  nave? (M irândole a  fondo de 
lo s  o jo s . )  iC re e s ,  re a lm e n te ,  lo  que nos d ic e?

TUPA. —  (Que se  h a  a p a r t ado un poco con T o n a t io .) Eres 
i n t e l i g e n t e ,  Mendigo. S i muero o l l e g o . . .  y a  se  v e râ .
P ero  de una u o t r a  fo rm a .. .  l a s  gen tes sab ran  que su  
p r in c ip e  no lo s  abandono. P ase lo  que p a s e , quedarâ  
una e sp e ra n z a .29

Even t h o u ^  th e  th r e e  In d ia n s  have become v i r t u a l  p r is o n e r s  o f 

th e  fisherm an  upon t h e i r  a r r i v a l  t o  S p a in , Tupa i s  s t i l l  d e term ined  to  

r e tu r n  t o  A m erica d e s p ite  a l l  th e  o b s ta c le s .

TEUCHE. — P ero  hemos p e rd id o  l a  b a l s a . . .  hemos p e rd id o  
t o d o . . .  estam os como p r i s i o n e r o s . . .

TUPA. — Hay b arco s enormes en lo s  p u e r to s .  iTe has
f i j a d o  quê v e la s?  iQue grandeza? Con em barcaciones 
a s f ,  s e r a  un juego  navegar h a s ta  n u e s t r a  p a tr ia .^ ®

29cuzzani, "Los ind ios estaban cabreros," T .A .C., p . 1S6.

^ ° Ib id . . p . 147.
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Cuzzani enç)loys a  unique concep t o f  c h a ra c te r iz a t io n  when he 

u ses  a  t r i n i t y  f o r  h i s  p ro ta g o n is t .  The th r e e  In d ia n s , Tupa, T euche, 

and T o n a tio , as th e  th re e  main c h a ra c te r s  a re  a ls o  sym bolic o f  th r e e  

f a c e ts  o f  P r in c e  Tupa, In  t h i s  way Tupa, in  th e  c h a ra c te r  o f  T euche, 

rem ains l i v in g  in  S pain  to  found a  ra c e  th a t  someday w i l l  he  th e  re v o 

lu t io n .  Tupa, th ro u g h  T o n a tio , w i l l  r e tu r n  t o  America where he w i l l  

le a d  th e  r e s i s t a n c e  a g a in s t  th e  C onquest. The t h i r d  Tupa w i l l  d ie  in  

p r iso n  c a l l i n g  o u t th e  name t l a u s ic a lp a n .

Al la n z a r  e l  te lo n  sohre e s t e  f i n a l ,  tu v e  l a  sensac iôn  
emocionada de h ab e r rozado s iq u ie r a  un in s ta n te  l a  d é f in i c ion 
de lo  am ericano en l a  p le n t i tu d  de su  e s c e n c ia ,  en e l  t r x p -  
t i c o  T upa-T onatio -T euche, àb rien d o  lo s  t r è s  v fas  po r la s  
que n u e s t r a  Améfrica se  lanz6  a l  f u tu r e .  32

P r in c e  Tupa d isco v e rs  th e  weapons f o r  h is  n in th  r e v o lu t io n  in  

th e  Granada p r is o n  where he m eets th e  w ise men. These c h a ra c te r s  r e p r e 

s e n t th e  advanced ph ilosophy  and wisdom o f  b o th  Europe and th e  M iddle 

E ast w ith  Ab E l Ircum  and Abnib Ben B enib sym bolizing  th e  s a g a c i ty  and 

knowledge o f  th e  A rabs, and Im p é ria le  t h a t  o f  th e  Jews. T hese, to g e th e r  

w ith  Don P e ro , Don C iro , and Don Lope, form th e  t o t a l i t y  o f  e n l ig h te n 

m ent. The I n q u i s i t io n  has im prisoned  them f o r  th a t  reaso n . These ch a r

a c te r s  a re  a t  th e  same tim e w ise and co m ica l. The p ic tu re  o f  them 

w atching a  so c c e r  game on t h e i r  c r y s t a l  b a l l  t e le v i s io n  s e t  i s  q u i t e  

absu rd .

AB EL IRCUM. — No c ré a is  amigo Lope. E l f o o tb a l l  t i e n e  
co sas  em o cian tes . Ese V êlez S a r s f i e ld ,  por ejem plo

IMPERIALE. — No d i r ê i s  que es m ejor equ ipo  que e l  de 
Estu d ia n te s  e l  de La P la ta .

31cuzzani, "Epilogo para cr ftico s  y bachilleres,"  T.A.C., p.  l86,

S^Ibid.
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DON CIRO.  ÎA c a l l a r ,  so  p in c h a r ra ta J

DON PERO. — Por mis b a rb a s .  lA lguien o sa  d i s c u t i r  aqui 
a l  Boca J u n io r s !  (Se e n c r e s p a .) R espetad  m is afios, 
al menos.

DON LOPE. — Lo que son afios t i e n e  b a s ta n te s  como p a ra  que 
le  re s p e to  un p u eb lo  e n te ro .  Contando s o lo  lo  que 
es tu v o  p r e s o . . .3 3

The s i tu a t io n s  w hich le d  to  th e  in c a r c e r a t io n  o f  th e se  w ise men 

a re  a ls o  humorous. Don P ero  has been in  p r is o n  374 y e a rs  f o r  s h o u tin g , 

"Muera e l  Rey!"

DON PERO. —  . . .  En e f e c to ,  hace  t r e s c i e n to s  s e t e n ta  y 
cu a tro  afios f u i  e n c e rra d o  p o r  g r i t a r  I Muera e l  Rey! 
lYa no recu e rd o  c u a l  Rey! P ero  cuando e l  tiem po 
v in ie ro n  a  l i b e r t arme porque e l  Rey e r a  m u e rto , p re -  
gun te : iY q u ien  manda ahora? Me c o n te s ta ro n  que e l
h i j o  de aq u e l Rey. E ntonces g r i t o :  IPues que muera
e l  nueVO Rey! Y a s î  de g r i t o  en g r i t o  y  de Rey en 
Rey me han te n id o  p re s o  desde e l  ano 1118 h a s ta  hoy, 
que c o rre  e l  ano lU9 2 . . .  34

Don Lope i s  in  j a i l  f o r  h a v in g  t r a n s l a t e d  A r i s t o t l e 's  w r it in g s  from 

A ra b ic , w h ile  Im p é r ia le ,  a  w r i t e r ,  i s  th e re  f o r  w hat he d id  n o t w r i t e .  

"Gran buscador de l i b r o s  ju d fo s  y  a s e so r  de im p u esto s . Llevo d ie c io c h o  

t r a t a d o s  e s c r i t o s  y c u a tro  p en sad o s . E stoy p re s o  p o r  lo s  u ltim o s cua

t r o .  Ab E l Ircum  t e l l s  a  r a th e r  in t r ig u in g  s to r y .  He w rote e ig h t  

t r e a t i s e s  on th e  s o u l and seven  on th e  body , and f o r  t h i s  th e y  condemned 

him  to  d ie  in  th e  f i r e .  However, every  tim e th e y  t r i e d  to  c a rry  ou t th e  

s e n te n c e , p rov idence  in te rv e n e d .

AB EL IRCUM. — . . .  P ero  cada vez que se  en c ien d e  l a  
hoguera p a ra  quemarme, rompe e l  c i e lo  a  H o v e r  de 
modo ta n  c o p io so , que apaga cuanto  le n o  e s t a

^^Cuzzani, "Los ind ios estaban cab rero s ,"  T.A.C., p. 156.

S^Ib id . . p . 157.

3 5 ib id .. p . 156.



135

in c en d id o . Hace y a  c a to rc e  afios que d i s c u ten lo s .  
d o c to re s  de l a  I g l e s i a  s i  e l l o  es o b ra  de l a  D iv in a  
P ro v id e n c ia  o d e l  demonio.

ABNIB BEN BENIB. — Un d ia  t e  quemaran b a jo  te c h o .^ ^

Both th e  sa b io s  and th e  In d ia n s  sym bolize th e  s p i r i t  o f  r e b e l l io n .  

The fo rc e s  o f  ig n o ran ce  have alw ays r e s i s t e d  th e  advance o f  sc ie n c e  and 

knowledge as p e r s o n if ie d  by th e  w ise men, b u t i t  i s  o f  such  su b stan ces  

th a t  en d u rin g  changes a re  made. The In d ia n s ,  on th e  o th e r  han d , re p re 

s e n t  th e  in d iv id u a l  who w ishes t o  f r e e  h im se lf  from ty r a n n ic a l  r u le  and 

o p p re s s io n . T h e ir  s t r u g g le  i s  th e  r e s u l t  o f  a  b a s ic  need  w ith in  them to  

be f r e e ,  r a th e r  th an  any consc io u s p h ilo s o p h ic a l  id e a .  Thus th e  le a rn e d

men a re  s u r p r is e d  to  f in d  t h a t  th e  I n q u is i t io n  has im p riso n ed  such p e r -

s o n s .

ABNIB BEN BENIB. — . . .  y v o s o tro s ,  Jquê sa b io s  s o is ?  . . .

TONATIO. — N o s o t r o s . . .  en f in  . . .  n o so tro s  . . .

DON PERO. — iNo s o is  s a b io s  y e s t a i s  p r e s os en Espafiaî
ICaso r a ro !

DON LOPE. — Es muy r a r o .  C asi ta n  t a r o  como v e r  un s a b io  
s u e l t o , . .37

Cuzzani develops s e v e r a l  o th e r  c h a ra c te r s  in  t h i s  p la y  who p ro 

v id e  comic r e l i e f ,  and th e re b y  c o u n te rp o in t to  th e  more s e r io u s  a sp e c ts  

o f  th e  p la y .  In  th e  f i r s t  a c t  which ta k e s  p la c e  in  M exico, th e  ch arac

t e r s  o f  th e  o ld  hag Q u ep u x ilan x u aco x e ta l, th e  b e g g a rs , and th e  town 

c r i e r  p ro v id e  humor, w h ile  in  th e  o th e r  two a c ts  th e  fish erm an  and h is  

w if e ,  th e  I n q u i s i t o r s ,  th e  P o licem an , and C r is to b a l  Col6n f u rn is h  some 

comic moments.

S^Ibid. "̂̂ Ibid. .  p. 159.
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The c h a ra c te r  o f  Mari c e le s te  i s  im p o rta n t t o  th e  developm ent o f  

th e  p lo t  and a ls o  t o  C u z z a n i's  id e a  o f  th e  ra c e  o f  r e v o lu t io n a r ie s  t h a t  

she and Teuche w i l l  found someday. She i s ,  how ever, a  r a th e r  s te re o ty p e d  

ingenue c h a ra c te r  w ith  l i t t l e  d e l in e a t io n ,  and i s  o f  v a lu e  m ain ly  in  

moving th e  a c t io n  fo rw ard .

Cuzzani u se s  a n o th e r  in g e n u e-ty p e  c h a r a c te r  in  th e  perso n  o f  

S u s a n ita  in  h is  p la y  Sem pronio. U nlike M a r ic e le s te ,  S u s a n ita  has l i t t l e  

t o  do w ith  p lo t  developm ent. Her main fu n c tio n  i s  im p r e s s io n is t ic  s in c e  

she se rv e s  to  enhance th e  p o r t r a i t  o f  S em pronio 's  fam ily  l i f e .  Sempronio 

d e sc r ib e s  S u s a n i ta ,  and a t  th e  same tim e shows h e r  r e la t io n s h ip  w ith  h e r  

p a r e n t s .

SEMPRONIO. — Ya se  lo  que q u i s i s t e  d ec irm e , S u s a n ita .  Yo 
t e  comprendo b ie n .  Queres d e c i r  que so s  joven  y  a le g re ,  
que amas l a  v id a  y que e s ta s  seg u ra  de t u  co n d u c ts , con 
o s in  m ûsica . Tu m adré, tam biên coup rende  y e s t a  o rgu- 
l l o s a  de su  h i j a .  Solo  q u e . . .  b u e n o ., .  hay que p e rd o - 
n a r l a . . .  E l l a  es  una m ujer a n c ian a  y  r e s p e t a b l e . . . (R îe)

OLGA. — IAhora s i !  La ancian a  r e s p e ta b le  soy yo (Padre e 
h i j a  r i e n  e n t r e  s i . )  Con u s te d e s  no se  puede h a b la r .
IE stân  siem pre  de acuerdo! . . . 3 8

Cuzzani r e v e a ls  th e  c h a ra c te r  o f  Sem pronio 's  w ife  Olga more th rough  

h e r  a c t io n s .  He d e p ic ts  h e r  as a  lo v in g  w ife  and m o th er, b u t a t  th e  same 

tim e as a  woman w ith  a  mind o f  h e r  own, more c o n s e rv a tiv e  and p r a c t i c a l  

th an  th e  o th e r  members o f  h e r  fam ily  who d e l ig h t  in  te a s in g  h e r .  Her 

c o n v e rsa tio n  w ith  S u s a n ita  h e lp s  to  dem onstra te  h e r  c h a r a c te r ,  as w e ll  

as showing th e  e x is te n c e  o f  a  g e n e ra tio n  gap.

SUSANITA. — C la ro . Son la s  d ie z  y m edia. iEs h o ra  de 
Rock:

38cuzzani, "Sempronio," T.A .C., p . 19%.
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OLGA. — I Las d ie z  y m edia! L inda h o ra  de le v a n t  a r s e ,  
ino?

SUSANITA. — Hoy es domingo. (Se ace rc a  a l  p a d r e . )  P e r -  
m iso , p a p i to  (Lo h e s a  y  l e  co lo ca  e l  enchufe de l a  
r a d io ,  d e l  o t r o  la d o  d e l c u e l l o . )

OLGA. — IS u san a , e s a  r a d io  e s t a  muy f u e r te !  Yo e s to y  
p lanchando  y  ten g o  que co n v erse r con t u  p a d re .

SUSANITA. — ( In te rru m p e  a  m édias e l  h a i l e  y  h a j a  h a s ta  
l a  mi t a d  e l  b ra z o -a n te n a  de Sem pronio). — Bueno, 
mama. Yo no te n g o  l a  c u lp a . Ahora pueden c o n v e rsa r  
. . .a u n q u e  despues de v e in tio c h o  ahos de c a sados no 
veo que te n g a s  nada in te r e s a n te  que d e c i r s e .  (Se 
fu e  b a i l a n d o . )

OLGA, — (E sp a n ta d a ) . INena! (A S ençron io ) ÀOiste?
Vos te n ê s  l a  c u lp a  p o r c o n s e n t i r la  todo  e l  d ia  a  
e s t a  c h iq u i l i n a .  Ahf te n ê s  e l  r e s u l t a d o .39

Seng)ronio h im s e lf  appears  to  be th e  p e r s o n i f ic a t io n  o f  lo v e .

His c o n v e rsa tio n s  w ith  h i s  fam ily  r e v e a l  h is  deep a f f e c t io n  fo r  them.

He a ls o  d is p la y s  a  lo v e  f o r  a l l  mankind in  h is  h ap p in ess  a t  su p p ly in g  

energy  f o r  a l l  th e  v a r io u s  g ro u p s. Cuzzani p re v e n ts  th e  aud ience from 

id e n t i f y in g  w ith  Sempronio by means o f  th e  ab su rd  v i s u a l  image he p re 

s e n t s ,  f o r  in  th e  co u rse  o f th e  f i r s t  a c t th e  members o f  h i s  fa m ily ,

one by o ne , approach  him t o  a t ta c h  e l e c t r i c a l  c o n n ec tio n s  to  him . T his

a l l  appea rs  t o  be q u i te  norm al.

OLGA. — (Term ina de acomodar l a  ro p a . Vuelve a  tom as l a  
p la n c h a . Se a c e rc a  a  Sem pronio, que c o n tin u a  s ilb a n d o
b a j i t o ,  y  l e  c o lo c a  e l  enchufe e n tre  l a  cam isa y  e l
c u e l lo .  Todo e s to  con mucha n o rm alidad , s in  t r a t a r  de 
d e s ta c a r lo  exp resam en te , Sempronio tanpoco  c o n s id é ra  
e s t a  conexion  como a lg o  n o ta b le . )  A v e r . , . l a d e a  un 
poco mâs e l  c u e l lo ,  p o r f a v o r . . .  (Sempronio o b ed ec e .)  
iT e m o les ta?

SEMPRONIO. — INo! IQuë id e a !  IC6mo me v a  a  m olests ir!
(Sonrfe.)kO

39I b id . . pp. 193-194. ^Ql b i d . . p . 192.
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Sempronio i s  a l s o  th e  source  o f  power f o r  th e  d o o rb e l l ,  and when 

th e  High Commissioner and th e  P ro fe s so r  touch  th e  b e l l  i t  i s  Sempronio 

who r in g s ,  th e re b y  in c re a s in g  th e  sense  o f  th e  r id ic u lo u s .  The High 

Com m issioner's t re a tm e n t o f  him as a  machine r a th e r  th an  a  man dem onstrates 

Sem pronio 's dehum anized c o n d it io n . However, Cuzzani s k i l l f u l l y  b lends 

th e  a b su rd ity  o f  th e  c h a ra c te r  o f  Sempronio w ith  th e  human. T his ty p e  o f  

m ix tu re  i s  a p p a re n t in  th e  scene between Sempronio and th e  s o ld ie r  a t  th e  

beg inn ing  o f  th e  second  a c t .  The s o ld ie r  a t  f i r s t  views Sempronio as a 

th in g ,  a so u rce  o f  r a d i o a c t i v i t y ,  and as such , som ething to  be fe a re d .

SEMPRONIO. — A c ê rc a te , muchacho.

SOLDADO. — No, e s t a  p ro h ib id o .

SEMPRONIO, — P ero  ah o ra  no hay n a d ie .

SOLDADO. — Tengo ordenes e s t r i c t a s .  (M ira a l re d e d o r .)
Bueno, s i  l e  voy a  c o n fe sa r  l a  v e rd ad , tam bién  ten g o  
miedo e s t r i c t o ,

SEMPRONIO. — S i yo no t e  voy h a c e r  nada.

SOLDADO. —  No, u s te d  no . Pero  e l  f lû id o  e se  que t i e n e  
u s t e d . . .A q u i, l a  A ltîs im a  Comisiôn me h a  hecho ap ren - 
d e r  de memo r i  a  e l  re r ia m e n to  de p reca u c io n es  que hay 
que tom ar con u s te d .

Sem pronio, th ro u g h  h is  k in d  and lo v in g  a t t i t u d e  tow ards h is  

fam ily  p roceed s t o  overcome th e  s o l d i e r 's  f e a r s  and to  win h i s  f r ie n d s h ip .

SOLDADO. — Eso es lo  r a r o .  Digo y o . . .su s  h i j o s ,  po r 
e je n ç lo ,  J lo  besan?

SEMPRONIO. — Por su p u e s to . iVos c re e s  que s e  puede te n e r  
una h i j a  como S u s a n ita  y no d e ja r  que me b ese  to  das la s  
mahanas? IEs ta n  d u lce  S u sa n ita !

SOLDADO. — (En b o b o .)  iEs muy d u lc e , S u sa n ita ?  Perdôn

1»1I b id . , p . 206 ,
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. . .  d igo  s i  es muy c a rif io sa  su  s e f io r i t a  h i j a .

SEMPRONIO. — Podês l la m a r la  S u s a n i ta ,  s i  q u a r t s .  Contigo 
h a r i a  muy buenas migas.^2

Cuzzani u se s  th e  c h a ra c te r  o f  th e  High Commissioner to  r e p re s e n t  

the r o le  o f  S ta te  c o n t ro l  and b u re a u c ra c y . The Commissioner i s  n o t con

cerned  w ith  any o f  S em pronio 's p e rs o n a l  a t t r i b u t e s  o r  h is  p e rs o n a l l i f e .  

He see s  Sem pronio m ere ly  as a  p ie c e  o f  p ro p e r ty  b e lo n g in g  to  th e  S ta t e .

ALTISIMO COMISIONADO. — Es p a ra  mi un m otivo de s in c e ra  
em ocion, en nombre de lo s  mâs a l to s  in t e r e s e s  que 
r e p r e s e n to ,  d a r le  l a  b ie n v e n id a . Y a g ra d e c e ro s , 
so b re  to d o ,  l a  buena v o lu n tad  con que os d isp o n e is  
a c o n ç aS am o s , s a c r if ic a n d o  v u e s t r a  l i b e r t a d  y demas 
com odidades d o m esticas , p a ra  e n tre g a ro s  p o r  e n te ro  
a l  cuBÇ)limiento d e l  deber.

SEMPRONIO. —  L ib e r t a d . . .  d e b e r . . . iQ u ie r en d e c i r  que me 
l le v a n  con u s te d e s?

ALTISIMO COMISIONADO. — IPor su p u es to ! iU sted  es p ro 
p ie d a d  de l a  Naci6n!^3

The a u th o r  p o r tra y s  th e  High Com m issioner as a  man w ith  very  s e t

id e a s .  He i s  la c k in g  in  synqpathy, r e ly in g  on r u le s  and re g u la tio n s

r a th e r  th a n  human f e e l in g s .  Thus when Senqjronio f a i l s  to  d e to n a te  th e

bomb and asks f o r  h is  r e le a s e ,  th e  Comm issioner can see  no p o in t  in  i t .

His r e p ly  r e v e a ls  h i s  b u re a u c ra t ic  b e n t .

ALTISIMO COMISIONADO. — IL ib e r ta d : . . .  lEso e s  lo  unico 
que sab e  d e c i r  cuando ven a l  g o b ie m o  en d i f i c u l t a d e s !
IL ib e r ta d !  En lu g a r  de c o la b o ra r ,  m o r t i f io a r s e ,  de 
e n t r e g a r lo  to d o  y s o p o r ta r  e l  peso  de l a  d e s g ra c ia  . . .
iL ib e r ta d !  IS i an tes  tu v o  c o r r i e n t e ,  l a  v o lv e ra  a
te n e r !  . . .  IS i a lguna vez anduvo, v o lv e ra  a  andar! 
lYo no ren u n c io ! E ste  es  s 6l o  una a l t e m a t i v a ,  un 
d e s p e r fe c to .  Daré un com unicado, e m it i r ê  un desmen- 
t i d o . . .  C u a lq u ie r cosa  se  a r r e g l a  con un desm en tid o . . .

^ Îb id . , p . 207. 

^^Ibid. . p . 202-203.
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Le ech a re  l a  cu lp a  a  lo s  e x t r e m i s t ^ ,  h a rê  c h a r la s
p o r  t e l e v i s i o n  p a ra  e x p l i c a r l o . .

The f a c t  t h a t  th e  c h o ru s ' sh o u tin g  o f  th e  word amor in  th e  l a s t  

scene sends th e  Com m issioner s c u r ry in g  away, h o ld in g  h i s  e a r s ,  v is u a l ly  

em phasizes h i s  n e g a t iv e  n a tu r e .  He would most c e r t a in l y  be a  v i l la in o u s

c h a ra c te r  i f  th e  a u th o r  d id  n o t p o r tr a y  him as a  r a th e r  p e t ty  and r id i c u 

lo u s  f ig u r e .

One p ro d u c tio n  o f  Sempronio was p re s e n te d  in  Buenos A ires  in  

1962 under th e  t i t l e ,  Sem pronio, e l  p e lu q u e ro  y  lo s  h o m b rec ito s . I t  was 

b a s ic a l ly  th e  same w ork, b u t  w ith  th e  a d d i t io n  o f  a  number o f  new charac

t e r s .

S in  em bargo, cuando se  e s tre n ô  en Buenos A ires  en 
1962 , e l  t e a t r o  que se  enca rg ab a  de e l l a  d is p o n îa  de
c e rc a  de 60 a c to re s  que p ed ian  t r a b a j a r  en l a  p ie z a ,
E llo  me l l e v ô  a  i n c l u i r  to d a  cleise de p e rs o n a je s  a c c i -  
d en ta le s-U n  grupo de ag en te s  de R e lac io n es  P û b licas-IM  
p e lu q u e ro  que t i e n e  l a  mis i on de c o r ta r  p e l i t o s  r a d io 
a c t iv e s  a  Sem pronio p a ra  u t i l i z a r  f rau d u le n tam en te  l a  
e n e rg ia  d e l  mismo, una h e la d e ra  e l e c t r i c a  que e s ,  en
r e a l id a d  un marc i ano e s p îa  ( lo s  m arcianos p a r e ce que son
a s i )  e t c ,  e t c .  En lo  b a s ic o  l a  misma o b ra . E l r e fu e rz o
fue s o lo  a c c id e n t a l . ^5

W hile th e  c h a ra c te r s  in  P a ra  que s e  cumplan l a s  e s c r i t u r a s  b e a r  

many s i m i l a r i t i e s  to  th o s e  in  C u zza n i's  o th e r  w orks, th e  expanded dimen

sio n s  o f  t h i s  p la y  p roduces c h a ra c te r s  o f a  b ro a d e r  n a tu re .  Thus th e  

h e ro ic  e x i s t e n t i a l  a c t  o f  s a c r i f i c e  on th e  p a r t  o f  M anuel, a lthough  no 

g r e a te r  a  s a c r i f i c e  th a n  t h a t  o f  G a r ib a ld i o r  P r in c e  Tupa, n e v e r th e le s s

i s  on a  g ran d e r s c a le  due t o  th e  im p lic a tio n s  in v o lv e d .

^4 b i d . . p .  21 I1.

^^Cuzzani to  a u th o r ,  Ju ly  2 5 , 1973.



Manuel i s  th e  C h r is t - f ig u r e  o f  th e  i n d u s t r i a l  e r a .  His s to ry  

p a r a l l e l s  t h a t  o f  C h r is t  in  th e  B ib le . At th e  same tim e he i s  th e  e x i s 

t e n t i a l  h e ro  s t r u g g l in g  to  a s s e r t  h is  freedom . As such he i s  a to rm en ted  

f ig u r e ,  t r y i n g  to  r e s o lv e  h is  p a ra d o x ic a l dilem m a. Cuzzani uses th e  

d ev ice  o f  com puter p r in t - o u t s  to  d e sc r ib e  Manuel t o  th e  au d ien ce .

KERY. —  La m aquina y a  lo  anunciô . Manuel g u s ta  t e r r i -  
b lem en te  a  l a s  m u je re s . F îje n se  que l a  s e n o r i t a  
E s t r e l l a  to d a v fa  no lo  conoce y  y a  se  p reo cu p a  por 
e l .

ESTRELLA. —  iA sf que su  maquina tam biên  conoce lo s  
g u s to s  fem eninos?

TOMAS. — Con to d a  p r o l i j i d a d .  Manuel es  a l t o ,  ru b io ,  
t i e n e  33 anos y  l a  m irada  muy d u lc e . .

At f i r s t  Manuel i s  v e ry  su re  o f  h im s e lf  and h is  l i b e r t y .  However, 

h i s  d a i ly  a s s o c ia t io n  w ith  th e  computer le a d s  him  to  have d o u b ts , u n t i l  

f i n a l l y  th e  m a ch in e 's  p rom ises o f  b e n e f i t s  f o r  mankind c r e a te  a c o n f l i c t  

w ith in  h im . T h is c o n t ra d ic t io n  i s  b a s ic  to  h i s  c h a ra c te r  developm ent, 

and th e  a g o n ia  he e x p e rie n c e s  because o f  i t  i s  an e x i s t e n t i a l  a f f i r m a t io n ,  

p a r a l l e l i n g  C h r i s t 's  agony in  th e  garden o f  Gethsemane.

MANUEL. — . . .  Yo to d a v fa  q u ie ro  s e r  l i b r e  y no he de e n t r e -  
garme s in  i n t e n t a r l o .  Atln ah o ra  e s to y  bus can do e se  a c to ,  
e s a  p a la b ra  que me dem uestre que puedo s e r  l i b r e ,  pero  
que no s e a  a lp r e c io  de condenar a  to d a  l a  humanidad fu tu r a  
a  l a  e s c la v id a d  y e l  s u f r im ie n to . . .  Y l o  mâs d u ro , lo  que 
me a to rm e n ta , es que q u ie ro  con to d a s  mis fu e rzas  e s a  
l i b e r t a d  que s ie n to  y  que t e  he p ro m e tid o , y a l  mismo 
tiem po  q u ie ro  con l a  misma e n e rg ia  que to d o  lo  que e sa  
p r o f e c i a  a n u n c ia  se  c u r ç l a . . .

J e s u s ' words in  th e  garden o f Gethsemane dem onstra te  th e  b a s ic  

d i f f e r e n c e  betw een him  and th e  c h a ra c te r  o f  M anuel, when, acco rd in g  to

^^C uzzan i, P a ra  que se  cumplan l a s  e s c r i t u r a s . (Buenos A ire s :  
E d i t o r i a l  Q u e tz a l,  1 9 6 5 ), p . 41.

^ ^ Ib id . , p . 88 .
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Matthew 26:39 he s a y s ,  "0 my F a th e r ,  i f  i t  be p o s s ib le ,  l e t  t h i s  cup 

p ass  from me: n e v e r th e le s s  n o t as I  w i l l ,  b u t as th o u  w i l t . "  Here Je su s

in d ic a te s  h is  w il l in g n e s s  t o  su b o rd in a te  h is  w i l l  t o  t h a t  o f  th e  F a th e r ,  

and th u s  t o  comply w ith  th e  p ro p h ec ies  o f  h i s  d e a th . Manuel i s  no le s s  

w i l l in g  to  d i e ,  b u t he i s  n o t w i l l in g  to  g iv e  up h is  freedom  o f  ch o ice .

A lthough seem ing ly  c o rn e red  by th e  c o n ç u te r 's  prophecy o f  h is  

d e a th , Manuel s t i l l  has  one chance to  a s s e r t  h is  freedom —t h a t  i s  to  

choose h is  own d e a th . By c au s in g  h is  d ea th  to  occur one day e a r l i e r  th a n  

p r e d ic te d ,  Manuel i s  a b le  t o  re s o lv e  th e  c o n f l i c t  w ith in  h im se lf .  His 

d e s i r e  f o r  l i b e r t y  i s  c o n s ta n t  t h r o u ^ o u t  th e  p la y ,  b u t  h is  f a i t h  in  t h a t  

i d e a l  v a c i l l a t e s  so t h a t  i t  i s  d i f f i c u l t  t o  t e l l  w hat h is  a t t i t u d e  w i l l  

be from one moment t o  th e  n e x t .

This f l u i d i t y  o f  c h a ra c te r  i s  an a f f i rm a tio n  o f  e x i s t e n t i a l  p h i

losophy  which c laim s t h a t  man has no s ta b l e  n a tu re  and p o sse sse s  no con

s ta n t  te n d e n c ie s .  Cuzzani e x p re sse s  th e s e  id e a s  t o  an even g r e a te r  ex

t e n t  in  th e  c h a ra c te r s  o f  th e  fo u r  e v a n g e l is ts  and th e  in v e n to rs  o f  th e

Lflcom puter, th e  a p o s t l e s ,  "que se  m etam orfosean c o n s ta n te m e n te ." P a r t i c 

u la r ly  in  th e  case  o f  th e  e v a n g e l is ts  th e  a u th o r  fragm ents th e  c h a ra c te rs  

so t h a t  th e r e  i s  a  d i s in t e g r a t i o n  o f  p e r s o n a l i ty  w ith  th e  same c h a ra c te r  

assum ing a  new id e n t i t y  o r  com plete ly  a l t e r in g  h is  p e r s o n a l i ty .

The g r e a t e s t  m etam orphosis occurs in  th e  c h a ra c te r  o f  Juan  who 

one moment appears as a  quarre lsom e drunk and th e  n e x t i s  com plete ly  

so b e r . He resem bles Hamlet, in  a  way, f o r  he i s  a ls o  assum ing a  r o le .

48,Campanella, op. c i t . , p . 688 .
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MATEO. — Un ca fé  con a s p ir in a s  t e  h a râ  b ie n .

JUAN. — IA sp ir in a s !  lE xhorcism osi IC onjurosî

LUCAS. — De todos modos en l a  escen a  t i e n e  que h a c e r  
de b o rrach o .

MARCOS, — (Meneando l a  cab eza , s a le  d ic ien d o ) Lo 
p eo r es que t i e n e  m ujer e h i j o s .

MATEO. — (S a lie n d o .)  IY una aima in ra o rta l!  . . .

JUAN. — (Norm al, como s i  de p ro n to  se  l e  hubi e ra  pasado  l a  
em briaguez.) Ve t r a n q u i lo ,  Lucas. Sê b ie n  mi p a r te .
No e s to y  ta n  b o rrach o  como u s te d e s  c ree n . (S a le  Lucas,
Juan cam ina s e r io .  P arece  un a c to r  que se  re c o n c e n tra .)  
IR e a lism o ... eso! Juan e s ta b a  b o rrach o . (Se p a s e a . )
En un p r in c ip io  e r a  e l  v erbo  y  e l  verbo e s ta b a  p a s to so
y lo s  que dan te s t im o n io  de e s ta s  cosas lo  v ie ro n  y
a d e i ^  l e  o f re c ie ro n  c a fé  con a s p i r i n a s . . .  lEnçecemos!

A nother reaso n  f o r  J u a n 's  changeable n a tu re  r e l a t e s  to  h is  re p re 

s e n ta t io n  o f  th e  E v a n g e lis t Jo h n , as i t  i s  n o t d e f in i t e l y  known who

w ro te  th e  G ospel o f  John . There a re  c o n f l i c t in g  th e o r ie s  as t o  th e

a u th o rs h ip ,  some a t t r i b u t i n g  i t  t o  th e  A postle  John , some to  John th e  

E ld e r ,  o th e rs  t o  John th e  son o f  Zebedee, and s t i l l  o th e rs  to  John Mark,

N a th a n a e l, o r  L aza ru s . Cuzzani t r a n s m its  t h i s  con fusion  over th e  a u th o r

s h ip  o f  t h i s  G ospel to  th e  frag m en ted , sc h iz o p h re n ic  c h a ra c te r  o f  Juan . 

M oreover, th e  a u th o r  o f  th e  S t .  John G ospel was b o th  a  th e o lo g ic a l  and 

l i t e r a r y  g e n iu s , f a r  exceed ing  th e  o th e r  e v a n g e lis ts  in  p ro fu n d ity  o f  

th o u g h t. The c h a ra c te r  Juan  co rresponds t o  t h i s  in t e r p r e ta t io n  by b e in g  

th e  one to  p re s e n t  th e  e x i s t e n t i a l  v iew p o in t in  th e  e v a n g e l i s t s ' d is c u s 

s io n  o f  M anuel's f a t e .

JUAN. — iE lig e  v iv i r ?  iP e ro  es  que a lg u ié n  " e l ig e "
v iv i r ?  La v id a  se  nos da de p re p o te n c ia ,  Lucas. La

49Cuzzani, Para que se cumplan la s  e s c r i tu r a s , p. 37.
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u n ic a  l i b e r t a d  d e l  hombre es  e l i g i r  su  m uerte . S i 
Manuel d e c id ie s e  v i v i r ,  nunca sabrfam os s i  lo  h iz o  
p o r amor de E s t r e l l a ,  o p e r  e l  mere i n s t i n t o  de con
s e rv a t io n .  IAmor e I n s t i n t o  de co n serv ac iô n î INada 
menos! ILas dos fu e rz a s  c ie g a s  mas p o ten te s  de l a  
n a tu ra le z a !  S o lo  puede d e c i r s e  que a lg u ie n  es  l i b r e  
cuando a  p e s a r  de e sa s  fu e r z a s ,  d ispone  de su  v o lu n - 
ta d  y  escoge su  p ro p ia  m u e rte . ILa u n ic a  l i b e r t a d ,  
p a ra  e l  f i l o s o f o ,  es e l  s u ic id io !  P o r eso l a  aven
t u r a  de Manuel es  herm osa s i  d ec id e  m o r ir ,  pudiendo
no h a c e r lo .  50

The characters of Mateo, Marcos, and Lucas also  correspond to  

the c h a ra c te r is tic s  of the E vangelists they rep resen t. For example,

Lucas a r r iv e s  l a t e  upon th e  scen e  o f  M anuel's  a s s a s s in a t io n .  M ateo, 

M arcos, and Juan  a re  a lre a d y  th e r e .  A c tu a l ly ,  S t .  Luke was a  h ig h ly  

ed u ca ted , G reek-speak ing  G e n ti le  who n e v e r knew Jesus  p e r s o n a l ly ,  b u t 

l ik e  h is  f r ie n d  P a u l,  was deep ly  a f f e c te d  by him. Thus th e  a u th o r  has 

him appear on th e  scene  l a t e r  th a n  th e  o th e r s ,  and a f t e r  M anuel's  d e a th .

Luke was a ls o  n o te d  f o r  h is  synça thy  f o r  th e  p o o r, and t h i s  concern  p ro 

v ides  th e  m o tiv a tio n  f o r  th e  c h a ra c te r  Lucas to  d e s ir e  M anuel's d e a th .

LUCAS. — (Reconcentrado, habla para  s i ,  con r a b ia . )
IB ienaven tu rados lo s  pob res f IB ienaven turados lo s  
que t ie n e n  h ambre y sed î Ese es  e l  mundo que yo 
e sp e ro  y p a ra  que e se  mundo venga es p r e c is e  que l a  
mSquina no se  equivoque n i  m ie n ta . Todo t i e n e  que 
o c u r r i r  t a l  como e s t a  p ro m etid o . Y p a ra  que to d o  
o c u rra  a s i  . . .  (som brîô) Manuel t i e n e  que m orir e l  
17 de a b r i l  a  l a s  3 de l a  t a r d e . 51

Mateo, Marcos, Lucas, and Juan s h i f t  th e ir  ro le s  from evangelis ts  

to  other characters a t  various po in ts  throughout the p lay . In th is  manner 

Lucas becomes a newspaper e d i to r ,  Juan a p o lice  commissioner, and Mateo a 

Judge resembling Pontius P i la te .

50l b i d . , p .  80 . 

5 1 lb i d . , pp . 81- 82 .
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Cuzzani g iv e s  th e  names o f  th r e e  o f  th e  A p o s tle s , P ed ro , Tomâs, 

and K ery, to  th e  c h a ra c te r s  o f  th e  th r e e  s tu d e n ts  who a re  th e  in v e n to rs  

o f  th e  conçju ter, P ed ro , in  k eep ing  w ith  h i s  name, d en ies  Manuel.

PEDRO. — Q uiero  que quede c o n s ta n c ia  p u b lic a  que y o , 
como in v e n to r  y dueho de e s a  m aquina no me hago 
re sp o n sa b le  d e l  uso  que hace  de l a  misma e l  seS or 
M aniiel, n i  apruebo n ing u n a  de l a s  p re d ic c io n e s  que 
e l  c i tad o  Manuel p re te n d e  h a b e r  lo g ra d o .5 2

Tom6  d is p la y s  th e  doubts c h a r a c t e r i s t i c  o f  th e  a p o s tle  Thomas. 

But i t  i s  th e  c h a r a c te r iz a t io n  o f  K ery, a  d e r iv a t iv a t io n  from K e r io th , 

t h a t  i s  u n iq u e , f o r  h e re  Cuzzani a tte m p ts  to  redeem Judas I s c a r i o t .  No 

doubt h is  i n t e r e s t  in  Judas stem s from  th e  f a c t  t h a t  acc o rd in g  to  th e  

S c r ip tu r e s ,  Judas was p re d e s t in e d  t o  b e t r a y  J e s u s .  Thus h i s  a c t was n o t 

one o f  f r e e  w i l l .  In  t h i s  p la y  th e  a u th o r  d e p ic ts  Kery in  q u i te  a  d i f 

f e r e n t  way from  th e  t r a d i t i o n a l  view  o f  a  co ld -b lo o d e d , money-hungry 

t r a i t o r .  C uzzani*s Kery i s  b o th  lo y a l  and b e lo v ed .

ESTRELLA. — K eiy , a  t i  e l  p r im e ro , p o r  s e r  e l  mas f i e l .
Y como prem io p o r t u  combate de e s t a  ta rd e  en l a  
C om isaria . (E n tre g a  e l  t r o z o . )

KERY. — (R ecib iendo  e l  t r o z o  como s i  fu e ra  una condeco- 
r a c i o n . ) iCômo, debo r e c i b i r  e s t a  d is t in c iô n ?  &De 
r o d i l l a s ?  (Marca un g e s to  como p a ra  h in c a r s e .  M ira 
e l  t ro z o  de p iz z a  y l e  h a b la  con côm ica d e v o c io n .) 
lOh, t r i â n g u lo  de h a r in a  c a l ie n te !  Nunca t e  t r a i -  
c io n a ré .  (Manuel se  vu e lv e  ex tra îiad o  a  m ir a r lo ,  d e ja  
su  t r a b a jo  y avanza un poco h a c ia  e l  grupo.)53

A lthough Kery f i n a l l y  b e t r a y s  M anuel, i t  i s  a t  M anuel's re q u e s t 

smd f o r  th e  pu rpose  o f  sav in g  him  from th e  ty ran n y  o f  prophecy . Manuel 

e n l i s t s  K e ry 's  h e lp  in  b r in g in g  abou t h is  d ea th  a  day sooner th a n  p r e 

d ic te d .  In  t h i s  way, K ery 's  b e t r a y a l  becomes an a c t  o f  lo v e  and freedom .

^ ^ I b id . , p . 69 . ^ ^ I b id . . p . 83.
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Manuel u n d e rs tan d s  t h a t  hy th i s  very  a c t io n  Kery w i l l  become d e sp ise d , 

and though he r e g r e t s  i t ,  th e  a c t io n  i s  n e c e ssa ry ,

MANUEL, — S i me q u ie r e s , s i  rea lm en te  me q u ie re s  , , .  
h a z lo  b ie n .  Que no sospechen de t i .  S i t e  o fre c e n  
d in e ro ,  a c e p ta lo ,  a s i  lo  c re e ra n  m ejo r, (Lo v a  em- 
p u ja n d o .)  Ve, q u e rid o  amigo, S u fro  p o r t i  porque 
to d o s  p e n sa ra n  que me t r a i c i o n a s t e ,  P ero  es  n e c e -  
s a r io  que a s f  s e a , , ,5 ^

O ther th a n  c h a ra c te r s  in  a  b r i e f  fa n ta sy  s c e n e , th e r e  i s  only  

one woman in  th e  p la y ,  E s t r e l l a ,  and she i s  th e  com posite o f  th e  women 

in  J e s u s ' l i f e ,  E s t r e l l a  lo v e s  Manuel and does n o t u n d e rs ta n d  why he 

sh o u ld  d ie .  Throughout th e  p la y  she  t r i e s  to  p e rsu ad e  him t o  g iv e  up 

h is  work w ith  th e  conqju ter, and th e re b y  save h im se lf  from  i t s  prophecy . 

When she se e s  t h a t  h e r  a ttem p ts  a re  f u t i l e ,  she s t i l l  hopes to  persuade 

him to  defy  th e  m achine,

MANUEL, — iQ u ie re s  e c h a r lo  to d o  a  p e rd e r?

ESTRELLA, — iC la ro  que s i I  Q uiero  e c h a r lo  to d o  a  p e rd e r ,
IQ uiero  que v iv a s  y que se a s  l i b r e  de to d o  e s te  h ech izo  
y aq u i e s t a r ê  l a s  2h h o ras  p a ra  e x i g i r t e l o l

MANUEL, — S i t e  q uedas, s o lo  lo g ra ra n  que d i s c u ta  c o n tig o
in u t i lra e n te  2h h o ras  y cuando l le g u e  e l  a taq u e  n i  s iq u ie r a  
s a b ré  s i  muero p o r una causa  o p o r l a  o t r a .  S i r e a l 
mente q u ie re s  que v iv a , dejarne l i b r e  to d o  e s t e  tiem po ,

ESTRELLA, — Pues t e  d e jo  un cargo  de c o n c ie n c ia . De todos 
modos l a  amenaza no es p a ra  hoy s in o  p a ra  mafiana a  la s  
t r e s  d e ' l a  taurde. M édita y dab a  todo  lo  que q u ie r e s ,  pero  
yo v o lv e ré  mahana y  estarem os Ju n to s  p a r a  v i v i r  o p a ra  
m o r ir .  Tu te n d ra s  que d e c id i r  p o r lo s  d o s . S i me q u ie re s ,  
es l a  m ejo r manera de a y u d a rte  a  v i v i r ,  ino  es  cierto?55

There i s  one o th e r  im p o rtan t c h a ra c te r  in  t h i s  w ork , and i t  i s

one th a t  speaks no l i n e s  b u t who dom inates th e  a c t io n  from b eg in n in g  to

end. T his i s  th e  f ig u r e  o f  th e  c o n ç u te r  i t s e l f .

5^Ibid, . p, 91. 55ib id . , p. 90 ,
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Esa  m aquina en form a de c ru z ,  l l e n a  de p a la n c a s ,  
b o to n e s , r e l o j e s ,  es  e l  m onstruo que te rm in a râ  p o r 
d ev o rar a l  hombre de hoy: l a  e x a c t i tu d  de su  méca
nism e capaz de p r e d e c i r  e l  f u tu r e  l i b e r a  a l  i n d i v i -  
duo de to d o  p o s ib le  e r r e r ,  p e ro  a l  mismo tiem po l e  
q u i t a  su  l i b e r t a d ,  su  e s p f r i t u  c re a d o r , s u  r e s p o n s i-  
b i l id a d .  E l c e re b ro  e le c t r o n ic o  — a cambio de c e re -  
b ro  humane — es e l  s ig n e  de e s te s  tie m p o s : queda
asi" in s ta la d o  e l  au tom ata  en e l  lu g a r  d e l hombre.5°

Cuzzani p r e s e n ts  a  d u a l i s t i c  view o f  th e  com puter. I t  i s  bo th  

th e  m onster t h a t  C am panella d e s c r ib e s  and th e  hope o f  m ankind. When 

Kery p le a d s  w ith  Manuel t o  l i v e  in  o p p o s itio n  to  th e  m ach ine’s p re d ic 

t i o n ,  o r  o th e rw ise  h e ,  Tomas, and Pedro as i t s  in v e n to rs  w i l l  be h is  

a s s a s s in s ,  Manuel defends th e  com puter’s fu n c tio n .

MANUEL. — !La m aquina es como un e sp e jo l S ô lo  un c r i s t a l  
que r e f i e j a  l a  f e a ld a d  de muchas c o sa s . iQué c u lp a  
t i e n e  e l  e sp e jo  de l a  fe a ld a d  que r e f l e j a ?  iNoî S i 
me to c a s e  m o r ir ,  to d o s sabemos qu ienes amaran e l  b razo  
y  c a rg a râ n  la s  arm as. Son mis enem igos, p e ro  tam biën 
son lo s  tu y o s ,  K ery , y lo s  tu y o s , T o m â s .. .,  y aunque 
no lo  c r é a s ,  tam biën  lo s  tu y o s . P e d ro .57

Manuel b e l ie v e s  i n  th e  com p u ter 's  p r e d ic t io n s  o f  a  b e t t e r  w orld  

to  come, b u t a t  th e  same tim e  he w ants to  b reak  th e  m ach ine’s h o ld  on 

m an's f r e e  w i l l .  Thus Cuzzani i s  p re s e n t in g  th e  com puter as man’s 

s a v io u r  and a t  th e  same tim e  as th e  d e s tro y e r  o f  h is  freedom . The 

a u th o r  does n o t re s o lv e  t h i s  c o n t ra d ic t io n  fo r  th e  a u d ie n c e , f o r  in  th e  

B rec litian  t r a d i t i o n ,  i t  i s  h is  in te n t io n  to  r a i s e  q u e s t io n s ,  n o t to  ans

w er them.

The c h a ra c te r s  in  C u z z a n i's  p la y s ,  a lthough  in  many in s ta n c e s  

a l l e g o r i c a l  o r  sy m b o lic , n e v e r th e le s s  p o sse ss  a  p e r s o n a l i ty  and un ique

n ess  a l l  t h e i r  own. H is c h a r a c te r iz a t io n s  range from  s im p le , o n e -s id e d

^^C am panella, op. c i t . ,  p . 688 .

5?C uzzani, P a ra  que se  cumplan la s  e s c r i t u r a s , p . 87.
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c h a ra c te r s  w ith  l i t t l e  developm ent, such as th o se  found in  Una l i b r a  de 

c a m e , to  m u lti-d im e n s io n a l and conçlex  c h a ra c te rs  l i k e  th o se  o f  P a ra  

que se  cumplan la s  e s c r i t u r a s . Even though th e  aud ience i s  un ab le  to  

id e n t i f y  w ith  them , h is  main c h a ra c te rs  a re  memorable, fo r  th e  problem s 

th e y  p re s e n t  o r  r e p re s e n t  rem ain u n reso lv ed  and h au n tin g  long  a f t e r  th e  

c u r ta in  has f a l l e n .



CONCLUSION

A gustin  C uzzani*s d ram a tic  works re p re s e n t a  p e r io d  in  th e  Argen

t i n e  th e a t r e  when p la y w rig h ts  became concerned w ith  s u p ra -n a t io n a l  p rob

lems o f  m an's e ssen ce  and th e  e f f e c t s  o f  an i n d u s t r i a l ,  te c h n o lo g ic a l  

s o c ie ty  upon him . C uzzani*s p la y s  v iv id ly  dem onstrate  t h i s  co n ce rn , 

p a r t i c u la r ly  in  th e  a re a  o f  m an 's a l ie n a t io n  and dehum aniza tion . E x is

te n t i a l i s m  th u s  p la y s  an im p o rta n t r o le  in  h is  v iew p o in t. He c r i t i c i z e s  

b o th  s o c ia l  and p o l i t i c a l  s t r u c t u r e s  w ith  much emphasis on in d iv id u a l  

freedom .

Cuzzani b le n d s  many te c h n iq u e s  from th e  newer d ram a tic  movements 

adding f la v o r  and v a r ie ty  t o  h i s  p ie c e s .  He uses e x p r e s s io n is t ic  methods 

as w e ll  as th o se  from  th e  t h e a t r e  o f  th e  absu rd . W hile h i s  works a re  

a l l  on th e  le v e l  o f  f a n ta s y  and f a r c e ,  he e x e rc ise s  some r e s t r a i n t  which 

p re v e n ts  them from becom ing in c o m p reh en s ib le , as i s  th e  ca se  w ith  some 

dramas o f  th e  ab su rd .

Cuzzani a l t e r s  th e  p a t te r n s  o f  h i s  works to  r e f l e c t  th e  i r r a 

t i o n a l i t y  o f  an ab su rd  w o rld . He has abandoned th e  l i n e a r  tim e  c o n tin 

uum o f  r e a l i s t i c  dram a, r e p la c in g  i t  w ith  co n cu rren t tim e and p a r a l l e l  

a c t io n s  on d i f f e r e n t  p la n e s .  H is s t r u c t u r a l  schemes a re  m a s te rp ie c e s  o f  

in t r ic a c y ,  and com plex ity  w hich add to  t h e i r  ap p ea l.

1U9
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C u z z a n i's  p la y s  show a  d e f in i t e  p a t t e r n  o f  p ro g re s s io n  on a l l  

l e v e l s .  Una l i b r a  de carne  in tro d u c e s  many o f  h i s  new te c h n iq u e s ,  such 

as m aking use o f  a  chorus as a  rhy thm ic accompaniment t o  th e  mood, th e  

s i tu a c io n - e s p e c ta c u lo , and f la sh b a c k s . I t s  c h a ra c te r s  a re  r e p re s e n ta t iv e  

o f  v a r io u s  ty p e s ,  showing l i t t l e  developm ent, w ith  th e  p ro ta g o n is t  exem

p l i f y in g  m an's dehum anized c o n d itio n . T h is  work a ls o  in tro u d e c e s  th e  

e lem en t o f  th e  g ro te s q u e , which A ngela B lanco Amores de P a g e lla  d e s c r ib e s .

D entro  d e l tem a de l a  p e rs o n a lid a d  su rg e  l a  p reocupacion  
p o r l a  v e rd a d e ra  v id a ,  p o r e l  a u te n t ic o  s e r  que a  menudo 
queda o c u l to  p o r l a s  convenciones s o c ia le s  y  que sub y ace , 
a p re ta d o , p o r  l a  v id a  e x t e r io r  y f a l s a .  E s te  tem a, p ro p io  
de l a  e s p e c ie  t e a t r a l  llam ada " g ro te s c o " ,  que se  p re s e n te  
con c a r a c tè r e s  d ram aticos y comicos en in t im a  f u s io n ,  em- 
p ie z a  a  i n t e r e s a r  de manera d e f in id a  a  p a r t i r  de la s  convu l- 
s io n e s  s o c ia le s  y econôm icas que t r a e  co n sig o  e l  p e r îo d o  de 
l a  P rim era  G uerra  M u n d ia l .. .^

The to n e  o f  Una l i b r a  de ca m e  i s  p e s s im i s t i c ,  as th e  denuncia

t i o n  d e l iv e r e d  a t  th e  end o f  th e  p la y  p rovokes no sympathy on th e  p a r t  

o f  th e  s p e c ta to r s .  However, i t  does s e rv e  to  r a i s e  q u e s tio n s  which th e  

a u th o r  co n tin u es  to  ask  in  h is  fo llo w in g  w orks.

E l c e n tro fo rw a rd  m urio a l  am anecer i s  an e x te n s io n  o f  th e  f i r s t  

p la y ,  w ith  th e  dehum anization  theme ag a in  b e in g  s tro n g .  Here Cuzzani 

makes more e x te n s iv e  use o f  th e  c h o ru s , add ing  marches and songs to  i t s  

r o l e .  L ig h tin g  te c h n iq u e s  become in c re a s in g ly  i n t r i c a t e ,  and he again  

makes u se  o f  f la s h b a c k s . In  th i s  work th e  a u th o r  in tro d u c e s  a n a r r a to r  

in  th e  c h a ra c te r  o f  th e  Vagabond. E x p r e s s io n is t ic  te c h n iq u e s  a lso  appear 

in  t h i s  drama.

^A ngela B lanco Amores de P a g e l la ,  Nuevos tem as en e l  t e a t r o  
a r g e n t in a . (Buenos A ire s : E d i to r i a l  Huemul, 1 9 ^ ^ ) , p . 70.
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E l p r im e r  ac to  e s t a  p re se n ta d o  con v iv a c id a d  m a g is tra l  
y p o d r ia  m encionarse como un momento d ram â tic o  a  l a  a l t u r a  
de lo s  m ejo res de l a  ob ra  de B e r to l t  B re c h t ;  no s o lo  po r lo  
s i g n i f i c a t i v e  de l a  h i s t o r i a  misma, s in o  p o r  l a  forma c r e -  
c ie n te  con que e l  in t e r e s  d ram âtico  va  m arcando l a  t r a n s i -  
c iô n  e n t r e  l a  fa b u la  amable y  sus u lt im a s  consecuencias que 
son la s  mas la c é r a n te s  de l a  c ru e ld a d  que oprim e a  n u e s tro  
mundo. 2

A lthough E l cen tro fo rw ard  m urio a l  am anecer ends t r a g i c a l l y  w ith  

th e  h e r o 's  d e a th ,  i t  n o n e th e le ss  s t r i k e s  an o p t im is t i c  n o te  o f  hope fo r  

th e  f u tu r e .  Whereas in  Una l i b r a  de c am e  th e  fo rc e s  o f  s o c ie ty  had 

d e fe a te d  th e  p ro ta g o n is t  co m p le te ly , ro b b in g  him o f  h is  i d e n t i t y ,  in  E l 

c e n tro fo rw a rd  th e  same fo rc e s  have awakened th e  d e s ir e  fo r  l i b e r t y  in  

th e  p r o ta g o n is t  G a r ib a ld i ,  and th u s  in s te a d  o f  lo s in g  h is  i d e n t i t y ,  he 

d is c o v e rs  h i s  a u th e n tic  s e l f ,  as he a f f irm s  in  h is  s ta te m e n t, "Yo . . .  

soy un hom bre. He te n id o  que s u f r i r  mucho p a ra  c o m p r e n d e r l o . G a r i 

b a l d i 's  words as w e ll as th e  v i s u a l  im agery  o f  th e  dawn s t r i k e  a n o te  

o f  hope and b e l i e f  in  a  b e t t e r  w o rld  to  come.

In  Los in d io s  e s ta b a n  c a b re ro s  C uzzani t r a n s l a t e s  t h i s  hope in to  

a c t io n  as th e  th r e e  In d ian s  s a i l  f o r  th e  E a s t in  sea rch  o f  th e  D io s-S o l. 

The chorus i s  ag a in  prom inent in  t h i s  w ork, w ith  th e  march o f  th e  m iners 

in  th e  f i r s t  a c t ,  and th e  march o f  th e  fish e rm en  in  th e  second fo llo w in g  

th e  p a t t e r n  s e t  by th e  march o f  th e  c a rp e n te r s  in  El cen tro fo rw ard  m urio 

a l  am anecer.

Tlie theme o f  th e  d eg rad a tio n  o f  man appears v is u a l ly  in  th e  

scen e  d e p ic t in g  th e  In d ian s  in  th e  f is h e rm a n 's  n e t ,  and a lso  in  th e

“■Carlos S o lo rzan o , E l t e a t r o  la tin o a m e ric a n o  en e l  s ig lo  XX 
(M exico, D. F. : E d i to r ia l  Porraaca, 1 9 6 4 ), p .  l 4 l .

^Agustin Cuzzani, "El centroforw ard murio a l  amanecer," Teatro
de Agustin Cuzzani (Buenos A ires: E d ito r ia l  Q uetzal, i 960) ,  p. 112.
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scene where th e  In d ia n s  craw l o u t o f  th e  t i n  can in  which th e  a u th o r i t i e s  

have p la c e d  them in  o rd e r  t o  p re s e rv e  them ,

Cuzzani adds new concep ts  o f  tim e and s t r u c tu r e  t o  t h i s  w ork, 

th u s  ta k in g  a  p s e u d o - h is to r ic a l  p l o t  and expanding i t  in  tim e and sp ace , 

'fhe en d ing  o f  t h i s  p la y  i s  q u i te  s im i la r  to  t h a t  o f  E l c e n tro fo rw a rd , 

w ith  th e  symbolism o f  th e  dawn ap p ea rin g  a g a in , t h i s  tim e d en o tin g  n o t 

on ly  hope b u t a  r e b e l l io u s  s p i r i t  t h a t  makes t h a t  hope more m ean ingfu l.

Cuzzani ends th e  c y c le  o f  f a r s a t i r a s  w ith  Rempronio which i s  th e  

th e m a tic  co n c lu s io n  o f  th e  group. In  th i s  work th e  a ttem p ts  to  dehuman

iz e  man f a i l ,  and man, in  th e  p e rso n  o f  Rempronio, i s  a b le  t o  overcome 

th e  e v i l  fo rc e s  o f  s o c ie ty  th ro u g h  h i s  use o f  th e  power o f  lo v e . Many 

o f  th e  te c h n iq u e s  Cuzzani u ses  in  th e  f i r s t  th r e e  f a r s a t i r a s  a re  m iss in g  

in  t h i s  f i n a l  p la y  o f th e  s e r i e s .  T here i s  no c h o ru s , tim e  moves l i n e a r 

l y ,  and nonsense language has d isa p p e a re d . However, Cuzzani s t i l l  main

t a in s  th e  s p i r i t  o f  th e  f a rc e  th ro u g h  th e  s i tu a c io n -e s p e c ta c u lo  which 

p r e s e n ts  th e  absu rd  p ic tu r e  o f  Rempronio w ith  e l e c t r i c a l  cords runn ing  

from him t h a t  a re  o p e ra t in g  v a r io u s  gad g e ts  and a p p lia n c e s .  Rolorzano 

c a l l s  t h i s  p la y  one o f  th e  most p e r f e c t  works o f  ex p re ss io n ism .^

H aving more th an  a d e u a te ly  covered  th e  theme o f  th e  te c h n o lo g ic a l  

s o c i e t y ’s dehum anization  o f  man, and m an's e f f o r t s  t o  re g a in  h is  au then

t i c i t y ,  Cuzzani tu rn s  to  a d eep e r s u b je c t  t h a t  e x p lo re s  th e  meaning o f 

e x is te n c e ,  th e  t r u e  e ssen ce  o f  man, and th e  m eaning o f  freedom  in  P a ra  

que se  cumplan la s  e s c r i t u r a s . H aving abandoned th e  v e h ic le  o f  th e
(■

f a r s a t i r a .  th e  a u th o r p r o je c ts  a  more d ig n i f ie d  h e ro  w ith o u t th e  m ix tu re

^Rolorzano, op. c i t . , p . 1^2.
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o f  comic e lem en ts in  h i s  make-up, which makes him a  t r a g i c  h ero  r a th e r  

th an  a c o m ic -p a th e tic  h e ro . The elem ent o f  s a t i r e  i s  s t i l l  p re se n t in  

t h i s  p la y ,  b u t  i t  i s  co n fin ed  to  th e  in t e r p la y  among th e  fo u r e v a n g e l is ts .

This i s  by f a r  th e  most complex and i n t r i c a t e  o f  a l l  C u zza n i's  

w orks, b o th  th e m a t ic a l ly  and s t r u c t u r a l l y .  L ig h tin g  e f f e c t s  become very  

s ig n i f i c a n t  in  t h i s  drama to  accompany scene  changes and to  produce sym

b o l ic  e f f e c t s .  The a c t io n  i s  c i r c u la r  w ith  th e  e v a n g e l is ts  ap p ea rin g  a t  

th e  b e g in n in g  and th e  end , as w e ll  as th ro u g h o u t th e  p la y ,  sometimes

n a r r a t in g  e v e n ts ;  o th e r  tim es p a r t i c ip a t in g  in  th e  a c t io n .

A.11 o f  C u z z a n i 's  p la y s  from th e  ou tw ard ly  s im p le s t to  th e  most 

complex c o n ta in  a  d ep th  which i s  n o t im m ediate ly  a p p a re n t. They a re  so

packed w ith  id e a s  and nuances t h a t  i t  i s  d i f f i c u l t  t o  absorb  them a l l  a t

once. The f i r s t  v iew ing  o r  re a d in g  g iv es  an o v e r a l l  im pression  o f  th e  

c e n t r a l  them e. Each subsequen t view ing o r  re a d in g  adds new dim ensions 

and c o n c ^ tio n s  w hich appear to  be a lm ost l i m i t l e s s .  The p ro fu s io n  o f  

id e as  and th e  s ig n i f ic a n c e  o f  th e  seem ingly  c a s u a l in  th e se  works i s  

as to u n d in g . T h e ir  p o p u la r i ty  and th e  u n iv e r s a l i ty  o f  t h e i r  a p p e a l, as 

a t t e s t e d  to  by th e  la rg e  number o f  c o u n tr ie s  in  w hich th ey  have been 

p re s e n te d , i s  due in  no sm all m easure to  th e  f a c t  t h a t  th ey  o f f e r  some

th in g  f o r  every o n e . The c o n d itio n s  and problem s o f  which Cuzzani speaks 

a re  w o rld -w id e , and by p re s e n tin g  them in  t h e i r  v a r io u s  f a c e ts  and on 

d i f f e r e n t  l e v e l s ,  he broadens th e  p u b lic  to  whom th e y  ap p ea l.

A gustin  C u zza n i's  gen ius i s  ap p a re n t n o t on ly  in  th e  c o m p lex itie s  

o f  h is  d ram a tic  s t r u c tu r e s  and th e  v i r t u o s i t y  o f  h i s  te c h n iq u e s , b u t 

a ls o  in  th e  dep th  o f  h is  p e rc e p tio n s  and th e  i n f i n i t e  im p lic a tio n s  o f  

h is  drama. The problem s which concern  him a re  b o th  contem porary and
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tim e less . The question of freedom has been around for a long time but 

the e x is te n t ia l  approach which Cuzzani ex liib its  shows a depth and m aturity  

lack ing  in  e a r l ie r  dramas, Cuzzani*s dramatic works are indeed excellen t 

examples of the best aspects of the  new th e a tre  as i t  has developed in  

Argentina and in  Latin  America.
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