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THE DRAMATIC WORKS OF AGUSTIN CUZZANI
CHAPTER I
CUZZANI AND THE ARGENTINE THEATRE

The contemporary Spanish American theatre has reached a level of
sophistication which closely .parallels that of the European avant-garde
movement. Borrowing particularly from Pirandello, Brecht, Camug, Sartre,
Beckett, and Ionesco, Spanish American dramastists have incorporated many
of the ideas and techniques of the Europesan writers into their works.t
However, it is not merely an imitative theatre, for these new influences
have been adapted to the Spanish American context. Since the mid-fifties
theatrical activity throughout the Latin American countries has been
characterized by experimentation and a resulting new vigor. Thié has
been particularly true of Argentina, for during this period she has pro-
duced a number of first-rate playwrights whose works reveal a high level
of maturity and a perfection of technique that not only serves to present

new concepts, but also results in a very theatrical drama.

lGeorge Woodyard, "The Theatre of the Absurd in Spanish America,"
Comparative Drama, Vol. 3, No. 3 (Fall, 1969), p. 183.
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One of the most important writers of the new theatre in Argentins
is Agustin Cuzzani, who combines in his plays all the values of an en-
during,drama.2 His works are representative of many of the new trends
and technigues of the contemporary Latin American theatre. Cuzzani has
been characterized as a "Dramaturgo com;prometido,"3 who is concerned with
social critieism, believing with Brecht, that drama should serve a didac~
tic purpose, "Creo que el teatro es el modo de conocer los conflictos de
una sociedad dividida en clases--agregaba en la misma ocasidn--y en este,

4 He be-

medio popular para plantear los conflictos del avance humano."
longs to the generation of playwrights that émerged after Perdn left
Argentina in 1955, and vwhich was primarily concerned with curreﬁt social
issues, tending towards the political léft.5 In addition to Cuzzani,
this group included Carlos Gorostizo, Osvaldo Dragiin, and And:;'es Liza-
rraga. The political and social commitment of these writers results in
a prejudgment of issues with the subsequent danger of sacrificing artist-
ry for propaganda purposes. Although Cuzzani is always concerned with

the social and political aspects of his plays, he rarely subordinates

the artistic element to didacticism. His is a rare blend of ideas and

2Carlos Solérzano, Teatro latinamericana en el siglo XX (Mexico:
Editorial Pormaca, 1964), p. 142.

3Raul Hector Castagnino, "Tendencias actuales del teatro argen-
tina," Revista Interamericana de Bibliograffa, Vol. 20 (1970), p. LL8.

hCuzzani, interview in Lyra as quoted in Hebe Campanella. "El
Hoy y el aquf en el teatro argentino de los filtimos veinte afios," Cua-
dernos Hispanos Americanos, Vol. 78, No. 234 (June, 1969), p. 686.

~ John E. lyon, "The Argentine Theatre and the Problem of National
Identity: A Critical Survey," Latin American Theatre Review, Vol, 5,
No. 2 (Spring, 1972), p. 1l.




3
artistry. He adopted the techpique of expressionist farce as a vehicle
for his social criticism, thus avoiding the pitfall of trying to be con-
vincing on two levels into which Gorostiza, Dragin, and Lizarrags have |
fallen. "Cuzzani does not have the problem of harmonizing abstract
rationalizations with realism because he.abandons the naturaljistic level

6

altogether.”"" The basic situations in his dramas are irrational fanta-
sies, fars@tiras, as Cuzzani calls them., The audience is not asked to
view the situation as real or logical. Instead, the fantasies represent
ideas, both visually and impressionistically. Due to his artistry, tech-
nique, snd relevance, Cuzzani has come to be one of the outstanding
Argentine dramatists of the present period.

Although Agustin Cuzzani was born on St; Augustine's Day, August
28, 1924, he points out that he was not named for the saint, but after
his famher, grandfather, and numerous other antecedents who were named
Agustin., "Considero una gentileza del destino haberme puesto en el

mundo el mismo dfa de mi obligatorio y prenatal nom'bre."7

After gradu-
ating from the University of Buenos Aires with a Doctor of Law degree,
he devoted himself entirely to a literary career. He wrote his first

play, Dalilah, at the age of seventeen, and his first novel, Lluvia para

Yosia, in 1946 at the age of twenty. Another novel, Las puertas del
verano, followed in 1947. He published a collection of short stories,

Los mundos absurdos, in 1949, many of which were succgssfully adapted

for television. He again turned his attention to the theatre, and with

6Ipia, , Do 15.

7Cuzzani to author, July 25, 1973.
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the presentation in 1954 of his first farsétira, Una libra de carne, he

launched his successful career in the theatre. This initial success was

followed by three other farsétiras, El centroforward murid al amanecer,

1955, Los indios estaban cabreros, 1957, and Sempronio, 1961. In 1965

he wrote the libretto for El Leflador, a ballet and pantomine presented
in the Teatro Astral of Buenos Aires by the.troupe of Otto Werburg.
This same year saw the presentation of his deepest and most complex work

to date, Para que se cumplan las escrituras. In 1970 his brief dramatic

monologue, La Envidia, was presented, "integro el espectficulo 'Los siete

n8

Pecados Capitales,' en el cafe~concert, La Botica del Angel. Cuzzeni
has recently written another pley, which as yet has not been presented

nor published. It is entitled Agasmenon y las ubres, "en el mismo tono

9

que las anteriores y en tren de componerse como Spera cantada y bailada."

He is presently working on another novel, Con los huevos en la incuba-

dora.lo

Cuzzani's plays, and in particular El centroforward murid al

amanecer, have enjoyed great popularity outside of Argentina, having
been performed in the following countries: Argentina, Bolivia, Chile,
Brazil, Paraguay, Peru, Ecuador, Colombia, Venezuelas, Nicaragua, Guate-
mala, Cuba, Mexico, the United States, Canary Islands, Spain, Portugal,
Belgium, Switzerland, East and West Germany, Czéchoslovakia, Rumania,
the Soviet Union, Outer Mongolia, China, Japan, North Viet Nam, Algeria,

Turkey, and Australia.ll
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Cuzzani's use of existential themes of alienation and of man
caught up in the technological-industrial society are timely, and address
the problems of contemporary man. Throughout his works Cuzzani portrays
a society insensitive to the needs of man, together with the dehumanizing
effects of modern technology. Angela Blanco Amores de Pagella makes the
following observation on the development of this theme in the new Argen-
tine theatre:

Una civilizacidén mecanizada, producto del adelantado

deshumanizado de la técnica, y una esperanza en los pos-
tulados revolucionarios sociales, dejan en la post-guerra
un cauce sbierto para la rebelidn de los espiritus. La
méquina, monstruo moderno, cree nuevos problemos al hom-
bre. Y el arte recoge en el grito del hombre que clama
por su destino de hombre, un teme nuevo.

Cuzzani uses dramatic technique together with structure and
characterizations to reinforce his themes. In so doing he borrows many
techniques from the German expressionists. Thus visual and auditory
imagery serve to stress the central idea of the plays. This idea or
impression is the focal point of Cuzzani's works, with the action being
subordinate to the theme,

Cuzzani emerged as a dramatist in 1954 with the presentation of

his first farsatira, Una libra de carne., From 1950-1955 he was part of

a movement that witnessed a maturation of new advances in interpretation:
This group also aided in the formation of a new theatrical conscience
wherein the realistic-naturalistic feeling of the preceding generations
gave way to a drama filled with scenic metaphors and plastic suggestions,

. . s , 1
resembling expressionism and European venguardism. -

12Angela Blanco Amores de Pagella, Nuevos temas en el teatro ar-
gentino (Buenos Aires: Editorial Huemul, S. A., 1964), pp. 101~102,

1
3Castagnino, op. cit., p. U437,
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Cuzzani was also an important member of the independent theatre
i

movement which regained prominence in 1955.1 The philosophy of Cuzzani

and other members of the resurgent teatro independiente movement closely

follows that of the earlier group whose spokesman was Lednidas Barletta,
In an article in Conducta, the official orgen of the Teatro del Pueblo,
Barletta discussed the theatre's mission, deploring the moral conditions
of the Argentine masses at that time, citing their brutality, their lack
of respect, discipline, and dignity, and their complete abandonment to
their passions and material appetite. He saw these as manifestations of
a lack of cultural and spiritual values, and in his opinion the solution
lay in bringing these values to the people.
El problema as{ planteado adquiria una insospechada drama-
ticidad. De todos los géneros, el mads directo, el mé@s eficaz,
era el teatro. Después de los dos o tres grados primarios, la
finica posibilidad de instruccidn y educacidén de la casi totali-~
dad de la poblacidn que trabaja, no podfia venir més que del
teatro. El teatro es el finico arte que puedo servir directa-
~ mente la necesidad de vida espiritual de un pueblo.
Cuzzani and the new generation of writers who emerged following
the Second World War found themselves in the position of innovators. As
a result of the War, the number of works in the repertoire of the Argen-

tine theatre had diminished. Moreover, the popular forms of the sainete

and the comedia costumbrista had already fallen into oblivion. As a

result many dramatists were involved in starting new theatres, and in
1951 Cuzzani became one of the founders of the Teatro Popular Indepen-

diente Fray Mocho.

b1y ;a,

5088 Marial, El teatro independiente (Buenos Aires: Alpe,
1955), pp. T1-T2.
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The military .coup of June L, 1953, followed by the advent of
the Perdn regime, served to stimulate the growth of the independent
theatre movement. As had been the case in the days of Uriburu when the
lack of opportunity for freedom of speech led to the formation of the
first independent theatre groups for the purpose of utilizing the stage
as a platform for expression, so it was in the days of his Junior asso-
ciate., Thus the Perdn government's imposition of censorship diminished
the guality of commercial theatre presentations, rapidly transforming
the Argentine scene into "un adecuado invernéculo para comedias con-
struidas soﬁre la base de las recetas dremiticas de los espectéculos.que
triunfaban en Broadway."l6

During this period the independent theatre groups were semi-
clandestine and labored in silence. They were sometimes persecuted or

even crushed by the ruling political regime.l7 ‘With the fall of the

Perdn government in September, 1955, the teatro independiente fully

emerged, bringing with it to the Argentine stage new criteria and new
intentions. These groups were not conmitted to entertainment and to
economic success. Rather they wanted to confront the country with an
image of itself, searching for & universal theme that could be ﬁdapted
to the'Argenfine scene.,

Osvaldo Draglin describes some of the achievements of the inde-

pendientes:

16Ome.r del Carlo, "El teatro argentino y sus autores," Cuadernos
del Congreso por la libertad de la cultura, No. 76 (September, 1963),
p. b4k,

17Castagnino, op. cit., p. 437.

ladel Carlo, op. cit., p. Lk,
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Through the combined efforts of actors, directors, scenario
writers, set designers, snd conscientious citizens & lot has
already been accomplished. Sometimes as many as a hundred
thousand persons see a play by Cuzzani, Gorostiza or Lazarraga
in a single season., A whole new generation of authors illus-
trates the commitment of the intellectual to the life of his
country. There is direct contact with a socially conditioned
public which demands that the.artist share the problems and
situations of his time.

Even the newer professional theatrical companies have come

under the influence of the independent theatre and now adopt
plays that until a few years ago, only the latter could stage.

19
Cuzzani, along with other playwrights of the independent move-
ment; emphasized artistic elements and development of new techniques.
_ The establishment of the Di Tella Institute in 1958 "to patronize the
fine arts and foster sociological investigations"zo further encouraged
experimentation. The Institute became a center of venguardistic cur-
rents, fostering new ideas, trying out such methods as the adaptation
of audio-visual phenomena to the stage.
These ideas spréad to other theatrical groups prominent by the
mid-sixties, ineluding the Recova Theatre and the Teatro Nacional, as

well as the group of dramstists who comprised the movement known as the

teatro nuevo to which Cuzzani belonged. The Recove group experimented

a great deal in technique, but did not have the intellectual preoccupa-
tions of the Di Tella Center, taking no sociological or ideological
stance, This group wrote, directed, and performel its works collectively.

Its main goal was to establish direct communication with the audience.

19 anton Arrufat, "An Interview on the Theater in Cuba and in
Latin America," Odyssey, Vol. II, No. 4 (1961), p. 2k9.

20Virginia Ramos Foster, "The Buenos Aires Theatre 1966-6T7,"
Latin American Theatre Review, Vol. I, No. 2 (Spring, 1968), p. 5kL.
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The Teatro Nacional, a more traditional group, presented many works by
the old Argentine mastefs, such as Samuel Eichelbaum, Conrado Nalé Roxlo,
and Armando Discépolo., The younger writers of this group engaged in the

género chico criollo, relying on this popular older form to present cos-

tumbrista pieces which reflected the immediate reality of society. In
the longer plsys, the tradition of comedy was prominent, and in the fore-
front of this tradition were Ricardo Telesnik and Oscar Viale, Viale,
in his satire, El grito pelado, tried to capture the authentic argentini-

dad.21

Cuzzani and other young dramatists who were politically and

socially engagés comprised the teatro nuevo. This group searched for a

creative type of communication and often found inspiration in myth or
actual reality which they "transformed into concrete and meaningful
plots."22 They believed social, political, and aesthetic problems were
closely related. Such commitment was not new to the Argentine theatre.
From the dawn of the national drama it had remained faithful to the
theme of the denunciation of social injustice which oppressed man and

at times destroyed him.23 When José Maria Gutiérrez wrote Juan Moreira,

he fixed not only on the psychology of a character, but also established
the circumstances by which that character was transformed into an arch-

type due to his encounter with a determined social structure.2h While

2lipid., p. 5T.

221bid., p. 59.

231114,

2431 Carlo, op. cit., p. LS.
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.a great chasm separates Juan Moreira from the later works of the realis-
tic school, still the spirit of denuncia&ion is exactly the same.25
The social criticism in the.works of Cuzzani and.other dramatists

of the teatro nuevo far surpasses the mere description authors of the

past presented. Theirs is a theatre eminently political, which at times
almost becomes an instrument of combat. The aesthetics of the German
dramatist Bertolt Brecht influenced the social and political commitment
of this group to some degree. As Del Carlo points out, "Su lﬁiecnﬁf
influencia sobre los més j&venes autores de izquierda resulta patente,
no sélo porque los planteos teatrales se harén a la exclusiva luz de la
concepcidén marxiste de la realidad, sino porque se pretenderd crear en
el espectador efectos similares a los que se propone Brecht."2® Promi-
nent members of this group, in addition to Cuzzani, include: Carlos
Gorostiza, Abelardo Castillo, Roberto Cossa, Osvaldo Dragin, end Andres
Liza.rraga.27

Although.the 1966-67 season seemed promising for the continued
growth of the. Argentine theatre, subsequent events were to produce once
again a period of decline. During 1968 a group of avant-garde artists
emerged and separated themselves from the Di Tella Institute. They be-
gan a series of discussions "about the possibility of creating a movement
which would carry out the role which every avant-garde should plsy: sol-

vent of the ethics and aestheties of our society, an irritant which can't

23Ibid. 261p; 4.
27Foster, op. cit., p. 59; del Carlo, op. cit., p. 45; Castag~
nino, op. cit., pp. L8
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be absorbed by the chic or the institutional."28

In May, 1968 the group
made its first public collective statement during Experiences 68, held at
the Di Tella Institute. The avant-garde artists objected to the role
which had been assigned to them within the official framework of the
Institute, as being wearisome‘ahd trite. In their opinion the works
being presented reflected that banality, and thé Rosario artists' unit
took it upon itself to expunge the offending plays bodily, tearing them
up snd throwing them into the street. The melee ended in the conditionai
arrest of the participants and the imposition of a $300 fine which the
Rosario group paid to Di Tella.29

In August of the same year the vanguard artists held their first
large organizational meeting to draw up a program of political and cul-
tural action. The resulting propaganda action campaigns brought about
police intervention which led the artists to reconsider their methods
and to adopt plans clearly within the legal framework, while making cer-
tain.that work of a clandegtine nature would be such as would be diffi-
cult to suppress.30

The avant-garde found justification for a subversive art in the
ruling regime's repression of artists. "For besides.the repression im-
plicit in the censorship of books and films, the closing of exhibitions
and theatres, there is the other permanent repression. It is found in
the form art assumes these dasys: an elegant consumer item for a partic-~

ular class."3!

2B"Argentine Subversive Art," The Drema Review, Vol. 14 (Winter,
1970), p. 98. ‘

291pi4. 301pi4., pp. 99-100.

311bid., p. 101.
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The Di Tella Institute which had received such harsh criticism
from this politically-committed body for its cultural centralization and
its lack of social and political motivation, also fell victim to govern-
ment censorship, and the closing of the cultural activities of the Insti-
tute during the winter of 1971 had a dampening effect on the Argentine

thea.tre.32

The development of a truly sophisticated cinema which tended
to divert attention from the stage further hampered the theatre.33
Cﬁzzani's works avoid the pitfalls of the new theatre that have
also contributed to the present decline. These include carrying innova-
tions to such éxﬁremes, and being so far removed from traditional drama
as to alienate a 1arée segment of the theatre-going public., Some of
these techniques consist of audience participaxion, extemporization, and

3L

the use of mixed medis. While Cuzzani employs novelty in his plays,
he avoids the extremism that detracts from some works. This is also
true of his political commitment which, though apparent does not disin-
tegrate into mere propagenda, a defect of some that has also detracted:
from theatrical attendance., Cuzzani sums up the situation of the Argen-
tine theatre by the summer of 1973:
Actualmente, el teatro en Buenos Aires- atraviesa un

perfiodo de desorientacifn y falta de plblico. Los motivos

son milltiples pero compartidos por muchos centros teatrales

del mundo.

One of the problems facing the present-day Argentine dremstist,

as well as those thfoughout Latin America, is that of creating a theatre

32Virginia Ramos Foster, "Theatre of Dissent: Three Young Argen-
tine Playwrights," Latin American Theatre Review, Vol. 4, No. 2 (Spring,
1971), pp. 45-k6.

331pia., p. LS. 3b1pia,

S t———

35Agustfn Cuzzani to-author, July 25, 1973.
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36 Cuzzani follows

which "authentically reflects national realities."
the trend of Argentine drama to reflect the éocio—economic conditions

of the country. Throughout its long history fhe Argentine theatre has
mirrored certain realities of Argentine society, beginniné with the dawn
of criollo costumbrismo in E1 amor de la estanciera. While the methods

of this portrayal have undergone progressive renovation in keeping with

the artistic currents of the time, the basic concern has remained. The
didactic tendency so evident in Cuzzani's works, has pervaded the entire
gamut of dramstic types and movements. Thus Cuzzani and other contempor-
ary Argentine playwrights are as concerned with problems facing the
Argentine society as were the early thesis dramatists, The mein differ-
ence lies in the problems themselves,

During the early days of the twentieth century Argentina was
concerned with problems of growth and development, problems peculiar to
her geography, history, and culture. The rapid scientific and technolog-
ical progress of the last quarter of a century has served to make Argen-
tina an integral part of the shrinking world commnnity with problems
which, though personal and national, are at the same time universal.

This cosmopolitizing effect, most apparent in Cuzzani's palys, has not
diminished the drama's relevénce to everyday Argentine life, but on the
contrary has expanded it to encompass all mankind. Thus it is at the
same time exclusive and inclusive.

Borges sees in this cosmopolitanism and lack of local color of

current Argentine litereture, the asuthentic Argentina. He finds the

36

Foster, "Theatre of Dissent," p. 45.
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validity of the Koran in the absence of camels, a fact which to him

", . .Mohammed, as an Arab, was calm, he knew

proves it to be Arabian.
he could be an Areb without camels, I believe that we Argentines bear
some resemblance to Mohammed. We can believe in the possibility of
being Argentines without abounding in local color."37

Cuzzani's plays reflect the spirit of Argentina which breathes

" in the works of her dramatists from the early days of her .national
theatre throughout its arduous, and at times glorious history. While

the Argentine theatre has undergone several periods of decline, its

vital spirit, like the mythological phoenix, has always risen from the
ashes of decadence to achieve new heights in artistic creation. Cuz-
zani's drames form a vital part of the most recent upsurge of the theatre

in the fifties and sixties, following the period of stagnation brought

about by World War II.

3TJorge Luis Borges, "The Argentine Writer and Tradition,"
Qdyssey, Vol. I (December, 1961), p. 37.



CHAPTER II
THEMES

An important current in the contemporary Argentine drama is a
political theatre which denounces not only injustice but also all the
moral vices attributed to the social scheme.l One of the mejor répre—
sentatives of this new, socially compromised drams is Agustin Cuzzani.?
He adopted the style of the farce as a vehiclevfor his ideas, adding to
it his own innovations and thus arriving at a form which he calls the
farsétira.

Thematically the fars@tiras adhere to many of the concepts of
the theatre of the absurd which rejects preoccupation with personal

problems in favor of criticism of an unauthentic petty society.3 In his

play, Una libra de Carné, Cuzzani renews an old literary theme which had

already appeared in the Gesta Romenorum and in the fourteenth century

Lomar del Carlo, "El teatro argentino y sus autores,” Cuadernos
del Congreso por la libertad de la cultura, No. T6 (September, 1963),
pp. Hh-h5.

2Raul Castagnino, "Tendencias actuales del teatro argentino,”
Revista Interamericana de Bibliograffa, Vol. 20 (1970), p. L4u8.

3Martin Esslin, Theatre of the Absurd (Garden City, N.Y.: Anchor
Books, 1961), pp. 278, 292.

15
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novel I1 Pecorone of Fiorentino,h and perhaps is best remembered in

Shakespeare's The Merchant of Venice. While the theme of usury is pres-

ent in both Shakespeare's and Cuzzani's works, in the latter if figures
as only one of & series of social ills.

In his farsétiras Cuzzani employs a visual and expressionistic
5
"

presentation of the theme which he calls the "situacidn-espectéculo.

In Una libra de carne the central idea is introduced graphically with

the arrival on stage of the main character, Elfas Beluver, in a circus
cage. This vivid and rather shocking entrance serves to make the audi-
ence aware of the character's dehumanized condition. His treatment
parallels that of a wild animal, and the spectators on stage view him
in much the same manner as they would the lion or tiger at a circus.
The visual imagery says a great deal about the human condition without
the neéd for words.

From this point of impact on, the plsy proceeds to examine this
condition, probing the causes, and employing visual imagery as well as
dialogue., The dehumanizing results of a technologically advanced
‘society are illustrated in various wasys. The regimentation of the clock
shows how time itself has become an oppressor. The tyranny of the
alarm clock is relentless. The simple, everyday fact of life that the
clock has awekened Beluver aﬁ 5:30 a.m. every working day for eighteen
years becomes almost unbearable., The subsequént bus ride to work is

another common event with which the audience can easily empathize. The

hge1 Carlo, op, cit., pp. 685-686.

5Agustfn Cuzzani, "Balance y confidencia del autor," Teatro de
Agustin Cuzzani (hereafter referred to as T,A.C.) (Buenos Aires: Edi-
torial Quetzal, 1960), p. 1l.
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bus is representative of machines which operate without concern for
individual needs, and such simple details as reference to buses being
late reveal the frustration of man dealing with them,

OTRO, -~ 1Y si dijéramos que el Smnibus venia atrasado?

OTRO. =~ INunca! 1Eso nunca!

UNO. -~ iEso no lo cree ningfin patr6h!6
Cuzzani portrays the discomfort of the bus ride itself by showing the
passengers hanging on to imaginary straps with one hand, trying to read
a newspaper with the other, swaying back and forth with the motion of the
bus.

Beluver's desy at the office presents a picture of long hours oi
monotonous work. He has arrived a few minutes late due to the bus's
tardiness, but his employer is not sympathetic, for after all there were
earlier buses. He receives a lecture on the sin of laziness, during
which he continues working diligently. His boss, don Bonifacio, tends
to oversimplification, representing the all too prevalent viewpoint that
people are poor because they are lazy.

DON BONIFACIO., == ... Por culpa de la molicie se han arrui-

nado muchos hombres. IMfreme a mf! (Beluver vuelve a

su trabajo.) Yo no serfia nadie si me hubiera entregado

a la molicie., Toda mi fortuna, todo lo que tengo, mis

bienes, mis dineros, todo se lo debo al simple hecho de

haberme levantado siempre diez minutos antes de lo nece-

sario., Asf es como se hace una fortuna. Yo estoy con-

vencido que si todos los empleados se levantarén diez

minutos antes, pronto serian pa.fcrones.7

Beluver works steadily with only a short time off for lunch.

As soon as he completes one pile of work, another appears on his desk.

GCuzzani, "Una libra de carne," T.A.C., p. 36.

Trid., p. 38.
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He does not look up until time to leave, Then as he puts on his hat and
coat to depart, his employer again reprimaends him for his indolence.
DON BONIFACIO., -~ No desperdicia el tiempo Beluver. Ni bien

suena la campena huye del trabajo como si fuera pestilen-

cia, Claro, a usted no le importa la prosperidad de sus

patrones que le estén matando el hambre desde hace tanto

tiempo. {Ese es su agradecimiento! En lugar de aprove-

char mis buenos consejos, se entrega usted a todas las

formas conocidas de molicie.

The fact that this day is representative of all Beluver's working
days for the past eighteen years leaves the impression of routine-oriented,
automatized man with little or no individualism remaining. His daily life,
which represents that of millions, is unrewarding. He rises early, works
long hours, arrives home late after a long bus ride, goes to bed, only to
start all over again the next desy. His sole recreation consists in read-

ing the newspaper on the way to and from work.

A corollary theme in Una libra de carne is the decadence of bour-

geois society which because of its indifference sacrifices the most help-
less segment of humanity.9 Cuzzani presents this idea both directly and
indirectly, first with Beluver's actual contacts with various elements of
society, and secondly with the reactions of the different groups to his
trial, The indifference to human suffering is more subtle in the first
instance. Here there is a pretended fagade of concern, but the concern
is not genuine because it is never saimed at the source of the problem.
Thus when Beluver is striken ill and finds that his condition is a result

of writing gothic letters, his employer is very sympathetic, but not to

8rpia., p. bO.

9del Carlo, op. cit., p. US.
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the point of changing the style of the company's lettering: "Nosotros
no podemos, desgraciadamente, variar nuestras normas de trébajo. Y la
letra gbtica nos es iuprescindible para la presentacidn y puleritud de
nuestros libros de comercio."© However, he very generously offers to
accept Beluver's resignation and to give him a letter of recommendation,
This is his reward for eighteen years of faithful service.

Beluver succeeds in finding another Job, but at a lower salary
because of his advanced age and precarious state of health, - His second
employers feel very self-righteous in giving him & position, but not
enough to give him a decent wage. They consider themselves very liberal
because they allow the use of any type of letter, "Aqui somos maés libe-
rales que su anterior patrdén y no exigimos ningln tipo determinado de
letra. Puede hacer la cursiva, la versalita, inglesa, caligrédfica, la
que quiera."ll But they do make one stipulation, Their employees must
all wear dark clothing. Beluver soon settles into the routine. However,
events lead his new employers to believe that he lacks ambition because
he is not young and full of initiative., "No me explico como a sus afios
puede estar usted depeniente de un miserable sueldo de hambre como son
cuatrocientos ocho pesos."lz It does not occur to the employers that
they should be paying a living wage, but rather they feel there is some-
thing lacking in their employee. Otherwise, he would not be willing to
work for such a meager salany.‘

When Beluver's ailment returns, this time caused by wearing dark

-clothing, he -finds himself again without a Job, for his liberal employers

1OCuzzani, "Une libra de carne," T.A.C., p. U3.

lrpid., p. bb.
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will not hear of his wearing anything else. His situation continues to
deteriorate until he is finally compelled to seek a loan from Tomas Shy-
lock Garcia at an exhorbitant rate of interest, so that even though he
borrowed only 550 pesos, with interest his debt accumulates to %,213.1h
pesos. The usﬁry theme, though basic to the action, is not the main
idea, Rather it is the indifference of sociéty which has brought Beluver
to this point and has necessitated his dealing with a man like Shylock
Garcfa. While the debtor-creditor situation may appear somewhat exagger=
ated, the pitfall of buying on credit is very real for the average work-
ing man in an industrially advanced society, and, as in the case of
Beluver, the poorer one's credit rating, the higher the rate of interest.
Shylock Garcia, although he feigns sympathy and concern for Beluver when
he proposes to lend him the money, is absolutely ruthless and unsympa~
thetic when it comes to collecting his debt plus interest.

- The Jurors and spectators at the trial offer a more direct com-~
mentary on society's reaction to human suffering. Various segments of
society are represented in the courtroom which provides a vehicle for
social criticism of these groups and their attitudes. The jury consists
of a teacher, a medical assistant, a broker, a finencier, a pensioner,
and a housewife; and collectively théir sympathy is with Shylock Garcia
vho has been cheated out of his money by an irresponsible bad-debtor.
Their reasons for condemning Beluver reveal their innate prejudices.

The teacher condemns him because of what she considers his 1azinesé and
lack of initiative and economy. She believes his conviction will serve
as an example to the young not to fall into those vices. The médical

assistant finds Beluver guilty because he only went to the ‘doctor when
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he was gravely ill, whereas he should have gone before he became ill.
For the broker, Beluver's sins were not using a ball-point pen, his
wearing dark clothing, "que estd en contra de las normas del 'Manual
del Buen Empleado,'13 and his chewing gum, which was the product of his
last employer. The financier finds him guilty on the basis of logic:
RENTISTA, -~ ... Beluver fue libre de firmar o de no firmar

el documento. Si firmd, eligid &1 libramente su desti-

no. El articulo 1197 del Cédigo Civil garantiza la li-

bertad de contratar que es la base de nuestra civiliza-

cidén, El hombre ha nacido libre. En nombre de la li-

bertad, pues, condenamos a Beluver.l
To the pensioner, the mere fact that public funds are being spent on
vthe trial makes conviction an economic necessity; while to the housewife
the basis for guilt is Beluver's treatment of his wife. In this manner
the trial becomes a burlesque of justice.

Throughout the procedure one of the spectators, a little girl,
adds to the feeling of callousness and the degradation of society. She
wants to be entertained, and her idea of entertainment is to see a hang-
ing. That such feelings should be prevalent in one so young certainly
is a terrible condemmation of the society that has produced this mani-
festation.

The press slso comes in for its shere of criticism., The case
in question is simply one for non-payment of a debt, but the reporter

embellishes and distorts the story.

LA PERIODISTA. -- ... Hola, si, estén ventilando el pro-
ceso & un tal (Oye.) 'Elfas Beluver, que atacd a mano

131pid., p. 57.

lhI‘bid., P. 58.
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armads a Tomasito Garcfa, un nifio indefenso y le cortd
una libra de carne...

She does not remain in the courtroom throughout the whole trial, but
" returns at the end and asks.one of the spectators if it is over yet.
When she finds that it haé ended, she calls in another étory which is
again a distortion of the truth:

LA PERIODISTA. -~ iHola! Redaccidn. Si hablo yo. Lo con-

denaron. Parece que todo fue por una mujer, Una tal

Molicia o MoliE%e, no sé bien. Vos poné Molicia que

queda meJjor...

The lawyers are also not without fault. The defense lawyer re-
veals to the prosecution his dislike for his client and his admiration
for Don Shylock, who is a gentleman. The defense attorney states that
he is defending Beluver against his will. On the other hand, the prose-
cuting attorney is.sympathetic to the accused and does not particularly
care for Shylock Garcia. These personal feelings, however, do not inter-
fere with the lawyers' presentations of their cases. Their sentiments
are divorced from their work. "INosotros somos técnicos! Ya lo dijo
Cervantes: No meter pasidn propia en pleito ajeno, "7

The total effect of society on Beluver becomes evident when the
pound of flesh is cut from him, and the spectators discover that it con-
tains not a single drop of blood. Society has already squeezed him dry.
The resultant bloodless man thén is the epitome of the déhumanized man,

and there is little hope for his recovery. Justice has been served, and

51pid., p. 39.
161pia., p. 60.

171vid., p. 56.
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there is no concern for the man himself., At the end of the play one of
the spectators raises a cry of protest, which falls on deaf ears.

The theme of alienation permeates this drama. Like Mallea's
Chévez, Beluver never utters a word. He communicates neither with his
employers nor his wife, ' Their words to him are in the form of constant
criticism and complaints. He shows no reactions nor emotions to all
the things which befall him, He moves about with the precision of a ma~
chine, His alienation becomes worse when he has to quit work because of
his health. He is almost in & catatonic state as he sits on his bed
-doing nothing. He does not even hear his wife talking to him.

The theme of dehumenization, so predominant in Una libra de car-

ne, is also central in El centroforward murid al amanecer, but the latter

shows a little more optimism. "E1 autor da a su obra una proyeccidn uni-
versal hacia la busca de un mundo mejor a través de los heroes andnimos

e ignorados que mueren al amanecer."18 Whereas Elfas Beluver had been
crushed by society and was defeated from the start, Cacho Garibaldi, the
Centerforward, refuses to accept the loss of his liberty and struggles

to regain it. Although he is unsuccessful, it is the struggle in the
existential sense that is important.

The situactidn~espectéculo in El centroforward is the public

auction where Lupus buys Garibaldi for one million seven hundred thousand
pesos. This spectacle gives a graphic impression of the dehumanization

of man as he is sold as a piece of merchandise, the auctioneer calling

laMigugl Sudrez Radillo, "Tems y problema en el teatro hispano-
americano," Cuadernos Hispanoamericanos, Vol. 46, No. 138 (June, 1961),

p. 398.
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attention to the fine quality of his product:
REMATADOR. -—- ... IObserven bien esa estampa! Vean qué

musculatura. [Qué vigor! Pueden mirar su dentadura

sana, su cabellers asbundante. Oportunidades como

esta no se ven dos veces en un hall de ventas.l

The Centerforward hes not been sold to another.soccer team but
to an eccentric millionaire, Lupus, for his private collection. Whereas
some people collect stamps, coins, rocks, or other items, Lupus collects
human beings. The name Lupus is in itself symbolic of the character as
it means lobo or wolf. Lupus' unigue collection is housed in a magnifi-
cent palace, surrounded by walls and guards. .They have everything they
want, plenty of food, excellent drinks, books, magazines, radio, tele-
vision ~- everything except their freedom, Although they are living in
luxury, their initiative and individuelity have been stifled. Their

life is artificial, lacking reality, which to a degree, they are afraid

to face. As in Una libra de carne, there is a commentary on the modern,

mechanized world that has dehumanized man, but in E1 centroforward

Cuzzani presents the opposite end of the economic scale with equally
devastating results. Thus economic betterment does not lead to authen-
ticity.

The ballerina Nora serves as one example of the unauthentic life.

Before Lupus purchased her she was the primera bailarina of the Teatro

Coliseo, and her legs were insured for two million pesos. She had a
promising career ahead of her. However, as a part of Lupus' menagerie
she has nothing to look forward to, and she is discouraged from dancing

at all.

lgCuzzani, "El centroforward murid al amanecer," T.A.C., p. 86.
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NORA., -- A veces bailo. A solas., Escondida. El sefior

Lupus no quiere que baile. Dice que podria lastimarme

de veras. Adem@s, cree que el ballet deforma las pan-

torrillas. S06lo me deja dar unos pasos cuando viene

algfin visitante distinguido.Z0

The members of the collection have accepted their loss of indi-
vidual liberty. The Professor became part of the group because of a
stomach ailment. The only effective remedy for him was a compound of
bismuth., As Sr. Lupus wanted to acquire him, he bought up all the bis-
muth in the city. This necessitated the Professor's acceptance of Lupus'
offer., In the case of Hamlet, he is content to play out the role of the
Danish prince, thus rejecting the reality of his true existence. The

unauthentic lives of these characters is quite similar to that of Carola

and Elpidio in René Marqués's El apartamiento. Both plays show the

sterile atmosphere of a society wherein the individual has &all his phy-
sical needs provided but is a prisoner within himself because he has
relinquished his identity. This seems strange to Garibaldi, who remarks,
"Lo que me llama la atencidn es esa resignacidn, esa normalidad con que
ustedes aceptan vivir aqui dentro. Sin salir, sin ver gentes ... Como

. (3 "21
prisioneros.

The dehumanization theme is further illustrated by King Kong,
who is part monkey and part man. His companions are not quite sure what
he is,

Cuando se fundid el circo, figuraba en el inventario como
mono ameestrado. Lupus lo comprd y- lo trajo aqui. Ahora

que, visto de cerca, més bien parece un hombre. Bueno ...
no estamos muy seguros.

201pid., p. 98. 2l1pig., p. 100.

227pid., pa 99.
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King Kong serves as a symbol of the human condition, part beast, par%
man, &t times it is difficult to tell which. While the other characters
appear more human on the surface than King Kong, they are in a way léss
authentié and more superficial, for circumstances have reduced them to
the level of animals as well,

Garibaldi introduces the theme of the search for identity and
authenticity. He is the only one of the group willing to face the un-
pleasant reality of their true condition. Such & realization is painful,
but necessary, in order to become an authentic person. In the third act
he becomes aware of the truth and states to.Nora:

GARIBALDI, -- ... Ya he soportado demasiado. Me han dolido

hasta los recuerdos mis insignificantes. Ne aprendido

més de la vida en estos dfas que en todos los afios vivi-

dos hasta shora. Y he aprendido que solamente libre vale

la pena la vida ...

Once he hasbarrived at this realization, he makes a choice in the true
existential sense. He chooses to attempt an escape, a virtually impos-
sible feat. Despite the odds and the consequences of failure, Garibaldi
feels compelled to struggle against the inevitable. In his attempt to
escape, he kills Lupus and is in turn sentenced to die at‘dEWn. But
even in death Garibaldi the man has triumphed for he has found his auth-
entic self and become a unified being. He recognizes the importance of
the struggle, and it is that struggle which gives meaning to life. In
a final soliloquy he says:

GARIBALDI, -- No. Yo no voy a morir. Esto ... también

esparte de la vida. Pueden eshogar mi voz y castigar
mi cuerpo. Eso también es vida. Yo ... soy un hombre.

231bid. , p. 105.
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He tenido que sufrir mucho para comprenderlo. Pero shora

sé que no estoy sdlo. En cada barrio, en cada rincén de

la ciudad enorme, en todas partes donde se sufre y se com-

prende, hay hombres como yo. Y entonces no importa que

haya lobos que quieran comprar la sangre y se apoderanhde

la alegria y la felicidad del hombre. Yo he luchado.?

There are other more direct themes of social criticism in this

play. Certainly materialism, which Lupus represents, appears throughout
the work. However, the acquisition of each addition to the collection

of homo-sapiens was also the result of materialism on the part of the

seller., Garibaldi's club is in financial difficulty as is the baller-
ina's empresario. The author does not explain the reasons for the sale
of Hamlet and King Kong, but does state that their cases are similar.
Only in the case of the Professor is money not a consideration.

The last scene emphasizes materialism in the form of éommercialism
when the presentation'of the execution takes the form of a television
program complete with an announcer and sponsors. The Cannis Company
commercial which Sr. and Sra. Cannis deliver in person is a definite
criticism of yankee commercial imperialism wherein the business-minded
North-Americans lose no opportunity to sell their products, even at a
public hanging. |

The search for identity becomes a more prominent theme in Los

indios estsban csbreros. This play is set in 1491 with a change from

the emphasis on the effects of an industrial society on man to the more
philosophical and psychological yearnings of mankind. The underlying

idea is a fantasy encompassing & reversal of historic events which seems

2bpyi4., p. 112

————
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perfectly logical to the author. A trip by American Indians to Spain

at the time the Spaniards were planning their journey to America, "resule
.taba lo mis armbénico, ldégico y natural, si arrancamos de muy santiguas
leyendss y mitologias ﬁebreas, egipcias, babildnicas, griegas, asi como
aztecas, meyas, toltecas o de todo el nahua.c."25 The Indians sail east
in the hope of finding the Sun God and seeking his help against the tyr-
anny of the dictator Axaysca. Prince Tupa has organized eight unsuccess-
ful revolutions. He believes that he has failed each time, and will con-
tinue to do so, because the priests have deceived the Sun-God. Although
the success of his mission is uncertain, it is his action in undertaking
the search that really matters., As his friend Tonatio says "O llegas al
.Sol y cuentas con la syuda de un Dios, o tl mismo te vuelves un Dios

para la gente. Un Dios de la Esperanza."26

As Tupa and his two compan-
ions, Tonatio and Teuche, prepare to set sail, the people gather round
and present their petitions to the Sun-God. They want rain for their
crops, more fish near the coast, their husbands home from the wars,
spouses for their daughters, peace for all, and "que todo sea am.or!"27
It is of course ironic that the Indians seek to find paradise
and the solution to all their problems in a land to the east across the
ocean, only to arrive in Spainj; whereas the Spaniards set sail for the

west in hopes of finding el dorado, the fountain of youth, fame and for-

tune. The fact that the Indians succeed in establishing roots in Spain,

250uzzani, "Los indios estaban cabreros," "Epflogo para criticos
y bachilleres," T.A.C., p. 179.

Cuzzeni, "Los indios estaban cabreros," T.A.C.,‘p. 136.

2T1pid. , p. 138.
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and the Spaniards, roots in America, shows an intertwining of the two
races and civilizations which will never again be separable into distinct
parts. Cuzzani does not hesitate to show the negative side of the Span-
ish heritage, but the aspects of the Indian civilization he presents in
the first act are equally negative. In fact, it was these very conditions
which led Prince Tupa to seek a new and better world. What Cuzzani seems
to be pointing out is that negative conditions exist in all societies,
but the enlightened man does not accept this state of affairs as inevi-
table. Instead, he seeks to find a better way and struggles against
staggering odds to bring sbout change for the better.,

The negative conditions in the New ﬁorld stemmed primsarily from
an oppressive dictatorship imposed by the emperor Axayaca. Cuzzani draws
a striking parallel between the conditions under the emperor and those
in Spain under Ferdinand and Isabel. In the Império de Tuasantisuya
the people greatly fear the priests who hold the power of life énd death
over them, In the name of the Dios-Sol the priests burn thousands of
innocent people to placate the god to whom they attribute everything,
even though there mgsy be more human causes.

MUJER I. -- Gran sacerdote Jpor qué sube el precio de la
harina?

SACERDOTE., -- El Dios-Sol quiere gue suba, mujer.
(La mujer besa y se retiraj; avanza mujer segunda. )

MUJER II. -- Gran sacerdote cu@ndo volverén mis hijos de
la guerra?

SACERDOTE, -- El Sol quiere que luche por nuestro emperador
mujer. (La mujer besa y se retira,)

MUJER III. -- (Avanzando) 4Cuéndo pondrén en libertad
a mi marido, Gran sacerdote?
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SACERDOTE. == El Sol quiere que esté en el cepo.28
The power of the priesthood is equally strong in Spain where at this
time the Inquisition is in full-swing, end as in the New World, people
are being burned, not to please the gods, but for the more progresgive
reason of weeding'out the heretics.

Another parallel involves freedom of speech. In Tuasantisuya
Teuche is severely whipped for shouting, "Vivae el Principe Tupa!" 1In
Spain, Don Pero has been imprisoned for 3T4 years for shouting, "iMuera

(Rid
L]

el Rey!", and he does not remember which king. Both lands have police
who share the same characteristics, which the Spanish policeman describes:
POLICIA. -~ ¢Ddnde han visto a la policia explicar nada?

Se les detiene y se acabd. La policia no da ninguna

clase de satisfacciones. Obra sobre los efectos y no

sobre las causas. Es el brazo que ejecuta. IJamés

la cabeza que piensal

To the Indians the conditions in their homelend are characterized
by hunger and beatings. At first Spain appears to them to be the land
of milk and honey. The fisherman and his family mske them very comfort-
able and feed them well., As Tonatio says, "El hambre lo estoy olvidando
«es ¥y te diré que a Axayaca un poquito tembién ... Esta tierra no es pre-
cisamente el Sol como tfi esperabas ... pero tiene sus encantos LD
However, they soon become disillusioned, and Tonatio sums up the simil-

arities between the two lands. "iAcaso el 1atigo no es igual agui que

8ll8? iAcaso la policfia de aqui es mejor que la de alld? IAcaso los

281pig., p. 132.
29Tbid., p. 149.

301big., p. 147.
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sacerdotes de aqui no terminan por mandarnos al fuego como los de
a1147"3%
The three Indiesns make & rather undignified entrance onto Span-
ish shores as a fisherman catches them in his net. The fisherman natur-
ally assumes they are fish, although his wife is not so sure.

MARIA. -- 2Qué hacen en la red esos tres hombres? (Estén
muertos?

MANUEL., -- (Rie) Tranquilizate, mujer ... no son hombres
++. SOn peces., Los pesqué yo mismo en esa red.

MARIA., —- :COmo peces? Si tienen manos y cara y ojos y
pelo ¥y ... iVélgame Dios! ¥y ...

MANUEL., -~ Calla, mujer, que tambi&n les he mirado yo.
Pero no pueden ser otra cosa que peces. Yo mismo les
saqué de la mar ...

Their arrival in the net is the situacidn-espectéculo. Once

again there is the image of dehumanization, although in this instance
there is not the appearance of the individuasl crushed by the technolog-
ical advances of society. Here ignorance produces the dehumanization

of the men, viewed as fish, not only by the fisherman and his associates,
but also by the learned members of the clergy. The deliberations of the
ecclesiastical council over the nature of the Indians to determine if
they are men or fish, whether they have souls or not, parodies the his-
torical debates over the same question. In fact, some of the historical
statements appear even more ridiculous than those in the plasy. As Cuz-

zani points out,

31l1pid., p. 157.

321bid., p. 1k2.
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tNo fue Fray Tomés Ortiz el que coloecd poco después a los
indios en la categorfa de 'lefios o bestias o piedras', sin
alma inmortal? INo fue Celio Calcagnino quien dijo que a
los indios era l1fcito cazarlos como fieras? 40 Fray Juén
de Zapata que identifica a los indios con gentes de mas
alléd de Etiopfa? &0 Fray Gregorio Garcfa, que los coloca
en la categorfa de 'esclavos naturales'?"33

The anticipation here of historical facts introduces the theme of the

leyenda negra which becomes an integral part of the dehumanization

theme.

While the Spain of 1491 was by no means a model of an industrial
society, it was certainly more technically advanced than the Americas.
In fact, Prince Tupa saw in the knowledge and science in Spain the tools
for his ninth revolution. This final revolution would alter the course
of history and hold out hope for a better world. At first Tupa was
aware only of the positive effects of such a revolution., While they are
still with the fisherman's family he notes the advantages of Spanish
civilization.

TUPA., -- {TG no has visto como trabajan la tierra estas

gentes? (Has visto su pan? &Su vino? &Sus herra-

mientas? $Has notado con que facilidad escriben y

leen todo lo que quieren? Con lo poco que hemos po-

dido conocer en este mes tengo para llevar a nuestra

tierra una revolucidn mucﬁo més profunda que todo lo

que hicimos hasta ghora.3

When Tupa first encounters his learned cellmates in the prison

of Granada, he is again impressed with the advantages of an intellectual

and technological revolution.

33cuzzani, "Epflogo para criticos y bachilleres," T.A.C., D.
183.

3hCuzzani, "Los indios estaban cabreros,” T.A.C., p. 1uT.
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TUPA., =- ... En esta carcel estid reunido todo lo que sig-
nifica mi verdadera revolucidén. La ciencia, la sabi-
durfa, los miles afios de adelanto. Yo quiero llevar
todo eso a mi tierra. Herramientas, ciencias, técni-
cas, arte! No habfa dictaduras cuando todo eso se
difunde.3?
With the stage set for the impending revolution of the future,
the visual image of the Indians caught in the fishing net takes on a
double mesning. While neither the advanced civilization of Spain, nor
the advanced technological society of the future has as yet dehumanized
the trio, the graphic tableau of degradation prognosticates things to
come. Those later events include the destruction of the Indian civili-
zation and the enslavement of the Indians on one level, and the eventual
loss of identity and individuality due to advanced technology and indus-
trialization, on the other. The author is thus employing the concept
which Toffler labels a time skip to bring past, present, and future
events together and thereby flatten out time. According to Toffler,
not only do contemporary events radiate instantaneously --
nov we can be said to be feeling the impact of all past
events in a new way. For the past is doubling back on us.
We are caught in what might be called a 'time skip.,' . . .
An event that affected only a handful of people at the time
of its occurence in the past can have large-scale conse~
quences today. . .Whatever happened to some men in the past
affects virtually all men today.3
When the prisoners learn that Queen Isabel has decided to pro-
vide them with ships for their return to Mexico, they are elated. Prince

Tupa believes that his next revolution is about to begin. He will return

to fulfill the dreams of Quetzaocoatl. Don Pero dampens his enthusiasm

351bid., p. 160.
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when he reminds him that the Queen is involved in the project, and con-
sequently, the price of the revolution will be high.
TUPA -- Ella nos dard barcos ...
DON PERO -~ 10s dard! 1Es una forma de decir! Esos hom-

bres que van en los barcos con vosotros ... llevaran

espadas, armas, caflones, y toda clase de arreos de

guerra. Irén a la conquista de vuestros reinos y al

saqueo de vuestros pueblos. Matarén y mataran, millo-

nes de indios! 1Y no faltaré&n tribunales que digan que

no tenéis alma inmortal! iQue sois animales o pescados

o cualquier otra clase de combustibles!3T

Here again is the presentation of the black side of the Spanish
conquest., But it is not that simple, for the conquest has its positive
side as well. When Tupa asks the Spaniards for their advice, they tell
him the decision must be his, for they are also concerned about the fate
of the Indians. However, Imperiale does point out, "0 quieres que con-
denemos a la ignorancia voluntariamente todo un m.undo?"38 Tonatio does
not see why Tupa is so concerned about the death of the Indians. After
all, Tupa has led many of them to their deaths in the battles of his
eight previous revolutions. Moreover, "Muchos més son los que mueren de
hambre y de peste, que podrfan evitarse llevando estos médicos y sabios,"3?
" Tupa is uncertain, and the question uppermost in his mind is whether his
revolution will be stronger than the conquering sword, "lHay algo que se
llama civilizacidn mas fuerte que algo que se llama patria.?"ho

While Tupa is weighing the advantages and disadvantages of

bringing Spanish culture to the New World, Cristdbal Coldn is anticipating

37Cuzzani, "Los indios estaban cabreros," T.A.C., p. 168.
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what he will find by crossing the ocean to the west. He shares Tupa's
dream, in reverse. He will sail towards the west until he reaches the
home of God, whereupon he will tell Him of all "los infinitos males y

nil This astonishes

miserias que sufren las gentes de este mundo ...
Tupa who hastens to point out to Coldn the futility of such a hope, as.
he, Tupa, left the lands of the west, sailing east in search of God,
arriving in Spain. To Coldn this is only further proof of his theory,
as Tupa surely did not find God in Spain.

There is an optimistic tone to the whole anticipated adventure,
in spite of the knowledge of all the suffering that will accompany this
cultural revolution. However, at the beginning of the second act there
is a commentary on the type of civilization which will eventually devel-
ép out of the blending of the two civilizations, and it strikes a some-~
what ironic note. The prisoners are watching events in a crystal-ball,
events that will take place within five centuries. The spectacle upon
which their eyes are focused is a soccer game, and each one is cheering
for his team. The three Indians do not quite understand their compan-
ions' interest in the football gamé, or exactly what it is. Don Ciro
acknowledges that they don't completely understand it either, but they
are trying to learn the game because, |

DON CIRO. == ... Se llama football y parece ser la tmnica

ciencia y filosoffia que se cultivaréd dentro de varios

gsiglos. Debe ser muy importante. Apasiona & gober-

nantes y gobernados y como nosotros creemos en el

futuro, pues ... tratamos de aprender football ...

aunque es rero que Aristételes ... tan sabio como
era, no lo incluyye en sus tratadas LW 2

Mlrpia., p. 173

421pid., p. 158.



‘ 36

Notwithstanding the negative aspects of the future, there is
present within both the Indian and the Spaniard the spirit of progress
. and of rebellion against tyranny. Spain's contribution to progress and
civilization also encompasses the contributions of the Arabs and the
Jews, as represented by two of the prisoners. America is thus éhe bene-
ficiary of the best of three cultures, the Indian, the European, and the
Middle Eastern,

Prince Tupa and Don Pero decide not to go to America with the
rest, but to remain in prison, Tupa waiting to be put to death, and Don
Pero to continue shouting, "Muera el Rey!" Cuzzani sees his final scene

as representing lo americano, and thus defining the identity of the

American.h3 In the final action, Don Pero carves the word Tlausicalpén,

meaning dewn, on the wall with a nail. "Que extrafio que sonidos tan
diferentes el tuyo y el mfo sirvan para designar la misma cosa.."hh Here
Cuzzani shows the Spaniard and the Indian in harmony with common objec-
tives and a common spirit.

In Cuzzani's next play, Sempronio, the dehumanization theme is
again prominent. In this play the interests of the State take awsy man's
liberty and reduce him to the role of a machine. Sempronio, & retired
middle~class worker, has become radioactive by pasting Japanese stamps
from Hiroshima and Nagasske in an album., The asuthorities have discovered
the presence of radioactivity in one of the barrios of Buenos Aires, and

set out to find the source. What they find is Sempronio, with various

43cyuzzeni, "Epflogo ...," T.A.C., p. 183.
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electrical gadgets connected to him, such as'the radio and the iron,
which are operating off his current. As natural resources are the prop-
erty of the State, the High Commissioner of the Atomic Energy Commission
appropriates Sempronio as the property of the nation. When his wife
Olga protests that he is not a piece of property but her husband, the
Commissioner recites the family members' infractions of the law,

ALTISIMC COMISIONADO, ~- ... Todos ustedes han estado

sbusando sin permiso de la corriente de esta pila atd-

micg, propiedad igeliendﬁ%e, imprescriptible e intrans-

ferible de la Nacidn ...

The Commissioner proposes to take Sempronio to an ultrasecret
place to protect him from enemy spies. When the family ésks when they
can see him, the reply is a further indication of Sempronio's dehumani-
zation, and his predicament is reminiscent of that of Garibaldi in
Lupus' palace.

ALTISIMO COMISIONADO, -- Es muy dificil. Tal vez para fin

de afio, organicemos una exposicidn de nuestros més mo-

dernos materiales y artefactgs nucleares. A 1lo mejor

exhibimos también al sefior.

The‘Commissioner asks the family not to make his task more dif-
ficult. Instead, they should practice self-denial for the good of the
State. In the meantime, he gives Olga a temporary receipt for her hus-
band. Sempronio is taken away and is next seen is a cell where he is
virtually a prisoner. The cell contains little furniture and a window
with bars. He has nothing to do, no one to talk to, and no one has ex-

plained anything to him., Finally, the Commissioner arrives with good

news -- Sempronio is no longer a man, but a number.

hSquzeni, "Sempronio," T.A.C., p. 203,
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ALTISIMO COMISIONADO. -- Es decir ... nosotros buscébamos
una fuente radioactiva., No un hombre, El expediente
ordenaba secuestrar toda miquina, yacimiento, artefac-
to o bomba que produjera radioactividad. Hubo que
hacer una serie de trémites para transformar a usted
en un artefacto. Pero felizmente usted ya no es un
hombre. Es el Elemento S.P. 49 H 321 V 60 ...

=
-3

The similarity of this situation to that of man in the highly
»centralized, computorized, modern technological society can hardly be
overlooked. Cuzzani seems to be showing that every day man is losing
more and more of his individuality as his transactions are increasingly
reduced to numbers. Now that Sempronio is a number instead of a man, he
can go to work, another satiric comment on modern society which demands
that one have a number before one is allowed to work. Sempronio is not
overjoyed by this news as he does not feel that he has been as useless
as the Commissioner believes.

When the Commissioner has Sempronio connected to an explosive
charge which he is to detonate in a test, there is a malfunction and
nothing happens. The Commissioner's solution to the problem is to call
in mechanies to repair Sempronio, which serves to emphasize again his
degradation. He is considered to function more as a machine than as a
man. In fact, the Commissioner's whole attitude in this situation shows
that_he sees little difference between men and machines. Government
bureaucracy has dehumanized not only Sempronio, but man in general.

ALTISIMO COMISIONADO. -- ... Ellos son buenos mecénicos.

Ademés, si yo les doy una orden, tendran que cumplir-

la. El mundo estéd organizado asi. No se discute con

las licuadoras o con las méquinas de afeitar. Se las
repara ... 1Yo soy el que da las drdenes! A los hombres

YTrpid., p. 209.
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y a las cdsaﬁe Les digo: IFuncionad! 1Y ellos,
a Funcionar!

On the other hand, if it should develop that Sempronio cannot
be repaired, the Commissioner has no thought of letting him go. "Sia
nosotros no nos sirve para nada, podemos venderlo a algin pais mas sub-
desarrollado que nosotros, péra su reequipamiento!"hg This demonstrates
forcefully Sempronio's loss of identity and control over his own destiny.
To be more or less drafted into the service of the State against his
wishes involves a loss of his individuality and free will, but to be
éold as a piece of goods when he is of no more use to the State denotes
a complete loss of self.

Fortunately for Sempronio, the High Commissioner does not have
his way, and he is free to go. Upon returning home, the current comes
back, and this time when the Commissioner wishes to reappropriate hin,
Sempronio refuses, asserting his independence. "Mi energia es mia, no
del Estado."50

This is the most optimistic of all Cuzzani's plays, for here the
attempt at dehumanization fails. The criticism of society is still
forceful, Besides viewing the destructive effects of industrialization,
Cuzzani raises the question of atomic energy and shows his concerns in
this area. In this drama he is strongly advocating the use of atomic
energy for peaceful purposes. The State wished to utilize Sempronio's

energy to make bombs, and consequently, to kill people and destroy

herid., p. 215,
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cities. Because of the motivation, Sempronio was unable to produce the
current desired of him,

Cuzzani uses this situation to convey the main theme of the
play--love. In the context of this work, love is a creative spirit.
Thus it is that in the first act Sempronio is seen at home with all
kinds of electrical appliances attached to him for which he is supplying
the power. He is operating the iron for his wife, a radio for his
daughter, and boiling water for maté for his son., Besides supplying
energy for the members of his family, whom he dearly loves, he also fur-
nishes it to those who need it. For Sempronio his giving is a source of
great happiness. It adds meaning and purpose to his life. Although he
has retired, he does not want to be idle, and he freely provides his
energy without charge.

OLGA. -- No hables de desgastes, que va resultando un abuso

eso que todos los dias te aparezcas con un club nuevo

o una calesita o un sindicato que necesitan corriente.

Me pregunto que pasarfia si decidimos cobrarles algo

por conectar a tu padre.

SEMPRONIO., -- iCobrar! !Por qué cobrar? Si & mi no me

cuesta nada. Al contrario, es una gran alegria sen~-

tirme unido por cables a tanta gente que trabaja, a

tentos chicos que juegan ...

In this statement Sempronio expresses the feeling of brotherhood.

Although Sempronio became radioactive after having had contact
with a number of stamps from Hiroshima and Nagasaki, he discovers the

true source of his power when he is a prisoner of the High Commissioner.

In prison they serve him a delicious diet of radiocactive materials,

2l1pid., pp. 195-196.
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.+s Antipasto italiano, pickles ingelses y una salsita

liviana de estampillas Japonesas, ... Gulasch de ternera

con pespas en Brandeburgo y un licuado de camisetas de

marineros japoneses enfermos de radioactividad ... Ensa-

lada de berros frescos del rio con tomates de Bulgaria

y crema de las Actas de la Conferencia International del

Desarme ... De fruta, granadas radioactivas del Sehara.”
However, despite the attempts to keep him radiocactive, Sempronio loses
his power and is unable to detonate the bomb. The Commissioner blames
Sempronio for the failure, "iTraidor! 1Viejo embustero! ... 1Usted no
. quiso dar corrientes!"53, and in a way he is right. Sempronio has not
consciously withheld his energy, but as it is love that is the real
source of his power, it - is impossible for him to supply energy for de-
structive purposes. The fact that the Commissioner inadvertently con-
sumes a pie made of radioactive stamps, and Sempronio's wife deliberately
eats large quantities of stamps from Japan with the hope of becoming
radioactive, further reinforces this idea. Neither one has any undesired
or desired results, for the necessary element of love is lacking. It is
obvious that the Commissioner has no humanitariap qualities. And while
Olge desires to become radioactive so she may be with her husband which
is a form of love, it is love in a much narrower and more selfish sense.
Her desire is not creative, but rather a result of loneliness.

When Sempronio finally returns home, he is depressed because

without his source of power he feels useless.

SEMPRONIO. -- Es gque no quiero descansar. iEso es como

estar muerto! INo se imaginan que feliz era yo con

mi corriente! IHacer andar planchas, radios, fébri-
cas, calesitas! (Ahora, que me queda? Pintar las

>2Ipid., p. 211.
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macetas, matar hormigas, arreglar el gallinero o

sentarme a hablar de fechas y recuerdcs en alguna

plaza. Levantarme estﬁpidamenﬁe temprano ... Nadie

se imagine lo que he perdido.s'
But it is this very feeling of the need to be of service to his fellow
man, this creative love, which once again produces the energy within
Sempronio., He finally comes to realize the source of his power, and
with this realization he is able to resist the Commissioner. The Com-
missioner is intent upon discovering Sempronic's secret, and he gladly
obliges.

SEMPRONIO, -- iNo hay ningln secreto! ... Ustedes empezaron a
pedirme energia para hacer bombas, matar gentes, destruir
ciudades ... y la corriente desaparecid solita ... y no
hubo forma de producirla. Aqui, bastd que se tratara de
usos pacificos, rodeado por mi familia, y la corriente
volvid ... La fuerza que me brota, que me surge, que se
me derrama, no es sblo radioactividad. ... >

Sempronio reveals that he derives his power from love. This word is
too much fbr the Commissioner, and as everyone begins to shout amor, he
runs offstage holding his ears, a symbolic action again showing the
power of love.

Cuzzeni's four farsatiras form a thematically progressive unity.

Une libra de carne presents man's dehumanized condition with little ele-

ment of hope. While the hero of El centroforward murid al amanecer

fares worse than Elfas Beluver, he is not resigned to his fate, and thus
the element of struggle appears. ending with a note of hope for a better
tommorrow. The focus on social problems then proceeds to shift from a

theoretical plane to revolutionary action in Los indios estseban csbreros,

5h1pid. , p. 221.

551bid., p. 225.
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and hope has been replaced by the initiation of acfion which will have
future repercussions. The ultimate triumph of men over his circumstances
through the medium of love is the thematic conclusion the playwright
reaches in Sempronio. The four plays all deal with man's condition and
the dehumanizing effects of modern technological society, but progres-
sively they demonstrate man's ability to struggle against blind forces,
and in the end to overcome them.
With the publication of these four works in a single volume;
Cuzzani saw that
su escalonda produccidén habfa practicamente agotado un ciclo
al que ya no fuera prudente agregar més obras y del que no
resultarén necesarias insistencigs de nuevas farsatiras ni
repeticiones de sus contenidos.?
Thus he set out to find new directions, and his next work, though main-’
taining some of the elements of the farsftiras, such as ironic criticism
and circumstantial deeds, "apenas bordea la farsa y nunca llega al gro-

tesco. "2 T

Para que se cumplen las escrituras is a complex drame with multi-

level themes. At the base are social problems, such as the profit motive
and the exploitation of éqpitalism. At the next level is the theological
question of free-will versus predestinationj while overshadowing all of
these is the question of the essence of man and the problem of freedom

and responsibility,

56Agust£n Cuzzani, "Prdlogo continuo y sin pausa,” Para que se
cumplan las escrituras (Buenos Aires: Editorial Quetzal, 1935;, p. T

57Hebe Campanella, "El hoy y el aqui en el teatro argentino de
los filtimos veinte afios," Cuadernos Hispanoamericanos, Vol. 78, No. 23k
(June, 1969), p. 688. '
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Teken at its simplest level, this play once again emphasizes the
dehumanization and exploitation of men by a techn&logical society. Here
it is the computer that threatens to reduce man to a mere puppet. This
marvelous mass of levers, buttons, tubes, and cables is so exact in its
calculations that it is able to predict the future precisely and without
error. With the creation of this electronic brain, man becomes virtually
obsolete, Another undesirable consequence of such a machine is its in-
vasion of the individual's privacy, for it knows his most intimate
thoughts before he thinks them.

The inventors of the infernal machine, Kery, Tomas, and Pedro,
introduce the profit motive. They plan to enter the computer at the
international science contest where the prize amounts to one million
dollars., A dilemma arises when the computer predicts that they will
turn it over to an unknown person to operate for them., Tomés objects,
"No la entregaremos. IEs nuestra! Ademfs, no estamos obligados. La
méquina puede dar resultados estadisticos, c&lculos numéricos, pero no

n58

puede obligarnos. Although this is true, it is also ture, as Kery

points out, that if they do not do as the machine predicts, they will
prove its fallibility.

KERY, =~ ... Pero con nuestra conducta demostraremos que
los resultados de la miquina son falsos. &Cobraria un
premio en esas condiciones? Desde el mismo momento en
que la computadora anuncie algo que no se cumpliera,
dejaréd de ser eficaz y perfecta. Es decir, que habria
fracasado.?

58
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The profit motive again appears when the professors, Marcos,
Juan, and Mateo learn of the machine's potentials., They envision great
possibilities, such as a group of capitalists being able to control the
world markets, and, through speculation, to dominate practically entire
countries, Such prospects dazzle them, and they meke an offer to the
inventors.

MARCOS, -- Bueno ... no cometeremos la torpeza de ofrecerles
dinero por la computadora. Ustedes son hombres de ciencia
¥y no comerciantes. IPero ... los asociaremos a muyy buen

porcentaje!

JUAN, -~ Hebria que dar aceso a nuestros secretos a un pequefio
grupo de politicos amigos ...

MARCOS. -- Y a ciertos grupos industriales. Y a algin general
con influencia ,..

MATEO., -- Eso es hablar sensatamente. A ustedes, j&venes, les
correspondera un ggrcentaje de las utilidades. Lo que se
llama un royalty.
Kery is a little doubtful about the propriety of this on the part of
the professors, but Mateo assures him that all activities are proper for
a ﬁrofesaor ~- "toda actividad es compatible con los cargos universitari-
os."6l
The theme of the exploitation of man by capitalism provides a
bit of humor in.a discussion between Marcos and Lucas. Marcos points out
that the socialists predict that the greater the exploitation, the closer
the revolution. But nevertheless, no one ceases to exploit, to which

" ... lEse es el verdadero papel redentor del capitalis-

g! n62

Lucas replies,

mo! Explotan mAs para acelerar la revolucifén de los explotado

60rpia. , p. 65. 61lrpig.
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On the theological plane, this drama concerns itself basically
with the question of free-will versus predestination, and to a lesser
extent with original sin. The plasy abounds with biblical allusions and
references, at times bordering on allegory, and in a sense it is an
allegory of the crucifixion of Christ. The character of Manuel, the
itineranf carpenter, répresents the Christ-figure; whereas the computer,
shaped in the form of a cross is symbolic, Meanuel's death, stretched
out upon the machine thus provides a visual image of the crucifixion.
The actions that occur throughout the play are also symbolic of the
events that took place in the life of Christ. The students, Tomas,
Pedro, and Kery, who are the inventors of the machine, represent the
apostles, with Kery symbolizing Judas Iscariot. The characters Mateo,
Marcos, Lucas, and Juan portray the four evangelists. Thus the names
of the characters are significant for their connotations, and reinforce
the religious theme.

At this level the machine becomes first a prophet, referred to
as Isafas, and later almost & God-figure, bearing the name of the other
Manuel, for in being able to accurately predict the future, it has become as
a god. A debate centers around whether this is desirable or not. Juan
views it as the work of the Devil.

JUAN, -- ... esa maquinsa profeta, en realidad, es fruto de
las ciencias, es decir, desciende de la rebeldfa de Adén.
fisuﬁgegigadgzsi: manzana di}’éibol pr9hi:i?g§ Son ...
que prometid la serpiente!l
The computer which has predicted that the inventors will entrust

its operation to a stranger, also predicts that stranger's death. Kery,

! 63Ibid'o" pc 79'
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Tomés, and Pedro, complying with the prediction, turn the machine over
to a wandering vagabond, Manuel, who does not accept the inevitsebility
of his death. However, when Msnuel pulls the main lever and prophesies
appear for the redemption of mankind, he views the computer in an entire-
ly different light. He knows the machine's predictions to be accurate.
Thus if he is going to believe in the certainty of'these benefits being
bestowed on man, he must sublimate his own ffee-will to that of the
machine., He refers to the computer as his brother, the other Manuel,
in summing up the situation.

MANUEL. -- iTe amo, Manuel! IMe oyes? Tal vez el triunfo

seréd tuyo. Tal vez tu tengas razdn y sea yo quien muera.

Yo. iManuel la marioneta! Sin corazdn, sin voluntad.

Simplemente un mecanismo, una méquina de ser feliz,

Quizé tl me ordenes! I[Manuel, redime a los hombres!

:ﬁuere para que todos sean dichosos.y bie?gﬁenturados!

uere para que sSe cumplan las escrituras]

It is apparent that predestination robs man of his freedom. It
reduces him to the role of an automaton, with no responsibility for his
actions. As Kery emphasizes to Manuel, if he dies because of the pre-
diction, then he will prove that man is not free., Manuel in turn ques-
tions what kind of freedom exists if one does not fulfill one's cobliga-
tions. To this Pedro replies that if freedom does not exist, then he
has no obligations because, "las cosas, lbs artefectos, los mufiecos, no
tienen ninguna obligacidn de querer ni de sacrificarse por la felicidad
de nadie. Simplemente ... son, existen."65

If there is freedom, there is no destiny, says Marcos. Mateo

relates that in Greece the rivers were gods, but even so they were not

6brpig., p. T3. 651bia., p. 86.
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able to chang¢ their courses and flow backwards. They had to obey their
destiny. As to men, they were also bound by it when they believed they
knew it. Prophesy becomes "la maldicidn histdrice de la humanidad ...
los antiguos no vivian su tiempo. Vivian una parodia del futuro, por
culpa de las profecias."66

Believing in predestination ahd prophesy prevents man from living
authentically in the existential sense, since in order to be authentic,
man must constantly be in the process of becoming. He can never be
static, but rather in a perpetual state of becoming. At its highest

level Para que se cumplan las escrituras deals with man's essence and

freedom. It is the drama of man as existence. Manuel values his free-
dom sbove all else, and this is what characterizes him before his contact
with the computer. Its predictions of his death do not worry him because
he believes in his freedom.
MANUEL., ~- iLa libertad, mi querida seflorita! ILa libertad!

El hombre no es un mecanismo ciego, una cifra en una

computadora! I1Seria fracioso que yo no pudiera hacer

lo que se me dieran las ganas, porque las estadisticas

se oponen! iNo sefiorita! S8lo yo decidiré lo que ocu~-

rriré el 17 de sbril a las 3 de la tarde ...07
Moreover, he promises Estrella that whatever happens, he will defend
his liberty.

His constant contact with the machine during a period of three
months serves to diminish his confidence. As he comes to respect the

accuracy of the computer, he begins to have doubts. He is no longer so

positive about the question of freedom, and begins to wonder if it is

661pia., p. 19.
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after all just an illusion. The prediction that he will die heroically,
in defense of certain ideals, further complicates the situation. Thus
if he is to assert his freedom and not die as prophesized, he must be-
‘tray the other Manuel.

A discussion of this prophesy among Juan, Marcos, Lucas, and
Mateo reveals varying interp;etations of Manuel's impending death., Mar-
cos believes that the machine must be destroyed because it engenders all
kinds of rebellion and éxtremism which will not stop until it destroys
the entire social order. As Manuel is the caretsker of the machine,
Marcos feels that if necessary, Manuel should perish with it, and there-
fore his death would be the result of an act of rebellion. Mateo, on
the other hand, does not see Manuel's death as a rebellious act, but
rather as a sublime act of obedience, complying with Divine Law, "Porque

n68

todo el plan de Dios se basa en la obediencia. Juan and Lucas then
debate the question of freedom, Juan asserting that Manuel's death will
not affirm his obedience but his absolute freedom. Lucas, however,
believes just the opposite. Manuel will only be free if he chooses to
live despite the statistics. To this Juan replies, "La finica libertad
del hombre es elegir su muerte ... !"69 This discussion revolves around
the various thematic levels of the drama, and therefore they view
Manuel's predicted death first in its social terms, then in its religious
implications, and finally in the existential context.

Opposing desires torment Manuel in his state of uncertainty. He

passionately wants his freedom, but at the same time strongly desires

681bia., p. T9. ‘ 691bid., p. 80.
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that the announced prophesy for a better world come true. It is indeed
a soul-searching problem, and he asks his friends to leave him alone so
that he may go to the depth of the matter. When all have left except
Kery, Manuel is suddenly struck with an idea--he will change the date
of his death from the 1Tth of April to the 16th, and by such an action
he will assert his freedom in the true existential sense.
MANUEL, -~ iPara empezar un dfa antes! iPara que todo ocurra

el 16, no el 1T de abril! iComprendes? iSoy libre,

Kery! iEsto es un acto mfo! iYo dirijo, yo quiero!!

Yo adelanto el dfa de la bienaventuranza y la felicidad

prometida. Lo hago yo, no la maquina, icomprendes? iSg

libre, Kery! Y la felicidad sera para hombres como yo!

Manuel then enlists Kery's assistance in carrying out his plan.
By changing the_time of his death, Manuel is not only assertihg his own
freedom, but he is breaking the spell of the machine, and thus saving
mankind from being trapped in the hands of blind and.invincible forces.

Manuel's concern for the happinesé and well-being of his fellow-
man also reveals the theme of love in this play. It first appears with
the arrival of Manuel. When Estrella asks him if he has any family or
friends, he replies that everyoneis his family and his friends. Manuel
then finds that the computer, whom he comes to refer to as the other
Manuel, has a love for mankind also, "(Sefiala la méquina). Alli hay
alguién que ama a los hombres y quiere morir por ellos."Tl Because of
his love for man, Manuel desires the fulfillment of the §r0phecy in

regard to the betterment of men's condition. At the same time, he de-

cides to exercise his free will in order to save man from the chains of

T0Ipia,, p. 91.

T1via., p. 62.
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superstition and the tyrannical control of predestination. It is this
commitment to freedom which most eloquently expresses his love,

Cuzzani's use of Biblical names and allusions serves to point
up ixis existential ideas. While he does not necessarily contradict
Christian teachings, he certainly views them in a different light. It
" is quite apparent that the author rejects the idea of predestination,
and sees adherence to this doctrine as detrimental to man in that it
robs him of his freedom. While the Christ-figure of Manuel desires to
redeem mankind and is willing to sacrifice himself, he is unwilling to
sacrifice his freedom. This freedom of choice so essential to existen-
tial thought is also central to the teachings of Jesus who emphasized
man's ability to be free in spite of circumstances to the contrary, when
he stated, |

But I say unto you, That ye resist not evil: bdbut whosoever
shall smite thee on thy right cheek, turn to him the other
also., And if any man will sue thee at the law, and take
awgy thy coat, let him have thy cloak also. And whosoever
shall compel thee to go a mile, go with him twain,

The question of whether Manuel has succeeded in redeeming man-
kind and obtaining the predicted blessings remains unresolved. However,
by his action he has set an example and has raised hopes, and as in the
case of Christ, only the future will show whether man will truly be the
recipient of the promises. The pervading feeling, however, is that man
will only arrive at a better state through action such as Manuel exem-
plified. In a way this does contradict Christian doctrine which believes

that man will be saved through faith, not works., Here again it is a

matter of emphasis, for Manuel surely has faith in the computer's
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predictions, but for him action is also essential, for without it, man
will be reduced to the role of a machine.

Cuzzani also uses Biblical theme in his earliest dramatic work,
Dalilsh, which he wrote when he was only seventeen. It is the story of
a writer and his wife, The author is composing a drame about Sampson
and Dalilah, and involuntarily assumes the role of Sampson.

Es decir la de un hombre a quien la mujer (trasunto del acto
sexual total) le 'ha quitado las fuerzas' y espera el renacer
de las mismas. En la Biblia parecen ser los pelos. En mi
obra es toda la potencia humaga, $% sefiorio total y--en el
fondo-~la energia sexual perdida.

La envidia, a brief dramatic monologue, has as its theme, envy,
and focuses on a frustrated writer turned critic. The critic, having
.Just seen a play by a young author, is preparing to write a review. At
first he is very enthusiastic and favorably impressed; but as he begins
to remember his own failure, he becomes envious and finally writes a
devastating criticism of the work.

For Cuzzani, man, and particularly lower-class and middle-class
man, is the inexorable victim of the socio-economic organization in
which he moves. In his dramatic works he is primarily concerned with
the struggle against these blind forces to recuperate an authentic exis-
tence, human dignity, and individual freedom. He does not offer over-
simplified solutions. In fact the only play in which he happily resolves
the situation is Sempronio, and even here he shows the power of love as
a means and not as an end. The other plays tend to raise questions, in

the Brechtian tradition, to which there are no easy answers,

T2pgustfn Cuzzani to author, July 25, 1973.
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The themes Cuzzani uses in his dramas are related to the contem-
porary world and its concerns. They are not likely to be out—date& for
some time unless the very fabric of modern society changes sbruptly and
radically. Cuzzani clearly speaks to contemporary man asbout problems
which vitally concern him, such as the effects of increased technology,
the world's capacity for self-destruction, the encroachment of'government
into every corner of the individual's life, The resultant loss of indi-
viduality, freedom, and identity has created phenomena from crime in the
streets to hippies, from the drug scene to exotic and apocalyptic reli-
gious movements., Cuzzani attacks the problems with the zeal of an
engagée existentialist, asserting the nobility of man in his unceasing
struggle to rise above the oppressive and degrading conditions of soci-

ety.



CHAPTER III
STRUCTURE

Cuzzani's abandonment of realism becbmes most obvious in the
structure of his plsys, where he more closelj follows German expression-
ism in general and Bertolt Brecht in particular. The term expressionism
is rather loosely employed to cover a broad spectrum of dramatic schools.
However, the keynote of expressionistic theory is found in Strindberg's

preface to The Dream Play wherein he states:

Anything may happen; everything is possible and probable.
Time and space do not exist. On the insignificant back-
ground of reality, imagination designs and embroiders novel
patterns; a medley of memories, experiences, free fantasies,
absurdities, and improvisations.
From such theory comes the basis for the structure of the new theatre
which is diametrically opposed to the basic tenets of the realist-
naturalistic drama. Brecht was intent upon breaking the illusion of

reality, which was the soul of the realistic theatre. He maintained

that it must be apparent to the spectators that they are not witnessing

150hn Gassner, Directions in Modern Theatre and Drama (New York:
Holt Rinehart and Winston, 1966), p. 118,
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real eveﬁts, happening at that very moment, but rather that they are
sitting in a theatre, listening to an account of things that have hap-
pened in the past.2

There are several philosophical reasons behind the abandonment
of realistic structure. In the first place, the logical construction of
plays of the Aristotlean theatre indicated aArelentless course of fate,
which made it appear unfathomable and incapable of being influenced by

human initiative.3

This of course violates the very core of existential
belief which so strongly opposes fate and asserts individual freedom.
Secondly, the view of the world which & realistic structure presents is
that of an ordered world, which to many contemporary dramatists, includ-
ing Cuzzani, is in itself unrealistic and false. They see the world as
absurd and attempt to reflect that absurdity which to them is much
closer to the truth than the surface reality of the more traditional
realistic theatre. Thus the& express a criticism of our disintegrating
society by means of confronting the audience with a distorted picture of
a world gone ma.d.h The more random, disordered structure of the works
mirrors the chaotic, irrational pattern of contemporary man's life.

The realistic drama attempted to portray true-to-life situations.
With this in mind it made use of a tight structure to intensify the feel-
ing of reelity. Cuzzani in his plays is not presenting real-life condi-

tions, but rather irrational fantasy. His work "represents rather than

2John Gassner, Brecht, the Man and His Work (Garden City, N.Y.:
Anchor Books, 1961), p. 125.

3mid., p. 127.

hMartln Esslin, The Theatre of The Absurd (Garden City, N. Y..
Anchor Books, 1961), p. 300.
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describes or explains what tﬁe author has to say. The audience has no
doubt about the attitude it must take to characters and events, and wil-
lingly suspends bélief."5 This closely parallels the Brechtian stage
which by abandoning the pretense that the audience is eavesdropping and
that the theatre %s the world itself,
approximates tﬁe lecture hall, to which the audiences
come in the expectation of being informed, and also the
circus arena, where an asudience without identification
or.illugion, watches performers exhibit their special
skills,
Cuzzani builds each of his fars@tiras around a central situacidn-
espect@culo, a visual spectacle which is the theatrical illustration of
a conflict, "Donde la exageracidn aguda de sus contradicciones se refle-
Jja en matices absurdos que deforman cémicsamente la presentacidn escénica."7
Each farsatira presents a unique situation far-removed from reality. Its
absurdity suppresses at once any inclination to view the play es a rep-

resentation of life. So while the entrance of Elfas Beluver in a circus

cage in Una libra de carne may create hilarity, it prevents the audience

from anticipating a true-to-life court scene. Likewise the arrival of
the Indians to Spain in a fisherman's net replete with fish in Los indios

estaban cabreros, and the presentation of Sempronio with electrical wires

and connections fastened to him, destroy any illusions of reality. It
is around this irreality of the situation that Cuzzani constructs his

plays.

5John E, Lyon, "The Argentine Theatre and the Problem of National
Identity: A Critical Survey," Latin American Theatre Review, Vol. 5, No.
2 (spring, 1972), p. 15.

6Esslin, Brecht, p. 126.
7Agustin Cuzzani, "Balance y confidencia del .autor,” Teatro de
Agustin Cuzzani (hereafter referred to as T.A.C.) (Buenos Aires: Edi-
torial Quetzal, 1960), p. 11.
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In the tightening of the structure, the realistic drema resembled
neo-classicism. The classic tenet of unity of place, while not necessar-
ily adhered to strictly, did hold a great deal of validity for the real-
istic dramatist. From his point of view, the fewer the changes of scene,
the more closely the play reflected reality. Thus many plays of the
realistic school had ﬂo scene changes, while others had limited changes,
usually restricted to geographic proximity.

The new theatre as developed along the»lines of Brecht's epic
theatre knows no limitations of place. Being basically episodic in
nature, continuity of scene is not necessary, hor is it desirable as a
tool for creating the illusion of reality, as it is ﬁhis very illusion
vhich the playwright of the epic theatre wishes to destroy. The German
dramatist Erwin Piscator originated epic drama in which he blended film
and stage techniques, thus broadening the theatre in all directions to
encompass the world and mankind.8

For the most part Cuzzani makes use of numerous changes of scene
in his plays. He sometimes accomplishes this by the use of various
stage levels, enabling a rapid shift from scene to scene with a resultant

cinemagraphic or montage effect. In Una libra de carne there are numer-

ous scene changes within the stationary scene of the courtroom. The
action moves quickly from one scene to another, showing the chain of
events in the protagonist's life which led to the present trial. The
setting also alternates between past episodes and the courtroom, produc-

ing scenes within scenes and simultaneous views.

8Gassner, Directions in Modern Theatre and Drama, pp. 282-3.
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Y4 . - R
In El centroforward murio -al amanecer Cuzzani uses a multi-level

stage for scene changes. The predominant scene is that of a public
stadium with a jail in view in the background. This setting remains on
stage throughout the play, although the action changes to other stage

. levels. In one presentation a chorus of workmen constructed a gallows
throughout.the entire performance in full view of the audience, while
at the same time the action was progressing on the other levels.

Los indios estaban cabreros also mekes use of a multi-level

stage. This allows for a rapid end smooth transition of scenes. Begin-
ning with the second act the action shifts from a seaport in Spain to
the bank of a river to the bedroom of Manuel and Maria to the patio of
their house, then to an ecclesiastical council meeting and from there
to various spots on stage, "En la platea, por distintos sitios, perse~
guidés por luces concentrados, los rumores aparecen."g The scene again
shifts briefly back to the river bank and the lasundresses, and thence
on to anothér place in the orchestra pit, near the public entrance where
e woman calls up tola window. At this point, the three protagonists,
Tupa, Teuche, and Tonatio enter the orchestra pit, cross it, and climb
upon the stage at a place where the scene reveals a Jail whose barred
front raises like a curtain to receive them so that they pass quickly
from the exterior to the interior of the prison. Numerous scene changes
also occur in the third act.

In contrast to Cuzzani's other works, Sempronio contains rela-

tively few changes of setting, and thus it lacks the cinemagraphic

9Cuzzani, "Una libra de carne,” T.A.C., p. 153.



59
effect of the previous plays. Only in the first part of the last act
is there any feeling of motion, and the author achieves this only briefly

through rapid scene changes. With Para que se cumplan las escrituras,

Cuzzani turns again to the epic theatre making considerable use of
multi-levels and scenes set in the several corners of the stage. He
also uses curtains to separate the various settings, and by'raising and
lowering them sllows the scenes to flo# into one another. While the
dissolving of one scene into another breaks the unity of place, it pro-
vides a much smoother transition than traditional scene changes.

Time is another structural element which has always been an im-
portant consideration in drama since the days of Aristotle although the
dramatic precepts regarding this unity have varied considerably. The
classicists believed that the action shown on stage should not cover a
period of time longer than it actually took to present it. Realistic
drama, though not as restrictive as the classic theatre, did tend to
tighten up dramatic time reducing the period covered in a given plsy as
much as possible. Romenticism tended to be more rambling., Traditional
drama, however classic, romantic, or realistic-naturalistic tends to
follow a linear time continuum, where?s the new theatre views time in an
entirely different manner, As realism tried to create the illusion of
reality, of the real world, time advanced in the most familiar manner
from point to point in a straight line.l

To the dramatists of the new theatre time is more subjective,
‘and interior time tends to replace exterior time in many instances.
There is no longer the necessity for time to move linearly. Instead,

from any given point; it may move backwards, jump forward, or blend
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past, present, and future all at the same moment, which demonstrastes the
complexity of this concept as developed by these playwrights.
Cuzzani's plays are a good example of this complexity. In Una

libra de carne he uses a series of flashbacks which progress linearly,

while at the same time the parallel action of the courtroom trial is
taking place. ' In this wey past and present are interwoven. The future
is present in the past, as well as the present, for during the flashbacks

which are advancing in a straight line, the audience is already aware of

what is coming. The author employs the same technique in El centroforward

murid al amenecer, where in the first scene the audience becomes aware of

the impending execution through the action of the condemned man who tosses
a hotebook from his cell window. A vagabond retrieves the notebook and
begins relsting from it.the sequence of events leading up to the present
situation. Thus time regresses before it progresses.

The element of time is even more novel in Los indios estaban

cabreros. In this work Cuzzani deals with the past in a more conventional
manner, revealing it through the discussions of the characters who relate
previous events., But it is in the area of the future that the writer
becomes more unique, as in this historical fantasy he builds his plot
around what might have happenea rather than what did happen. In Cuzzani's
words,

Lo real, dijera Aristdteles el tremendo, es sdlo un momento

de 1o posible que se torne actual. Me propongo trazar ese

limite a mi fantasfa. Porque ain la fantasfa necesita los
mismos fundamentos que lo real.lO

1OCuzzani, "Epilogo para criticos y bachilleres," "Los indios
estaban cabreros," T.A.C., p. 179.
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The events occuring on the stage are significant not'only for furthering
the present actidn, but also, and perhaps even more importantly, for
their impact on the future. Here the author employs the theory of the
time-skip wherein the immediate impact of an action is minor, but its
future impact is greatly intensified, In this manner the Indians' deci-
sion to lead the Spenish to the New World affected fewer people at that
time than it was to later.

This play also presents the future through the device of a crystal
ball belonging to the six wise men with whom the Indians share a prison
cell. The wise men make use of the crystal ball as a television set,
only of course instead of viewing happenings of the present, they see
events in the future, They have a habit of watching soccer games from
the twentieth century as they wish to be modern and up-to-date. One of
the men, Don Pero, has been in prison for some 3Tk years, a fact that
serves to point up the insignificance of time in the traditional sense.
When Prince Tupa learns that his cellmate is so old he is amazed and
asks,

TUPA. — ¢Y no se ha muerto?
DON PERO, =~ [Morirme! 1{Darles ese gusto! Iy mi orgullo

de casballero espafiol? Mientras haya algin rey o tirano

que gobierne un solo palma de tierra espafiola, aqui

estaré firme para gritarle, tgue muera! y ya veis q&i

no estoy tan viejo. Soy el mas moderno de todos ...

The implication here is that time is a state of mind, and age measured

in external, chronological time is deceptive.

1 .
Cuzzani, "Los indios estaban cabreros," T.A.C., p. 157.
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The past, present, and future converge at several points in the
pley. One such ihsta.nce is when the three Indians first arrive at the
prison and Abnib Ben Benib greets them as americanos, quoting the histor-
ical background of the Americas from an encyclopsedia which he has writ-
ten. His historical knowledge is accurate but unknown at this point in
chronological time, for America has not yet been discovered, let alone
named. In this way the presentation of the past in the presént implies
future events. A similar convolution of time occurs in the third act
when a policeman stops Cristdbal Coldn and questions him as to his name
and his nationality. In replying Coldén quotes numerous chroniclers and
vwriters, including Frsy Bartolomé de las Casas, Salvador Madariaga, and
the American historian Prescott. Of course he is quoting works that
had not yet been written.12

In the plsy Sempronio time appears to be more conventional,
moving linearly from start to finish. While the author tends to follow
more traditional lines in adhering to a chronological sequence, he does
meke use of interior time, He utilizes the character of Sempronio
to present the problem of time for the retired person for whom time
passes very slowly. In Sempronio's case, he acquired the hobby of stamp
collecting in an effort to fill the weary hours. When he accidently
became radioactive, he viewed it as :a blessing because from then on he
was busy providing electric current for the operation of all sorts of
appliances and machines. The time he spends in prison, idle and separated
from his family, passes very slowly, as he expresses upon his return

home.

121pia., p. 171.
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SEMPRONIO, -~ iAh ... qué bien se estf aqui! (a Olga)
INo, mi vieja, ya no me llevardn més! La pesadilla
termind para siempre. ICu@nto los he extrafiado!
(Mira a Susanita) 1Qué alta que estés! (A Olga)
iComo crecen estos chicos! ...

SUSANITA. -~ No seas exagerado, papito. Fueron dos
semmas o0

SEMPRONIO. -- A mf me parecieron dos siglos ... iQué
sé yo!

Here the external time is two weeks as compared to the internal time of
two centuries.

With Para que se cumplan las escrituras Cuzzani returns to a more

complex concept of time. As in Una libra de carne and El centroforward

murid al amanecer, he uses the flashback technique. However, in this

work time makes a complete circle, whereas in the other two the action
started at one point, jumped backwards, and then progressed to the begin-
ning point and continued beyond it, in this later work the ending is
precisely the beginning, and does not progress beyond that point. Al-
though time moves more or less linearly between these two points, the
futufe and the past are always superimposed.upon the present. The com=
putor's prophesies project the present into the future, while the bibli-
cal prophesies serve to tie the past into the present. The machine;s
predictions of the characters' speeches and actions also serve to
achieve concurrent time., This results in future events becoming past
before they have occurred in the present, One example of this takes
place when Estrella enters the Cinco Esquinas bar and meets Kery and

Tomés., They seem to know everything about her, including what she will

l3Cuzzani, "Sempronio," T.A.C., p. 220.
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say before she says it.

ESTRELLA, -~ Bueno, shora digame la verdad. IUstedes son
detectivos, no? Detectives privados o algo asf.

KERY. -- (Tendiéndole una tarjeta) ILea aqui!

ESTRELLA, -- (Leyendo) Estrella pediré un refrescado
de limdn.

KERY, -- (Le tiende otra tarjeta.) Y mire esto.

ESTRELLA. -- (Lee) Estrella nos preguntaré ii somos detec-
tivos privados (Salta.) iNo puede ser!l

In the most conventional type structure of the realistic drama
the action develops step by step beginning with the exposition followed
by the generating circumstances with rising action to the crisis, at
which point the action definitely turns with the conclusion becoming
perceptible, concluding with the resolution.ls When the playwright fol-
lows this type of structure, he usually divides the play into three or
four acts, each with its own climax.

The new theatre having a different purpose in mind generally
follows a much different pattern, for here the dramatic action depends
on the movement of the production rather than the seeking and arriving
at a specific destination. This type of theatre tends to bé horizontal
raether than vertical. Brecht, in his desire to have the audience suspend
belief, advocated freeing the spectators from the distration of suspense

6
by telling them how the play would end.l The elimination or reduction

lhAgustfn Cuzzani, Para que se cumplan las escrituras (Buenos
Aires: Editorial Quetzal, 19355, p. 25.

15L0dwick Hartley and Arthur Ladu, Patterns in Modern Drama (New
York: Prentice-Hell, Inc., 1948), p. 1T.

10ggs1in, Brecht, p. 126.
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of suspense tends to lessen climactic effects, deemed so essential to
the conventional drama.
In generally-following this principal of reduced suspense,
. Cuzzani creates a theatre of circumstance rather than action, and the
audience finds itself questioning why a certain event happened rather
than what is going to happen or how the problem will be solved. His

play Una libra de carne assumes the form of a demonstration by means of

a court trial in the tradition of Erwin Piscator's The Case of Clyde

Griffiths.l7 The fact that the plot is based upon Shakespeare's The

Merchant of Venice greatly diminishes an& element of suspense. The use

of flashbacks to show what led to the present trial becomes a device for
demonstrating the nature and effect of the forces which in conjunction
with the hero'e weak character, brought about his ruin. As most of the
play concerns itself with evolving this circumstancial aspect through
the examination of Beluver's milieu, and expanding it to encompass
society in general, the development of a rising action and the resultant
creation of suspense is missing. Moreover, while the drame is full
length, there is no division into acts nor scenes, although there are
constant scene changes within the main framework. The elimination of
acts automatically does away with any intermediate rising actions and
climaxes, and the scenes depicting Beluver's past areequivalent to nar-
ration rather than plot.

Despite the circumstancial nature of this work, it is not com-

pletely devoid of plot development, for like all courtroom dramas, the

17Gassner, Directions in Modern Theatre and Drama, p. 287.
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trial proceeds linearly and climactically to the point where the jury
renders its decision, even though there are numerous interruptions by
interjections of past events. The denouement traditionally consists of
what happens from the moment in which the Jjury amnnounces its verdict
until the curtain falls, Given the type of jurors portrayed in this
play, and the sttitude of the spectators, thé Jury's decision is not
unexpected. But unlike the majority of courtroom dramas, the climax
follows the execution of the sentence rather than occurring at its pro-
nouncement. After the pound of flesh has been extracted from the defen-

dant, his attorney raises the legal point from the trial in The Merchant

of Venice, arguing that while Tom&s Shylock Garcia was entitled to the
pound of flesh, he was not entitled to any blood.

DEFENSOR. ~- Un momento, sefioria. Formulo una reserva de
derecho. Conforme a un antecendente jurisprendencial
en caso an8logo ocurrido en Venecia en tiempos del
Juez Porcio, el acreedor tiene derecho a la carne pero
no la sangre del deudor, si no ha sido estipulado., Y
nuestro documento dice solamente la carne. De modo
que si se ha derramado una sola gota de sangre por
causae de este proceso, el sefior Tomds Shylock Garcia
debersd responder por el delito de lesiones tentativa
de homicidio e indemnizar los dafios y perjuicios a mi
cliente18 Solicito se disponga embargo inmediato de
bienes,

The judge's agreement with the motion creates a situation of
suspense, butbthis is a rather unexpected and spontaneous crisis, not
one that has been created step by step throughout the development of the
play. The trepidation of Shylock Garcia when he envisages the prospects

tends to intensify the suspense, as does his unsuccessful attempt to

180uzzani, "Una libra de carne," T.A.C., p. 59.
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avoid the inspection of the package of flesh for traces of blood by
offering to give it back to Beluver. The plsy reaches & climax when
the judge orders attendants to open tie package, and they find that it
contains not a single drop of blood., The denouement, which in the con-
ventional drama neatly resolves the situation, in this work raises
questions put to the audience by éne of the spectators who delivers a

final message.

HOMBRE. -- Pues yo le voy a decir por que no tenfia sangre
Beluver. (Lo van empujendo hacia la sala) iSe la ro-
baron! iLo expremieron como una naranja! (Bajan a
la platea.) ISe lo robd el patrdn ese de la molicie!
(E1 teldén comienza a caer.) y el de la ropa oscura y
el médico de la letra gdtica y el del chicle. (Lo van
empujando por entre los espectadores.) Y la terminaron
de exprimir aqui, entre los abogados y los Jurados.

(Se suelta de los Uijeres y se vuelve hacia el pfiblico.)
La sangre del hombre es sagrada y no pertenece a ningin
patrén, a ningln jurado, a ninglin acreedor! Son vampi-
ros que andan sueltos. Cuidado. La ciudad est& llena
de vampiros. IHay que terminar con éso! (Lo van sacando
otra vez a empujones. Casi mutis.,) §{Andan sueltos!
(Salen.) iSon los vampiros! iSon los vampiros!ld

This final scene completely changes the tone of the play from burlesque
and satire to intense seriousness and realism.

This ideological appendage is characteristic of Cuzzani's farsé-
tiras, and although its usage invokes criticism from some quarters, the
author feels that it is an integral part of the drama. In his discussion
of this interpolation, Lyon concludes that here "Cuzzani too succumbs to
the temptation to intellectualize and spell out his message;"ao In ex-

plaining his use of the structural device of the mensaje final Cuzzani

states,

191pid. , pp. 61-62. 20ryon, op. cit., p. 16.
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En la farsa ... el sbsurdo no se subsume en el proceso,
perdura hasta el final del combate transformando en conven-
cién en pacto. Y sdlo cuando el conflicto desaparece y se
establece en la paz final, falto de base se rompe y estalla
de golpe, dejando al personaje o a la situacidn completamente
en carne y hueso. Esta inevitable cafida en la verdad-brusque-
dad que los griegos llamaban Aleteia, permite precisamente
ese tremendo efecto del hablar Ruro ¥y simple un personaje al
pliblico, al final de la farsa,®

The use of a final message or a rationalized explanation did not
originate with Cuzzani, but rather he adopted it from other writers and

works, as for example, Chaplin's The Great Dictator. This technique

allows a more honest resolution of the conflict. In Una libra de carne

there is no elaborate scheme to permit Beluver to overcome the forces of
society, nor to show his heroic, though unsuccessful, efforts to over-
come them. The author méintains the spirit of the farce until that final
moment when the man delivers his speech, stating precisely and in realis-
tic terms what has actually happened to Beluver, while at the same time
indicting the whole of society as accomplices., There is no build-up nor
prelude to this sudden intervention of the simple and direct truth.

The structure of El centro forward murid al amanecer is quite

similar to that of Una libra de carne, but this play has the more conven~

tional divisions of three acts. Here again the use of regressive action
eliminates the element of surprise and minimizes suspense., From the very
first scene the audience is aware that a hanging has been scheduled at
dawn. When the condemned man tosses his notebook from theljail window,
a vagabond retrieves it, and initiates the action by relating its con-

tents to the spectators. As the outcome of the drama is already obvious,

2lcuzzani, "Balance y confidencia del autor," T.A.C., p. 13.
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ité main interest lieé in discovering the reason for the impending execu-
tion, and even this soon becomes apparent as the story begins to unfold.
The first act ends with the sale of Cacho tGeribaldi, the Center Forward,
to a2 man by the name of Ennésimo Lupus. The author achieves a certain
smount of suspense by revealing that Sr, Lupus does not represent eny
ball club, This element of suspense is further heightened by the fact
that at this point the plot does not reveal the reason for the purchase
of Garibaldi at a record high price, but leaves the audience wondering
until the next act when it learns that Lupus is an eccentric millionnaire
who collects people.

The change of setting to Lupus' palace and the introduction of
a number of new characters not present in the preceding act interrupts
the continuity of the story in the second act. The presentation of the
background story of each of the members of Lupus' collection further
disrupts the unity of action., An interval of dialogue between Garibaldi
and Hamlet is important to the situational aspect of the drama but does
nothing to further the plot. Since the circumstances are more important
than the resolution of a problem, the second act is extremely signifi-
cant, for in it Cuzzani demonstrates the quality of life of the individ-
uals who have traded their freedom for material benéfits. The thread of
the plot reasserts itself when love develops between Cacho and the baller-
inae Nora at the beginning of the third act. It is also at this point
that Cacho realizes the importance of freedom and resolves to escape with
Nora. The outcome of this attempt is no surprise, as the audience is
already aware of the ending of the play. Nevertheless there is a defi-

nite rising action in this act as Garibaldi becomes more and more
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determined to escape and mekes his plans only to have Lupus spoil them,
The climax occurs when Garibaldi kills Lupus.

After a brief trial scene the play resumes the action from the
point of departure in the first act, and thus the audience is once again
back at the scene of the impending hanging which the author portrays in
a farcical and humorous fashion. This tone of hilarity changes sbruptly
to the serious as Garibaldi delivers his final remarks before his execu-~
tion.

Al final ... se salva la fe en un mundo mejor, cuyos valores
trascendentes hemos de preservar todos con nuestro esfuerzo
generoso y sincero. 'Cacho Garibaldi muere, pepg anuncia la

aurora, 'toda ella llena de luz y de pajaros.'

The structure of Los indios estaban cabreros differs somewhat

from Cuzzani's previous farsf@tiras in that he does not use flashbacks,
and neither is there a dramatic soliloquy at the end of the play. He
divides this drama into three acts, each of which has a title: Acto Pri-
mero, "Los indios al sol," Acto Segundo, "Los indios a la sombra," and
Acto Tercero, "A la sombra de los indios." The first act, set in Mexico
in 1491, portrays the conditions of the poeple living under the dictator-
ship of the Emperor Axayaca, and thus the empﬁasis is more on the situa~
tion than on the action. However, it is not completely devoid of action
as it sets the scene for the voyage of the Indians to the East in search
of the Dios-Sol.

A brief humorous interlude during the first act bresks the unity

of action. This is & scene where one of the priests is looking for a

220arios Miguel Suarez Radillo, "Tema y problema en el teatro his-
panoamericano," Cuadernos hispanoasmericanos, Vol. 46, No. 138 (June,
1961), p. 399.
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victim, in the person of a pretty young girl, to sacrifice to the Dios-
Sol. When he finds a likely prospect in the maiden Chola, she casts a
spell on him whereby he will tall madly in love with the first woman he
sees. Chola makes certain that that woman is the old hag, Quepuxilén,
The spell is broken when the priest and Quepuxilén enter the darkness
of the temple.
SACERDOTE. -- iAbominacidn! (Reaparece) 2Quién me ha

embrujado? Fuiste tu vieja espantosa? (Busca por

todos lados, pero Chola ha hufido hacia la playa.)

IMaldicidn! ... iOh, ti S0l que me oyes! ICaiga una

lluvia de fuego y de estiercol caliente sobre los

adoradores de la fealdad y de la vejez inmunda! iQue

la tierra os pudra en vida! (Sale gritando) IMueran

las viejas! {Mueran las viejas!

Although this scene does nothing to further the action, it does contri-
bute to the circumstantial element of the play by portraying one aspect
of life in Axacgya's realm,

The second act depicts the Indians' arrival in Spain, and shortly
thereafter the author introduces a sub-plot in the form of a love story
which develops between Teuche and Mariceleste, the fisherman's daughter.
This sub-plot contributes somewhat to the main plot since it is due to
Mariceleste's efforts that Queen Isabel later agrees to free the Indians
from prison. The denunciation of the three Indians to the Inquisition
by the fisherman Manuel serves to move the action from his home to the
ecclesiastical court and on to the prison in Granada. With the Indians'

arrival at the prison, the action again slows down and becomes more cir-

cumstantial., It is also at this juncture that Cuzzani introduces the

23Cuzzani, "Los indios estaban cabreros," T.A.C., p. 133.
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cellmates, Their preoccupation with the soccer games and theAfuture, as
viewed in their crystal ball, agein tends to break the unity of action,
distracting from any projectedé direction the work may have seemed to be
taking until that time.

Act three resumes the thread of the plot again when Mariceleste
visits the Queen to plead for the release of the three Indians. Isabel
agrees on the condition that they will act as guides for the impending
exﬁedition which will discover the new world. This action introduces
the note of parallelism into the plot structure, Whereas the first act
ended with the Indians preparing to sail to the east, the third act sets
the stage for a voyage of discovery with Columbus to sail from Spain to
the west, The oppressive situation in the New World has been shown in
the course of the first act, and a parallel situation reveals itself
during the second act. The Indians' action in sailing toward the east
was an act of hope which turned out to be false, Columbus's action in
sailing west is also based on a vain hope. Cuzzani structures the diae-
logue between Coldén and Tupa on this parallelism,

TUPA, -- C6mo ... buscabas a Dios por el Poniente?
COLON, -- (Se vuelve extrafiado.) Claro ... Todo viaja
hacia Occidente., Las estrellas, el sol, la luna

+es las mas viejas leyendas. Todo indica el camino ...

TUPA. -- Yo llegué a esta tierra buscando a Dios por el
Oriente,

COLON., -- Y ya ves lo que encontraste. En cambio, por el
Qeste +.o

TUPA, -- Ya verés lo que encontraras ... 2k

2brpia., p. 173.
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The climaxes of the first two acts are relatively weak. The first
act reaches a climax when Prince Tupa announces his plan to sail towards
the east to find the Dios-Sol. The climax of the second act comes when
a prison guard delivers a message to Teuche from Mariceleste. Although
the message is incomplete, it does provide a ray of hope for the prisoners.
GUARDIA. -- lQuién es Teuche?
TEUCHE. -- Yo, sefior.
GUARDIA. -- (Llevéndole aparte) Una nifia ... una tal Marice-
leste ... me did quince maravedies para que te diga un
mensaje eoe
TEUCHE. -- IMarciceleste? (Esta aqui?
GUARDIA, -~ (Secreteando.) Huyo de succasa y vino a pie
detrfis tuyo. Dice que iré a pedir a la reina perddn
y s o0
TEUCHEAO "'-Yqué s

GUARDIA, -- Y nada. Quiso decir algo més pero no tenia mas
maraved.fes XX

In the final act Queen Isabel agrees to release the Indians from
prison if they will agree to guide Coldn's ships to the New World. This
action is no surprise; in fact, the audience has already anticipated it.
Prince Tupa agrees provided the Queen accepts certain conditions which
he proposes, namely that Teuche be allowed to embrace Christisnity and
to marry Mariceleste, remaining in Spain with her, and that the prisoners
be released from the jJails of Spain and that they be allowed to accompany
the expedition to the New World. Her majesty readily grants these re-
quests. But the play has not yet reached its climax. This occurs when

Tupa makes one further request that he be allowed to remain in prison

251pid., p. 161.
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to await his death. In the final scene in the prison, Tupa encounters
Don Pero who has also decided to remain, The play ends on a note of

hope as Doh Pero carves the word Tlausicalpén, meaning dawn, on the wall,

and the curtain.descends as the chorus chants the word over and over
again, which though providing some dramatic impact, is still rather anti-
climactic.

In Sempronio Cuzzani adheres to a more traditional plot structure.
The situation in this pley is unique and fantastic so that the audience
is at once aware of its unreality. Without the necessity of revealing
the outcome from the start the author is able to achieve his aim of
separating the audience from the action of the play so that they view it
as observers and not as participators. Thus while there is not an over-
abundance of action in this work, there is more of the element of sus-
pense than in Cuzzani's other plays.

In the first act Cuzzani portrays Sempronio, who has become
radio-active from licking Japanese postage stamps, as a contented source
of electric power. The rising action is initiated when his son Diego
reads the following item in the newspaper:

DIEGO. -~ Hey una noticia medio rara. Escucha. (Lee.)

Curiosa radioactivided. A pesar del secreto policial,

ha trascendido que las autoridades estén muy preocupadas

por ciertos trastornos radioactivos aparecidos en un

barrio de esta ciudad. (Bajo el qiarigg. Podria ser

que ... se tratara de nosotros, viejo.

The action is complicated when the High Commissioner for Atomic Energy,

together with a professor, tracks the source of the radioactivity to

Sempronio's home., The first act reaches a climax when the Commissioner

26Cuzzani, "Sempronio," T.A.C., p. 196.
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announces that he is appropriating Sempronio for service to the State,
and proceeds to take him awvay from his family.

The second act takes place in a cell where the High Commissioner
is keeping Sempronio prisoner. The conversation between Sempronio and
the soldier does not further the action but demonstrates the soldier's
learned reaction towards the prisoner and the fact of his radioactivity.
He recites phrases and rules from the soldier's manual and is afraid to
come close to Sempronio. The latter, however, behaves quite normally
and begins to tell the soldier about his home and family, and particular-
ly sbout his daughter Susanita. The introduction of this human element
overcomes the soldier's caution, and as Sempronio whistles a tune and
claps for him, the soldier, losing his inhibitions, begins dancing. In
presenting this interlude Cuzzani is again stressing the situational
aspect of the work rather than any progressive action. This act reaches
a climax when Sempronio wired to an atomic charge, fails to trigger the
explosion, The High Commissioner's reaction to this failure makes up
the remainder of the act.

In the third act, Sempronio, devoid of his radioactivity, returns
home. However, once he is again in the midst of his family, his electri-
cal energy comes back. The High Commissioner resppears on the scene,
demanding that Sempronio come with him once more. The return of Sem-
pronio's energy and the reappearance of the High Commissioner and the
professor are more or less repetitious of the first act. In both acts,
Sempronio, surrounded by his family, is happily supplying his current
when the High Commissioner intrudes upon the scene with the intention

of taking Sempronio awsy with him, Here the parallel ends, for while
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in the first act the Commissioner succeeded in doing just that, in the
third act Sempronio's refusal thwarts his plans. This refusal marks the
climax of the play with the denouement following as Sempronio reveals
the secret of his energy. This revelation takes the form of a didactic

speech which was also characteristic of Una libra de carne and El centro-

forwerd murid al emsesnecer.

Cuzzani returns to the use of regressive action in Para gue se

cumplan las escrituras, and this tends to diminish the element of sus-

pense. In this play the first and the last scenes are exactly the same,
and thus the author reveals the outcome of the drama from the very be-
ginning. He further eliminates suspense by building his plot on an
allegory of the drama of Golgotha. What plot development there is
follows that well-known story. However, in the area of situation there
is a great deal of difference which serves to create interest and stimu-
late tﬁought. This is in keeping with the Brechtian aim of giving
pleasure to the audience by permitting it to discover new truths and
thereby enlarge its understanding ratﬁer than providing entertainment by
means of emotional catharsis.Z!

The plot revolves around an electronic computor built by three
students, Pedro, TomAs, and Kery. This computor is so accurate it can
even predict what a person will say before he says it. The first scene
shows Manuel, "luciendo en la camisa una tremenda mancha roja a la altu-
ra del cérazén, con los brazos abiertos, y la cabeza caida sobre el hom-

n28

bro, de pie, apoyado en el tablero, ... muerto, He is stretched upon

27Esslin, Brecht, p. 127.

280uzzani, Para que se cumplan las escrituras, p. 1k,
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the computer which also appears to be broken. The four men who discover
his body decide to sit down and write Manuel's history. Thus Mateo,
Marcos , Lucés, and Juan retire to a bar vhere they engage in religious
and philosophical discussions revolving around prophesy. When Juan asks
if there are such things as scientific prophesies, he sets the action in
motion. At this point the focus of the scene shifts to the students
Tomés and Kery, the inventors of the computer who have come to the Cinco
Esquinas bar to test the validity of their machine's predictions. From
here on Cuzzani designs the plot to show why Manuel died. As he has al-
ready revealed the outcome, it is the circumstances that he now wishes
to investigate.

Even in its development the plot, which is already more or less
known, does not move directly shead. The situation evolves on two levels,
which at times converge and cross over, and at other times remain sepa-
rate and parallel. One set of actions centers around the students Pedro,
Tomés, and Kery, and Estrella and Manuel. The other involves the evange-
lists, Mateo, Marcos, Lucas, and Juan, These latter are in reality the
storytellers, each presenting the same occurences from his own individual
viewpoint. While they do not actually relate four different stories,
their discussions, which alternate with the other action, present their
different interpretations of the situation, not necessarily of the con-
crete actions.

As the computer has predicted that the students will entrust its
operation to a stranger named Manuel, when he appears they feel obligated
to comply. With the entrance of Manuel, a sub-plot develops in the form

of a love story between Manuel and Estrella. Before undertaking his new
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assiénmeht, the students advise Manuel that the machine has predicted
his death. The climax of the first act occurs when Manuel asserts his
freedom to Estrella, !"INo, sefiorita! S8lo yo decidiré lo que ocurriréa
el 17 de abril a las 3 de la tarde. Estoy a punto de contestarle que
acepté todo este trabajo como un desafio."eg The scene then shifts to
Marcos and Juan who comment upon the foregoing.

JUAN, «= (Ja! 20iste eso? 1ILa libertad! ¢Pero de ddénde
salid el Manuel este? La ... 1i 40e , 1la 1i ...

The structure of the second act is quite intricate. The first
scene shows Marcos and Mateo seated on the proscenarium fishing., At the
same time they are carrying on a philosophical conversation sbout freedom
and destiny., Simultaneously in another part of the stage the audience
sees Manuel busily at work at the computer which is buzzing and throwing
off sparks, while Estrella sits on the floor near him. The action switches
from the evangelists back to Manuel by means of the following dialogue:

MARcos; -= [Ah! ... (Pausa. Marcos hace un movimiento de
atencidén.) {Silencio! ’

MATEO, -~ ¢Pican?
MARCOS., -- (Sefiala la cruz y sus hsbitantes.) iNo, all&!
Ya empieza. (Ambos miran. Las luces de los pescadores
se apagan ... 31
In the ensuing scene Estrella pleads with Manuel to leave the
computer alone, and reveals her love for him, This leads to still
another scene within a scene as Manuel pushes a button on the computer,

and next to this setting appears a door with a sign over it which reads

Registro Civil. A couple passes through the door declaring their love

291bid., p. 47 301pig,, p. 48.

3l1pida., p. 51.
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for each other. Then a second couple passes through the door, making the
same declarations. A third pair follows, composed of the girl from the
first couple and the man from the second couéle, again speaking the same
words of love. Finally the fourth and last couple appears which is the A
girl from the second pair and the man from the first. Once aguin they
repeat the now familiar words. Manuel has graphically made his point to
Estrella, and at the same time has shown how the machine has depersonal-
ized human feelings.

MANUEL. -- iMiralos bien! Todos los afios se casan aqui

28.765 parejas. Inexorablemente, fatalmente. Cada

pareja cree ser {inica, libremente enamorada de los ...

detalles. Pero sdlo cumplen un nimero ciego, una

cifra de amor que les corresponde., Todas dicen mas o

menos lo mismo. (suenan voces coreadas ahora por las

parejas y el coro interior.)

When Pedro, Tomés and Kery intrude upon the couple, bringing with
them a group of professors from the University, the two levels merge, for
the professors are none other than Marcos, Mateo, and Juan. The profes-
sors wish to take the computer to their offices and to meke use of it for
various profitable enterprises. Upon hearing this proposal, Manuel be-
comes quite upset and strongly protests such an action. When Pedro or-
ders him to leave the laboratory, Manuel rushes to pull the main lever
of the machine which until then he had not dared to touch. This act is
climactic and results in a spectacular display of electronic fireworks at
the end of which the computer produces a card containing the beatitudes

and a promise of a better world to come. "Porque en verdad os digo que

el fin de toda noche y el acabamiento de toda angustia por causa del

321pid., p. 61.
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hombre terminard en breve, y en la paz y el sosiego del tiempo, los
hijos del hombre conocerén el amor."33 Upon reading these words aloud,
Manuel orders the professors ouc of the laboratory, snd as they leave he
returns to the machine and begins working feverishly with the help of
Kery and Tomés. Estrella resumes her position seated on the floor as at
the beginning of the scene, thus providing a circular aspect.

The setting then shifts to the left angle of the proscenarium
vhere a telephone is ringing. The scene is an editorial room, and Lucas
is now the editorial secretary. Pedro enters and the ensuing converse-
tion deals with the prophesies the computer is now meking, The conver=-
sation is a form of narrative which gives the audience informetion con-
cerning the type of predictions the computer is meking, and Pedro's
attempt to discredit them. In order to show further concern over the
effects of the machine's prophesies, the scene sbruptly shifts to another
corner of the stage where Marcos enters, pacing up and down, speeking
into a telephone, His conversation serves to reveal the political
threat the machine now poses to the establishment as well as its poten-
tial for economic gain, and hints at sinister actions that may follow.
When he hangs up the phone, Marcos looks towards the scene of the labor-
atory thus shifting the audience's attention to the setting wheré the
action is now progressing.

There are now two parallel actions in progress, that within the
laboratory which involves Manuel, Estrella, the students and the machine's
prediction of Manuel's death. The suspense built up around this action
involves Manuel's choice as to whether he will die according to the fore-

cast, or whether he will try to thwart this destiny. The parallel action

331bid., p. 67.
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in the scenes adjoining that of the laboratory centers around the evange-
lists who in addition to their exposition on the various aspects of
Manuel's story, are involved in actions against Manuel which are to lead
to his destruction., In one scene, Juan, in the role of a police deputy,
is freeing a prisoner who is to furnish the department with informetion
in return for his freedom. The two actions merge again briefly following
this latter scene as Estrella and Kery enter the deputy's office to show
him a threatening letter received at the laboratory.

At this point the action seems to digress since the next scene
takes place between Mateo and a prostitute in the latter's bedroom. The
connection is reestablished by the following dialogue:

MUJER. -- Soy curiosa, isabes? Me guata que me cuenten,
Todos vienen con algiin pretexto. Dime el tuyo. Yo
colecciono pretextos.

MATEQO, -- No es un pretexto y te repito que no lo enten-

derfas., (Més sereno.) Vine aqui para degradar mi

virtud y sentirme igual a tggos los pecadores, porgue

debo juzgar a uno de ellos.,

From here the action progresses to a meeting of Mateo, Marcos, Lucas,

and Juan who are gathered together to pass judgment on Manuel. The action
here is on two levels, first their participation in Manuel's death, and
second, their position as chroniclers of the story. Thus they seem to

be recording what has already happened, while at the same time deciding
the fate of Manuel and what will happen in the future.

MATEQ, -~ Me alegro que todos hayamos cumplido con la cita.

Podemos empezar ya mismo. Yo estuve meditando profun-
damente y mi conclusidn es ...

341pid., p. T5.
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JUAN., -- (Interrumpiéndolo.) Un momento, Mateo. Antes de

ofr la opinidén de cada uno, quisiera proponerles algo.

(Todos lo miran.) Quisiera que juntos los cuatro, re-

cojamos toda la historia de Manuel y su muy curiosa

méquina.

MATEO, -~ (T4 dices, escribirla?

JUAN., -~ Exacto. No creo prudente confiar en la memoria.
Andando el tiempo, cada uno de nosotros recordarfia sdlo
lo que mejor conviene. No seria la primera vez.

MATEO, -~ Tienes razdn. Ademés por escrito siempre resulta

més verosimil. Los textos prestan certidumbre a los

testimonios.

LUCAS. -~ Yo no tengo inconvenientes. S6lo que se me

ocurre, debiéramos esperar. Al fin y al cabo y la his-

toria no estd terminada.3°

The ensuing discussion as to what should be done with Manuel is
not of interest because of the decision, for that the audience already
knows, rather it is the circumstances of the debate itself that are sig-
nificant, for they argue the point of freedom and destiny on all levels
and from all directions. Neither does this judicial process contain any
element of suspense, but instead raises many questions which their deci-
sion that Manuel must die does not really resolve.

As the play returns to the laboratory and the story of Manuel
resumes, the tension begins to mount once again, as it did when Manuel
pulled the main switch. The direction of this part of the play now cen-
ters on Manuel's struggle within himself to assert his free will., This
scene takes place on April 16, the day before Manuel's predicted death.

From this point on Cuzzani begins to increase the dramatic tension.

Since the audience is already aware of the final outcome, the achievement

35Ibid., p. T7.
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of electrifying suspense demonstrates the playwright's mastery of theat-
rical technique. The author uses Estrella to initiate the conflict.
She has invited the three students to supper and proceeds to tell them
that Menuel plans to wait until the last minute and then defy the machine.
This is her own idea and not Manuel's., While the three students are very
happy to learn of the proposed plan, it is not so simple for Manuel
because he is torn between the desire for freedom and the desire for the
betterment of mankind which the computer has promised. The climax of
this struggle and of the play arrives when a brilliant idea strikes
Manuel: he will die and thus save mankind, but he will choose the time
of his death and thereby exercise his free will.

The denouement consists of the carrying out of Manuel's plan,

The final scene is an exact replica of the first scene wherein the four
evangelists discover Manuel's body, thus completing the circular struc-
ture of the play.

Here like in his other plays Cuzzani does not neatly resolve the

situation, and the drama does not make decisions for the viewer. Neither
does it pass judgment but rather stimulates the mind by implications.
The play does not really solve the question of free~will versus destiny,
although it does present one man's choice., Moreover, the work does not
try to judge the actions of those responsible for Manuel's death. This
again it leaves to the audience.

Because of indifference to dramatic rules, modern plays tend to
become more difficulf and more episodic'than works of the past. As

formlessness increases so does discursiveness, until the dramatist almost
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emerges as an evangelist, proselytizing for his faith. This leads to
the interjection of prefaces, prologues, critical commentary and appen-
dices which begin to accompany the works. The didactic element results
in a violation of the concept of the fourth wall, so essential to the
school of realistic drama. This concept may be defined as the consider-
ation of the audience as non—existent.37 Only in this way could the
theatre present a fragment of life., The doctrine of the fourth wall
made asides and soliloquies obsolete in realistic and naturalistic

drama, for if the audience were to be viewed as non-existent, the charac-
ters would have no reason to address it directly.

Writers for the new theatre view the audience in an entirely
different way from their predecessors of the realistic-naturalistic
school. Far from considering it as non-existent, they often deliberately
address it directly. Cuzzani makes use of the monologue to deliver his

mensaje final. While the character may appear to be talking to an

audience on stage, it is obvious that he is also addressing the audience
in the theatre. Besides these final monologues, the author also makes
use of the soliloquy and direct address to the audience. The aside dates
back to the dsys of the Golden Age drama where it was used to inform the
audience of some fact the other characters on stage did not know and
supposedly could not hear. When Cuzzani's char-:ters address the audi-

ence it is not for the purpose of divulging secrets but to break the

36Robert Brustein, The Theatre in Revolt (Boston: Little, Brown
and Co., 1964), p. 12.

3TJohn Gassner, Form and Idea in the Modern Theatre (New York:
The Dryden Press, 1956), p. 30.
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illusion of reality and to create an atmosphere of absurdity. Cuzzani
uses the soliloquy, an old theatrical device, to present his thesis and
~as such it is a propaganda tool which is far removed from the soliloquiés
of the Golden Age andthe nineteenth century Romantic drama.

In the opening scene of Una libra de carne the orderly makes his

entrance and begins talking to himself and then addresses the audience.

In El centroforward murid al amanecer the Vagagbond acts as a narrator as

he relates Garibaldi's story to the audience; while in the scene preced-
ing the execution the Cannis Company commercial is directed towards the
viewers.

There is another soliloquy at the end of the second act of Sem-
Eropio vhen the High Commissioner, left by himself on stage, discusses
the problem of machines, while at the same time he pounds on the table,
hitting his fist on the radio-active pastry. The tone of this soliloquy
is far from that of dramatic impact, and does not deal with philosophical
concepts,

ALTISIMO COMISIONADO. =- (... queda solo.) Mantenamos la
calma ... Pensamos ... no es més que un accidente ...
un simple desperfecto. Ellos son buenos mecénicos.
Ademds, si yo les doy una orden, tendrén que cumplirla,
El mundo esta orgenizado asi. No se discute con las
licuadores o con las méquinas de afeitar., Se las re-
para ... Y una vez reparadas, se las utiliza! Estén
todos muy equivocados si esperan que por un minimo des-
perfecto me voy a desconcertar., 1Yo soy el que dé las
b6rdenes! A los hombres y a las cosas, Les digo:
iFuncionad! Y ellos, ia Funcionar! (Saca la mano del
pastel de estampillas donde fue a parar su pufio cuando
golped. Se mira.) En ... (Se sacude molesto, se lim-
pia en la ropa. Luego se va asustando.) Este pastel
es ... (Grita.) 1iDe estampillas! IRadioactivas!
iSocorro! iMe vgy a desintegrar! 1Voy a reventar como
una bomba ... !3

38Cuzzani, "Sempronio," T.A.C., p. 215.
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Cuzzani violates the fourth wall convention most drastically in

Para que se cumplan las escrituras. In this play as in El centroforward

murid al amanecer, the author uses the device of narration to move the

action forward, The four evangelists are telling the étory, and in so
doing they at times speak directly to the audience. On other occasions
they act as though they themselves are the audience viewing the drama.
Such interpolations of direct address and narrative are at first start-
ling, but the audiénce soon accepts them as normal, and although they
may bresk the continuity of the play, they tend to add another dimension
which creates surprise as a result of rapidly changing moods.

Cuzzani, along with other dramatists of the new theatre, has
succeeded in shattering the unities of time, place, and action, as well
as dissolving the fourth wall. However, these writers have added a
fourth unity which serves to maintain cohesion in their works. This is
the unity of impression. Whatever the divergent elements in these plgys,
they must all be aimed towards leaving one overriding impression. Thus
while a drama's contradictory ingredients may seem to destroy one another,
they are actually contrived to give mutual support. The dramatist may
achieve this fourth unity even though there is an absence of consistency
of charaéter, external ﬁnity, and plot progression.39 ‘Such plays may
appear anatomized due to their episodic nature, but they do form a uni-~
fied whole when viewed from the standpoint of impression.

Cuzzani's works for the most part are aimed at giving an impres-

sion of man degraded by a highly mechanized and materialistic society.

3. 1. Styan, The Dark Comedy (Cambridge: The University Press,
1962), Pp. 275""77-
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In Una libra de carne he leaves the impression of the desire for an
authentic life that cannot be reconciled with the présent conditions in

the world. El centroforward murid al amanecer also shows the problem

of freedom and of trying to be authentic in a regimented society. The
essence of freedom is also predominent in Cuzzani's other pleys. The
structure of Cuzzani's dramas is designed to present a total impression
of man's condition. He accomplishes this by means of joining varied

and at times seemingly incongruous parts which in the end form a unified
vhole. His skillful blending and positioning of opposing elements

serves to accomplish his purpose of dramatic impact.



CHAPTER IV
TECHNIQUES

The techniques Cuzzani and other contemporary dramatists employ
are in many instances far from new. The appearance of a chorus dates
back to the days of the ancient Greek theatre, the Shakespearian drama .
made wide use of the contrapuntal effect of comic reiief, and romanticism
used lighting effects to set or change the mood. What makes these and
other devices unique is the way in which the playwright exploits them,
as well as the unusual, and at times incongruous, combinaﬁions he puts
together.

The open episodic shaping of the new drames allows rare logistic
Juxtapositions, along with sharp comic contradictions. This technique
of counterpoint, as Brecht developed it, is a means of achieving alien-
ation. Since the objective is to keep the audience from becoming too
involved in the play, or from empathizing with the characters, the drama-
tist superimposes raucous comedy upon a tragic scene, or builds a comic
attitude only to shatter it with a sudden shift to thé serious or tragic.
The incongruity of the solemn and the ridiculous, or the proximity of

88



89
the ugly and the beautiful also produce tragicomic tensions.l The play-
wright may also use tone, patterns, and impressions in a contradictory
manner,

Beginning with Una libre de carne, Cuzzani‘makes wide use of the

contrapuntal method in his plays. In this work there is the almost con-
stant contrast between the serious Elfas Beluver and his farcical sur-
roundings. The bizarrely comic jurors set a mood of hilarity which is in
sharp contrast to the serious and depressed mood which Beluver exhibits
in the scenes from his past. The jury and the courtroom spectators
greet these almost tragic incidents with nonchalance, and continue in
their ridiculous behavior. The typical reaction of the Ama de Casa is,
"{Qué emocianante! 1Como en el cine!"; while the Jubilado replies to
all questions, "Yo no sé ... Yo soy Jubilado." The little girl is con-
stantly asking her father such things as, "(Por qué tiene que ser una
libra y no un kilo o dos? !CuBnto pesa una libra? &{Qué es la molicie?
¢Qué es un filéntropo? (Lo van a ahorcar?"

As the jury renders its decision each member gives his reasons
for finding Beluver guilty. Their absurd justifications are a satire on
justice. The flippant attitude of the jurors is in direct contrast to
the horror of the sentence which the judge pronounces.

Another exsmple of the contrapuntal effect occurs as the specta~
tors are leaving the courtroom when the following comic dialogue teakes

place between an usher and the photographer.

15. L. Styan, The Dark Comedy (Cambridge: The University Press,
1962), p. 25k,
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UJIER, -- Esté tranquila. Pero recuerde que el Juez no
quiere fotos de perfil. (al Fotégrafo.) ¢0yd usted?

FOTOGRAFO. —- No se preocupe. No tenfa placas. La foto
que va a salir es de la seman~ pasada. Pero a la
gente le gusta que la fotografien para el diario,
Después lo compran,

This jocular mood is suddenly changed with the intrusion of a man who
asks the usher what will happen to Beluver now.

UJIER, -- 4Cbmo que pasd? iNo estuvo usted presente?

HOMBRE. -- Sf. Pero me referia a lo que le pasaré después
a Beluver. &Quién le daréd trabajo, dénde iréd? Nadie
explicd nada.

UJIER. -- El procesado est& en libertad. A la justicia no
le importa saber ni averiguar nada de la vida privada
de las gentes. Son libres y responsables de sus actos.
(Pausa.) Y haga el favor de irse, que aqui no se puede
estar.,

HOMBRE. —-- (incorporandose.) --Y digeme ... itampoco le
interesa a la Justicia saber por qué Beluver no tenia
sangre? (Llega otro Ujier y se le une al que estaba.)

\
UJIER. -- Retirese sefior. No estamos para discusiones.

(Entre los dos Ujieres tomen por la solapa del saco
al Hombre,)3

This dialogue leads directly into the serious didactic monologue
which the man delivers to the audience. It is both & commentary and a
condemnation of the society that has robbed Elias Beluver of his life's
blood. This speech produces a rather abrupt and unexpected change in
mood and direction.

The technical aspects of Cuzzani's works most vividly demonstrate

the flexibility of his theatre. His plays are not always presented in

2Agustin Cuzzani, "Una libra de carne," Teatro de Agustin Cuz-
zani (hereafter referred to as T.A.C.) (Buenos Aires: Editorial Quetzal,
1960), p. 61.

3_ .0
Ibigd.
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exactly the same manner. Instead, various productions have contained
different innovations, giving the works a more organic nature. One

variation of Una libra de carne, whicl resulted in an even more heighten-

ed contrapuntal effect in the last scene, was a presentation in Rosario
in which the climate closely approximated vaudeville, thus making the
contrast between the preceding farce and the final message sharper, and
adding a touch of irony by having the chorus of creditors falling from
the ceiling, rebounding like rubber dolls during the delivery of the

mensq,ig_final.h

Cuzzani strikes a satiric note very early in El centroforward

murid al amanecer. The play opens in & public plaza where a vagsebond

is asleep on one of the benches. A guard approaches him to tell him he
must move because a very important ceremony will be taking place shortly.
The occasion turns out to be a hanging, and the guard has a responsible
role to play, as he explains to the vagsbond.
GUARDIAN, == iY claro! Tengo que repartir los programas,
acomodar a la gente, guardar el orden, dar las expli-
caciones del caso. (Muestra el fajo de programas en
su bolsillo.) &Ve? Las entradas est@n rigurosamente
numeradas y no se admiten vales ni permisos de favor.
Todo estd bien organizado. En fin...yo supongo que
usted comprenderi...Es solamente por esta noche. Des-
pués, elsbanco seguird a su entera disposicidn, como
siempre.
~ The absurdity of a printed program for an execution is in sharp contrast
to the horror of it.

As the vagabond reveals the story, there is a satirical scene

in which the Nshuel Soccer team returns to its clubhouse after a

N

Cuzzani, "Uns libra de carne," epilogue, T.A.C., p. 65.

SCuzzani, "El centroforward murid al amanecer," T.A.C., p. T2.
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victorious game with fans and reporters mobbing the team members. As
compared to this tumultuous interval, the next episode is more sober as
Cacho visits with his Aunt Dominga about the financial problems of the
Club and his strong attachment for the team., The arrival upon this
vscene of a creditor and two court officials again adds humor and satire
to the situation as first they try to establish his identity, and then
procede to inform him that he is being attached for the debts of his
ball club. Cacho assures them that he is Aristides Garibaldi, the center
fo£ward of the Nahuel Athletic Club, and proves it by showing them his
foot, "Y bueno. Este es el pie que hace los goles. Usted puede compro-

"6

bar ... He finds it incredible that they wish to impound him, and
asks:
GARIBALDI. -- iQué quiere decir todo esto?
ACREEDOR., -- Una simple precaucidén, nada més. No puedo
ponerme de acuerdo con el Presidente de su Club, sobre
la forma de pago de mi crédito y toma esta medida para
asegurarme. Una simple precaucidn, nada mas.

GARIBALDI. -- No entiendo que clase de precaucidn es ésa.
lUsted me embarga a mf?

ACREEDOR, -~ Claro.

GARIBALDI. -~ Es decir no embargs ?i sueldo, ni mis muebles,
ni mi ropa. iMe embargs a mi!

The second act takes place in Lupus' palace, and contains a great
deal of farcical humor as Garibaldi meets the other members of Lupus'
collection, Nora, the ballerina, Hamlet, Prince of Denmark, the Profes-
sor, and King Kong. When Garibaldi tries to explain the game of foot-

ball to Hamlet it produces an extremely funny interlude.

Trpia.
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HAMLET. -~ ... y shora, explicame, extranjero, lqué es
foot-ball?

GARTBALDI. -~ Pues el foot-ball es un juego. Consiste en
correr con una pelota y meterla en un arco defendido
por los contrarios. Juegan once contra once,

HAMLET. (pensativo) ~~ Comprendo. Y ... t@l hacfas eso?

GARIBALDI., -- Sf, siempre, Es mi especialdad.

HAMLET., -- Creo,entenderte. Y ... para qué lo hacias?

GARIBALDI. (cortado) -- Y...para nada...Es el deporte a

la g?nte le gusta. Es el deporte del pgeblo. Cientos

de miles de personas enloquecen por el.

Garibaldi does not fare much better with King Kong. He tries
playing catch with him, but King Kong runs off with the ball. Tﬁis comic
tone is in definite contrast to the next scene in which & depressed
Cacho reveals to Nora his desire and determination to escape from Lupus'
palace. This desire leads to the murder of Lupus which occurs while at
the same time in the background the sudience hears the deafening noise of
the crowd shouting, "Garibaldi, pum,”" followed by the delirious announce~
ment that Lalo Pelliciari has scored a goal. Thus the excitement of the
soccer game is superimposed upon the horror of the murder. The execution
which follows the murder and the trial is another satire, this time on
Yankee commercislization. The Cannis Company Limited is sponsoring the
spectacle, replete with an announcer and a singing commercial. For such
& special occasion, Sefior and Sefiore Cannis make a personal appearance
to promote their product.

SR. CANNIS. -~ Sefioritas: S6lo he de decir unas breves
palabras que me dicta la emocidn de este momento. Y

ellas son a propdsito de la utilizacidn de las sogas
MEYCa. e

8mvia. , p. 96.

—————
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CORO DE LOS TRES. (cantan) -- iCannis Company Limited!
SR. CANNIS. -- ...En la ejecucidn pfiblica de criminales.
También fabricamos sogas de ocho cabos para pasear
PErros. ses
SRA. CANNIS., -- ...De dos cabos para atar paguetes...
SR. CANNIS. -- ...Especiales para pescar...
SRA. CANNIS, -~ ... Y para remontar barriletes...

SR. CANNIS. -~ Y siempre una soga para usted, marca...

CORO DE LOS TRES (en pleno swing.) -- iCannis Company
limited!

SR. CANNIS, ~- ...Como pueden comprobar viendo este

muestrario cuyos precios podemos proporcionar a los

interesados, una vez que termine este lindo acto.

Nuestra firma se cree en el deber de declarar su...

(Vacila, Mira a la Sra. Cannis) How do you say hap-

piness in Spanish?

At the end of this humorous commercial, Garibaldi launches into his mono-
logue whose somber tones are in direct opposition to the merry mood of
a few moments earlier,

In addition to the alternating, and at times simultaneous,
scenes of comedy end sobriety, Cuzzani also accomplishes a contrapuntal
effect by the juxtaposing of opposite characters, such as Garibaldi and
Lupus, and the contrast of beauty and the beast in the characters of
Nora and King Kong. There is also the antithesis of Hamlet and Gari-
baldi, to whom he refers as the anti-Hamlet.

The playwright carries over this technique of counterpoint into
his next play, Los indios estaban csbreros, where upon a background of

’

hunger and beatings he superimposes humerous notes, which are at times

1bid., p. 11l.
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carried to the ridiculous. For example, in the empire of Axayaca it is
unlawful for miners to open their eyes outside of the mines. Teuche has
disobey.i this law and seeks help for his burning eyes. The old hag
Quepuxilanxuacoxetal gives him the following advice: "M6jatelos con
agua frfa y no mires al sol de frente, y ademfs cAllate la boca; que el
ruido de los latigazos que te dard, me haré doler las oreJas."lO The
poverty of the people is extreme, and heavy taxes further oppress them.
A comic situation makes this clear when the town crier announces a new
tax.
PREGONERO. ~- ...México: Décimo segundo dfa del décimo quinto
mes del afio 12 de las Cafias de la Octava Gavilla, Se ha
establecido un nuevo impuesto en todo el territorio del
pais. Se refiere a los mendigos y limosneros y establece
que dada la falta de bienes y propriedades los mendigos
deberén juntar y entregar al recaudador official cada dos
meses, una bolsa de piojos que seraén sacrificados cada
dos meses en holocausto a la divinidad...ll
Farcical humor dominates the second act as Manuel the fisherman
catches the three Indians in his net, and thus assumes that they are
fish. This leads to many amusing situations, such as when they are
taken to the Inquisition investigators and arrive there in a large tin
can,
CURA II. -- iVélgame Dios! 2qué es eso?
INFORMANTE., -- Son, los procesadoS...
CURA III. -- 1Y estén ahi dentro?
INFORMANTE, -~ En efecto., Como se trataba de peces y
debfamos conservarles hasta hoy a dos meses largos de
la pesca consultamos a varios especiaslistas. Todos

coincidieron en que esta era la mejor forma de.conser-
varles. El aceite es por supuesto..de oliva,12

loCuzzani, "Los indios estaban cabreros," T.A.C., p. 127.

1l1pia., p. 128, 121pig., p. 150.
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The droll tone of this scene before the church tribunal differs
greatly from tng“ippression the three Indians present on their journey
to prison., This trip is extremely unpleasant and disillusioning for the
three because their guards constantly beat them. The crowds who turn
out to see the famous peces during the course of their journey produce a
circus-like atmosphere which serves to heighten the contrapuntal effect
between the suffering of the Indians on the one hand, and the entertain-
ment and exuberance of the crowd on the other.

A mood of optimism prevails during the first part of the third
act as Mariceleste has had a favorable response from her audience with
the Queen. Thus the three Indians have high hopes of carrying an intel-
lectual revolution to the New World. This cheerful outlook suddenly
changes when Don Pero mentions that Queen Isabel will be involved in
the project, and Don Lope adds that along with civilization and science
will go the arms of conquest. A serious debate ensues on the pros and
cons of the proposed journey to the New World, and Tupa agonizes in his
dilemme of wanting to bring a better life to his people via science and
knowledge, but of wanting to spare them the suffering that will be inev-
itable as a result of the conqueror's sword. In the midst of this strug-
gle, an interlude between the police and Columbus introduces a bit of
comic relief,

POLICIA. -- }Eh usted!

COLON. -~ iQué desea,.buen hombre?
POLICIA. -- iDocumentos!

COLON. ~- Quién es usted para pedirlo?

POLICIA. -- (Mostrando una medalla y abriendo su libreta.)
iPolicfa! (Pausa.) &Cémo se llama usted?
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' COLON, == Ah,..la cosa no es muy clara. Me llaman Cristdbal

Coldn, o thiigopherens Columbus, o Colombo, o Colono,

o Colom, 0O...

“'he author again introduces counterpoint at the end of the play
just when it appears that everyone will live happily ever after. Tupa
interjects a sudden note of disquietude when he makes an unusual request
of the Queen, "Quieroc volver a la cércel. Pronto vencerd el plazo para
morir en la hoguera.."lh

By maintaining the spirit of farce throughout Sempronio Cuzzani
makes the contrast at the end even more startling than in his previous
works where he introduced contrapuntal effects much earlier. As the
action towards the end of the third act closely parallels that at the
end of the first act, with the High Commissioner's discovery of Sempronio's
radiocactivity, the expectation is that the comic farce will also continue
as before. The sudden switch to the serious which Sempronio's monologue
on the subject of love accomplishes, is so startling that it creates
dramatic impact. The works preceding Sempronio all began on a note of
comedy and ended on a tragic note. Sempronio follows a similar course,
except that here the serious replaces the tragic element with no notable

lessening of dramatic impact.

In Para que se cumplan las escrituras Cuzzani reverses this pat-

tern, for here the pley begins with the tragedy of Manuel's death and
then changes to a satiric note as the evangelists begin the task of

recording his story.

131pia., p. 171.

Yrid., p. 175.

en————
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MATEO. -- "Porque vendré el dia de Yavé de los Ejércitos sobre
los soberbios y los altivos, y seran abatidos",

JUAN, -- (A Marcos, burldn.) El don de la profecia no fue dado
.. los bebedores de té con limén. (Bebe.)

MATEO, -~ (Leyendo y escribiendo. Pero més fuerte.) "...y

sobre los cedros del Libano, altos y sublimes, y...(Mar-
cando)...sobre todos los alcornoques de Bazén. (Juan se
vuelve como para reaccionar contra Mateo. Marcos le toma
un brazo.)

JUAN. -- iMe dijo alcornoque! INinEuna tortuga de sacristia
me ha llamado a mf alcornoque!l

The author continues this contrapuntal effect throughout the
play by means of slternating scenes involving Manuel, the students Kery,
Tomas, and Pedro, and Estrella on the one hand, and the Evangelists
Mateo, Marcos, Lucas, and Juan, on the other. The situations involving
Manuel are somber, while those concerned with the evanglists are at
times serious, but often disintegrate into the satiric. An example of
this follows the scene at the Bar Cinco Esquinas where they have just
witnessed the students testing their computer's accuracy. The four are
discussing what they have just seen when Mateo begins ardently shouting
biblical prophecies which angers Juan who picks up a chair with the in-
tention of throwing it at Mateo. Marcos, placing himself between the
two, grabs a chair while Lucas takes a table with both hands and noisily
places it next to Mateo's.

JUAN., ~- iBasta, murci&lago de campanario! Lagarto
pdlido de charcos proféticos! iVieja bolsa de
podredumbres !

MATEO., -- (Sin deternerse.) iPor tanto Yavé de los
Ejércitos enviard flaqueza sobre los gordos y debajo

15Agustin Cuzzeni, Para gue se cumplan las escrituras (Buenos
Aires: Editorial Quetzal, 1965), p. 19.
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de su gloria encenderd incendio como ardor de fuego!

JUAN. -- [Repartidor de almorranas! iSembrador de langostas!
IViejo esputo!

MARCOS, -- iSilencio los dos! Debiera darles verglienza refiir

como ninos perdiendo toda nocidén de respeto y olvidando

que cada hombre es sagrado en sus opiniones constructivas

desde que hay libertad en el mundo.16

A short period of complete chaos follows this speech with all
four men talking at once. Then suddenly all are silent, and as the dia-
logue continues a sober group now enters upon a serious conversation.
The vacillating moods in this work are all.the more disconcerting since
they often occur suddenly within the same group of characters. Thus
counterpoint also occurs not so much as the result of contrasting char-
acters, but as the result of contradictions within characters.

Another technique which Cuzzani uses effectively in his works
is that of the chorus. He does not employ the chorus, as in Greek plays,
to advance the story through narration, but rather as a rhythmic emphasis
of mood or idea. Often the language the chorus uses is nonsensical,

based upon rhyme and rhythm.

In Una libra de Carne a chorus of the spectators emphasizes

public sentiment, and as the Judge orders the presentation of Elfas
Beluver and the ushers accordingly call his name, the chorus echoes the
callo

CORO (interior)-- iBeluver! iEluver! ILuver! iLias Luver!
iUver! iUver! IUver! (Las voces se pierden...).

CORO DEL PUBLICO. —- IHa llegado el procesado! iEsté pre-
sente el delicuente! ([Ha estafado, ha defraudado!

161pi4. , p. 32.

l7Cuzzani, "Una libra de carne," T.A.C., p. 30.
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As the prosecuting attorney presents the charges against Beluver,

the chorus picks out and emphasizes certain points, being especially

. repetit. 1is of last lines.

ACUSADOR. ~- ... Habria que shorcarle, pulverizarle, aniquilar

hasta el recuerdo de sus fechorias, para que no quede rastro
de su obra. Un hombre asi, no es un hombre. Es la incar-

nacidén del mel integral, del horro definitivo, {Es un mal-
dito! (Hay gran agitacidén en el pfiblico. Algunos se han
puesto de pie, amenazan con el pufio. Vociferan, alborotan,
puede oirse el Coro)

CORO DEL PUBLICO, -~ iA matarlo, a quemarlo, a lincharlo, a
niquilarlo! IHa robado, ha estafado, ha defraudado! ...

ACUSADOR, =~ ... Félizamente, aunque sdlo fuera mera formula,

mi cliente, el honrado comerciante don Tomés Shylock Garcia,

hizo firmar a Elfias Beluver un compromiso, por el que en
caso de no pagar la deuda, debera dejarse cortar a benefi-
cio del acreedor, una libra de carne,

PUBLICO Y JURADO. (Coro) -- iUna libra de carne!

ACUSADOR, =- ... S6l0 una triste y flaca libra de carne de
Elfas Beluver, por la cual mi cliente ha pagado cuatro
mil doscientos trece pesos.

PUBLICO (Coro) —- iCuatro mil doscientos trece pesos!18

Besides this use as reinforcement, Cuzzani also uses the chorus

to help create the atmosphere of mechanization. In the scene which

shows Beluver waiting for the bus, the chorus helps emphasize~the feeling

of oppression which mechanization produces in his daily life.

CORO DE PASAJEROS. (inclinéndose para ver si viene el omnibus).

-~ }AhY viene! iNo, no viene! 1Sf, viene! INo, no viene!
UNO, =- iCon tal que no venga atrasado!
CORO. -- iQué no venga atrasado!

OTRO., -- iInventemos una excusa!l

181pia., p. 32.
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CORO., == iUna excusa! 1{Una excusa! i[Esa nos conviene!
OTRO. -~ iLos patrones no creen nuncsa nadal

CORO. (con terror) -- iLos patrones, los patrones, los patrones!

CORO. —- IMaldicidn! iNo llegamos! Los patrones, los patro-
nes! [Malditos sean los patrones!

The chorus's final speech in this scene builds upon the previous refrains,
incorporating them into one,
The chorus also produces an atmosphere of mechanization in ELl

centroforward murid al amenecer. 'La marcha militar de los carpinteros

al comienzo del primer ascto, su trabajo ronda y al comp@s de un canto

casi ritual, es claro testimonio."ao The carpenters' song is based on

4

the old nursery rhyme, "Los maderos de San Juan." Their march, together

with the rhythm with which they work and sing creates a mechanized effect.

CARPENTERISIMO. -~ §Comenzad! (El coro se coloca en ronda de
uno en fondo, formando un circulo. Cada uno blande su
herramienta y comienzan a caminar ritmicamente. Medio
agachados e incorporéndose de s{ibito, como una danza in-
digena, sacudiendo en el aire serruchos, formones, mar-
tillos, ete. En el circulo que marca la ronda va surgiendo
lenta y mAgicamente, como surgen los picos de las montafias
en los terremotos, un patibulo ya construfdo. Mientras se
eleva lentamente en el aire, la ronda continfia su paso mar-
cado, cantando con voz ritual y pastosa).

1via., pp. 36-37.

20Hebe Campanella, "El hoy y el aqui en el teatro argentino de
los filtimos veinte afios," Cuadernos Hispanoamericanos, Vol. 78, No. 23k
(June, 1969), p. 637.
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CORO~RONDA -- 1Al serrucho, al cepillo, a los clavos gue
entierra el martillo! 1A la lima, al formdn, aserrin,
aserrén, aserrdn!

A la escuadra, al garlopin aserrdn, aserrén, aserrfn.??

In the middle of the first act of El centroforward a chorus of

soccer fans appears which shows the aficionados -and their adulation of
Garibaldi. This hero-worship is not for the individual, the real Gari-
baldi, but for his skill in the game. As such it is rather superficial
and slightly hysterical.
CORO DE HINCHAS. —- Siento ruido de pelota
Y no sé, y no sé lo que sera.
Es el Cacho Garibaldi
Que al Nahuel o0
Que al Nahuel hizo ganar!
The chorus' refrain, "Garibaldi pum!" echoes throughout the
scene, and then the Vagabond takes it up at the end of the act to add an

ironic note.

GUARDIAN, -- iEh! ?De qué se rfe? (El vagsbundo lo mird
“divertido) ¢Usted se estaba riendo solo?

VAGABUNDO. -~ !Sabe qué pasa?
GUARDIAN, -~ No. |
VAGABUNDO, -~ Garibaldi,
GUARDIAN. -~ lQuién?
VAGABUNDO, -- Garibaldi ...
GUARDIAN., -~ No entiendo nada. &Qué pasa con Garibaldi?
VAGABUNDO. (estallando en risa). -- 1Pum!Z3
This refrain appears again in the second act when Cacho arrives

at Lupus' palace. Here he receives the greeting from the chorus of Nora,

2lCuzzani, "El centroforward murid al amanecer," T.A.C., p. Th.

221pid., p. T9. 23Ibid., pp. 88-89.
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King Kong, the Professor, and Hamlet.

CORO. -~ Celebremos que ha llegado Garibaldi;

fPum!

Garibaldi;

{Pum!

Garibaldi

[Pum!

Celebremos que ha llegado Garibaldi;
{Pum! o),
Garibaldi ipum! Ipum! Ipum!

The interpolation of the fans' choral refrain serves to point up

the anonymity and loss of individualism of the inmates of Lupus' palace.

The enonymous nature of a crowd of admirers is natural, and the author

transfers that quality to the members of Lupus' collection by means of

the repesated phrase,

The march of the miners in Los indios estaban cabreros similarly

achieves the effect of mechanization which the march of the carpenters

produces in El centroforward murid al amanecer. The miners give their

recitation in a rhythmic monotone, almost like a litany, punctuated by

vhip lashes.

CORO DE MINERCS, -- Perla de fuego

rompe en la noche
su maravilla
sobre el mercado,
Llevan los indios
su mineria

de lomos anchos,
de piel desnuda,
de ojJos cerrados,
¥y en el silencio
¥y en el silencio
desesperado 25
TLAUSICALPAN,

2k

Ibid., p. 92.

25Cuzzani, "Los indios estaban cabreros," T.A.C. pp. 12312k,
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At the end of the first act of Los indios estaban cabreros as the

women are seeing the three Indians off on their voyage to the east, they
give their petition to be presented to the Dios-Sol. The chorus of women
_ repeats these'petitions singly and then altogether, thus reenforcing the
ideas. |
MUJER II. -- IQué no haya més hambre!
MUJER I. -- [Qué no haya més muertes!
TODOS. == iQué no haya més hambre!
TODOS., ~- [Qué no haya mas muertes!
MUJER II. -- IQué no haya més frios!
TODOS, =- 1Qué no haya més guerras,
qu§ no haya més 1lantosg6
qué todo sea amor ... !

The second act takes place in Spain and in the opening scene
there is another chorus of women, this time Spanish women speaking with
a decided Spanish accent. These women are asking the protection of
Santa Barbara for their fishermen husbands; so as in the case of the
Indian women, theirs is a chorus of petition.

MUJER III. -- El hombre que fue'de pesca.
MUJER IV, -~ La mujer en la casa,
CORO., ~- Santa Barbara nos tenga
Nos proteja Santa Barbara
Patrona de las tormentas,
Sefiora de las borrascas,
MUJER I, -~ iCon mar calmal

MUJER II. -- iCon mar gruesa!l

COR0O. -- iCon mar gruesa, con mar calma!l

26134, , p. 138
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MUJER III. -- IQué el hombre se fue de pesca!l
MUJER IV. == iQué la su mujer le aguarda!

CORO, -~ Sefiora de las espersas, 5
iSanta Baérbara, Santa Barbara! T

The march of the fishermen in the second act is in sharp contrast
to the march of the miners in the first act. Instead of the monotone the
miners used, the fishermen chant vigourously and happily. The mood is
one of optimism and joy rather than pessimism and sadness.

CORO DE PESCADORES, == iMar bonanza y largo viento,
¥y buen visje y salvamento!
fAqui, de los pescadores!
iFuertes velas, fuertes homes!
Si con San Nicolés
Va la barca a la mar
Lleva el cielo delante
y los vientos detrés.
iA la mar, marinero
a la mar, a la mar
Que la aurora en el puerto
aguardéndote est&.2

Cuzzani's use of the chorus produces impressionistic effects,
both through visual imagery and rhythmic chanting. He also creates these
effects through the use of various staging techniques, such as lighting,

stage props, and costuming. The situacidn-espectéculo is another expres-

sionistic mode in that it presents a visual impression of man's degrada~-
tion. Thus the appearance of Elias Beluver in a circus cage, of Cacho
Garibaldi on the auction block, of the three Indians in the fishing net,
and of Sempronio replete with wires and cables, all present vivid visual
images.

Producers have accomplished different interpretations of these

works by changing the scenography. TFor example, in one production of

zaIbid., p. 141,

2T1bid., p. 140.
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Una libra de carne, Beluvar's bedroom becomes a pivotal point. '"De ella

depende la ubicacidn social del Protagonista, marcéndose por este medio
si se lo interpreta como un obrero proletario, como un empleado de clase
'media, o0 hasta como un abfilico angustiado y enfermizo."?? The use of a

revolving stage in a production of El centroforward murid al amanecer

allowed for a quick and complete change of scenery. Other changes in
interpretation involve suppression or change of emphasis on character.

Some productions of Una libra de carne suppressed the characters of the

newspaper woman and the photographer, while others shifted the emphasis
awsy from them by eliminating their dialogue and having them only take

photographs. Certain presentations of El centroforward eliminated

Hamlet's monologue entirely, while others translated the English portion
into the language of the audience. Still another production put all of
Hamlet's speeches into English, thus isolating him from the rest of the

charascters. Ancther change in El centroforward involved the use of the

football fans of the first act as spectators seated on stage throughout
the entire play.30
Throughout his works Cuzzani makes extensive use of lighting

effects to produce moods. In Una libra de carne alone there are some

180 lighting changes by means of which the rhythm of the action reaches
its maximum intensity. "La luz, en 'crescendo' o 'minuendo', marcaba a
la manera de un latido rftmico, en el contrapunto entre Elfas Beluver

serio y su contorno colorido y fersesco."3' In those plsys where several

29Cuzzani, Epilogue, "Una libra de carne," T.A.C., p. 65.
30Cuzzani, Epilogue, "El centroforward murid al amanecer," T.A.C.,
pp. 11L4-115.

31Cuzzani, Epilogue, "Una libra de carne," T.A.C., p. 63.
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scenes divide the stage, the lighting serves to move the action from one'

scene to the next, as in El centroforward when the Vagabond beéins nar-

rating Garibaldi's story. As the Vagasbond points to one angle of the
stage, the lights come up brilliantly illuminating it, revealing a large
radio sitting on a table with two fans entering the scene and installing
themselves next to the radio to listen to the game. As the scene shifts
back to the narrator, the voicé fades and the lights go out. After the
Vagabond relates more of the story, the lights again rise at the same
place, and the broadcast of the game resumes until the light begins
diminishing and finally goes out, returning the story sagain to the Vaga-
bond. As he tells of the mounting debts of the ball club, lights go on
in various parts of the stage, telephones ring, and lights reveal hands
and faces of the creditors, while on center stage the lights show the
president of the ball club holding a telephone.

A fantasy sequence which takes place towards the end of the
second act achieves its dreamlike quality from the use of lighting. As
GCaribaldi's companions leave him on their wey to greet a group of tourists,
he puts his head in his hands and as the light decreases until only a
single bright thread touches his head, he begins to hear a fantasmal
chorus chanting, "Garibaldi, pum!" The illuminatién of & corner of the
stage reveals a grandstand filled with fans while vendors run back and
forth., As the chorus continues its chanting, the lights suddenly go out
only to reappear dimly in another part of the stage where Garibaldi's
Aunt Domings eppears, advancing towards him with a maté in her hand. As
she offers him the maté, the light shifts from her to a spot on stage

where a ray of light shows a cage with a canary which begins to sing.
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The light again goes out and a brief silence follows before it goes on
again, this time following a couple as they dance across the stage.
These effects of brightening and dimming the 1ights>continue revealing
Qarious other scenes, such as a boy with a football, Hamlet, the official
and the auctioneer from the previous act, Iupus, a tourist, and finally
Aunt Dominga once again. As she calls to Cacho the stage directions show
a rising crescendo of emotions, "Hay un remolino de coros, silbatos de
referee, gritos de cancha, latigazos de Lupus, misicas diversas. Todo
Junto y en sombras. Se hace un silencio. La luz vuelve a la norma.l."32
The shift from the shadows to the light denotes the change from the un-
real world of the imagination back to reality.

Lighting also serves in this play and others as the focal point
for the action. Thus at the moment when Garibaldi strangles Lupus the
lights gradually dim until the stage is in complete darkness., At that
point the Vagabond lights a cigar, drawing attention to himself as he
comments upon what has happened, This also changes the mood from one
highly charged with emotion to a calm and detached one.

In the finel scene of El centroforward murid al amanecer light-

ing is again of major significance, Here Garibaldi ascends the gallows,
and as he delivers his final speech a thread of light begins to touch
his face, gradually illuminating it. As he speaks the light becomes
brighter and brighter, giving the appearance of light radiating from his
face.

A similar effect occurs at the end of Los indios estaban cabreros

when the chorus begins shouting, "Tlausicalpdn" as the lights go up

32Cuzzani, "El centroforward murid al amanecer," T.A.C., p. 103.
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illuminating Tupa. This play also uses lighting effects to accompany
scene changes. Whereas the setting of the first act is entirely in the
light, the second act begins at night, an hour before dawn. The fisher-
men's wives, waiting for their husbands, carry candles. Thus the first
view of the three Indians caught in the net is by candlelight. As the
scene shifts from Menuel and Maria to the washerwomen, the lights in one
part of the stage dim while they go up in another part. This pattern con-
tinues throughout the rest of the play.

Sempronio, having fewer scene changes does not use lighting
effects to any great extent. Only at the beginning of the last act do
the lights play én important role in achieving a montage effect. As the

scene opens various groups are gathered in front of the Defensores de

Balvaners Club in a rally for Sempronio. His son Diego is delivering a

speech to.the group, and in the middle of it the lights go out. Then an
old man lights a candle and relates that he has heard that all the lights
of the neighborhood have been cut off in order to break up the meeting
because public acts are not permitted in the dark. His candle goes out
and everything remains in blackness until the audience hears Susanita
crying. As she advances the lights appear.,

Cuzzani again uses lighting extensively to accompany scene changes

in Para que se cumplan las escrituras. The rapidity and nunber of transi-

tions makes the lighting technician's job an intricate one. In addition
to shifting the place of action, lighting also accomplishes special
effect; in this work. The play opens in semi-darkness with only the
silhouettes of three men discernible. This produces a furtive effect and

a feeling of dastardly deeds done in the dark. As the curtain opens the
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lights illuminate one corner of the setting revealing a.dead Manuel,
stretched out upon the broken computer. The use of various colored
lights creates a plastic image of the crucifixion. Lighting again be-
comes expressionistically important in the scene where Manuel pulls the
computer's main switch and receives a copy of the Beatitudes. At that
moment the light focuses on Manuel giving the appearance of a halo around
his head.

The symbolism which lighting and other scenic effects thus pro-
duce is characteristic of Cuzzani's plays, and certain symbols are re-~
curring in his works, particularly the dawn and the cross. The symbolism

of the dawn first appears at the end of El centroforward murid al amane—

cer vhen Garibaldi makes his speech sbout the dawn as a symbol of new
day, and therefore of hope. The dawn appears visually, and in so doing
projects the symbol of the cross.

Cacho Garibaldi muere, pero anuncia la aurora, 'toda

ella llena de luz y de p&jaros.' ... Aurora en la que

los maderos del patibulo en que muere Cacho son simbo-

licemente dos maderos en forma de cruz.33

Cuzzani carries the symbol of the dawn over into his next play,

Los indios estaban cabreros; and when the two works are read consecu-

tifely, the feeling prevails that the one begins where the other left
off. As the play opens the first light of the dawn appears and continues
growing throughout the entire scene until it reaches the intensity of
the full light of day. Added to this visual symbol of the dawn is the

auditory imege which the rhythmic shouting of Tlausicalpén, followed by

33carios Miguel Sufrez Radillo, "Tema y problema en el teatro
hispanoemericano," Cuadernos hispanoamericanos, Vol., 46, No. 138 (June,
1961), p. 399.
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the chanting of the poem to the dawn produces. The symbol appears again

at the end of the play when don Pero carves the word Tlausicalpén on the

wall of the cell, and the chorus takes up the shouting of the word as in
the beginning.

The symbolism of the cross returns in Para que se cumplan las

escrituras. Here the computer is in the shape of a cross, and thus
Manuel's lifeless body draped upon it is symbolic of the crucifixion.
In fact the entire play is an allegory on one level, and the story of
Christ eveolves symbolically in the course of the work. Thus the scene
in which Manuel first meets the students who have invented the computer,
represents the'temptation of éhrist. Here the members of the group pre-
sent their offers to Manuel in a phantasmagorical interlude. The hands
of the characters who are offering the temptation enter and leave a cone
of light.

KERY, ~- Si eres valiente, toda la adventura de la vida.

PEDRO. -- Si eres cauto, toda la verdad de la piedra.

TOMAS. -- Si eres sofiador, toda la poesfia del mundo.

PEDRO. -~ Si eres ambicioso, todas las perlas del mar.

KERY., —- Si eres intrépido, todo el poder de los ejércitos.

TOMAS. -~ Si eres fildsofo, toda la luz del pensamiento.

PEDRO., -~ IAlas para que vueles!

KERY., -- [Noche pare que suefies!

TOMAS. == 1Vida para que cantes!

LOS TRES, -- (Atacan todos al mismo tiempo, componiendo en

conjunto una especie de masa corel a tono de murmullo,
de fondo, que continfia, ...) Bronce de campenss, rayo

de sol, viento caliente, triunfo de los clarines, beso
de las auroras, mano de todos los amigos, calle de todos
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los encuentros, espiga, marmol, laurel, fantasia,
.mﬁsicahy vuelo de golondrinas de estfo, tuyo, tuyo,

tuyo.3

After Manuel has worked with the computer he becomes concerned
about its accuracy, and thus begins to have doubts about his freedom and
his ability to overcome the predicted death. In a parody of the Lord's
Prayer, he offers a supplication to the computer.

MANUEL. -- No olvides que es mi propia vida la que estéd en

Jjuego. (Sefiala la maquina) Allf hay alguién que ama a

los hombres y quiere morir por ellos. (Volviendo a la

méquina en un acto de contriccién.) Hermano mfo Manuel

que estés en el nlimero, muéstranos cual es tu fuerza y

tu credo. Dime por quién hay que morir. y cuil es la

grandeza de tu ideal. Toma la palanca general.) Y que

~sea dicha_entre tQ y yo la palabra que trae la vida o la

muerte...

The scene in which Manuel finally does throw the main switch
symbolizes the transfiguration, as the lighting effects are used to
produce an image of Manuel radiating light. It is also at this point
that Manuel reads the computer's print-out containing the Beatitudes and
other portions from the Sermon on the Mount. Following this Manuel
angrily throws out the professors who have come seeking the machine for
their own profit, thus paralleling Jesus' action in driving the money-

lenders out of the Temple.

PEDRO. ==~ Vamos de aqui sefiores profesores. Este es com-
pletamente inexplicable.

MANUEL. -- (Grita mientras salen) IFuera de aquf, merca-
chifles! 1Esto es un templo y no un 2ercado! (Con una
mano en alto, como para castigar...)

3hCuzzani, Para que se cumplan las escrituras, p. h3.

351vid., p. 62.

361bid., p. 67.
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As the story proceeds Pedro's denial of Manuel takes place when
Pedro goes to the newspaper editor to state that he is not responsible
for the actions of Manuel. Another biblical allusion occurs when Kery
rebukes ‘Manuel for his treatment of Estrella.

KERY, -- ... No sé qué es lo que est@is haciendo ni dénde

quieres ir a parar. Parece como si te hubieras vuelto

loco y te divertiese contrariar a Estrella y también s

mf. No sé para qué lo haces ni lo entiendo bien, pero

no lo apruebo. Y no tienes por qué decirle a Estrella

que es tu maméd y todas esas cosas. (Sale enfurrufiado.)

MANUEL, == (Lentamente deja de sonreir.) Madre ... mujer

e+ Yo ya no tengo madre ni mujer, ni hermanos ni nadie.

Todos pertenecen al otro Manuel. El que ama los rebafios

y tiene una madre electrdénica concebida sin amor. Que

tiene hermanos sin carne ni sangre ni nombre, y que

moriréd dentro de cuarenta y ocho horas para redimir un

mundo ebsurdo ...

This speech approximates that made by Jesus when told that his mother
and brothers were waiting for him. " 'Who is my mother? Who are my
brothers?' He looked over the people sitting around him and said, 'Look!
Here are my mother and my brothers! Whoever does what God wants him to
do is my brother, my sister, my mother.'" (Mark 3:33).

Towards the end of the play the students, Estrella, and Manuel
partake of a supper together which is the equivalent of the Last Supper,
with a few notable differences. Estrella serves it, and the bread in
this more modern version is pizza. Manuel then makes a long speech
which reveals the struggle within himself between his desire for freedom

and his desire to free mankind. This speech in tone and idea is quite

similar to that of Jesus in the garden of Gethsemane.

3T1bid. , pp. 72-T3.
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The first and last scene of the drama present a visual image of
the crucifixion, showing Manuel's lifeless body, with his head fallen to
one side, supported by the cross-shaped computer. This image both sets
the stage for the play and summarizes it symbolically.

Another aspect of dramatic technique is speech and language. The
main rhetorical rule in réalistic drema is that speech is character-
determined, and not given for effect unless naturally motivated.38 In the
new theatre this idea has virtually been turned upside down. As problems
of communication have developed, the conventional use of language to con-
vey ideas has dinimished. In extreme cases language has been reduced to
nonsense words and phrases, while in its milder forms it has lost its
monopoly as the conveyor of ideas, with visual imagery and symbolism
supplementing it.

In his use of language, Cuzzani runs the full gamut from sermon-
izing monologues to nonsense phrases, and from everyday speech patterns
to lyricism., His use of language as a tool to present and reinforce his
ideas is primary, with character portrayal through speech assuming a
more secondary role.

A good example of the use of nonsense language, in El centro-

forward murid al smanecer, is the scene in the last act which portrays

Garibaldi's trial. The three judges are ravens or crows, dressed in
black togas.
JUEZ CUERVO (Al Fiscal Cuervo) -- iCra, cral

FISCAL CUERVO, (con gritos de furia) ~- iCra, cra, cracra-
cra, cra, cra, cral

38

John Gassner, Form and Idea in the Modern Theatre (New York:
The Dryden Press, 1956), p. 40.
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DEFENSOR CUERVO. (Con gestos de piedad) -- Cra, cra, cra,
cra, cra, cra, cra, cra,

JUEZ CUERVO (A los dos llaméndoles.) -- iCra, cra! (Se
Juntan los tres y agitando sus picos 5raznan al mismo
tiempo en tono rapido y progresivo.)3
Although the language makes no sense, as the Vagebond points out to the

audience, it is easy to divine the sentence.

Another example appears in the second act of Los indios estaban

cabreros in a scene depicting gossips. What they say mekes no sense,
but it gives the impression of gossip mongering.

RUMOR III, IV, Y V. -- iSe dice! ISe murmura!l

iSe sabe!

Se cuchichesecretecuchicheeeee.
Se secretecuchichesecretesecrete-
" cuchichesaaa.

Secrete!

Cuchichi!

Secrete!

Cuchi cuchi!
Teeeceecceeecceececeeceea!

iSe dice! Iise murmuraﬁ Imur mur
mureeeeeea! ise sabe! 'O

While Cuzzani's characters often use the ordinary-speech that
would be associated with them, this is not a hard and fast rule, and at
times there is a change in the character's speech. Thus at the beginning

of El1 centroforward murid al amanecer, Cacho Garibaldi uses the language

typical of a dull athlete. However, by the end of the play he has shifted
to a rather lyricel philosophical speech. Likewise the dialogue of the

character Juan in Para que se cumplan las escrituras undergoes drastic

changes as it moves from the serious to that of a drunk and back again

to the sober.

39Cuzzani, "El centroforward muridé al amanecer,"” T.A.C., p. 110.
Lo

Cuzzani, "Los indios estaban cabreros," T.A.C., p. 15k,
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Cuzzani also makes use of poetry and rhythm in his plays, par-

ticularly in the chorus. This rhythmic beat, combined with the visual
‘imagery, helps create the expressionistic aspect of his theatre. The
dramatic monologues generally contain & lyric element. Carlos Soldrzano
points particularly to the lyricism in Sempronio,

El juego irdnico ha sido pronunciado en esta obra y en

ocasiones se desborda en situaciones de sainete, en las

qQue aparecen expreciones del uso popular. Y sin embargo,

toda ella contiene una profunda rafz humana, & la que

vemos crecer paralela a la accidén misma del drama, para

concluir en una escena dehexaltado lirisismo insospechada

en la obra de este autor.'l

Sudrez~Radillo swummarizes the style and language of the four

farsftiras in his discussion of El centroforward. His observations may

also be applied to the other fars&tiras.

Todas las bazas teatrales son juzgadas con acierto, y
no es el menor, esunque la unidad expositiva pueda padecerlo,
saltar, dentro del mismo tono de sétira, desde el realismo
sainetesco con que se inicia la obra a la abstraccidn pos-
terior, simbdlica y deshumanizada, sin perder el pulso es-
cénico y sin perder tampoco, salvo sl final algo declama~-
torio y quizé innecesario, el tono de farsa més suave,
incluso el habla y los modismos, pﬁro‘no tan alejado de
los "Esperpentos" de Valle-Inclén.*2

Para gue se cumplan las escrituras also contains a wide variety

of lenguage ranging from biblical quotations and philosophical parlance
to colloquial slang. The chorus and the poetry are missing, but the
down-to~earth language interspersed with lyricism still remains.

Cuzzani skillfully uses many of the techniques of the new theatre

in his works. However, his is a balanced approach in that there is

tharlos Solérzano, Teatro latinoamericano en el siglo XX
(Mexico, D.F.: Editorial Pormaca, 196h4), p. 1L2.

42

Suérez Radillo, op. cit., p. 399.



117

enough innovation to make the plays stimulating, but at the same time

he never overdoes any one technique. The language in some plays of the
absurd completely disintegrates into meaningless words or sounds which
run throughout the performance. While Cuzzani uses nonsense words and
phrases in his works, he does so sparingly apq with the purpose of rein-
forcing the impression of the play rather thﬁn distracting from it. He
also employs a wide variety of techniques within each play thus adding

new dimensions and new horizons to his theatre.



CHAPTER V
CHARACTERIZATION

The characters in Cuzzani's dramas, like those of other contem-
porary works, while objectively valid, are not of themselves great char-
acters. They tend to be representative of man, or various types of men
in general, and as a portraysl of the human condition théy at times
verge on the allegorical.

Martin Esslin observes that in the new theatre the audience is
confronted with characters whose motives and actions remain largely in-
comprehensible, and that it is almost impossible to identify with them.1
In creating his characters, Cuzzani adheres to this prescription, there-
by following the Brechtian tradition. Brecht advocated estrangement,

opposing drama which draws the spectator inside until he experiences the

action with the chara.cter.2 By preventing the audience from empathizing

IMartin Esslin, The Theatre of the Absurd (Garden City, N.Y.:
Anchor Books, 1961), pp. 300-301.

2Raymond Williams, Drama from Ibsen to Brecht (New York: Oxford
University Press, 1966), p. 278.
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with the characters, Brecht was able to achieve the effect of alienation
which was his particular contribution to the theatre.3

Cuzzani, like Brecht, makes use of estrangement in order to em-
phasize the moral relationship between the characters and the moral argu-
ment of the pla,'y.h The inability of the audience to identify with the
chafacters produces in it a more critical analysis of the situation than
is possible where there is subjective involvement.

Cuzzani achieves estrangement in various ways. The situacidn-
espectficulo is one method whereby the absurdity of the situation immedi-
ately creates a gulf between the spectators and the characters on stage.
Thus when Beluver makes his entrance in s circus cage, the audience at
once suspends belief, and identification with him becomes virtually im~
possible,

Cuzzani also uses this method in his other farsatiras. In Los

indios estaban cabreros, for example, the scene showing the Indians in

the fisherman's net destroys any empathy the audience may have developed
with them in the first act. The scene depicting the trio climbing out

of a tin can serves to create even greater alienation. In Sempronio the

very first glimpse the spectators have of the main character is so uniquely

absurd as to prevent immediately any identification with him,
Cuzzani also accomplishes estrangement through the use of narra-

tion., Thus in El centroforward murid al amasnecer the Vagabond breseks

3Henry Adler, "Bertolt Brecht's Contribution to Epic Drama,"
Directions in Modern Theatre and Drama (John Gassner, ed.) (New York:

Holt, Rinehart and Winston, 19335, p. 311.

thid., pp. 310-311.
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into the action with comments that are detached and at times mocking.
This intrusion, while advancing the action, also bresks the tension and
turns the audience from subjective involvement towards a more objective,
critical observation. The author uses the same technique in Para que se

cumplan las escrituras. Here the four evangelists, either seperately or

in concert, intrude upon the scene with commentaries or with a sort of
music-hall knock-about comedy.

The character's purpose determines to a great degree the type of
character and character development the playwright uses. In the more
traditional drama the characters exist only for the sake of the plot,5
whereas in the thesis drama their main purpose is to promote the thesis.,
German expressionism, having as one of its themes man struggling against
the social and political conditions that touched his life, had a tendency
to develop allegorical or representative characters. Cuzzani's charac-
terizations fall into this latter category with his characters assuming
importance for the ideas they portrey. Despite the rather set mold that
such allegorical characters necessitate, Cuzzani's central figures often
show an unexpected development, for while the dehumanizing elements of
society are more or less static, man caught up in the throes of the
technological era is not a fixed entity but capable of change. Thus
Cuzzani tends to make use of two different methods of characterization
within his plays.

In Una libra de carne the character of Elias Beluver represents

that of a multitude of city-dwellers, leading an unauthentic, unrewarding,

Brandon Matthews, A Study of the Drama (Boston: Houghton-
Mifflin Co., 1910), p. 85.
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and frustrating existence,
cada uno con su egoismo, enquistado en sf mismo, en su
pequefio y miserable problema--, la vida sin atractivo que
deja al hombre sin sangre, es decir, sin fueréa, sin empu-
Je, sin accidn sin ensuefio, vacio, muerto ...
Beluver fits well Harold Lubin's description of the anti-hero.
The anti~-hero takes many forms. Sometimes he is a
mockery of the old hero forms, a poor slob fumbling his
way through life exposing the incongruity of the heroic
stance in a non-heroic world. . . But more basic, more
pervasively characteristic of the anti-hero is his loss
of purpose, his inability to find any meaningful direc-
tion to his life or to all human existance.l
The portrayal of his daily life depicts a mounting frustration made up
of miniscule and insignificant details, such as the daily trauma of the
bus ride to work, the discomfort of trying to read the newspeper on the
bus, his employer's frequent criticism, and his wife's constant nagging.
Cuzzani cleverly develops the character of Beluver by showing
the reactions of the other characters to him. Beluver himself never
spesks & word, and yet the audience knows all about him from hearing
the others's words to him and observing their attitudes. Beluver's lack
of response to either his employers or his wife forcefully demonstrates
his alienation. Sefiora Beluver reveals a great deal about her husband
and his plight when she chastises him while he is preparing for work.
SENORA BELUVER. -- ...A tus afios ya deberfas ser gerente de
la firma, por lo menos. Tienes dieciocho afios de anti-

giiedad, iy qué has conseguido? Empezaste como tenedor
de libros.y seguis siendo tenedor de libros. Si por lo

6Ange1a Blanco Amores de Pagella, Nuevos temas en el teatro
argentino (Buenos Aires: Editorial Huemul, 196k4), p. 103,

THaro1a Lubin, Heroes and Anti-Herces (San Francisco: Chandler
Publishing Co., 1968), p. 31l.
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menos hubieses hecho como el marido de la sefiora de

Ricciardeli, que se independizd y tiene negocio por su

cuenta, O como la sefiora de Zoppi ... La vi pasar en

un auto como de una cuadra con chofer y todo. Y le

daba Ordenes con un teléfono. iAuto con telé&fono!.

IEsa brutal lUng cualquiera! (Y en cambio nosotros,

qué tenemos? ...

The fact that Beluver has no reaction to this criticism shows that it is
a common occurrence, and that he is more or less resigned to his role in
life. There is a silent frustration in his acceptance of her frequent
tirades., He has the same lack of reaction to his employer's speeches
which reinforces his spirit of resignation.

From the beginning of his story, Beluver is suffering from symp-
toms of alienation. Cuzzani accomplishes the disintegration and complete
alienation of this character in several stages. First he shows the
numerous creditors! harrassment of Beluver., His initial reaction is
further withdrawal. But upon the appearance of Dominguez, Shylock
Garcfa's representative, soliciting his loan, Beluver reacts violently,
rushing at him in a rage. Beluver's docility and detachment up to this
moment intensify the surprise at this sudden change in character. As
the defense attorney points out, "Fue su filtimo gesto de dignidad. Recha~
zar al prestamista, al usurero. Porgue ssber que esa hiena es insaciable
¥y que pendiente s8lo podfa conducirlo a una catistrofe."’

The failure of this desperate and final effort to regain his

dignity ensures a subsequent deeper alienation. The continued pressure

8Agust£n Cuzzani, "Una libra de carne," Teatro de Agustin
Cuzzani (hereafter referred to as T.A.C.) (Buenos Aires: Editorial
Quetzal, 1960), p. 35.

9Ibid.., PO h90



123
from his creditors and his wife finally reaches such a pitch that Beluver
cries out in his agony, uttering his only word in the entire play, "Bas-
ta!" and this one word summarizes his total frustration. By accepting a
loan from Shylock Garefa, Beluver seals his fate, and his circumstances
go from bad to worse. When he suffers another heart attack, and the
doctor forbids him to return to work, the hopelessness of his situation
makes his alienation complete,
DEFENSOR, =~ ... Llegamos al final de la historia. Beluver
ya no puede trabajar ni preocuparse. Ni siquiera oye
la voz de su sefiora. (Entra la sefiora de Beluver y
hace mimica de grande y severa reprimanda a su alrededor., )
Esa sefiora que ashora dedica a contar los dias, a ensefiar
el almanaque o el reloj a& su marido. A mostrarle la
bolsa vacia del mercado o el fondo de la cartera. Nada,
Beluver ya no vive. Espera. Espera simplemente el
broche de sangre para su destino...l
It is at this juncture that the police arrive and place Beluver
in the cage, symbolizing his complete dehumanization, The portrait of
a silent, unhearing, trance-like Beluver, and the visual image of him in
the circus cage are far more expressive of his condition than any words
could be, and Cuzzani sﬁccessfully employs this type of imagery in his

character portrayal.

The other characters in Una libra de carne are more stereotyped

then Beluver, and thus exhibit little or no development. The members of
the jury as well as the courtroom spectstors represent various segments
of society, and the author uses them as a basis for criticism of the
particular groups to which they belong. The jurors all have their set

notions and biases, although, like the Maestra, they believe themselves

10114, , p. 55.
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to be impartial.
MAESTRA. (dando cétedra). ~- Lo principal entre las per-

sonas que deben integrar un jurado es el equilibrio.

La falta de todo extremismo nocivo y disolvente., Es

necesario que examinen las cosas friamente y se sepan

colocar en el justo medio, que es la razdn y la justicia.

(Levanta una mano.) Por eso nifios.ll

The character of Beluver's wife develops through her speeches
vhich reveal her as & rather unloving, selfish person, envious of her
friends, and resentful of her husband's lack of success. Even during her
husband's most desolate moments she shows no concern or sympathy for
him, but continues her diatribe., When Beluver returns home from work,
tired, depressed, and pursued by creditors, she greets him with complaints.

SENORA BELUVER. -~ Elfas. Por fin llegas. Esto no puede

seguir asf. Estoy hasta la coronilla de acreedores y

comerciantes que vienen dia y noche a presentar cuentas.

¢En definitiva se puede ssber si sos un hombre o un

estropajo vos? iSeréd posible que a esta altura de la

vida, cuando deberfamos nadar en la abundancia como los

Amazzacanne o los Montefussar o los Belusci, tengemos que

soportar humiliaciones?...12

The spectators and the chorus serve to create a farcical atmos=-
phere, making it difficult to take the matter seriously until the inter-
jection of the character of the Hombre in the final moments which abruptly
shifts the tone. The Hombre introduces the didactic element of the play,
raising questions and commenting upon society's role in Beluver's degra-
dation. The fact that Cuzzani does not introduce this character earlier

in the play adds to the impact, and his bitter condemnation of society

is in sharp contrast with the burlesque of a few moments before.

1lrbid., p. 2k.

121pid. , p. 48,
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El centroforward murid al amanecer is again a type of allegory

which depicts man's loss of his highest quality, "su individualidad, su
dignidad de persona, porque puede ser vendido y comprado, porque puede
pasar a ser propiedad de poderoso, cuyo capricho determina la formacidn
de colecciones humanas."!3 The character of Cacho Garibaldi represents
man and is the expression of his struggle to affirm himself as such.
Garibaldi, like Beluver is a victim of society, but unlike Beluver, who
resigns himself to his fate, Cacho develops a determination to fight.

Although Garibeldi is a symbolic character, he is not a static
character, and as Brecht advocated, Cuzzani shows Garibaldi producing
himself in the course of action, and therefore sutject to criticism and
to change.1h Cuzzani first presents him as a typical athlete whose
actions are spontaneous and practical. This caricature of Garibaldi
depicts him more or less as an automoton, responding in a conditioned
manner to the chorus of fans.1? The reporter's interview with him serves
to demonstrate Garibaldi's mentality.

GARIBALDI, -- (tome el micréfono que le tiende el Repdrter.

Es un gesto mecé@nico. Un refiejo condicionado. Sonrie.)

Estimados oyentes, buenas tardes. Quiero enviar un

saludo a la aficidn deportiva, a todos los simpatizantes

de nuestro querido Club y especialmente a mi tia Dominga

y a mi sobrinito Cachin que me estar@n escuchando, y en

general a todos los que me alientan con su aliento.

REPORTER, -~ lAlgunos impresiones sobre el match, Garibaldi?

133 Pagella, op. cit., p. 103.
thilliams, op. cit., p. 278.
l5.1\1yce’de Kuehne, "Hamlet y el concepto del 'personaje’

Pirandelliano en una farsa de Agustin Cuzzani," Cuadernos Americanos,
Vol. 162, No. 1 (Enero-Febrero, 1969), 212,
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G’ARIBAIADI. - Y LI ] el p&r‘tido fue cee

REPORTER, == iDice Garibaldi que el partido fue muy
‘movido!

GARIBALDI. -- El equipo jugd ...
REPORTER. -- iDice que el equipo jugd muy bien!
GARIBALDI. -~ Estamos muy contentos.

REPORTER. -- Y que estén muy contentos de haber ganado.
(Alguna cosita mas, Garibaldi?

GARIBALDI. -- Nada més y muchas gracias.l6

Garibaldi's world soon changes, and he is greatly disturbed when

Lupus purchases him. What most upsets him at first is the fact that he

will not be able to play football. .

GARIBALDI. (rechaza con un gesto). -~ iQuiere decir que
todo el mundo va a venir a mirarme y dar vueltas al-
rededor como si yo fuera un bicho raro? iYo quiero
Jugar al footballllT

As Lupus explains the situation Cacho gradually comes to realize

that he is actually s prisoner, and while football is still uppermost in

his mind, a gradual swakening of other sensitivities begins.

GARIBALDI. -~ Pero entonces estoy prisionero, iEntonces
usted me ha secuestrado!

LUPUS. =~ lSecuestrado? ¢Prisionero? ... iVamos! Pago

un millén setecientos mil pesos por ti, te traigo a

mi palacio, te ofrezco todos los placeres, la compaifiia
de las mejores piezas de mi coleccidn, te digo que es-
toy orgulloso de ti, y sblo porque no puedes visitar
un club mugriento y una tfa de lo més wvulgar, te crees
prisionero. (Pausa.) Tendrés que amoldarte a nuestro
modo de vida. (Marca el mutis) Bueno, shora te dejo.
Instélate cdmodo. (Ofrece) iFumas?

lGCuzzani, "E1 centroforward muridé al amanecer,”" T.A.C., p. 80.

171bid., p. 93.



127

GARIBALDI., -- iNo! 1Yo quiero irme! iYo quiero mi
libertad!

LUPUS., =- {Tl qué?
GARIBALDI, -- iMi libertad!'®

Garibaldi soon discovers that his companions do not share his
enthusiasm for football, and he continues to feel frustrated because he
cannot participaxé in any more games. However, along with this is a
growing feeling of being trapped, and a grpwing need to be free. He
finds it difficult to understand his fellow-prisoners' acceptance of the
situation, and when they suggest that he will eventually become accustomed
to it, he thinks differently.

‘GARIBALDI (obstinado). -~ iNo! Yo no voy a poder acos-

tumbrarme. Yo me voy de escapar de aqui. Ya lo he

pensado. Yo soy libre. Yo quero vivir mi vida, estar

con mis gentes, Jjugar a foot-ball, Yo no sirvo para

este encierro. Hace poco que estoy aqui y ya me

ahoga.19 .

By awakening this desire for freedom, Cuzzani transforms Gari-
baldi into an existential hero. In so doing he has chosen a character
who represents the ordinary man on the street, rather limited in outlook
and intellect, but nonetheless a man who does not wish to lose his iden-
tity, and who thus tekes upon himself the struggle to maintain his au~
thenticity and to regain his freedom., Cuzzani has deliberately chosen a
common man for this task in order to demonstrate the nobility of man and
the hope that his struggle engenders.

Garibaldi changes from a rather cloddish character whose only

concern is football, to a rebel with a cause which leads him to the

181pid., p. 9k.

191pi4., p. 100.
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heights of self-sacrifice and finally philosophical eloguence. This
dramatizes the existential belief that existence p}ecedes essence, for
Garibaldi's essence changes and develops throughout the play.

The character of Ennésimo Lupus is symbolic, as the name implies.
"Iupus, cuye dehumenizacidén la expone su nombre simbdlico (lobo), que
lo califica como la 'enésima' réplica de la voracidad irracional de la
sociedad."20

The rapacity of society which Lupus represents extends allegori-
cally by means of the character into the various aspects of the social
fabric. Thus Lupus' acquisition of the Professor represents society's
corrupting control over science and the intellectual; while his purchase
of Nora and Hamlet is an intrusion into the sphere of the arts. When he
buys Garibaldi he is encroaching on the world of sports. King Kong as a
representative of the dehumanized elements of society, shows that the
insidious control has infiltféted all levels of the social structure.

Lupus is not satisfied with all his wealth and material posses-—
sions; he wants to own people as well. In his treatment of Garibaldi he
demonstrates a desire to corrupt the athlete by continually offering him
cognac and cigars. In return for his complete possession of his victims,
Lupus offers them material benefits.,

Lupus. -- iVamos! ... Aquf serds feliz, Tendrds de
todo. Comidas abundantes, bebidas excelentes,

Libros, Revistas, Radio, Televisidn., Todo...
para darte los gustos. Amigos.,..compafifa. . .21

20de Kuehne, op. cit., p. 210.

210uzzani, "E]1 centroforward murid al amanecer," T.A.C., p. 9L.
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When Lupus discovers that affection has developed between Gari-
baldi and Nora, it pleases him, and he wishes to prostitute their love
for his own selfish pleasure. In this way Cuzzani shows Lupus' insensi-
tivity, and his callous invasion of the most intimate aspects of the
lives of the members of his collection. This again symbolizes the intru-
sion of society and the State into the private lives of its citizens,
thereby robbing them of their individuality.

LUPUS, -~ Exactamente. Un vivero, un criadero. iUna cabaifial
Vosotros dos seréis mis planteles. Una bailarina y un
deportista. $0s imagindis los hijos que vais a tener?
iQue armonia de movimientos, que belleza de lineas, que
fuerza que vigor en el desplazmiento! Veo los anuncios
luminosos en tode la ciudad. Aviones a chorro escri-
biendo mi nombre en el cielo azul. (Marca en el aire.)

{Cabafia Lupus! Ejemplares humenos selectos. Puros,

puros por cruza, ialta msgtizacién! ISacaré precios

fabulosos en el mercado!

This speech displsys sinister overtones of racist ideology, de-
grading Cacho and Nora, and man in general, to the point that they
resemble species in a zoo.

Lupus asserts his rights of ownership over Nora by virtue of
having paid two million pesos for her. He believes this gives him the
right to determine all phases of her life, and when he proposes to unite
her with King Kong, it is too much for Garibaldi who proceeds to strangle
Lupus. The allegorical nature of the characters of Garibaldi and Lupus
make this climactic act of rebellion symbolic of man's struggle to be
free;

El sacrificio del centroforward~--del simple hombre de la

calle--ajusticiado por haber dado muerte al lobo que quiso
comprar su sangre, su libertad, se convierte en el simbolo

221pid., pp. 107-108,
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de una nueva edad que-~segiin Cuzzani--empieza ya &
amanecer.23

As Cacho Garibaldi is the existential hero, the man of action,
the character of Hamlet acts as his antithesis. In fact Hamlet refers
to Cacho as the anti-Hamlet. Hamlet represents most graphically the un-
authentic life for he is merely a character out of Shakespeare's play,
and as such all his actions and his destiny are forseen and predetermined.
Of course, as Nora explains to Cacho, he was an actor playing a role, but
Lupus did not purchase an actor but the character of the Prince of Den-
mark.

NORA. (sonrie)., -- Comprendo que debemos parecerle a usted.

Pero ya acostumbraré. Lo que ocurre es que el sefior

Lupus comprd a Hamlet. No comprd ni un actor ni un

hombre de carne y hueso. Comprd sencillamente un per-

sonaje. Y shora tiene que ser Hamlet todo el dia.

Vivir, respirar, actuar, comeré y dormir como el

clédsico Principe de Dinamarca. b ‘

The character of Hamlet greatly corresponds to Wolfgang Kayser's
description of Pirandello's Henry IV, "... el protagonista es primero
prisionero de su méscara, y al final, se queda dentro de ella."?’ Since
the histrionic mask represents the exterior, unauthentic life, whereas
the face hidden behind it is the actual person, Hamlet by rejecting his

true identity has irretrievably lost his authenticity. He is more.a

puppet than a man, and unlike Garibaldi, he detests action for it can

23gebe Campanella, "E1l hoy y el aqui en el teatro argentino de
los {iltimos veinte afios," Cuadernos Hispanoamericanos, Vol. 78, No, 23k
(June, 1969), pp. 687-688.

2k

Cuzzani, "El centroforward murid al asmanecer," T.A.C., p. 98.

253e Pagella, op. cit., p. T3.
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only lead to his death. Thus he wishes to prolong the meditative part
of the play because, "El trénsito de la inaccidn a la resolucidn repre-
senta el paso a la muerte.“26 This results in his living in a limbo of
suspended animation., Hamlet's acceptance of his role is in one respect
an act of cowardice, symbolic of a large segment of contemporary society
which has abdicated its responsibilities. By rejecting the resl world
for a meke-believe one, Hamlet has freed himself from having to make any
decisions and from all human conflict. He lives in a world apart,
separated from the rest of humanity.

Garibaldi and Hamlet are opposites, one committed to struggle,
the other resigned to a stagnant existence that for him is "un refugio
al margen de la vida existencial..."®! Cuzzani's Juxtaposing of these
two characters al.u emphasizes the lack of communication between people.
Cacho is appalled to learn that Hamlet knows nothing about football.
When he tries to explain it to him, Hamlet finds it inconceivable that
Garibaldi and others could be that interested in it.

HAMLET. -~ Si tu dices que a la gente le gusta, deben

haber cambiado mucho los tiempos. Yo podrfa conce-

bir un torneo, un juego, pero sélo como preparacidn

para el combate. Pero ti dices que juegas porque

s{, por el solo hecho de jugar. iEso! IEl deporte!

Te entregas a la accidn sin un progésito. (Rie.)

!Sabes que t0 eres el anti-Hamlet? 8

Cuzzani adeptly uses the character of the Vagabond as the narra-

tor who sets the scene for the action and comments upon it. Whenever

26de Kuehne, op. cit., p. 212,

2T1bid., p. 216.

28Cuzzani, "El centroforward murid al emanecer," T.A.C., p. 96.
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the tension reaches a certain level, the Vagabond breeks in, thus pro-
ducing a contrapuntal effect and providing relief. The chorus of car-
penters and the chorus of fans also provide counterpoint by presenting
a comic interlude in the midst of an otherwise serious situation.

Los indios estsban cabreros also has an existential hero in the

person of Prince Tupa. Tupa, like Sisiphus, does not give up. After
eight unsuccessful revolutions, he is optimistically planning the nineth.
Whether success or failure will result is not as important to him as thé
need to try.

TUPA., -- ... Navegaré hasta el fin del mar y golpearé a las
puertas del Sol bien de mafiana. Y pediré por ti, y por
él, y por todos nosotros. Le diré la verdad. No tengo
mas que esa balsa y el viento. Esa es toda mi novena
revolucidne..

TONATIO. -~ 2Y estés bien seguro que llegarian por ese
camino? &Y si mueres? ¢Si las mil acechanzas del mar
son més fuertes que tu nave? (Mirandole a fondo de
los ojos.) iCrees, realmente, lo que nos dice?

TUPA., -- (Que se ha apartado un poco con Tonatio.) Eres
inteligente, Mendigo. Si muero o llego... ya se verd.
Pero de una u otra forma... las gentes sabrén que su
principe no los abandoné. Pase lo que pase, quedard
una esperanza.29

Even though the three Indians have become virtual prisoners of
the fisherman upon their arrival to Spain, Tupa is still determined to
return to America despite all the obstacles.

TEUCHE. —- Pero hemos perdido la balsa... hemos perdido
todo... estamos como prisioneros...

TUPA. -~ Hay barcos enormes en los puertos. &Te has
fijado qué velas? ¢Qué grandeza? Con embarcaciones
asf, serd un juego navegar hasta nuestra patria.

29Cuzzani, "Los indios estaban csbreros," T.A.C., p. 136.

Orpia., p. 147
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Cuzzani employs a unique concept of characterization when he
uses a trinity for his protagonist. The three Indians, Tupa, Teuche,
and Tonatio, as the three main characters are also symbolic of three
facets of Prince Tupa. In this way Tupa, in the character of Teuche,
remains living in Spain to found a race that someday will be the revo-
lution. Tupa, through Tonatio, will return to America where he will
lead the resistance against the Conquest.. The third Tupa will die in

prison calling out the name tlausicalpén.t

Al lanzar el teldn sobre este final, tuve la sensacién
emocionada de haber rozado siquiera un instante la definicidn
de lo americano en la plentitud de su escencia, en el trip-
tico Tupa-Tonatio-Teuche, sabriendo los tres vias por las
que nuestra América se lanzd al futuro.32
Prince Tupa discovers the weepons for his ninth revolution in
the Granada prison where he meets the wise men. These characters repre-
sent the advanced philosophy and wisdom of both Europe and the Middle
East with Ab El Ircum and Abnib Ben Benib symbolizing the sagacity and
knowledge of the Arabs, and Imperiale that of the Jews., These, together
with Don Pero, Don Ciro, and Don Lope, form the totality of enlighten-
ment. The Inquisition has imprisoned them for that reason. These char-
acters are at the same time wise and comical., The picture of them
watching a soccer game on their crystal ball television set is quite

absurd.

AB EL IRCUM. -- No creais amigo Lope. E1 football tiene
cosas emociantes. Ese Vélez Sarsfield, por ejemplo ...

IMPERIALE, -~ No diréis que es mejor equipo que el de
Estudiantes el de Ls Plata.

3lcuzzani, "Epflogo para crfticos y bachilleres," T.A.C., p. 186,

21pia.
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DON CIRO,~-- iA callar, so pincharratal

DON PERO. -- Por mis barbas. IAlgui&n osa discutir aqui
al Boca Juniors! (Se encrespa.) Respetad mis afios,
al menos.

DON LOPE. -- Lo que son afios tiene bastantes como para que
le respeto un pueblo entero. Contando sélo lo que
estuvo preso...3

The situations which led to the incarceration of these wise men
are also humorous. Don Pero has been in prison 3Th years for shouting,

"Muera el Rey!"

DON PERO. -~ ... En efecto, hace trescientos setenta y
cuatro afios ful encerrado por gritar iMuera el Rey!
1Ya no recuerdo cual Rey! Pero cuando el tiempo
vinieron a libertarme porque el Rey era muerto, pre-
gunté: &Y quién manda shora? Me contestaron que el
hijo de aquel Rey. Entonces grito: {[Pues que muers
el nuevo Rey! Y asi de grito en grito y de Rey en
Rey me han tenido preso desde el ano 1118 hasta hoy,
que corre el ano 1492...3

Don Lope is in jJail for having translated Aristotle's writings from
Arabic, while Imperiale, a writer, is there for what he did not write.
"Gran buscador de libros judfos y asesor de impuestos., Llevo dieciocho
tratados escritos y cuatro pensados. Estoy preso por los Gltimos cua-

tro R "35

Ab El Ircum tells a rather intriguing story. He wrote eight
treatises on the soul and seven on the body, and for this they condemned
him to die in the fire. Howéver, every time they tried to carry out the
sentence, providence intervened.

AB EL IRCUM, -- ..., Pero cada vez que se enciende la

hoguera para quemarme, rompe el cielo a llover de
modo tan copioso, que apaga cuanto leno esta

33Cuzzani, "Los indios estaban cabreros," T.A.C., p. 156.
341pia., p. 157.

351bid., p. 158.
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incendido. Hace ya catorce afios que discuten los.
doctores de la Iglesia si ello es obra de la Divina
Providencia o del demonio.
ABNIB BEN BENIB., -~ Un dia te quemarén bajo techo.36
Both the sabios and the Indians symbolize the spirit of rebellion.
The forces of ignorance have always resisted the advance of science and
lknowledge as personified by the wise men, but it is of such substances
that enduring changes are made. The Indians, on the other hand, repre-
sent the individual who wishes to free himself from tyrannical rule and
oppression. Their struggle is the result of a basic need within them to
be free, rather than any conscious philosophical idea, Thus the learned
men are surprised to find that the Inquisition has imprisoned such per-
sons.
ABNIB BEN BENIB., -- ... y vosotros, lqué sabios sois? ...

TONATIO, =~ Nosotros... en fin ... nosotros ...

DON PERO. -- iNo sois sabios y esta@is presos en Espafia!
iCaso raro!

DON LOPE. ~- Es muyy raro. Casi tan taro como ver un sabio
SueltO. . 037

Cuzzani develops several other characters in this play who pro-
vide comic relief, and thereby counterpoint to the more serious aspects
of the play. In the first act which takes place in Mexico, the charac-
ters of the old hag Quepuxilanxuacoxetal, the beggars, and the town
crier provide humor, while in the other two acts the fisherman and his

wife, the Inquisitors, the Policeman, and Cristdbal Coldén furnish some

comic moments.

361pi4. 371bid., p. 159.
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The character of Mariceleste is important to the deveiopment of
the plot and also to Cuzzani's idea of the race of revolutionaries that
she and Teuche will found someday. She is, however, a rather stereotyped
ingenue character with little delineation, and is of value mainly in
moving the action forward.

Cuzzani uses another ingenue-type character in the person of
Susanita in his play Sempronio. Unlike Mariceleste, Susanita has little
to do with plot development. Her main function is impressionistic since
she serves to enhance the portrait of Sempronio's family life. Sempronio
describes Susanita, and at the same time shows her relationship with her

parents.

SEMPRONIO. -~ Ya s& lo que quisiste decirme, Susanita. Yo

te comprendo bien. Querés decir que sos joven y alegre,

que amés la vida y que esté@s segura de tu conducta, con

o sin msica. Tu madre, tambi&n comprende y est& orgu-

llosa de su hija. Sdlo que... bueno... hay que perdo-

narla... Ella es una mujer anciana y respetable...(Rie)

OLGA. -- iAhora sf! La anciana respetable soy yo (Padre e

hija rfen entre sf.) Con ustedes no se puede hablar.

|Bstén siempre de acuerdo! ...

Cuzzani reveals the character of Sempronio's wife Olga more through
her actions. He depicts her as a loving wife and mother, but at the same
time as a woman with a mind of her own, more conservative and practical
than the other members of her family who delight in teasing her. Her
conversation with Susanita helps to demonstrate her character, as well

as showing the existence of a generation gap.

SUSANITA. -- Claro. Son las diez y media., I[Es hora de
Rock!

38cuzzani , "Sempronio," T.A.C., p. 19k,



137

' OLGA. -- ILas diez y media! Linda hora de levantarse,
ino?

SUSANITA. -- Hoy es domingo. (Se acerca al padre.) Per-
miso, papito (Lo besa y le coloca el enchufe de la
radio, del otro lado del cuello.)

OLGA. -- iSusana, esa radio estéd muy fuerte! Yo estoy
planchando y tengo que conversar con tu padre.

SUSANITA. -- (Interrumpe a medias el baile y baja hasta
la mitad el brazo-antena de Sempronio). -- Bueno,
mamé. Yo no tengo la culpa. Ahora pueden conversar
...aunque después de veintiocho afios de casados no
veo que tengas nada interesante que decirse. (se
fue bailando.)

OLGA, — (Espantada). iINena! (A Sempronio) &0Oiste?

Vos ten&s la culpa por consentirla todo el dia a
esta chiquilina. Ah{ tenés el resultado. 39

Sempronio himself appears to be the personification of love,
His conversations with his family reveal his deep affection for them.
He also displays a love for &ll mankind in his happiness at supplying
energy for all the various groups. Cuzzani prevents the audience from
identifying with Sempronio by means of the absurd visual image he pre-
sents, for in the course of the first act the members of his family,
one by one, approach him to attach electrical connections to him, This
all appears to be quite normal.

OLGA, -~ (Termina de acomodar la ropa. Vuelve a tomas la

plancha., Se acerca a Sempronio, que continua silbando

bajito, ¥y le coloca el enchufe entre la camisa y el

cuello. Todo esto con mucha normalidad, sin tratar de

destacarlo expresamente. Sempronio tampoco considera

esta conexidn como algo notable.) A ver...laded un

poco mis el cuello, por favor... (Sempronio obedece.)

{Te molesta?

SEMPRONIO, == iNo! iQué idea! iC8mo me va a molestar!
(Sonrfe. )40

391bid., pp. 193-19%. 01pid., p. 192.
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Sempronio is also the source of power for the,doorbell, and when
the High Commissioner and the Professor touch the bell it is Sempronio
who rings, thereby increasing the sense of the ridiculous. The High
Commissioner's treatment of him as a machine rather than a men demonstrates
Sempronio’s dehumenized condition. However,uCuzzani skillfully blends
the absurdity of the character of Sempronio with the human. This type of
mixture is apparent in the scene between Sempronio and the soldier at the
beginning of the second act. The soldier at first view§ Sempronio as a
thing, a source of radioactivity, and as such, something to be feared.
SEMPRONIO. -- Acércate, muchacho.
SOLDADO, -~ No, esté prohibido.
SEMPRONIO, -- Pero shora no hay nadie,
SOLDADO, —— Tengo Srdenes estrictas. (Mira alrededor.)
Bueno, si le voy a confesar la verdad, también tengo
miedo estricto.
SEMPRONIO, -- Si yo no te voy hacer nada.
SOLDADO, -- No, usted no. Pero el flfiido ése que tiene
usted...Aqui, la Altisima Comisidn me ha hecho apren-
der de memoria el reﬁiamento de precauciones que hay
que tomar con usted.
Sempronio, through his kind and loving attitude towards his

family proceeds to overcome the soldier's fears and to win his friendship.

SOLDADO, ~- Eso es lo raro., Digo yo...sus hijos, por
ejemplo, 4lo besan?

SEMPRONIO. -- Por supuesto. &Vos crees que se puede tener
una hija como Susanita y no dejar que me bese todas 1las
mafianas? iBEs tan dulce Susanital

SOLDADO, —— (En bobo.) 2!Es muy dulce, Susanita? Perddn

M1pia,, p. 206,
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ees digo si es muy carifiosa su sefiorita hija.

SEMPRONIO., -~ Podés llamarla Susanita, si querés. Contigo
harfa muy buenas migas,42 ’

Cuzzani uses the character of the High Commissioner to represent
therole of State control and bureaucracy. The Commissioner is not con-
cerned with any of Sempronio's personal attributes or his personal life.
He sees Sempronio merely as a piece of property belonging to the State.

ALTISIMO COMISIONADO, -~ Es para mi un motivo de sincera
emocidén, en nombre de los més altos intereses que
represento, darle la bienvenida. Y agradeceros,
sobre todo, la buena voluntad con que os disponéis
acompafiarnos, sacrificendo vuestra libertad y demas
comodidades domésticas, para entregaros por entero
al cumplimiento del deber.

SEMPRONIO, =- Libertad... deber...iQuieren decir que me
llevan con ustedes?

ALTISIMO COMISIONADO. -- iPor supuesto! iUsted es pro-
piedad de la Nacidn! 3 '

The author portrays the High Commissioner as a man with very set
ideas, He is lacking in sympathy, relying on rules and regulations
rather than human feelings. Thus when Sempronio fails to detonate the
bomb and asks for his release, the Commissioner can see no point in it.
His reply ;eveals his bureaucratic bent.

ALTISIMO COMISIONADO, -~ iLibertad! ... {Eso es lo finico
que sabe decir cuando ven al gobierno en dificultades!
iLibertad! En lugar de colsborar, mortificarse, de
entregarlo todo y soportar el peso de la desgracia ...
iLibertad! ISi antes tuvo corriente, la volverd a
tener! ... 18i alguna vez anduvo, volverd a sndar!
iYo no renuncio! Este es s6lo una alternativa, un
desperfecto. Daré un comunicado, emitiré un desmen-
tido... Cualquier cosa se arregla con un desmentido...

21yi4., p. 207.

431pid., p. 202-203.
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Le echaré la culpa a los extremisﬁﬁs, haré 40 charlas
por televisidn para explicarlo...

The fact that the chorus' shouting of the word amor in the last
scene sends the Commissioner scurrying away, holding his ears, visually
emphasizes his negative nature. He would most certainly be a villainous
character if the author did not portray him as a rather petty and ridicu-
lous figure,

One production of Sempronio was presented in Buenos Aires in

1962 under the title, Sempronio, el peluquero y los hombrecitos. It was
basically the same work, but with the addition of a number of new charac-

ters.,

Sin embargo, cuando se estrend en Buenos Aires en
1962, el teatro que se encargaba de ella disponia de
cerca de 60 actores que pedian trebajar en la pieza,
Ello me llevd a incluir toda clase de personajes acci-
dentales-Un grupo de agentes de Relaciones Piblicas-Un
peluquero que tiene ls misgidén de cortar pelitos radio-
activos a Sempronio para utilizar fraudulentamente la
energia del mismo, una heladera eléctrica que es, en
realidad un marcisno espia (los marcianos parece que son
asf) etc. etc. En 1o bésico la misma obra. El refuerzo
fue sélo accidental.>

While the characters in Para que se cumplan las escrituras bear

many similarities to those in Cuzzani's other works, the expanded dimen-
" sions of this play produces characters of a broader nature. Thus the
heroic existential act of sacrifice on the part of Manuel, although no
greater a sacrifice than that of Garibaldi or Prince Tupa, nevertheless

is on & grander scale due to the implications involved,

brpig., p. 21k,

45cuzzani to author, July 25, 1973.




1

Manuel is the Christ-figure of the industrial era. His story
parallels that of Christ in the Bible., At fhe same time he is the exis-
tential hero struggling to assert his freedom. As such he is a tormented
figure, trying to resolve his paradoxicel dilemma. Cuzzani uses the
device of computer print-outs to describe Manuel to the audience.

KERY. -~ La méquina ya lo anuncid. Manuel gusta terri-

blemente a las mujeres. Fijense que la sefiorita

Estrella todavia no lo conoce y ya se preocupa por

él. ’

ESTRELLA. -- :Asf{ que su méquina también conoce los
gustos femeninos?

TOMAS. -- Con toda prolijidad., Manuel es ﬁ%to, rubio,
tiene 33 anos y la mirada muy dulce...

At first Manuel is very sure of himself and his liberty. However,
his daily association with the computer leads him to have doubts, until
finaelly the machine's promises of benefits for mankind create a conflict
within him, This contradiction is basic to his character development,
and the agonfa he experiences because of it is an existential affirmation,
paralleling Christ's agony in the garden of Gethsemane.

MANUEL, == ... YO todavia quiero ser libre y no he de entre-

garme sin intentarlo. Afin shora estoy buscando ese acto,

esa palabra que me demuestre que puedo ser libre, pero

que no sea alprecio de condenar a toda la humenidad futura

a la esclavidad y el sufrimiento... ¥ lo més duro, lo que

me atormenta, es que quiero con todas mis fuerzas esa

libertad que siento y que te he prometido, y al mismo

tiempo quiero con la misma enﬁrgia que todo lo que esa

profecia anuncia se cumpla... i

Jesus' words in the garden of Gethsemane demonstrate the basic

difference between him and the character of Manuel, when, according to

h6Cuzzani, Para que se cumplan las escrituras, (Buenos Aires:
Editorial Quetzal, 1965), p. 41.

T 1pid., p. 88.
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Matthew 26:39 he says, "O my Father, if it be possible, let this cup
pass from me: nevertheless not as I will, but as thou wilt." Here Jesus
indicates his willingness to subordinate his will to that of the Father,
and thus to comply with the prophecies of his death., Manuel is no less
willing to die, but he is not willing to give up his freedom of choice,

Although seemingly cornered by the computer's prophecy of his
death, Manuel still has one chance to assert his freedom--that is to
choose his own death. By causing his death to occur one day earlier than
predicted, Manuel is able to resolve the conflict within himself., IHis
desire for liberty is constant throughoutvthe play, but his faith in that
ideal vacillates so that it is difficult to tell what his attitude will
be from one moment to the next.

This fluidity of character is an affirmation of existential phi-
losophy which claims that man has no stable nature and possesses no con-
stant tendencies, Cuzzani expresses these ideas to an even greater ex-
tent in the characters of the four evangelists and the inventors of the
computer, the apostles, "que se metamorfosean constantemente.“h8 Partic-
ularly in the case of the evangelists the author fragments the characters
so that there is a disintegration of personality with the same character
assuming a new identity or completely altering his personality.

The greatest metamorphosis occurs in the character of Juan who
one moment appears as a quarrelsome drunk and the next is completely

sober. He resembles Hamlet in a way, for he is also assuming a role.

hSCampanella, op. cit., p. 688.
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MATEO., —- Un café con aspirinas te haré bien.
JUAN, -- lAspirinés! IExhorcismos! iConjuros!

LUCAS, -~ De todos modos en la escena tiene que hacer
de borracho.

MARCOS, -~ (Meneando la cabeza, sale diciendo) Lo
peor es que tiene mujer e hijos.

MATEO, -- (Saliendo.) iY una alma inmortal! ...

JUAN, -- (Normal, como si de pronto se le hubiera pasado la
embriaguez.) Ve tranquilo, Lucas. Sé& bien mi parte.
No estoy tan borracho como ustedes creen. (Sale Lucas,
Juan camins serio. Parece un actor que se reconcentra.)
IRealismo... eso! Juan estaba borracho. (Se pasea.)
En un principio era el verbo y el verbo estaba pastoso
y los que dan testimonio de estas cosas lo vieron y

adeﬁgs le ofrecieron café con aspirinas... iEmpecemos!

LI

Another reason for Juan's changeable nature relates to his repre-
sentation of the Evangelist John, as it is not definitely known who
wrote the Gospel of John. There are conflicting theories as to the
authorship, some attributing it to the Apostle John, some to John the
Elder, others to John the son of Zebedee, and still others to John Mark,
Nathanael, or Lazarus. Cuzzani transmits this confusion over the author-
ship of this Gospel to the fragmented, schizophrenic character of Juan.
Moreover, the author of the St. John Gospel was both a theological and
literary genius, far exceeding the other evangelists in profundity of
thought. The character Juan corresponds to this interpretation by being
the one to present‘the existential viewpoint in the evangelists' discus-
sion of Manuel's fate.

JUAN, -- lElige vivir? Pero es que alguién "elige"
vivir? La vida se nos da de prepotencia, Lucas, La

thuzzani, Para que se cumplan las escrituras, p. 37.
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tnica libertad del hombre es eligir su muerte. Si
Manuel decidiese vivir, nunca sabriamos si lo hizo
por amor de Estrella, o por el mero instinto de con-
servacidén. IAmor e Instinto de conservacidn! iNada
menos! 1ILas dos fuerzas ciegas més potentes de la
naturaleza! S8lo puede decirse que alguien es libre
cuendo a pesar de esas fuerzas, dispone de su volun-
tad y escoge su propia muerte. iLa {inica libertad,
para el fildsofo, es el suicidio! Por eso la aven-
tura de Manuel es hermosa si decide morir, pudiendo
no hacerlo, 20

The characters of Mateo, Marcos, and Lucas also correspond to
the characteristics of the Evangelists they represent. For example,
Lucas arrives late upon the scene of Manuel's assassination, Mateo,
Marcos, and Juan are already there. Actually, St. Luke was a highly
educated, Greek-speaking Gentile who never knew Jesus personally, but
like his friend Paul, was deeply affected by him, Thus the author has
him appear on the scene later than the others, and after Manuel's death.
Luke was also noted for his sympathy for the poor, and this concern pro-
vides the motivation for the character Lucas to desire Manuel's death.

LUCAS. -- (Reconcentrado, habla para si, con rabia.)

iBienaventurados los pobres! IBienaventurados los

que tienen hambre y sed! Ese es el mundo que yo

espero y para que ese mundo venge es preciso que la

midquina no se equivoque ni mienta. Todo tiene que

ocurrir tal como estad prometido. Y para que todo

ocurra asi ... (sombrid) Manuel tiene que morir el

1T de abril a las 3 de la tarde.’l

Mateo, Marcos, Lucas, and Juan shift their roles from evangelists
to other characters at various points throughout the play. In this manner

Lucas becomes a newspaper editor, Juan a police commissioner, and Mateo a

Judge resembling Pontius Pilate,

501pid., p. 80.

>11bid., pp. 81-82.
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Cuzzani gives the names of three of the Apostles, Pedro, Tomé4s,

and Kery, to the characters of the three students who are the inventors

of the computer. Pedro, in keeping with his name, denies Manuel.

PEDRO. =~- Quiero que quede constancia plblica que yo,

como inventor y duefio de esa mAquina no me hago
responsaeble del uso que hace de la misma el sefior
Menuel, ni apruebo ninguna de las predicciones que
el citado Manuel pretende haber logrado.

Tom{s displays the doubts characteristic of the apostle Thomas.

But it is the characterization of Kery, a derivativation from Kerioth,

that is

unique, for here Cuzzani attempts to redeem Judas Iscariot. No

doubt his interest in Judas stems from the fact that according to the

Scriptures, Judas was predestined to betray Jesus. Thus his act was not

one of free will., In this play the author depicts Kery in quite a dif-

ferent way from the traditional view of a cold-blooded, money-hungry

traitor.

Cuzzani's Kery is both loyal and beloved.

ESTRELLA. -~ Kery, & ti el primero, por ser el més fiel,

Y como premio por tu combate de esta tarde en la
Comisaria., (Entrega el trozo.)

KERY. -~ (Recibiendo el trozo como si fuera una condeco-

and for
enlists

dicted.

racién.) &Cémo, debo recibir esta distincién? &De
rodillas? (Marca un gesto como para hincarse. Mira
el trozo de pizza y le habla con cdmica devocidn.)
10h, triéngulo de harina caliente! Nunca te trai-
cionaré. (Manuel se vuelve extrafiado a mirarlo, deja
su trabajo y avanzs un poco hacia el grupo.)53

Although Kery finally betrays Manuel, it is at Manuel's request
the purpose of saving him from the tyranny of prophecy. Manuel
Kery's help in bringing about his death a day sooner than pre-

In this way, Kery's betrayal becomes an act of love and freedom.

%21bid., p. 69. 53Tbid., p. 83.



146

Manuel understands that by this very action Kery will become despised,
and though he regrets it, the action is necessary.

MANUEL., -~ Si me quieres, si realmente me quieres ...
hazlo bien., Que no sospechen de ti. 8i te ofrecen
dinero, acéptalo, asi lo creerén mejor., (Lo va em-
pujando.) Ve, querido amigo. Sufro por ti porque
todos pensaran que me traicionaste. Pero es nece-
sario que asi sea...

Other than characters in a brief fantasy scene, there is only
one woman in the play, Estrella, and she is the composite of the women
in Jesus' life. Estrella loves Manuel and does not understand why he
should die. Throughout the play she tries to persuade him to give up
his work with the computer, and thereby save himself from its prophecy.
When she sees that her attempts are futile, she still hopes to persuade
him to defy the machine.

MANUEL. -~ iQuieres echarlo todo a perder?

ESTRELLA, -~ iClaro que si! Quiero echarlo todo a perder.
iQuiero que vivas y que seas libre de todo este hechizo
y aqui estaré las 24 horas para exigirtelo!

MANUEL, -- Si te quedas, sdlo lograrén que discuta contigo
inGitilmente 24 horas y cuando llegue el ataque ni siquiera
sabré si muero por una causa o por la otra. Si real-
mente quieres que viva, déjame libre todo este tiempo,

ESTRELLA, -~ Pues te dejo un cargo de conciencia. De todos
modos la amenaza no es parsa hoy sino para mafiena a las
tres de-la tarde. Medita y daba todo lo que quieres, pero
yo volveré mefiana y estaremos Jjuntos para vivir o para
morir. Tu tendrés que decidir por los dos. Si me quieres,
es la mejor manera de ayudarte a vivir, ino es cierto?52
There is one other importent character in this work, and it is

one that speaks no lines but who dominates the action from beginning to

end. This is the figure of the computer itself.

54Tbid., p. 91. 55Ibid., p. 90.
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Esa maquina en forma de cruz, llena de palancas,

botones, relojes, es el monstruo que terminaré por

devorar al hombre de hoy: 1la exactitud de su meca-

nismo capaz de predecir el futuro libera al indivi-

duo de todo posible error, pero al mismo tiempo le

quita su libertad, su espiritu creador, su responsi-

bilidad. El cerebro electrdénico -- a cambio de cere-

bro humano -- es el signo de estos tiempos: queda

asi instalado el autdmata en el lugar del hombre . 56

Cuzzani presents a dualistic view of the computer. It is both
the monster that Campanella describes and the hope of mankind. When
Kery pleads with Manuel to live in opposition to the machine's predic-
tion, or otherwise he, Tomés, and Pedro as its inventors will be his
assassins, Manuel defends the computer's function.

MANUEL. -- iLa méquina es como un espejo! 86lo un cristal

que refleja la fealdad de muchas cosas. {Qué culpa

tiene el espejo de la fealdad que refleja? iNo! Si

me tocase morir, todos sabemos quienes amarén el brazo

y cargarén las armas. Son mis enemigos, pero también

son los tuyos, Kery, y los tuyos, Tomés..., y aunque

no lo creas, también los tuyos, Pedro.

Manuel believes in the computer's predictions of a better world
to come, but at the same time he wants to break the machine's hold on
man's free will. Thus Cuzzani is presenting the computer as man's
saviour and at the same time as the destroyer of his freedom. The
author does not resolve this contradiction for the audience, for in the
Brechtian tradition, it is his intention to raise questions, not to ans-
wer them.

The characters in Cuzzani's plays, although in many instances

allegorical or symbolic, nevertheless possess a personality and unique-

ness all their own. His characterizations range from simple, one-sided

560ampanella, op. cit., p. 688.

570uzzani, Para que se cumplan las escrituras, p. 87.
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characters with little development, such as those found in Una libra de

carne, to multi~dimensional and complex characters like those of Para

que se cumplan las escrituras. Even though the audience is unable to

identify with them, his main characters are memorable, for the problems
they present or represent remain unresolved and haunting long after the

curtain has fallen.



CONCLUSION

Agustin Cuzzani's dramatic works represent a period in the Argen-
tine theatre when playwrights became concerned with supra-national prob-
lems of man's essence and the effects of an industrial, technological
society upon him. Cuzzani's plays vividly demonstrate this concern,
particularly in the area of man's alienation and dehumanization. Exis-
tentialism thus plays an important role in his viewpoint. He criticizes
both social and political structures with much emphasis on individual
freedom. '
Cuzzani blends many techniques from the newer dramatic movements
adding flavor and variety to his pieces. He uses expressionistic methods
as well as those from the theatre of the sbsurd. While his works are
all on the level of fantasy and farce, he exercises some restraint which
prevents them from becoming incomprehensible, as is the case with some
drames of the absurd.

Cuzzani alters the patterns of his works to reflect the irra-
tionality of an absurd world. He has sbandoned the linear time contin-
uum of realistic drama, replacing it with concurrent time and parallel
actions on different planes. His structural schemes are masterpieces of
intricacy, and complexity which add to their appeal.

149
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Cuzzani's plays show a definite pattern of progression on all

levels. Una libra de carne introduces many of his new technigues, such
as making use of a chorus as a rhythmic accompaniment to the mood, the

situacidn-espectdculo, and flashbacks. Its characters are representative

of various types, showing little developmenﬁ, with the protagonist exem-
plifying man's dehumanized condition. This work also introudeces the
element of the grotesque, which Angela Blanco Amores de Pagella describes.

Dentro del tema de la personalidad surge la preocupacidn
por la verdadera vida, por el auténtico ser que a menudo
queda oculto por las convenciones sociales y que subyace,
apretado, por la vida exterior y falsa. Este tema, propio
de la especie teatral llamada "grotesco", que se presente
con carécteres draméticos y cémicos en intima fusidn, em-
pieza a interesar de manera definida a partir de las convul-
siones sociales y econdmicas que trae consigo el periodo de
la Primera Guerra Mundial...l

The tone of Una libra de carne is pessimistic, as the denuncia-

tion delivered at the end of the play provokes no sympathy on the part
of the spectators, However, it does serve to raise questions which the
author continues to ask in his following works,

El centroforward murid al amanecer is an extension of the first

play, with the dehumanization theme again being strong. Here Cuzzani
makes more extensive use of the chorus, adding marches and songs to its
role. Lighting techniques becomc increasingly intricate, and he again
makes use of flashbacks, 1a this work the author introduces a narrator
in the character of the Vagabond. Expressionistic techniques also appear

in this drama.

lAngela Blanco Amores de Pagella, Nuevos temas en el teatro
argentina, (Buenos Aires: Editorial Huemul, 1964), p. TO.
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El primer acto estd presentado con vivacidad magistral
y podria mencionarse como un momento dramético a la altura
de los mejores de la obra de Bertolt Brecht; no sdlo por lo
significativo de la historia misma, sino por la forma cre-
ciente con que el interés dramético va marcando la transi-
cidn entre la fébula amable y sus filtimas consecuencias que
son 1ag més lacerantes de la crueldad que oprime a nuestro
mundo.

Although El1 centroforward murid al amanecer ends tragically with

the hero's death, it nonetheless strikes an optimistic note of hope for

the future. Whereas in Una libra de carne the forces of society had

defcated the protagonist completely, robbing him of his identity, in El

centroforward the same forces have awakened the desire for liberty in

the érotagonist Garibaldi, and thus instead of losing his identity, he
discovers his authentic self, as he affirms in his statement, "Yo ...
soy un hombre. He tenido que sufrir mucho para comprenderlo."3 Gari-
baldi's words as well as the visual imagery of the dawn strike a note
of hope and belief in a better world to come.

In Los indios estaban cabreros Cuzzani translates this hope into

action as the three Indians sail for the East in search of the Dios-Sol.
The chorus is again prominent in this work, with the march of the miners
in the first act, and the march of the fishermen in the second following

the pattern set by the march of the carpenters in El centroforward murid

al amanecer.
The theme of the degradation of man appears visually in the

scene depicting the Indians in the fisherman's net, and also in the

)
“Carlos Soldrzano, El teatro latinoamericano en el siglo XX
(Mexico, D, F.: Editorial Pormaca, 1964), p. 1hl.

3Agustin Cuzzani, "El centroforward murid al amanecer,”" Teatro
de Agustin Cuzzani (Buenos Aires: Editorial Quetzal, 1960), p. 112,
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scene where the Indians crawl out of the tin can in which the authorities
have placed them in order to preserve them.
Cuzzani adds new concepts of time and structure to this work,
thus taking a pseudo-historical plot and expanding it in time and space.

The ending of this play is quite similar to that of El centroforward,

with the symbolism of the dawn appearing again, this time denoting not
only hope but a rebellious spirit that makes that hope more meaningful.,
Cuzzani ends the cycle of farsatiras with Sempronio which is the
thematic conclusion of the group. In this work the attempts to dehuman-
ize man fail, and man, in the person of Sempronio, is able to overcome
the evil forces of society through his use of the power of love, Many
of the techniques Cuzzani uses in the first three farsatiras are missing
in this final play of the series. There is no chorus, time moves linear-
ly, and nonsense language has disappeared. However, Cuzzani still main;

tains the spirit of the farce through the situacidn~espect@culo which

presents the absurd picture of Sempronio with electrical cords running
from him that are operating various gadgets and appliances. Soldrzano
calls this play one of the most perfect works of expressionism.h

llaving more than adeuately covered the theme of the technological
society's dehumanization of man, and man's efforts to regain his authen-
ticity, Cuzzani turns to a deeper subject that explores the meaning of
existence, the true essence of man, and the meaning of freedom in Para

que se cumplan las escrituras. Having abandoned the vehicle of the

farsatira, the author projects a more dignified hero without the mixture

hSolérzano, op. cit., p. 1h2.
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of comic elements in his make-up, which makes him a tragic hero rather
than a comic-pathetic hero. The element of satire is still present in
this play, but it is confined to the interplay among the four evangelists.

This is by far the most complex and intricate of all Cuzzani's
works, both thematically and structurally. Lighting effects become very
significanf in this drama to accompany scene changes and to produce sym-
bolic effects. The action is circular with the evangelists appearing at
the beginning and the end, as well as throughout the play, sometimes
ﬁarrating events; other times participating in the action,

All of Cuzzani's plays from the outwardly simplest to the most
complex contain a depth which is not immediately apparent. They are so
packed with ideas and nuances that it is difficult to absorb them all at
once. The first viewing or reading gives an overall impression of the
central theme., llach subsequent viewing or reading adds new dimensions
and conceptions which appear to be almost limitless. The profusion of
ideas and the significance of the seemingly casual in these works is
astounding. Their popularity and the universality of their aeppeal, as
attested to by the large number of countries in which they have been
presented, is due in no small measure Lo the fact that they offer some-
thing for cveryone., The conditions and problems of which Cuzzani speaks
are world-wide, and by presenting them in their various facets and on
different levels, he broadens the public to whom they appeal.
| Agustin Cuzzani's genius is apparent not only in the complexities
of his dramatic structures and the virtuosity of his techniques, but
also in the depth of his perceptions and the infinite implications of

his drama. The problems which concern him are both contemporary and
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timeless, The question of freedom has been around for a long time but
the existential approach which Cuzzani exhibits shows a depth and maturity
lacking in earlier dramas. Cuzzani's dramatic works are indeed excellent
examples of the best aspects of the new theatre as it has developed in

Argentina and in Latin America,
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