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ABSTRACT

THE PUERTO RICAN TRAVELING THEATRE COMPANY:
THE FIRST TEN YEARS

By

Rosa Luisa Mdrquez

One of the most important and positive developments of the
theatre in the United States in the past twenty years has been its
diversification, allowing drama to address the concerns and values
of special interest groups and serve the crucial cultural function of
reflecting the ethnic and racial composition of an heterogenous
society. Political groups and a wide variety of minorities have been
able to express fundamental identities on a public forum and have
developed nontraditional approaches which have altered the nature,
quality and substance of recent theatre and drama in the United States.
0ff-Broadway, off-off Broadway, regional companies, Black theatre,
Women's theatre, guerilla theatre and groups such as the Living

Theatre, the Open Theatre and Teatro Campesino have provided a way of

breaking the hegemony of the New York commercial theatre by addressing
the audience's need to see their problems enacted in understandable
terms. The Puerto Rican Traveling Theatre is one of the most recent
of these independent, nonprofit theatre groups.

It is the purpose of this study to examine the work of the
Puerto Rican Traveling Theatre in New York from 1967 to 1976 and
the factors that made it possible.
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Chapter one demonstrates the relationship between certain
social, economic and cultural realities in Puerto Rico and the
emergence of the PRTT in New York. A survey of the theatre activities
in Puerto Rico from the development of a truly nationalistic drama in
1940 to 1967, sets the theatrical background for the group. An over-
view of the factors that prompted the mass migration of Puerto Ricans
to the U.S. during the 40s is also included in this chapter.

Chapter two examines the philosophy of the PRTT based on its
status as a nonprofit, professional, bilingual theatre organization
with the specific task of addressing the concerns of the Hispanic
community. The company's three major programs: the Traveling Theatre,
the Laboratory Theatre and the Training Unit are also discussed in
this chapter as well as its relationship with similar theatre movements.

~The productions and activities of the PRTT from 1967 to 1971
are examined in chapter three. The Oxcart by René Mdrques, Crossroads

by Manuel Méndez Ballester and A Dramatized Anthology of Puerto Rican

Short Stories are discussed in depth as representative productions of

this period.
Chapter four examines the work of the company from 1972 to 1976.

Luis Rafael Sanchez' The Passion of Antigona Pérez, Osvaldo Drag(n's

Stories to Be Told and Piri, Papoleto and Pedro, Directed by Pablo--a

dramatized anthology of "Nuyorican" poetry--by Piri Thomas, Jes(s
Papoleto Meléndez and Pedro Pietri are analyzed as representative pro-
ductions of this period.

The study is an examination of work in progress. What emerges
is a portrait of a theatre with a social as well as an artistic

function. The Puerto Rican Traveling Theatre is the most important
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Puerto Rican theatre group in the United States. Its history,

activities and accomplishments are the subjects of this study.
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INTRODUCTION

The purpose of this study is to examine the work of the Puerto

Rican Traveling Theatre in New York from 1967 to 1976 and the factors
that made its development possible. These factors are analyzed in a
discussion of 1) events which led to the emergence of the Puerto Rican
Traveling Theatre in New York City in 1967; 2) a general history of
theatrical activities in Puerto Rico with special emphasis on 1940,
when Puerto Rico's first purely nationalistic theatre was founded;
3) the ground rules established in 1940 for subsequent theatre move-
ments; and 4) the migratory phenomenon, intensified during the 1940s
in which one third of the Puerto Rican population with its distinct
cultural needs and manifestations, established itself in the United
States.

The study documents and evaluates the origin, development and
accomplishments of the Puerto Rican Traveling Theatre. An examination
of selected productions, representative of the different aspects of
the group's background and philosophy establishes the importance of
the contribution of Puerto Rican theatre to theatre movements in the
United States.

The methodology borrows strongly from recent works in related
fields, particularly from cross-cultural studies of the Puerto Rican
migration to the U.S., its causes and the impact on its participants.

Puerto Rico: A Socio-Historic Interpretation by Manuel Maldonado Denis

was the major source for the analysis of the historical and political
1
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elements which led to the migration of Puerto Ricans to the
United States.
A survey of Puerto Rican theatre establishes the cultural back-

ground which nurtured the work of the PRTT. Origen y desarrollo de

la afici6n teatral en Puerto Rico, by Emilio Pasarell, E1 teatro en

Puerto Rico, by Antonia Sdez, and Contemporary Puerto Rican Drama, by

Jordan Phillips, as well as the unpublished investigative works of
Victoria Espinosa and Odette Fumero de Colén, have provided essential
information in the compilation of data for the general survey of the
Puerto Rican theatre.

Behind these developments there is also a growing body of theory
on the nature and function of ethnic-cultural theatre. The ideas of
Augusto Boal, Imamu Amiri Baraka, Luis Valdés, Francis Fergusson and
John Lahr have been investigated to establish the role diversification
can play in serving fundamental social and cultural needs.

The play reviews and newspaper and magazine articles provided
the most useful source of information on the Puerto Rican Traveling
Theatre. A personal recorded interview with Miriam Coldn, the company's
director, as well as an examination of the group's records and files
were undertaken in order to analyze the philosophy of the PRTT. An
examination of all the plays produced by the company, and critical
material about them, were used to formulate the group's basic philosophy
in terms of theme.

What emerges is a portrait of a theatre with a social as well
as artistic function. The Puerto Rican Traveling Theatre is more than
an independent theatre group: it is also a symbol of unification in

the New York Hispanic community, providing instrumentation for the
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airing of social and ethnic problems and channeling community spirit
and energy into constructive avenues of action. Its overriding
objective is to demonstrate that the arts--particularly theatre--can
function as a force contributing to the dissolution of the alienating
tendencies of modern urban life.

A11 materials quoted in Spanish have been translated by the

author.



CHAPTER ONE

THE ARTISTIC, CULTURAL AND SOCIAL BACKGROUND OF
THE PUERTO RICAN TRAVELING THEATRE

Although the Puerto Rican Traveling Theatre was founded in New
York by Miriam Coldn in 1967, it has a tradition which extends far
beyond the ten-year history of the group itself. The purpose of this
chapter is to demonstrate the relationship between certain social,
economic and cultural realities in Puerto Rico and the emergence of
the Puerto Rican Traveling Theatre in New York. To accomplish that
objective, a brief survey of the history of theatre and drama in Puerto
Rico, and an overview of the socioeconomic factors that resulted in the
mass migration of Puerto Ricans to the U.S. mainland, especially New
York City, during the 1940s are employed.

Puerto Rico is a Caribbean island approximately thirty-five
miles wide and one hundred miles long. In this small geographical
area, three million people live mainly in urban centers. Emigration
was evident during the nineteenth century, when the island was still
ruled by Spain. But it was during the 1940s, four decades after the
United States acquired Puerto Rico from the Spaniards, that an exodus
began that resulted in the establishment of a Puerto Rican community

1

of about two million people in the United States. The decade of the

]Adalberto Lépez, "The Puerto Rican Diaspora" in Puerto Rico and

Puerto Ricans, eds. Adalberto Lépez and James Petras (New York: John
Wiley and Sons, 1974), p. 319.



e
g

#it



5

Forties also marked a crucial turning point in another aspect of
Puerto Rican history. In all facets of the island's life, strong

support emerged for the concept of puertorriquenidad (Puerto Ricanism

or the search for Puerto Rican national identity). After forty-two
years of U.S. political domination, the Puerto Rican people were
confronted by a question of national identification: "A la larga,

el tema responde a un (¢6mo somos? o a un ;qué somos? 1os puertorri-
quenos globalmente considerados. . . ."2 ("Basically, the theme
responds to how, who, and/or what are we, the Puerto Ricans, when
globally considered?") The question became crucial to a people living
in a land where the prevalent culture, acquired from the European
colonial empire (Spain), was threatened by the new power in charge
(the United States) without full consultation of the island's
inhabitants.

The question is further complicated when asked by the second
generation Puerto Ricans on the U.S. mainland who do not really fit
either on the island or in the United States:

Where are we? In reality we are nowhere. When we go

back to the island after living here, they say,

"You're not Puerto Rican! You're an American!" And

when we come back to the United States, they say, "Oh,

you're nothing but a Pueto Rican!" So, who are we? That

just makes me wonder: who am I? Why am I a Puerto Rican?

What makes me a Puerto Rican? If I was born here, why

doesn't that make me an American? If I am not, why am I
not there, on the island?3

2Anton'io S. Pedreira, Insularismo (Madrid: Editorial Edil, 1934),
p. 21.

3Stan Steiner, The Islands: The Worlds of the Puerto Ricans
(New York: Harper and Row, 1974), pp. 440-441.




The political events of the 1940s also helped to crystallize
concepts of Puerto Rican national identity. The nationalistic spirit
established itself firmly behind a leader and a party that promised
social reform and independence: ". . . convinced of this [independence],

thousands of independentistas followed [Luis Mufioz Marfn] and helped

make him the victor in the 1940 e]ections,"4 making him the most
powerful political figure in Puerto Rico. However, the island con-
tinued to be ruled by a governor appointed by the President of the
United States until 1948, when Munioz was elected governor by popular
vote.

Other changes took place during the 1940s. Economically, the
island experienced a rapid deterioration of its agricultural resources,
which initiated the exodus of the peasant population to island cities
and to North American ghettos. According to sociologist Manuel
Maldonado Denis,

this migratory process can also be observed in the growth

of the slums in the metropolitan zone of San Juan, for the

disruptions of their milieus forces great groups of

peasants into the cities and into resultant unemployment,

extreme poverty and marginality. . . . On breaking the

ties which served him as a means of orientation in the

country, the migrant dwelling in the slums of San Juan or

the ghettos of New York finds himself without points of

reference for orientation of his behavior. The result is

the phenomenon of alienation: a feeling of inpotenge

and fatalism in the face of the surrounding world.

Other factors contributing to a greater sense of identity and

cultural crisis also became evident. U.S. citizenship was imposed in

4Manue] Maldonado Denis, Puerto Rico: A Socio-Historic Inter-
pretation, trans. Elena Vialo (New York: Random House, 1972}, p. 154.

SIbid., p. 161.
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1917 by virtue of the Jones Act. From 1898 to 1948, English was the
official language of a territory whose population spoke Spanish. Public
schools taught English as a first language and Spanish as a second
language (that Spanish was not eradicated was possible due to
cultural resistance as well as to the fact that most teachers were
Puerto Rican and didn't have adequate English-language training).
Even traditional island history and myths were replaced by those of
the United States. Today, school children can recite the accomplish-
ments of Abraham Lincoln and George Washington, but do not recognize
native figures such as Eugenio Marfa deHostos and Ramén Emeterio
Betances. In reaction to cultural bombardment from a foreign culture
and language, intellectuals and artists undertook the mission of
identifying, evaluating and rescuing Puerto Rican culture.

The political, economic, and cultural developments of the 1940s
also appear as major factors contributing to the emergence of
indigenous theatre in Puerto Rico. Since 1898, theatrical activity
on the island had been limited almost entirely to touring companies
from Europe. No strictly indigenous theatre movement had emerged.
However, in 1939, Emilio Belaval wrote a manifesto for a modern Puerto
Rican theatre, stressing the need of every nation--every distinct
cultural and geographical region--to create its own theatre with
themes, forms, actors, and settings which reflected the nature of
life as it was experienced in that nation. In his study of the
Puerto Rican theatre, Jordan Phillips states,

[Belaval] objected that what Puerto Ricans had seen

dramatized was not their life, and he did not like the

passivity with which it had been accepted. He recog-

nized the problem of having no dramatic tradition of their
own on which to build, [and] thus called the new effort
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not a renovation, but a building from the now, cognizant
of their history but not in imitation of what had gone
before. Belaval struck directly at the result of four
and one half centuries of domination: the disappearance
of their individuality. . . .

Belaval's "manifesto" was put into practice. In 1940, the
theatre group Areyto was formed under his direction. The aim of the
group was to provide an impetus for the development and practice of
basic theories and techniques which would lead to the emergence of a
Puerto Rican national theatre. In the words of Latin American theatre
historian Carlos Solérzano,

En Puerto Rico, el creador del movimiento nacionalista

fue Emilio Belaval, quien fund6 el grupo Areyto en 1940.

Este grupo tuvo como principal misi6én la de plantear la

problemdtica propia del puertorriqueio, la de enjuiciar

sus procedimientos de vida y 1a de descubrir su tradici6n

indohispdnica en el momento en que la vida puertorriqueia

afrontaba su asimilaci6n a la cultura norteamericana.’

(In Puerto Rico, the creator of the nationalist move-

ment was Emilio Belaval, who founded the group Areyto

in 1940. The group had the principal mission of stating

the particular dilemma of Puerto Rico, judging its vital

life process, and discovering its Indo-Hispanic tradition

at a time when Puerto Rican life was facing assimilation to

North American culture.)

The name Areyto was appropriately chosen from tribal dances
of the original inhabitants of the island prior to the arrival of
the Spaniards in 1493. The Arahuac tribes who inhabited the
Antillean Arch were the first to be confronted by the Europeans.

These tribes--now extinct--performed choral dances called areitos,

6Jordan Phillips, Contemporary Puerto Rican Drama (New York:
Plaza Mayor Ediciones, 1972), pp. l4-15.

7Car]os Solérzano, E1 teatro latinoamericano en el siglo
veinte (México: Editorial Pormaca, 1964), p. 113.
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which contained embryonic dramatic e]ements.8

Belaval and the Areyto group drew from other historical
sources as well, and it is necessary to briefly survey the roots of
this group to fully understand the impact Areyto had in Puerto Rico
in the 1940s and its relation to the Puerto Rican Traveling Theatre
in New York.

The recorded history of theatre in Puerto Rico can be traced
back to the early Spanish settlement of the island. One of the
goals of the Spaniards was to spread and promote Catholic doctrine.
The church introduced the formal theatrical practices of the Spanish
empire in its colonies to serve that purpose. In Puerto Rico, these
performances date as far back as the early 1600s and, during the
seventeenth, eighteenth, and nineteenth centuries, theatre performances
were part of various religious festivities, political events and
coronations, usually taking place on Corpus Christi, the day of

9 Thus, the

Purification and the feasts of Santiago and Santa Rosa.
dramatic forms which characterized the Middle Ages on the European
continent and continued in Spain until the nineteenth century found
counterparts in Spanish colonies such as Puerto Rico.

The Spanish tradition continued to grow. "Golden Age" plays
found new stages in the colonies and strongly influenced dramatic

production in Puerto Rico. Throughout the nineteenth century, the

works of Lope de Vega, Calder6n de la Barca, and José Zorilla were

8José Juan Arrom, Historia del teatro hispanoamericano,
época colonial (México: Editorial Planeta, 1967), p. 9.

9Emi]io Pasarell, Orfgenes y desarrollo de la aficién teatral
en Puerto Rico (Puerto Rico: Casa Baldrich, 1951), p. 4.
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frequently produced, while Shakespeare and Goldoni were among the non-

Spanish playwrights presented by Spanish touring compam'c-zs.]0

Native Puerto Rican drama also emerged during the nineteenth
century and began belatedly to capture the romantic tendencies of the
continent.

E1 teatro en Puerto Rico, al igual que las demds
manifestaciones artfsticas, tiene sus comienzos en la
segunda mitad del siglo diecinueve; y aunque ya en Europa
el movimiento romdntico habia evolucionado, surge aquf el
teatro con verdadero cardcter romdntico; fen6meno que se
explica: primero, por 1o tarde que 1legaban a América las
corrientes culturales europeas; segundo, por el eco que
las ideas de libertad e individualismo propias de los
romanticos encontraban en el espfritu de nuestros poetas,
ansiosos de ellas y que, debido a la limitaci6n que
imponfan las condiciones polfticas, encontraban campo
propicio en las corrientes artfsticas. Esta misma
limitaci6n polftica influye en que se manifiesten tan
alejados de nuestro mundo y busquen temas fuera de toda
relacion regional, en 1os cuales late el ansia de libertad
que a todos mueve y anima. No hay que olvidar que muchos
de nuestros primeros_escritores son también los corifeos
de nuestra polftica.ll

(Theatre in Puerto Rico, 1like all other artistic manifes-
tations, begins with the second half of the nineteenth
century; and even though the Romantic movement in Europe
had already fully evolved, here we see a theatre with a
truly romantic character. The phenomenon is justified,
first, because of the delay of European trends in reaching
America and, second, because of the reception given by our
poets, hungry for them, to the romantic's ideas of free-
dom and individuality. Not being able to express them-
selves in other ways because of limitations imposed by
political conditions, they found a ripe field in the
Romantic movement. These political limitations account
for the settings--away from our world--and for the search
for themes without any regional reality in which they
could express their desire for freedom and independence.
We cannot forget that many of our first writers were also
the chorus leaders in our political life.)

, 01hid., pp. 54-61.

]]Antonia Sdez, E1 teatro en Puerto Rico, 2nd ed. (Espafia:
Editorial Universitaria, 1972), p. 15.
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Carmen Herndndez de Ara(ijo was the first known Puerto Rican
dramatist. In 1846, she wrote a five-act, verse play called Los deudos
rivales ("The Rival Debtors")--a classical Greek theme written in a
romantic style. In 1849 Alejandro Tapia y Rivera, the "Father of
Puerto Rican theatre," wrote the libretto for the opera Guarionex,

based on the 1ife of a Puerto Rican Indian. His Roberto D'Evreux,

the first original work by a native writer to be staged in Puerto
Rico, is remarkably similar to the works of Alexander Dumas and
Victor Hugo. The play depicts the romantic conflicts of Elizabeth I
of England and was produced in San Juan by the aficionados of the

of the Sociedad Conservadora in 1856, eight years after it was written.

Tapia later wrote an anti-slavery drama entitled La cuarterona ("The

Quadroon," produced in 1867) which follows the same basic storyline

as Dion Boucicault's The ()ctonr'oon.]2

The third prominent dramatist of this period was Salvador
Brau. He chose historical themes to depict the Spanish domination of

the island in plays such as Héroe y martir ("Hero and Martyr," 1871)

and Los horrores del Triunfo ("The Horrors of Triumph," 1887). A

poet as well as dramatist, Brau's contribution to the Puerto

Rican theatre is largely due to his lyrical use of 1anguage.]3

]zAlejandro Tapia y Rivera, La cuarterona in Decimo Festival
de teatro puertorriqueno: Instituto de Cultura Puertorriquena, vol. 10
(Barcelona: Ediciones Rumbos, 1969) and Dion Boucicault, The Octoroon
in Arthur Hobson Quinn, Representative American Plays,7th ed., rev.
and enl. (New York: Appleton-Century-Crofts, 1957), pp. 369-431.

]3Antonia Saez, E1 teatro en Puerto Rico, p. 40.
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In spite of the efforts of writers such as Herndndez de Aradjo,
Tapia y Rivera and Salvador Brau, native theatre and drama did not
flourish in Puerto Rico during the second half of the nineteenth
century. A heterogeneous audience would gather at San Juan's Municipal
Theatre, built in 1824 (renamed the Tapia Theatre in 1950), to watch
imported production of Spanish plays, ballet and opera. During this
period, two problems served as roadblocks to the emergence of native
theatre: island politics allowed few Puerto Rican writers to use
theatre as a forum for their ideals and little could be done to en-
courage the development of native theatre artists due to the control
exerted by Spanish companies over all theatrical production in the
island. This situation continued nearly unchanged into the twentieth
century.

In the first four decades of the twentieth century, several
events took place which began to deteriorate Puerto Rico's close
artistic and theatrical ties to the European continent and, at the
same time, stimulated the development of native theatre. The first
was Spain's loss of Puerto Rico to the United States as a consequence
of the Spanish-American War.

The influence of Spain and Hispanic culture in Puerto Rico
cannot be underestimated, but Spanish political and economic control
inhibited the development of autochthonous theatre forms. However,
Spain's loss of Puerto Rico to the United States seemed to promise
free expression of thought and an impetus for a strong native theatre.
Unfortunately, this was not the case. During the first fifteen
years of United States rule, the few plays that were written condemned

economic domination, sponsored socialist principles, and sought to
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attain a more equitable and just society. Titles such as La emanci-

pacidn del obrero ("The Emancipation of the Worker," 1903) with

characters such as Juan--worker's cause, Pedro--economic slavery,
Priest--worries, Foreigner--emancipation, Angel--ideals, Politician--
oppression, Magistrate--injustice, Master--the capitalist system, the
Hut--the rotten building of society, and the Valley--Puerto Rico,
created an early alternative theatre which foreshadowed the protest
and political theatre of the late Sixties and early Seventies. In
1904, poet José Limon Arce wrote Redencién ("Redemption"), a play
dealing with problems between capital and labor in Puerto Rico and
offering the creation of a union as a solution. Other titles include

Futuro ("Future," 1911) and E1 poder del obrero o la mejor venganza

("The Worker's Power or The Best Revenge," 19]5).]4 Commenting on
these and similar plays, Puerto Rican theatre historian Antonia Sdez
sees little "artistic" value but recognizes their importance as

chronicles of the thought and feeling of the t:1'me.]5

However, themes
similar to those presented in these early examples of protest theatre
later found more appropriate forms in the traveling theatre format of
the federally sponsored La Fardndula Obrera (Workers' Theatre) of the

1930s.

Historical dramas such as El1 grito de Lares ("The Cry of Lares,"

1914; produced in 1929) by Luis Llorens Torres and Juan Ponce de Le6n

(1932) by Carlos N. Carrera reacted against the new colonial status

of the island and portrayed the struggle for independence and the

14
15

Ibid., pp. 42-46.
Ibid.
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search for national identity. Although written by native playwrights,
these plays were produced by Spanish companies. The need for native
theatre artists to produce native plays remained unrecogm’zed.]6

Theatrical movements also came from the United States. In
1931, an English-language theatre group named "The Little Theatre"
was formed in Puerto Rico following general guidelines established
by the Little Theatre Movement in the United States. The amateur
status of the group roughly paralleled that of amateur Spanish-
language groups; however, they were responsible for introducing new
U.S. and British plays to island aud1'ences.]7

During the 1930s, Puerto Rico's economic ties to the United
States further emphasized the drive to establish a strong native
theatre. As a territory of the United States, Puerto Rico was also
hit by the Depression, perhaps more severely than the mainland itself.
On the other hand, the island also benefited from the relief projects
of the Roosevelt era. Just as the well-known Federal Theatre Project
developed in the United States through the Works Project Administra-
tion, Puerto Rican theatre also received aid.

An agency of the Federal Economic Reconstruction Administra-
tion was established in 1935 to help Puerto Rican peasants and workers

with their economic problems. Workshops and six-week seminars were

held at the University of Puerto Rico under the direction of Morton

8¢ rancisco Arrivf, La generaci6n del treinta (Espaiia:
Instituto de Cultura Puertorriquenia, 1960), p. 4.

17Odette Fumero de Col6n, "Las obras de los festivales de
teatro" (Tesis de maestrfa, Universidad de Puerto Rico, 1967), p. 10.
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W. Royse, a Harvard professor, and contributor to the Encyclopedia of

Social Science. The participants were trained in several means of

communication, and Manuel Méndez Ballester, author of Crossroads
(1958; produced by the PRTT in 1969), offered the drama course. As a

result, a traveling theatre group called La Fardndula Obrera was

created to write and perform plays exposing the problems of Puerto
Rican workers.

Entre las obras presentadas, se destacan por su mensaje
social las siquientes: El1 dictador de Arturo Cadilla y

las que siguen en que no se mencionen autores y que indis-
cutiblemente son creaciones en colaboracion de todo el
grupo: Venciste unidn, Con ambos puios, Sombras de Passaic,
Cana, etc.!®

(The most outstanding of the plays produced were The
Dictator by Arturo Cadilla and the following in which

no mention of author is made and which undoubtedly were
collective works: The Union Won, With Both Fists, Shadows
of Paissac, Sugar Cane, etc.)

Among the members of La Fardndula Obrera were individuals who

later became the most significant Puerto Rican dramatists and theatre

producers of the 1950s and 19605.]9

One was Leopoldo Santiago
Lavandero, a graduate of the Yale School of Drama who later became
artistic director of Areyto, founder of the theatre department of the
University of Puerto Rico, and organizer and director of a theatre
program in the island's public school system. As part of the latter

program, Greek and Renaissance classics performed and produced by a

]8Victoria Espinosa, "E1 teatro de René Marqués y la escenifi-
caci6n de su obra: Los soles truncos" (Tesis doctoral, Universidad
Aut6noma, Méjico, 1969), p. /2.

191144,
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National Company of Teachers toured the is]and.20

Although the influence of the U.S. theatre on Puerto Rican
dramatic arts has been strong throughout the twentieth century, other
factors can be seen as equally important in the emergence of native
theatre. Both World Wars reduced the frequency of visits to the island
by Spanish artists, but it was really the Spanish Civil War (1936-
1939) that halted the flow of professional companies. This helped to
develop a national theatre as amateur theatre groups began to flourish.
Another Spanish development aided the emergent Puerto Rican theatre:
the works of contemporary writers Federico Garcfa Lorca and Alejandro
Casona. Although Garcia Lorca did not visit the island before his
death in 1936, his plays and poems served to revitalize the whole
Hispanic theatre and provided an inspiration for Puerto Rican writers.
Alejandro Casona, exiled from Spain, visited the island in 1937 to

supervise a production of his Nuestra Natacha ("Our Natacha"). He

also presented several lectures on his work at the University of
Puerto Rico. "Con la influencia de Alejandro Casona surge en nuestro

teatro una fuerte tendencia al teatro poético."Z]

("With the influence
of Alejandro Casona, a strong tendency towards poetic drama is felt in
[Puerto Rican] theatre.") In spite of Casona's impact, during the
1930s and 1940s the Puerto Rican theatre became less dependent on

Spanish theatre and began to undertake the task of modernizing itself,

20\i1da Gonzadlez, "Teatro puertorriqueno” in Breve Enciclo-
edia_de Cultura Puertorriguena, Rubén del Rosario, Esther Melon de
Dfaz and Edgar Martinez Masdeu, eds. (San Juan, Puerto Rico: Editorial
Cordillera, 1976), p. 429.

2]0det1:e Fumero de Coldn, "Las obras de los festivales de
teatro," p. 8.
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finding new models in the North American theatre and in the best
theatre of Europe.

During the late 1930s, the fusion of several diverse trends
aided the formation of a new kind of theatre in Puerto Rico. These
included the Romantic tradition of Tapia and Brau, new social themes
responding to the U.S. political presence in Puerto Rico, historical

dramas such as E1 grito de Lares, new social art sponsored by the

economic programs of the Roosevelt administration and the new vitality
brought to Spanish-language theatre by writers such as Garcfa Lorca
and Casona. These factors found their most immediate manifestations

in the work of Areyto and the federally sponsored La Fardndula Obrera.

The indigenous character of these groups can be seen in their use of
Puerto Rican actors, directors, and scenic artists, in themes that
deal directly with aspects of Puerto Rican reality and, most important-

1y, as in the case of La Fardndula, the adoption of a traveling or
22

touring format.
The years surrounding 1940 are crucial to an understanding
of both the Puerto Rican theatre and the island's recent political
history. In all aspects of Puerto Rican life, two issues were debated:
socioeconomic justice and independence, and the concept of puertorri-
queiiidad. The literature of the era began to further consolidate
ideas on the need for cultural manifestations of these issues--ideas
which form the theoretical objectives of nearly all Puerto Rican
theatre groups both on the island and in the U.S. The question of

identity was explored by the two most prominent Puerto Rican men of

22114d., p. 9.
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letters of the time: Antonio S. Pedreira in Insularismo (1934) and

Tomds Blanco in Prontuario histérico de Puerto Rico (1935).

A11 the despair and desperation which Puerto Rico lived
through during that crucial decade can be observed in
Pedreira's book. In the beginning of the book he asks:
What are we and where are we going?--the questions that had
to be asked of the period that began with the North Ameri-
can occupation, g period Pedreira called one of 'indecision
and transition'.23

The quest for defining a "national consciousness" undertaken
by emerging dramatists reflected the philosophies of Tomds Blanco:

E1 dilema es, pues: o tomar en nuestras manos, con
serenidad y firmeza, nuestro destino, o someternos, como
retrasados mentales a una lenta agonfa, prolongada por
paliativos y aparatos ortopédicos, hasta 1legar al 1imite
de la miseria fisica y postracion moral, hasta la total

y completa transformacion del pueblo isleno en peonaje

de parias, eB hato de coolies. Entonces sdlo se salvardn
los muertos.Z4

(We must either take our destiny in our hands, calmly and

firmly, or submit ourselves, 1ike the mentally retarded, to

a slow, agonizing death, prolonged by palliatives and

orthopedic apparatus, till we reach the 1imit of physical

misery and moral prostration, till the total, complete
transformation of the islanders into a work gang of pariahs,

a gang of coolies. Then only the dead would be saved.)

The affirmation of Puerto Rican identity that the work of
these two men represents summarizes the sentiments and desires of the
thinkers, writers and artists who were part of a generation reaching
political maturity under North American domination. "Faced with the
dissolving tendencies of assimilationism, Pedreira and Blanco call

attention, through their brilliant essays, to the authentic ethos of

23Manue1 Maldonado Denis, Puerto Rico: A Socio-Historic
Interpretation, p. 142.

. 24+ omas Blanco, Prontuario histdrico de Puerto Rico, 6th ed.
(Espana: Instituto de Cultura Puertorriquefia, 1973), p. 135.
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Puerto Rican cu]ture."25

It was during this era of intellectual and political ferment
that a renaissance was realized in the theatre, and the actual history
of national theatre in Puerto Rico begins. All the theatrical
experiments that had bloomed in one way or another during the 1930s

26

found a home in the Ateneo Puertorriqueno. Emilio S. Belaval,

president of the institution during the 1930s and former director

of the theatre club of the Casino de Puerto Rico, used the resources

of the culb--university students and aficionados--to raise funds for
the Ateneo. He created an awareness for the need to sponsor theatrical
activities based on the impact of this experience.

E1 Club Artistico del Casino logré mantener vivo el

interés por el teatro espanol en los momentos en que, por
causa de la guerra civil espanola, habfanse suspendido

las relaciones culturales con Espana, en donde halldbamos
estfmulo para nuestro teatro. Surgen ideas, en parte
agresivas, en parte defensivas, de afirmacién puertorriquena
y termina29sf las prevenciones contra el teatro puerto-

~

rriqueno.

(The Club Artistico del Casino succeeded in keeping an
interest 1n Spanish theatre alive during times that, due

to the Spanish Civil War, the cultural relations with Spain--
the place where we found the stimulus for our theatre--had
been severed. Thoughts of national reaffirmation--defensive
and aggressive--emerged, ending the prejudices against

the Puerto Rican theatre.)

25Manue] Maldonado Denis, p. 145.

26The Ateneo Puertorriqueno was founded on April 30, 1876 by a
group of fifty Puerto Ricans who were interested in establishing a
society for the stimulation of arts and letters. In its one hundred
years of existence, it has produced numerous publications, seminars,
conferences and contests. It boasts a liberal tradition, having always
opened its doors to discussion of varying ideas, whether they be
scientific, literary, religious or political. See Breve Enciclopedia
de Cultura Puertorriquena, pp. 42-44.

27Odette Fumero de Coldn, p. 11.
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In 1937, the Ateneo sponsored a contest for plays and gave

awards to E1 clamor de los surcos ("The Furrows' Clamor") by Manuel

Méndez Ballester, E1 desmonte ("The Dismount") by Gonzalo Arrocho,

and Esta noche juega el joker ("Tonight the Joker is Wild") by
28

Fernando Sierra Berdecia. Esta noche juega el joker is the first

Puerto Rican drama to deal with the migrant problem in New York:
"Observa al hombre puertorriqueno en la centrifuga de Nueva York, con
1o que abre perspectivas a la literatura del emigrante puertorri-

queﬁo."29 ("

It studies the Puerto Rican in the centrifuge of New
York, opening perspectives on the 1literature of the Puerto Rican
migrant.") In the play, the author examines the social implications
of role reversals due to the availability of jobs for women and their
scarcity for men.

Following the productions of these plays, the Ateneo

30

absorbed the Club Artistico del Casino. In 1939, Belaval wrote

"Lo que podria ser un teatro puertorriqueno" (What a Puerto Rican
Theatre Could Be"), the cornerstone of much Puerto Rican theatre since
that time. He identifies the need for a native theatre by saying,

Algin dia de estos tendremos que unirnos para crear un
teatro puertorriqueno, un gran teatro nuestro, donde todo
nos pertenezca: el tema, el actor, los motivos decorativos,
las ideas, la estética. Existe en cada pueblo una inso-
bornable teatralidad que tiene que ser recreada por sus
propios artistas..... . Nuestra realidad circundante es
que Puerto Rico no parece interesado en el drama
puertorriqueno: es un espectador que asiste impasible

28Jordan Phillips, Contemporary Puerto Rican Drama, p. 14.

29t rancisco Arrivi, La generacion del treinta, p. 11.

30Emilio Pasarell, Origenes y desarrollo de la aficion
teatral in Puerto Rico, p. ng.
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a su propio drama, que arrincona como in(Gtiles bambalinas
aquellas ideas histéricas, tradicionales y ambientales

por cuya conservacion los pueblos luchan desesperadamente.
. « . Por ser el hombre clave de nuestra temdtica teatral,
nuestro teatro serd antes que nada, un teatro social
dignificado hacia el hombre y en esto tendremos hasta la
certeza de coincidir con la corriente ideol6gica mds
caracterfstica de nuestro tiempo.31

(Someday we have unite in order to create a Puerto Rican
theatre, a great theatre of our own, where everything will
belong to us: the theme, the actor, the decor, the

ideas, the esthetics. In each people there is an uncorrup-
tible theatricality that has to be recreated by its own
artists. . . . Our surrounding reality is that Puerto Rico
does not seem interested in Puerto Rican drama: the Puerto
Rican spectator watches his own drama passively, discarding
historical, traditional, and environmental ideas, that other
peoples fight desperately to preserve, like unserviceable
props. . . . Because man is the key to our theatrical
themes, our theatre will be, above all, a social theatre
directed toward the dignity of man and in that way we

will be certain to be consistent with the ideological
current that characterizes our time.)

Belaval articulates the aspirations of a Puerto Rican theatre
as: autochthonous theme and scenic elements, the dignity of the
individual as the overall focus, the actor as an interpreter of
national feelings, new and dynamic means of production and no simple
regionalism of theme or technique. He stated that the theatrical
recreation of a Puerto Rican reality must also be consistent with
contemporary world currents and themes. These tasks were undertaken
by Areyto during the 1940s, when Belaval's principles for a national

theatre were put into practice.32

31Emi]io Belaval, "Lo que podrfa ser un teatro puertorri-
quefio" in Areyto Mayor, Francisco Arrivf, ed. (Espaffa: Instituto de
Cultura Puertorriquenia, 1966), p. 257.

32Jordan Phillips, p. 16.
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In 1941, a chapter of Areyto was created in the town of
Arecibo under the direction of Rene Marqués, the most prominent
modern Puerto Rican playwright and the author of La carreta ("The
Oxcart"), the first play produced by the Puerto Rican Traveling

Theatre in 1967. In its lifetime, Areyto produced Tiempo muerto

(Dead Time," 1940) by Manuel Méndez Ballester, Mi serorfa ("My

Lordship," 1940) by Luis Rechani Agrait, La escuela del buen amor

("The School of Good Love," 1941) by Fernando Sierra Berdecfa,

and He vuelto a buscarla ("I Have Returned to Look for Her," 1940)
33

by Martha Lomar, among others. In producing plays of this nature,
the purpose of Areyto was threefold: (1) to stage plays by Puerto
Rican authors, (2) to implement new techniques of production in the
fields of acting, directing, scene design, lighting, costume, and
make-up and (3) to attract a subscription audience as well as achieve

artistic recognition from a general pubh‘c.34

Thus, the pattern
followed by the group resembled the structure of "independent"
theatres such as the Freie Bithne and the Provincetown Players
that were prominent in Europe and the United States during the late
nineteenth and early twentieth centuries.

Although Areyto's 1ife ended two years after it began, its
productions had a profound effect on the theatre, for it grouped

together some of the island's finest theatre talents: Leopoldo

Santiago Lavandero (artistic director), Madelline Williamsen and

331pi4.

34“Proyecto para el fomento de las artes teatrales," Insti-
tuto de Cultura Puertorriquefia, San Juan, Puerto Rico, 1956. Files
of the Institute of Puerto Rican Culture.
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Edmundo Rivera Alvarez (actors), Rene Marqués (dramatist), Juan
Luis Mdrquez (critic), and Julio Marrero and Rafael Rfos Rey
(designers).35

In 1941, L. Santiago Lavandero became the founder of the
theatre program at the University of Puerto Rico. The Drama Division
had at its disposal the facilities of the University Theatre, and the
production program was developed to stress the second of Areyto's
purposes: to prepare native theatre artists in all fields. However,
the work focused on productions of international plays of merit
rather than on Puerto Rican drama. After the 1944 production of the

Puerto Rican play La resentida ("The Resentful One") by Enrique

Laguerre--a study of a family caught in the problems of the 1898
society--plays by native playwrights were eliminated from the
repertory of the University Theatre. The reasons are described by
Francisco Arrivi:

E1 joven teatro universitario monta el drama en

1944. Ante 10,000 espectadores, sirve para probar, contra
los deseos de su director Leopoldo Santiago Lavandero y a
pesar de la enorme afluencia de publico, que un sector

del mundo oficial se enfriaba ya ante la promocién de la
cultura puertorriqueia.3

(The young university theatre produced the play--La resentida--
in 1944. Before 10,000 audience members, against the hopes

of its director, and in spite of enormous audience influence,
it proved that a sector of the official world was turned off
when faced by the promotion of Puerto Rican culture.)

It was not until 1956 that another play by a Puerto Rican playwright
was produced by the University Theatre: Francisco Arrivi's Bolero y

plena. Nonetheless, the university developed a broad educational

35Francisco Arrivf, La generacibn del treinta, pp. 10-26.
36

Ibid., p. 28.
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curriculum in theatre arts and drama.

The new interest in theatre at the university in the 1940s
reflected significant political events of the era. During the Forties,
Puerto Rico was governed by the last of the U.S. colonial governors:
Rexford Guy Tugwell. "Tugwell--who figured prominently in Roosevelt's
brain trust--was without doubt the most intelligent and well-prepared
governor“37 up until that time. Tugwell was also the chancellor of
the University and it was under his administration that the institu-
tion began to assume a stature of more than regional importance.
Although his emphasis was the sciences, new attention was also
paid to the humanities--a tendency reflected in the development of
the theatre curriculum.

In 1946, the University Theatre acquired a traveling unit
designed by Rafael Cruz Emeric. Its task was to take theatre to
hospitals, town squares, jails--wherever the cart could be opened for
production. The idea was fashioned in the spirit of Garcia Lorca's
La Barraca which traveled throughout Spain in 1932, and the univer-
sity's unit later became the structural model for the traveling unit

of the Puerto Rican Traveling Theatre. The Teatro Rodante Univer-

sitario toured the island every weekend during its first year. In
subsequent years, it has followed a less intense schedule and now
tours approximately thirty times a year to remote towns on the island.

The university's traveling theatre consists of two mechanical
units: a bus, and a trailer that opens up into a platform stage

sixteen feet long, twenty feet wide, and four feet high. When closed,

37Manuel Maldonado Denis, p. 155.
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it carries the set and props. The bus transports the actors and

technicians and the lighting equipment is mounted to its roof during

38

performance. "Cumple el propdsito de la Universidad de 1legar

al pueblo, educar y divertir a 1a gente en los pueblos y campos."39
("It fulfills the purpose of the University by reaching the people,
educating and entertaining the inhabitants of both town and country.")

Important productions include Sancho Panza en la Insula Barataria

("Sancho Panza on the Island Barataria") and The Marriage Proposal

(1946-47), The Imaginary Invalid (1953-54), Titeres de Cachiporra

("Punching Puppets," 1960-61), The Man Who Married a Dumb Wife and

Mirandolina (1966-67), and Los Melindres de Belisa ("Belisa's

Prudery," 1970-71). Federico Garcia Lorca's farce La zapatera
prodigiosa ("The Shoemaker's Prodigious Wife") was the most popular
selection, touring in the 1947-48, 1957-58, 1961-62, and 1968-69
seasons.40

Impressed by a documentary film on the University of Puerto
Rico's traveling theatre project, the Rockefeller Foundation offered
several fellowships to dramatists, designers and directors from the

island to help them study abroad. Francisco Arrivi and Rene Marqués

received awards in 1949 and went to Columbia University to study

38Rafé] Cruz Emeric and Leopoldo Santiago Lavandero,
"Proyecto para el Teatro Rodante Universitario," Universidad de
Puerto Rico, Rio Piedras, Puerto Rico, 1945. Files of the Depart-
amento de Drama de la Universidad de Puerto Rico.

39Victoria Espinosa, p. 81.
40“Lista de producciones teatrales del Departamento de Drama

1941-1976." Files of the Departamento de Drama, Universidad de Puerto
Rico, Rfo Piedras, Puerto Rico.
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ol UNESCO asked for the plans of the unit in order to

42

playwriting.
facilitate them in India in the creation of a similar project.

In her work on the plays of Rene Marqués, Dr. Victoria
Espinosa states that in light of the repertory chosen by the University
Theatre--basically classical farces and comedies with happy endings--
the audience had been underestimated and considered incapable of
appreciating other theatrical genre. She draws an appropriate
comparison with Garcia Lorca's La Barraca:

No hgy que olvidar que en La Barraca, Garcia Lorca

11evd, por campos y ciudades espanolas, obras como

Fuenteovejuna y E1 Caballero de Olmedo de Lope de Vega,

La vida es sueiio y E1 gran teatro del mundo de Calderén,

ET Burlador de Sevil]a}de Tirso, etc.,_Todo sin mensocabo
deT aprecio y admiracion del pﬁb]ico.43

(We cannot forget that with La Barraca, Garcfa Lorca
toured, through Spanish villages and cities, plays like
‘Fuenteovejuna and The Knight of Olmedo by Lope de Vega,
Life is a Dream and The Great Theatre of the World

by CaTlderén, The Trickster of Seville by lirso, etc.

Al11 without diminishing the degree of admiration and ap-
preciation expressed by the audience.)

Dr. Espinosa established a children's theatre and a high school
theatre program (1946-1964) as university sponsored projects. Both
followed a touring format as well. Luis Rafael Sdnchez, the island's
most promising dramatist of the 1960s, received training and experience
working with these programs. Under the direction of Ludwig Shajovick
(1947-1954), Lavandero's successor, a scholarship program allowed

Miriam Coldn, along with other promising theatre students, to pursue

41
42

Victoria Espinosa, p. 81.
Ibid.
Y31pid., p. 85.
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a theatre career in the United Staltes.44

The impact of the University Theatre's programs, which started
in the 1940s, cannot be overlooked. Along with aspects of the pro-
gram already mentioned, it provided a solid Bachelor of Arts degree
in theatre comprised of courses in acting, directing, mime, voice,
diction and production as well as academic courses in history, theory
and literature.45 Until 1958, when the Institute of Puerto Rican
Culture established yearly festivals of Puerto Rican theatre, the
University Theatre provided the only continuous center of theatrical
activity on the island. In its main theatre, it also supported
professional productions by both native and foreign companies. The
University Theatre continues to serve this function and in 1957 it
became the home of the famous Pablo Casals Festival, one of the most
impressive annual music festivals in the modern world.

During the Forties, the University Theatre began producing
plays from an international repertory, including works by George
Bernard Shaw, Federico Garcfa Lorca, Maxwell Anderson, Alejandro
Casona, Anton Chekov, Georg Kaiser, Calderdn de la Barca, Luigi
Pirandello, Moliére, Henrik Ibsen, Zorilla, Jean Anouilh, Euripides
and Shakespeare.46

E1 énfasis e interés primordial del departamento esta

en 1o educativo-cultural en todos sus aspectos, 1o que
ha permitido la gran variedad de estilos y producciones

41pid., p. 86.

45“Registro oficial de cursos," Oficina del Registrador,
Universidad de Puerto Rico, Rio Piedras, Puerto Rico, 1950.

46"Lista de producciones teatrales del Departamento de Drama,
1941-1976."
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que se revelan a través de las lecturas de la lista de

obras que se ha presentag9 desde 1941 hasta hoy [1969]

alrededor de doscientas.

(The main emphasis and interest of the department lies in

the educational-cultural area in all its aspects. This

has permitted the great variety of styles and productions

that can be seen in the list of around two hundred plays

produced between 1941 and 1969.)

The academic theatre's emphasis on ancient and modern "classics”
is indicative of the University's attempt to follow the model set
down by United States and European universities. However, the Drama
Department remained indifferent to native Puerto Rican playwrights
for nearly two decades, just as Puerto Rican history and literature
received little attention in other departments of the University.
The first Puerto Rican theatre survey course was not added to the
curriculum until 1967.48

During the 1940s, the task set down by the Areyto society
began to be fulfilled, in part, by the University Theatre. Another

group, outside the University, Tinglado Puertorriqueno, furthered the

original goals of Belaval and Areyto by producing native plays.
Angel F. Rivera, director of the 1973 Puerto Rican Traveling Theatre

production of the Brazilian drama Payment as Pledged, received his
49

early training with this group.
In the late Forties, the Puerto Rican theatre was again

influenced by trends in the Spanish theatre. Connections which had

47V1'ctor'1'a Espinosa, p. 81.

48"Registro oficial de cursos," Oficina del Registrador,
Universidad de Puerto Rico, Rfo Piedras, Puerto Rico, 10 mayo 1967.

49Victor1‘a Espinosa, p. 81.
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remained broken since the Spanish Civil War (1936-1939) were re-
established in the immediate post-World War II era and playwrights,
actors and touring companies began to travel to the island. One

of the individuals who brought about the revived interest in the
Spanish theatre was dramatist and visiting professor at the Univer-
sity of Puerto Rico, Cipriano Rivas Cheriff. Rivas Cheriff had
collaborated with both Garcfa Lorca and Alejandro Casona in his native
Spain in the early 1930s. In Puerto Rico, he created a chapter of

Teatro Espaiol de América with a group of Puerto Rican actors.

"Con Alejandro Casona . . . y Rodolfo Usigli, dramaturgo mejicano,
Rivas Cheriff ha organizado el Teatro Espanol de América, T.E.A.,

un proyecto de alcance interamericano."50 (

"With Alejandro Casona . . .
and Mexican dramatist Rodolifo Usigli, Rivas Cheriff has organized the
Spanish Theatre of America, a project of Interamerican scope.") The
group had an international flavor and brought the theatre of Puerto
Rico in contact with the mainstreams of Latin American drama.

The case of Rivas Cheriff is indicative of a factor governing
much theatre activity in Puerto Rico: theatre movements are highly
dependent on individuals who bring foreign theories and ideas to
the island. These are then adapted to the island's immediate cultural
and artistic needs. The isolated geographical and political nature of
the island often prevents theatre movements from reaching it with

the kind of ease apparent in Europe, Latin America, and the United

States. This isolation has sponsored the gestation of a nationalistic

50Luis Herndndez Aquino, "Rivas Cheriff se halla interesado
en proyecto patronato de arte" (San Juan) E1 Mundo, 8 septiembre 1949,
p. 12.



30

tendency which, in the words of theatre historian Carlos Soldrzano,
has not only helped provide a very important force within the life of
the country, but has also sponsored the most organic, homogeneous
and interesting nationalistic theatre in Latin America.5]
Important political events of the 1940s have had a lasting
impact on Puerto Rico and have influenced the themes of nearly all
significant Puerto Rican drama since that time. It was during the
administration of Rexford Guy Tugwell that a policy of industrializa-
tion drastically changed the island's agricultural economy. One
result was the progressive deterioration of Puerto Rican agriculture
and the mass migration of the peasant population to the city of San

Juan and to North American ghettos--a theme that will be addressed

in the forthcoming analysis of Rene Marqués' La carreta (The Oxcart).

Thus, the decade of the Forties reflects the beinning of a social
paradox that characterizes much of the island's recent history. On

one hand, the island's cultural identity was expanding, new artistic
forms emerging and intellectual attention was being paid to the dilemma

of puertorriquenidad. On the other hand, unemployment and poverty

were drawing those who could most benefit from the new sense of
national identity to urban ghettos in the United States.

Also in the 1940s, a strong socialist oriented party with pro-
independence leanings--the Popular Democratic Party--became the most

powerful political force in Puerto R1'co.52 Party leader Luis Mufioz

5]Quoted in Jordan Phillips, Contemporary Puerto Rican Drama,
p. 83.

52Bolfvar Pagdn, Historia de los partidos polfticos puertorri-
quefios, Vol. 2 (San Juan, P.R.: Librerfa Campos, 1959), p. 225.
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Marin, the first elected governor of Puerto Rico, continued in that
post until January, 1965. During his tenure as governor, Munoz's
promise of independence was postponed to make way for social and
economic reform, making Puerto Rico increasingly dependent on the
United States. This situation is reflected in the dramas of the 1940s,
where the themes of independence, self-determination and national pride
are omipresent. According to Jordan Phillips,

Typical subjects were political abuses, displacement

of jibaros from the land either because of its unproductive

quafity or because of economic strangulation by the

centrales [sugar cane refineries], the dissolution of simple

people in the slums of San Juan and New York, the importance

of working one's own land to preserve self-respect, the

problem of racial inequality, awareness of all aspects of
Hispanic heritage, and appreciation of Puerto Rican heroes.

53
New and significant Puerto Rican playwrights began to deal
with these problems. Francisco Arrivi initiated his career during this

period. Maria Soledad (1947) the best of Arriv{i's early works,

records a new stylistic approach:

More than any other, [Arrivi] is the dramatist who not

only signals the break with social realism but

forecasts the concern with metaphorical language, psycho-

logical problems, and innovative uses of light and iound

which will characterize the plays of a new decade.®
Arrivi's success indicated that native Puerto Rican playwrights could
gain the recognition of Puerto Rican audiences. He has continued to
write for the theatre throughout the past three decades, and since
1960 has served as the administrator of the theatre division of the

Institute of Puerto Rican Culture.

53Jordan Phillips, p. 29.

1bid., p. 83.
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The end of the 1940s brought another promising sign: the
emergence of René Marqués, Puerto Rico's most prominent and renowned

playwright. Marqués published his first play, E1 hombre y sus suefos

("Man and His Dreams") in 1948 and "En ella se advertfa ya su vin-
culacidn con las ideas del existencialismo que anima su posterior

n55 ("In it he foreshadowed the association with existen-

creacion.
tialism that gives life to his subsequent works.") In 1951, Marqués
became the founder and director of the Ateneo's "experimental"

theatre. The season opened with The Misunderstanding by Albert Camus,

which introduced existentialist literature to Puerto Rican audiences.

Productions of works by Ramdn del Valle Incl4n, August Strindberg,

Anton Chekov and Luigi Pirandello fo]'lowed.s6
The last play produced by Marqués while director of the experi-

mental theatre was his own La carreta (The Oxcart), which maps the

trajectory of Puerto Ricans from the countryside to the city slums
and from there, to the ghettos of New York. The play remains one of
the most important and influential works by a Puerto Rican writer
and sets the tone and thematic parameters for the work of many sub-
sequent playwrights. La carreta played in Spanish in New York in
1953 and "Miss Miriam Colon created the part of Juanita in the 1953

o7

Spanish language production in New York City. . . The play was

55Car]os Sol6rzano, E1 teatro latinoamericano en el siglo
veinte, p. 158.

56Ateneo Puertorriqueno, "List of Productions, 1951-1954,"
Record of Puerto Rican theatrical productions. Files of the Ateneo
Puertorriqueno, San Juan, Puerto Rico.

chartes Pilditch, "Introduction" to The Oxcart by René
Marqués (New York: Scribners, 1969), p. vi.
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revived in New York in 1966, when it provided the impetus for the
formation of the Puerto Rican Traveling Theatre:

The Oxcart opened at New York's Greenwich Mews Theatre

on December 19, 1966, and became the fifth longest

running play of those that opened off-Broadway during

that season. A total of eighty-nine performances were

given including five special matinees for students from

various New York City Junior High Schools. . . . In

August, 1967, again through the efforts of Miss Col6n

and under the auspices of Mayor John Lindsay's Summer

Task Force, The Oxcart was revived by the newly created

Puerto Rican Traveling Theatre. Free outdoor perform-

ances were given in various parks and playgrounds through-

out New York City.58
This play and Marqués' contribution to the Puerto Rican theatre will
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