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ABSTRACT

THE THEATRE OF ARMANDO MOOCK

By
Allaire Verde Schlicher

Armando Moock Bousquet (1894-1942), Chilean diplomat and
dramatist, was one of the first writers of his country to be-
come a successful, professional playwright, His first dozen
plays, which date from 1914 to 1919, the year he went to
Argentina, display characteristics which persist throughout
his career. These characteristics include a bourgeois environ-
ment, strong sentimentality, and "costumbrismo," which reflect
the influence of French and Spanish plays then popular in Chile
and other Latin American countries. There is also a stress on
realism which is enhanced by numerous biographical accents.

At this early stage in his career his themes revolve
around the financial survival of widows and their children,
social injustice, the conflicts rising out of social prejudices
which favor professionals and look with disfavor upon literary
careers, and the effort to rise on the social ladder. The ad-
vantages and disadvantages of rural and urban life, and young
love are also treated.

Most of Moock's plays were written after he moved to

Argentina. He continued using the traditional modes, but during
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Allaire Verde Schlicher

Bés

it
Q?the rest of his life he also experimented with most of the

then current European trends in drama. A desire to improve

his dramatic technique and style led Armando Moock to experi-
ment briefly with naturalistic plays. He also made use of
symbols inspired by nature to inject a poetic and aesthetic
dimension into basically realistic plays. He experimented

with novel methods of staging, creating expressionistic effects
with the imaginative use of lights, shadows, startling color
contrasts, and scenic designs. In some plays Moock drew on

such dramatic techniques as the play within a play or a novel
within a play, a realistic/dream or realistic/drunk sequence,
the interior monologue, and the convention of the confidant.

He also employed features of the commedia dell'arte, expression-
ism, and the grotesque.

The environment of the plays, which Moock wrote in
Argentina, continued to be thoroughly middle-class, and his
works featured characters, values, and problems typical of
that milieu. A concentration on social topics might lead one
to expect a representation of political, historical, or economic
themes, but Moock focused upon individual rather than group
problems. His themes in the twenties and later dealt with
physical unattractiveness, the infidelity of women, the desire
for motherhood, the lack of strength in male figures, and the
need for sex education. Problems of heredity, hypocrisy and

moral corruption also interested him.

The dramatist's characters are life-like human beings who

\

display a degree of psychological development. Most successfully
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Allaire Verde Schlicher

delineated are the male personalities, and particularly those
cast in the Caspar Milquetoast image. Among Moock's unusual
characters are the nymphomaniac, the priest who leaves the
church to marry, the husband with venereal disease, and the
unwed mother. Half a century ago when the plays with these
protagonists were written, the themes they involved were avant-
garde, innovative, even taboo. Today, of course, these once
restricted subjects are treated more openly. A concern years
ago for individual rights and the freedom of females to express
themselves independently also makes the dramatist an early
advocate of feminine rights.

Over the years Armando Moock developed a simple, unpre-
tentious vocabulary, swift-moving dialogue and action, and
perceptive, masterful characterizations. To these qualities
he added his gifts for irony, gentle satire, refreshing humor,
and a talent for creating comic situations. His themes, al-
though usually presented in middle-class settings, embrace
questions of man's morals and society's system of values which

transcend the boundaries of time, place, and nationality.
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INTRODUCTION

Armando Moock (1894-1942), a twentieth-century Chilean-
born dramatist, is little known in the theatre world of the
Americas - "forgotten," is the term Willis Knapp Jones used
to describe him.l That theatre, and literary critics on the
Anmerican continents have tended to treat him only briefly or
not at all may be due to several factors. He was born in
Chile and it is there that he began his writing career.
Armando Moock was one of the first Chileans to decide to be-
come a professional dramatist and make his livelihood from the
theatre, and he is credited, along with Acevedo Hernéndez,
with having created the profession of dramatist in Chile.?
He had already written nearly a dozen plays when, at the age
of twenty-five, he surmounted two main barriers: the mental
constraints he felt were imposed on him by a conservative
Chilean society, and the physical presence of the Andes
Mountains, which separated him from the thriving theatrical
scene in Buenos Aires. He moved to Buenos Aires, and in
Argentina wrote and presented the majority of his dramatic
works. It is in Argentina that he fully realized his desire
to be a professional dramatist, financially successful
enough to live from the earnings of his pen. Consequently,

two nations shared his talent, but each has remembered and
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recorded primarily that which was produced within its own
boundaries. He was Chilean-born and, therefore, rarely ap-
pears listed among Argentine dramatists even though the ma-
jority of his works originated in Argentina. On the other
hand, since he resided in Buenos Aires nearly half his life,
the Chileans tended to forget he was a native son.

Armando Moock was born into a middle-class family
January 9, 1894, in Santiago de Chile. His father, Leén, an
Alsatian from Mulhouse (France), ran the "Confiter{a Elegante,"
where Armando frequently went as a boy to fill his pockets
with candies. His mother, Celina Bousquet, was a "criolla"
of French parentage. A number of his plays may reflect the
influence of his French heritage for they show great sympathy
for the French immigrants, especially the figure of the father.

Moock's first known dramatic work was written during a
vacation at Ventanas de Quintero, on the coast, where the com-
munity was planning festivities to raise money for a school.
Armando wrote a play, his sisters and friends presented it,
and because of its acceptance he became enthusiastic about a
dramatic career. His decision was to become a truly profes-
sional dramatist.3 Manuel Diaz de la Haza, a Spanish pro-

ducer who had helped many young dramatists, was shown this

play, and with some changes it became Crisis econdmica (1914).

Though it was a commercial failure, Moock soon wrote another

play, Isabel Sandoval, modas (1915), which received consider-

able praise on opening night.
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When Armando Moock's father died in 1908, Celina Moock
locked up her husband's library of books because she consider-
ed literature a waste of time and wanted her son to become a
professional man, such as an architect. She refused to con-
sider a theatrical career, and relations between mother and

son became strained after the presentation of Crisis econdmica.

However, when Isabel Sandoval, modas appeared, she ordered

Armando to give up the theatre or his home with the family.
She relented only on the eve of his departure for Argentina
in 1919. sShe died shortly thereafter.
Forced to make a choice, Moock, "embrujado por el teatro,"
chose the theatre, and discontinued his studies in architecture

at the university, but from 1915 to 1919 life was financially

difficult. He wrote several short stories, a novel, Pobrecitas

(1917) , which received a prize given by the literary group,

"Los Diez," and a "sainete," Los demonios (1917), which won

first prize in a competition among aspiring dramatists. Dur-
ing these years he adopted the bohemian customs and attire
popular with artists. Pedro Sienna's description of Moock
suggests that of many a modern individualist:

Cuando Armando Moock empezaba su brillante carrera
de autor, y viajaba con nosotros conviviendo los
azares de la fardndula, agarrd la mania de vestir
un tanto caprichosamente. Gran chambergo felpudo
sobre las melenas crespas y abundosas, mostachos

y perilla a la mosquetera, camisas escotadas hasta
el pecho, zapatillas de baile y una amplia capa
espafiola con vueltas de terciopelo azul, que lle-
vaba terciada con suprema arrogancia. Parecia un
D'Artagnan traducido al esperanto.

g






Another critic compares him with his contemporaries by noting
that he was more refined:

Usaba una preciosa chaqueta de astrak4n de lana con

cuello de terciopelo, zapatillos de charol y para

sus camisag, la gran originalidad de una limpieza

impecable.

In 1918, Moock became director of the B&guena-Biihrle
Company, Chile's first professional, national, theatre group,
which traveled throughout Chile presenting Chilean plays,
among which were Moock's own Pueblecito (1918), a classic

among the Chilean "costumbrista" plays, Los perros (1918),

Un negocio (1917), and El querer vivir (1917).6 It is entire-

ly possible that this tour provided ideas and background for

his novel, Vida y milagros de un primer actor (1925), and his

play, Casimiro Vico, primer actor (1937), which have a common

theme and development. In this same year his engagement to
Marcelle Auclair, whose French parents opposed the match, was

broken. The play, Y pasS el amor (1918), may have been in-

fluenced by the event.

In 1919, Mundial Qantom{h was presented by an Argentine

company, and his autobiographical novel, Sol de amor, was
published. During the theatrical season of this year the
Argentine actress, Camila Quiroga, visited Santiago. She
promised to introduce Moock's Pueblecito to Buenos Aires, and
succeeded in convincing the young dramatist that the future
was brighter for playwrights in Argentina. Late in 1919, after
taking leave of his mother, Armando Moock moved to Buenos Aires

determined to live from the proceeds of his dramatic creations.






Radl Silva C4ceres maintains that Moock's novel, Sol de amor,
contains many autobiographical notes on his reasons for es-
caping to Buenos Aires and remaining there.’ The following
quote from the novel shows a certain amount of youthful dis-
illusionment but, as well, a desire to test new horizons:

Partia hastiado de la vida de 1la capital, esa

capigal, que en nuestro mundillo intelectual .

llamabamos "La Aldea de los Prejuicios"; sentia

la nostalgia de otros mundos mis amplios, de

otros horizontes donde ensanchar conocimientos

y conquistar gloria. Oh! si, lo confieso

ruborizdndome un poco, yo fui uno de esos ilusos

que sueflan en la conquista de 1la g%oria, y hay

que ver cémo! Escribiendo teatro!

Another factor in his departure from Chile was that Moock
had come to the theatre from the university rather than through
the ranks of journalism. The young dramatist, therefore, had
few friends in the essential places. He also admitted that
his personality was his own worst enemy: "Tengo un cardcter
un poco hurafio y soy muy franco."?

At least seven plays have one of two poses, or a carica-
ture of Armando Moock on their covers. These photographs and
the Moock described by Julia Garcfa Games in the following
account, add somewhat to the dramatist's description of him-
self cited above:

De perfil, con la mirada hundida, la frente alta,

la mandfbula ruda y fuerte, Moock denota la més

firme tenac%dad. Sélo 1la expresién,de su boca produce

una impresion suave y amable. Ningun dolor, ninguna

crispaciég se refleja en é1, es una cara, es cierto,

sin alegrias, pero,que anuncia mds inteligencia que

emocidn.

The quote suggests strong determination. Lacking friends, and
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having a family which offered no encouragement nor appreciation,

it is easy to see why he became defensive and excessively in-
dependent. However, it made him a fighting man all his 1life.
A friend wrote at his death:

Luchd siempre. Primero contra la indiferencia del

ambiente. Después contra la repechada, a la que

vencié. Después, contra s{ gismo, cuyo caricter re-

trafido, de pocos, amigos, solia crearle hostilidades

que &1 comprendia con dolor. También vencid en esta

lucha y, mientras m4s subid, mds comunicativo fue...ll
There was nothing to hold him in Chile so he went to Argentina
to conquer new worlds and make new friends.

In Argentina Moock wrote the majority of his more than

sixty known plays. There appeared on the stage in Buenos

Aires during his first year, three of his plays, Los sidticos

(1919) , Misericordia (1920), and La serpiente (1920), the

latter his most popular play. During the decade of the 1920's
he averaged three new plays a year. Although the one-act play
was suffering from waning popularity in Buenos Aires at the

time, the young dramatist tried this form, and Cuando venga

el amor (1920) was one of the more popular short pieces in his
career. In 1922, according to Willis Knapp Jones, Moock had
at least eight different plays produced, and in 1924 eight
more were on the boards at the same time.l2 During this four-

year period he wrote La arafa gris (1922), Era un muchacho

alegre (1922), Monsieur Ferdinand Pontac (1922), Pepito y

Juancito (1922), Primer amor (1922), Un loco escribib este

drama o La odisea de Melitén Lamprocles (1923), Ases y damas

(1924) , E1 castigo de amar (1924), and Infierno grande (1924).
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In 1925, Chile added Armando Moock to its consular ser-
vice, primarily because of his writing ability and his pro-
fessional success. His first assignment was to represent
Chile at the first Congress of Playwrights, in Paris. There

he wrote the novel, Vida y milagros de un primer actor (1925).

Moock also wrote three plays during 1925: La fiesta del

corazén, Natacha, and La mano que aprieta.

While traveling through Europe in 1926, he finished Estoy

solo y la quiero o La pasién de Frangcois (1926), and wrote

Cascabel, cascabelito and Cuadros cortos.

The following year he was back in Santiago, where his

Alzame en tus brazos (1927) paid a moving tribute to mother-

hood. From this year also are Un casamiento a la yankee,

Seflorita Charleston, and Seflor, iQuién es usted?, the latter

written with Torcuato Insausti.l3 1In 1928 he was in Buenos
Aires once more, and there a friendship with a young girl
developed which was to have a profound effect on his 1life.
Moock met Rosa Scorti Maquintok, an eighteen-year old

Argentine, who became his wife in 1932. This year saw the pro-

duction of Estoy solo y la gquiero, El mundo y yo no estamos de

acuerdo, and Yo no soy yo. In 1929, E1l duelo de las barcas o

La conjuracién de los lobos, La luna en el pozo o Mocosita,

and Pochade appeared on the stage.

When Armando Moock became consul in Vigo, Spain, in 1930,
he discovered that La serpiente had already enjoyed three hun-
dred performances on the Iberian peninsula.l4 He continued to

write despite the pressure of his diplomatic duties. In 1931






he wrote Las amigas de don Juan, and was appointed consul in

Barcelona. The following year (1932), at the age of thirty-
eight, he married young Rosa Scorti Maquintok, who, some be-

lieve, inspired the delightful "costumbrista" play, Mocosita

(1929). The play reflected their own situation: the love that

developed in a writer for a girl who was much younger than he.
His marriage caught his friends by surprise. Moock had main-
tained for years that an author should have no commitments
other than his literary works.l> Friends received the follow-
ing good-humored announcement from Spain: "Consuélense las
solteras...Resignense las viudas...Alégrense los galanes:

Armando Moock, se ha casado."16 1n 1932, Cdsate conmigo, and

Los reos somos asf, were written, the latter with the collabo-

ration of Alejandro Berruti.l7

In 1933 Moock returned to Argentina from Spain and, be-
cause of his improved economic situation, was able to write
less hurriedly.18 During the decade of the 1930's Moock's
theatrical production averaged only one or two works per year.

Cocktail (Cola de gallo) appeared in 1934. 1In 1935 one of his

better plays, Rigoberto, was successful in Buenos Aires, and
in Santiago, Chile, it was acclaimed the best drama of the

year. Marfa de las camelias, a radio dialogue, also appeared

during that year.

During 1936, Giien dar que soy fatal, a radio monologue,

El cancionero del nifio, and Moock's only mystery play, Un

crimen en mi pueblo, appeared. Casimiro Vico, primer actor
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and La viuda de zumdrraga belong to the following year (1937).

In 1938 only one play, No dejan surgir al criollo was pre-

sented.

In 1939 Moock was still busy with his diplomatic duties,
this time as consul in Mendoza (Argentina). He served in
Chile's diplomatic service continuously from 1925 until his
death in 1942, but the positions were usually minor ones.19

Moock's 1939 theatrical contributions were Verdejo agradece,

a monologue, and Del brazo Y por la calle, written years

earlier but not presented previously because, requiring only
one actress and one actor, nobody would accept such strenuous

parts.20

Armando Moock's last play, Algo triste que llaman amor

(1941), considered his best by some critics, was performed
in 1941 and played for six months. It received an award from
the Consejo Nacional de Cultura Argentina, but was never pub-
lished.

Armando Moock died of a heart attack November 30, 1942.
His body was cremated, and his ashes were carried by Rafael
Frontaura to Chile, where they now rest. An anonymous journal-
ist wrote a moving tribute to a simple but talented man:

Su personalidad vastamente conocida y querida,

gozaba de ese prestigio que sélo saben captarse

los verdaderos talentos; porque Mook [sic] nunca

hizo sentir su talento sobre nadie, y amaba el

Silencio y la soledad.?l

Relatively few critics have written articles or compiled

bibliographies of Moock's theatrical productions. There was,
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10

and still is, to some extent, a lack of communication on the
cultural level among Latin American countries. A writer,
whether a dramatist or critic, may be extremely knowledgeable
about the European or North American theatre scene and yet
not know what is being written and produced on the stage in
the country next to his. A second problem is that not all
plays are published, and when they are it is frequently in
limited editions which rarely pass outside the boundaries of
the country in which they are printed, thus making scholarly
research often difficult and sometimes nearly impossible. At

one time, twelve volumes of Moock's Teatro seleccionado were

going to be printed, but royalty problems with the Sociedad
de Autores Teatrales de Chile suspended the project after

the second volume.22

One of the first lengthy articles on Armando Moock's

theatre was written by Julia Garcfa Games. It is a ten-page
chapter, relating biographical notes and giving brief resumes
of some of the more important works.23 Nataniel Y4flez Silva
includes the author's plays in a chronological study of the
Chilean theatre.24 Probably the first American to study him
was Willis Knapp Jones, who in 1939 wrote an article, "Armando
Moock: Forgotten Chilean Dramatist," which includes some bio-
graphical data.29 This North American authority on the Latin
American theatre also did English translations of three of
Moock's plays, wrote reviews of several of his works, and

edited Rigoberto, a reader for second-year college students. 26
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11

Ral H. Castagnino analyzes the universality of Moock's
theatre in an article written in 1946.27 1In 1948, Mariano
Latorre includes the dramatist in an article on the contempo-
rary theatre in Chile.28 Radl Silva Castro provides a list
of Moock's works in his 1958 bibliography on Chilean litera-

29 Walter Rela, a noted Uruguayan bibliographer, has an

ture.
incomplete listing of Moock's plays in his 1960 work,

Contribucidn a la bibliograffa del teatro chileno.30 Fernando

Debesa, himself a Chilean dramatist, discussed Moock in his
article, "Nuestra herencia teatral" (1958), which is an in-
teresting account of the theatre in Chile.3l Julio Durdn Cerda,
the noted Chilean drama critic, has listed some of Moock's
plays and treated the playwright briefly in his books and
articles.32 The most extensive study to date is a monograph,

entitled La dramaturgia de Armando Moock, which was published

in 1964 by Rall Silva Cdceres.33 An Argentine dramatist and

contemporary of Moock, Carlos Schaefer Gallo, has written of
him in his book of memoirs.34 Mario Cénepa Guzmdn reserved
five pages for this dramatist in his history of the Chilean
theatre.33 Most recently, Juan Ventura Agudiez has published
three articles on the dramatic contributions of the playwright,
offering intelligent, original observations.36 A limited num-
ber of other writers have mentioned him, but usually only
briefly in several paragraphs or in a footnote which parrots
earlier commentaries. Thus, critics have tended to misunder-

stand Moock or ignore him completely. The majority of the
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12

articles provide little or no biographical material. Many
simply list the titles of some of Moock's plays, with few com-
ments on their themes, content, or quality. Mariano Latorre's
contribution excels in pointing out the similarities, particu-
larly in theme, existing between Moock's works and those of
so-called European models. The comments in most articles tend
to be favorable, though not glowing, and certainly are limited
in their scope. Less than half a dozen critics treat him ade-
quately.

It is the purpose of this dissertation to analyze in de-
tail Armando Moock's themes, dramatic style, and art, as found
in representative plays. In order to study this playwright's
theatre, one needs basic information with regard to such liter-
ary currents popular in Argentina and Chile during the first
two decades of the twentieth century as might influence his
writing. During this period Moock was growing up, reading,
seeing dramatic productions, and beginning his own ventures
into the theatrical world. It is, therefore, pertinent to
indicate the foreign influences and national trends of the
times and to determine which plays of Armando Moock may have
been influenced by foreign models and which ones indicate a
national or personal flavor.

Having reviewed this background material, one is able to
provide a general view of the dramatic motifs Armando Moock
used. Consecutive chapters of this study then deal more ex-

plicitly with the following themes: various aspects of the
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13

dramatist's social theatre such as the "liberated" woman, the
mother-oriented family, social prejudices and mores, alcoholism,
venereal disease, and the Caspar Milquetoast character; the
ever-popular "costumbrismo"” and sentimentality, influenced by
French and Spanish writers; the role of realism and naturalism
in Moock's dramas; and the revolts against realism such as
symbolism and expressionism.

After having treated the various motifs in individual
works, I discuss Armando Moock's dramatic art and style, in-
cluding theme, plot, characterization, language, and stage-
craft. In a final chapter are offered conclusions concerning
this playwright's dramatic world and his contribution to the

Latin American theatre.
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FOOTNOTES

1Willis Knapp Jones, "Armando Moock: Forgotten Chilean
Dramatist," Hispania, XXII (1939), p. 41-50.

2rernando Debesa, "Nuestra herencia teatral," Atenea,
aflo XXXV, t. 131, ndm. 380-81 (abril-septiembre 1958),
p. 193. "Armando Moock habia decidido, el dnico en la
historia de Chile, ser un dramaturgo profesional, vivir del
teatro.”

3Ibid., p. 191. "De los tres, (Armando Moock, Acevedo
Herndndez and Germ&n Luco) Moock is ciertamente el mds
prolifico y el dnico profesional del teatro." Durén Cerda
("E1l teatro chileno moderno," Anales de la Universidad de
Chile, CXXI, ndm. 126 (abril-junio 1963), p. 171, however,
writes, "Sobre todo los dos primeros (Acevedo Herndndez and
Armando Moock) tuvieron el mérito de haber creado la pro-
fesién de dramaturgo en el pafs."

?Pedro Sienna, La vida pintoresca de Arturo Buhrle
(Santiago, 1929), p. I75-76.

5Debesa, p. 192.
61pid., p. 191-92.

7E§ dramaturgia de Armando Moock (Santiago de Chile,
1964), p. 89.

8501 de amor (Santiago de Chile: Nascimento, 1924),
p. 9-10.

9Jones, "Armando Moock:...," p. 44.

10gulia Garcfa Games, Cémo los he visto yo (Santiago:
Editorial Nascimento, 1930), p. 185.

llcarlos Cariola, "Entre gallos y medianoche," Las
Ultimas Noticias (Santiago de Chile, 2 de diciembre, 1942), s.p.

12Jones, *Armando Moock:...," p. 45.

14
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Footnotes (continued)

13rorcuato Insausti (1894) , an Argentine playwright,
appears to have been a collaborator rather than a dramatist
who wrote individually. He teamed up with Moock on several
plays, and also wrote with his brother Rafael and Arnaldo
Malfatti. Una cdndida paloma written with the latter won the
National prize 1in 1945.

1l4jones, "Armando Moock:...," p. 45. Throughout his
career Moock appears to have maintained a constant battle
with film companies and theatrical groups, who filmed or
presented his plays and paid him no royalty fees. A letter,
cited by Carlos Schaefer in El revés de la mdscara:...
(Buenos Aires: Editorial Huemul, 1965), mentions several of
these cases.

151smael Edwards Matte, Hoy, nim. 576 (Santiago de Chile,
3 de diciembre, 1942), p. 29.

lécarilos Schaefer Gallo. El revés de la mdscara:
Afioranzas y recuerdos teatrales rioplatenses. (Buenos Aires:
Editorial Huemul, 1965), p. 102.

17Alejandro E. Berruti (1888-1964), Argentine dramatist,
was one of the founders of Argentores in 1934, and worked
many years as a librarian to build its library of national
plays. Perhaps one of his best plays was Madre tierra (1920)
which was modernized in 1955 by Osvaldo Dragdn and successfully
presented again.

185chaefer Gallo, p. 99-102.

19rhe Chilean ambassador to Argentina, Conrado Rfos
Gallardo, wrote a complimentary report to his superiors in
1942 concerning Moock's duties. "Goza de excelente posicidn
en los cfrculos intelectuales, art{sticos y teatrales. Tiene
merecido y sélido prestigio como hombre de letras. Sus obras
de comediégrafo le han conquistado gran reputacién y le han
proporcionado, fuera de dinero, ruidosos triunfos...Su labor
es brillante y efectiva. Trabaja con pasién y no omite
sacrificios de ninguna naturaleza. Es siempre el primero en
llegar y su jornada es superior a ocho horas. Desarrolla
una provechosa obra para asegurar los nexos de esta misién
con la prensa, en donde tiene grandes y viejos amigos. Se
encuentra un tanto descorazonado del servicio y con razén.
No ocupa en €1 la posicién que deberfa tener por sus méritos,
por sus antecedentes y por sus afios de servicio. Es apenas
Cénsul de Eleccién y la renta no le permite vivir con cierta
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Footnotes (continued)

holgura.” Cited by Radl Silva C4ceres in La dramaturgia de

Armando Moock (Santiago de Chile, 1964), p. 70.
2OSee Roberto A T4lice, "La comedia de Moock que
rechazaron todas las actrices," Argentores, n@m. 56 (Buenos
Aires, octubre, 1946), p. 29-30. Moock also indicated to
Carlos Schaefer Gallo (El revés de la miscara) that it was
first presented in Mexico City. The interpretation of Mar{a
Teresa Montoya and Fernando Soler was a huge success.

2112 noticia comentada,"™ Las Ultimas Noticias (Santiago
de Chile, December 1, 1942), p. 10.

227 rmando Moock, Teatro seleccionado. Santiago le Chile:
Editorial Cultura, 1937. Contents: Vol. I (152 p.): La
serpiente, Pueblecito, Cuando venga el amor; Vol. II (I56 p.):
Mundial pantomfm, Natacha, Sefiorita Charleston.

23Garcfa Games, p. 183-92,

24yataniel Yafez Silva, "Veinte afios de teatro chileno,"
Atenea (agosto 1932), p. 207-228.

25Willis Knapp Jones, "Armando Moock: Forgotten Chilean
Dramatist," Hispania, XXII (1939), p. 41-50; the Spanish
translation of this appeared in Atenea, afio XXI, t. 56, ndm.
168 (junio 1939), p. 436-60.

26The three plays are "Don Juan's Women," Poet Lore,
XLVI (spring 1940), p. 45-75; "Songbook of the Baby Jesus,"
Poet Lore, XLV (winter 1939), p. 23-53; and "The Youngster,"
Poet Lore, LXII, no. 3 (1967), p. 266-317. The reader is
Rigoberto (Boston: D. C. Heath & Co., 1954). 137p.

27Radil H. Castagnino, "El sentido de la universalidad
en el teatro de Armando Moock," Boletfn de Estudios de Teatro,
ndm. 14 (septiembre 1946), p. 134-37.

28Mariano Latorre, "Apuntes sobre el teatro chileno
contempordneo,” Atenea, aflo XXV, t. 90 (agosto 1948), p.
254-72; (noviembre-diciembre 1948), p. 92-114.

29Radl silva Castro, Diccionario de la literatura
latinoamericana: Chile (Washington, D. C., 1958), p. 139-42.

30yalter Rela, Contribucidén ala bibliograffa del teatro
chileno 1804-1960 (Montevideo, 1960), p. 40-41.
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Footnotes (continued)

3lpebesa, p. 190-99.

32Ju110 Duran Cerda, Repertorio del teatro chileno
(Santiago, 1962), p. 102-107; Panorama del teatro chileno
1842-1959 (Santiago, 1959), p. 52-56; "E1 teatro chlleno
moderno, " Anales de la Universidad de Chile, CXXI, ndm. 126
(abril-junio 1963) , p. 168-203; "Actuales tendencias del
teatro chlleno," Revista Interamericana de Blbllografla,
XIII, nm. 2 (abril-junio 1963), p. 152-75.

33Rrad1 Silva Cdceres, La dramaturgia de Armando Moock
(santiago de Chile, 1964), 110 p.

34Carlos Schaefer Gallo, E1l revés de la miscara:

Anoranzas y recuerdos teatrales rioplatenses (Buenos Aires,
1965) , p. 99-102.

35Marlo Canepa Guzman, El teatro en Chile desde los
indios hasta los teatros universitarios (Santiago, 1966),
p. 88-92.

363Juan Ventura Agudiez, "El concepto costumbrlsta de
Armando Moock," Revista Hispdnica Moderna, XXIX, nim. 2
(abril 1963), p. 148-57; "Armando Moock y el sainete argentino,
Duquesne Hispanic Review, III (1964), p. 139-164; "LOUlS
Verneuil, Armando Moock, y la comedia de dos personajes,"
Comparative Literature Studies, V, no. 1 (1968), p. 55-67.




CHAPTER 1

THE CHILEAN AND ARGENTINE THEATRE 1900-1920

THE CHILEAN THEATRE:

The national theatre in Chile at the dawn of the new cen-
tury was a composite of "zarzuelas," romantic melodramas, and
"costumbrista" plays which attempted to reflect Chilean life.
Each of these, and particularly the "zarzuela," which was popu-
lar with the public during the first fifteen years of the cen-
tury, encouraged, unfortunately, the imitation of Spanish
scenes, characters, customs, vocabulary, and even pronunciation.
Dramatists like Daniel Barros Grez, Romdn Vial y Ureta, Daniel
Caldera y de Villar, and Adolfo Urzda Rosas, following the ex-
ample of their countryman, Alberto Blest Gana (1830-1920),
were influenced by Honoré de Balzac in their development of a
"nacionalismo literario" which attempted to depict a Chilean
"costumbrismo."l Plays by Francisco Camproddén, Ventura de la
Vega, Martf{nez Sierra, the Alvarez Quintero brothers, Manuel
Linares Rivas, and Jacinto Benavente exerted an influence on
many national authors including Aurelio Dfaz Meza, Acevedo
Hernindez, and Armando Moock, primarily because of more fre-
quent exposure. Touring Spanish theatre groups visited Chile

frequently, and often remained for extended periods. Mariano
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Latorre points out the importance of the Spanish group of
Miguel Mufioz, prominent in Santiago after 1910. One notes,
nevertheless, that the dramatists the Spaniard presented on
stage, Benavente, Alvarez Quintero, Linares Rivas, Rusifiol,
Iglesias, Bernstein, Laveddn, and Donnay, are either French
or Spanish, and only two other playwrights are cited, the
Norwegians Ibsen and Bj@grnson, indicating Munoz' lack of in-
terest in the drama of other nations.2 The directors of the
Spanish theatrical companies advised the Chilean dramatists
to use the Spanish playwrights'works as examples when looking
for inspiration. Many writers, however, were transplanted
Spaniards, and they found it easy to imitate their countrymen.
Durdn Cerda confirms this by citing the memoirs of Antonio

Acevedo Herndndez, Cuarenta afios de teatro, in which he writes

of his initial years as a theatrical writer and points out
that Benito P&rez Galdds, Joaqufn Dicenta, Manuel Linares
Rivas, Gregorio Martf{nez Sierra, Jacinto Benavente, the
Alvarez Quintero brothers, and even Jos& Echegaray were some
of the drama mentors of the times.3

Spanish "costumbrismo" competed with the bourgeois themes
of the French sentimental comedies inspired by writers such
as Bataille, Bernstein, Porto Riche, Laved4n, and others.
The French influence is particularly important because Armando
Moock would be frequently accused of imitating as well as
plagiarizing various French authors. Juan Ventura Agudiez

notes some parallels between Moock's Pueblecito and Les
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Désenchantées by Pierre Loti.4 Alejandro Baeza, under the

pseudonym of Fray Apenta, writes in Repiques that

No hace mucho un seflor Mook [sic] estrend en un
teatro de esta ciudad, como suya, una comedia titu-
lada: Isabel Sandoval, Modas...y aquella no era

Ve < 7, .
mas que una adaptacidén al teatro de la conocida
novela de Daudet, Cabeza de familiav

Durdn Cerda cites a journalist from Valparaféo who "acusd a
Moock de haber cogido personajes de Zola, de Germinal o de

Trabajo."6 Mariano Latorre suggests that La serpiente "hace

recordar el de Sardou."?

Originally, interest in the theatre was found primarily
among the upper classes who could afford this luxury, but they
preferred the works performed by professional European touring
groups, of which there was a constant flow. These included
casts headed by names such as Joaqu{n Montero, Jos€ Tallavi,
Rafael Pellicer, Miguel Muhoz, who was previously mentioned,
Manuel Dfaz de la Haza, who presented Moock's first play, Maria
Guerrero, Margarita Xirgﬁ, and Enrique Borrds - some of the
most representative Spanish figures of the times. It was these
theatre groups who contributed to the growing autonomy of the
Chilean theatre, by creating public interest in theatre attend-
ance and by stimulating promising new writers whose works they
sometimes performed. They also took into their companies young
Chileans aspiring to be actors and actresses and gave them their
first professional training and experience. Further, some of
the companies stranded in Latin America at the outbreak of the

First World War, especially the Spanish troupes had to prolong
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their stay, making necessary the refurbishing of their reper-
toires. This forced them to use more local works and ulti-
mately contributed to the growth of the national Chilean
theatre.

An emerging middle-class sector, represented by dramatists
such as Alberto Mackenna Subercaseaux, victor Domingo Silva,
and Eduardo Barrios, was trying to express itself in litera-
ture and the theatre. 1Its probings into the psychological
depths of its characters represented a new dimension in Chile's
national drama.

Henrik Ibsen's Ghosts (Espectros) was presented in Chile

for the first time at the beginning of the second decade of
this century. Orlando Rodrfguez notes in his history of the
Chilean theatre that Ibsen's attitude of analyzing contempo-
rary life gave universal dimensions to his works, which were
read assiduously in Chile even when they were not presented.
He suggests that Ibsen permitted dramatists to treat authen-
tically the immediate reality of their environment, and to
delve deeply into human psychology, especially in the middle
class sector, "destacando por sobre otras consideraciones, la
verdadera anatomia de los caracteres en el enfoque de todos

y cada uno de los personajes."8 Ibsen, who greatly influenced
the Uruguayan, Florencio sdnchez, in wanting to change social
structure, also inspired such Chileans as Manuel Magallanes
Moure, Daniel de la Vega, Waldo Urzlla, and César Bunster.

Ibsen's influence in Chile via Sdnchez may be seen in the
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characters of Juan de la Cruz Pizarro in Arbol viejo, by

Acevedo Herndndez, and of the widow in Luco Cruchaga's La
viuda de Apablaza. Both characters strongly resemble Don

Zoilo of Barranca abajo, by Florencio Sinchez, in their view

of country life and its inhabitants, the influence of

geography on human psychology, and the effect of the social
medium upon the human being - some of the characteristics of
Sanchez which "surgen nitidamente en ambos dramaturgos
chilenos."? Gonz{lez Castillo, as do most critics, also notes
sdnchez' indebtedness, and suggests that it lies in his "afén
recéndito de plantear problemas sociales Y de exponer en sfm-
bolos escénicos el 'leitmotiv' ideol8gico de sus trabajos, que
es la caracterfstica fundamental del procedimiento ibseniano."10

In addition, he names specifically the influences of Los muertos

and Los derechos de la salud and points out the significances

of symbols - the ovenbird nest in Barranca abajo, the "ombu"

tree in La gringa, and the revolver in Los derechos de la

salud - which reflect Ibsen's techniques.

The growing mining industry in Chile,which exploited the
workers, helped to give rise to Chile's social theatre in the
second decade of the century. On stage were seen some of the
first important social conflicts in a country where social
laws were currently nonexistent. Two ideological currents,
anarchism and socialism, attempted to consolidate the workers,
and both used the theatre as a platform for their ideas. Luis

Emilio Recabarren, a labor leader and editor of "E1l Despertar
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de los Trabajadores," used the theatre not only as a vehicle
for his socialistic political ideas but also as a direct means
of elevating the cultural level of the workers.1ll oOne of the
most famous exponents of the social theatre was Antonio Acevedo
Hernédndez (1886-1962) , a young man from a poor rural family,
who strongly identified with the anarchists in wanting to
overturn the established social order, which he felt was
grossly unjust. He began writing in response to a request in
Recabarren's newspaper for plays suitable to be presented for
and by labor unions. He combined folklore elements and the
plight of the lower classes to produce social plays like El

inquilino (1913), Cardo negro (1913), La cancién rota (1921),

and Chafarcillo (1933). The social theatre occupied an im-

portant niche in the development of the Chilean national
theatre, particularly after the triumph of the Russian Revo-
lution of 1917.

In 1913 a group of anarchist intellectuals and writers
under the leadership of Adolfo Urzda Rosas formed one of Chile's
first truly national theatres, the "Compaﬁfa Dramftica
Nacional," which for three years performed works written and
acted in by Chileans.

The "Sociedad de Autores Teatrales de Chile" (SATCH) was
formed in 1915. Many of its members, like René Hurtado Borne,
Rafael Maluenda, Carlos Cariola, Rafael Frontaura, Juan Manuel
Rodrfguez, and Aurelio Dfaz Meza, all contemporaries and many

of them personal friends of Armando Moock, demonstrated an
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attempt to reflect in some way the characteristics of Chilean
life during the first decades of the century. They also sought
to develop a theater with a truly Chilean flair and flavor,
although there were still vestiges of the romantic melodramas
and the bourgeois theatre in their works.

In 1917 there was formed the first professional Chilean
theatre group, "La Compafifa B&guena Burhle," headed by two
talented actors, Enrique Biguena, a charactor actor, and
Arturo Buhrle, a comic.l2 Armando Moock became their techni-
cal director and acted also. The company toured to even the
most remote areas of Chile presenting the latest works by
Chilean authors, among them six plays by Moock himself. This
group opened the way for a professional theatre and encouraged
the appearance of a whole generation of talented playwrights.

Toward the end of the second decade a variety of plays
was being produced. The quantity of plays, however, exceeded
the gquality, for several reasons. Chilean writers lacked a
theatrical tradition and standards with which to guide them-
selves. Theatre critics tended to present interesting side-
lights about the cast members rather than an in-depth critique
of the plays themselves. Also, a growing public - but one with
limited education and culture - demanded constant entertainment
and consumed quantities of plays. This encouraged writers to
follow the footsteps of Lope de Vega, but unhappily with less
favorable results. For nearly fifteen years there was volume,

but a lack of commitment on the writers' part to create a truly
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Chilean theatre, for the national writers depended almost en-
tirely on European modes, techniques, themes, and characters
for their plays. Their failure to delve more deeply into the
Chilean scene resulted in little of lasting value, although
these writers did keep alive the public's interest in the
theatre.13 Only three Chileans during this period appeared
to have the dramatic abilities necessary to give a true
Chilean interpretation to the national theatre. They were
Antonio Acevedo Hern&ndez, representative of the poor classes
who achieved fame as a social and "costumbrista" dramatist,
Germ&n Luco Cruchaga, an aristocrat who died young but pro-

duced the "costumbrista" play, Viuda de Apablaza, which has

been rated as one of the greatest Chilean dramas of the period,
and Armando Moock, the standard-bearer for the middle class

and the subject of this study.14
Although a new generation of dramatists was developing
new themes and ideas, the technical representation of plays
continued to be along the lines of the nineteenth-century
Spanish melodramas with their
telones pintados, uso de candilejas; uso del apuntador;
texto no memorizadg y expresado con grandilocuencia,
"morcillas"™ y "latiguillos"; cultivo_del "divismo" y
sentido individualista en el teatro.
Whereas Europe had substantially renovated theatre techniques
under the direction of Copeau, Antoine, Reinhardt, and
Stanislawsky, among others, Spain and Latin America continued

"sumidos en formas anacrdnicas hasta muy entrado el siglo.”16

Pedro Sienna recounts in La vida pintoresca de Arturo Buhrle
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that Armando Moock, on tour with the Béguena-Bﬁhrle Company
was confronted with one of these problems in producing for

the first time his thesis play, Los perros, in order to make

some money to continue the tour. Blhrle had the comic part

but refused to study his lines. "Era proverbial su negligencia
para estudiar los papeles, ya que todo lo confiaba a la im-
provisacién del momento."l7 Moock was concerned that the play
would be a failure if the thesis was lost. Buhrle's humor is
said to have saved the play, but not the thesis.

As the third decade begins there is a gamut of themes and
literary currents. From the days of their independence from
Spain, the Latin American countries had turned from the mother
country to France for their models, partly because French civi-
lization was regarded as superior, and partly because most
wealthy Latin Americans lived in Paris for a period of time
and adopted French values. This French influence prevailed for
many years among those well-to-do. Thus it is natural that the
majority of Chilean playwrights exhibit influences of the
French middle-class or "bourgeois" theatre, similar to the
Spanish "alta comedia." Both styles of theatre had reigned in
their respective countries during the second half of the nine-
teenth century. The popular Spanish "alta comedia" contains
four major characteristics: "época actual, prop8sito educativo,
técnica meditada, y verdad dramitica."l8 It was intended to be

basically realistic although it maintained many elements of
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romanticism. Lépez de Ayala, Tamayo y Baus, and Echegaray
were its best contributors in Spain. The French "bourgeois"
drama also dealt with middle-class types, conditions, and
problems, with the purpose of improving man's moral and
spiritual condition as well as encouraging social reform.
Fernando Vernier, Alejandro Flores, Y&hez Silva, Hurtado

Borne, and Lamarca Bello are Chileans exhibiting the influences
of Frenchmen like Henry Bataille, Henry Bernstein, Georges de
Porto-Riche, and Henry Laveddn, "las fuentes de inspiracidén

Yy a veces de plagio, por parte de los autores locales."19

Armando Moock, because of his French parentage, doubtless did

not entirely escape these French influences.?20

Many dramatists imitated French types, themes, and scenes
because they were unwilling or unable to see and project the
surrounding rich, Chilean heritage of customs, events, and
characters. Others, even less original, simply rewrote many
of the romantic melodramas of the previous century, situating
Moors and Spaniards on Chilean soil in obviously false situa-
tions and circumstances. There was a small group, including
dramatists like Carlos Mondaca, Max Jara, and Aurelio Dfaz
Meza, who tried to portray historical aspects of Chilean life,
but most of the writers simply imitated the French and Spanish
sources and,as a result, never achieved any lasting fame. 1In

The Modern Culture of Latin America Jean Franco writes that,

"while the artist was fully aware of the latest European

trends and identified himself with the modern, his own work
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was an imitation which even the people he wrote for tended
to reject."2l pPerhaps the rejection was due to the fact that
the majority of theatre-goers could not identify with foreign
themes, characters, and customs.

Other literary movements reached Chile, but much later.
orlando Rodriguez cites the presentation of Acevedo Herndndez'

Chafarcillo (1932) as the first influence of European expres-

sionism, and En la luna (1934), by Vicente Huidobro, as the
beginning of the theatre of the absurd in Chile.22 Armando
Moock was already acquainted and experimenting with expression-

ism in Argentina, writing Un loco escribid este drama, in 1923

and Armando Discépolo, between 1923 and 1934, had produced

five plays for the "grotesco" theatre: Mateo (1923), Stéfano
(1928) , Cremona (1932), El organito (1925), and Relojero (1934),
some elements of which are also found in Moock's theatre.

Thus, the Argentines were more adventuresome in experimenting
with the new ideas from Europe.

Money was the prime concern of the writers, and they
willingly sacrificed their integrity and the quality of their
theatrical creations to achieve wealth. There were no truly
professional dramatists because the financial rewards were
not great enough for them to live by the fruits of their plays
alone and, therefore, it was more a hobby than a profession.
Again, the lack of a Chilean theatrical tradition left them
without national standards of excellence to use as guidelines,

and critics often unfairly and unfavorably compared the plays
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to European models and by European standards.

THE ARGENTINE THEATRE:

In Argentina the theatre went through a similar though
somewhat different development. 1Its greatest impulse came
late in the nineteenth century, with the first dramatic pro-

duction, a pantomime of Juan Moreira (1884), by José Podestd

(1858-1935) .23 The play of the same title soon led to the
creation of a whole series of original plays based on the
legendary national figure of the "gaucho." This popular,
romantic figure presented a common spirit of rebellion and
protest against the rather general abuse by company commanders,
feudal-like estancia owners, rural judges, and justices of the
peace. This democratic desire for justice represents the
spirit of an early social theatre. It also permitted numerous
"costumbrista" accents, such as dances, music, verses, scenes,
and characters. In succeeding years, a changing society cre-
ated by an influx of immigrants brought about the integration
into plays of new elements on the rural scene: the "pe6n" or
poor "gaucho," the drunk, the Basque, the Neopolitan, and the
"cocoliche" type.24

"Gaucho" dramatists in addition to Eduardo Gutiérrez,

the originator of the genre with Juan Moreira (1886) and Juan

Cuello (1890), were Nemesio Trejo, and a group of Uruguayans:
Elfas Requles, Juan Nosiglia, Abddn Aréztegui, Orosman
Moratorio, Francisco Pisano, Benjamfn Ferndndez y Medina and

Vfctor Pérez Petit.
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Calandria (1896), by Martiniano Leguizamén (1858-1935),

signaled a change in the "gaucho" type from the "gaucho malo"

to a useful citizen, whereby the wandering nomad becomes the
owner of a plot of land and is integrated into the economic

life of his country. Also about this same time, the "criollo's"
resentment against the industrious "gringo" begins to appear

on the stage. Enrique Garcfa Velloso (1880-1938), a forerun-
ner in the modern Argentine theatre, wrote many plays, among

which was Jesfls Nazareno (1901), protesting the gaucho's lack

of political rights. Nicolds Granada (1840-1915), who served
as a bridge between romanticism and realism, wrote the gaucho
plays, Al campo (1902) and Bajo el parral (1911), satires on
the conflict between the city and the country. Martin Coronado
(1850-1919) , who began as a romantic and changed to national

themes, will be best remembered for La piedra de escdndalo

(1899) and its sequel in 1918, La chacra de don Lorenzo, plays

which depict realistic, hardworking men little resembling the

romantic "gaucho." 1In gobre las ruinas (1902), Roberto Payr6

(1867-1928) , better known as a novelist and short-story writer,
symbolized the conflicts created when "criollo" inertia and
tradition were confronted with European progress and technology.
Florencio S&nchez (1875-1910) continued these themes in La

gringa (1902), M'hijo el dotor (1903), and Barranca abajo

(1905) .
The Spanish "zarzuela" and the opera shared the spotlight

as the leading preferences of the patrons in Argentina during
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the last quarter of the nineteenth century. Another important
facet of the dramatic production in Argentina was the popular
and fruitful development of the "sainete criollo," based on the

Spanish model but, unlike the Chilean examples, with sets and

characters typical of the "porteho" scene.23 The national ele-

ments were always present; the foreign form provided only a
skeleton which was fleshed out with Argentine scenes, types,
music, and situations. More than two hundred dramatists cul-
tivated the genre for nearly half a century. Among the more
important composers of "sainetes" is Nemesio Trejo (1862-1916),
the originator of the "sainete criollo ciudadano." He was a
Salesian priest whose order firmly believed in the value of
the theatre as a teaching device. He was also one of the
first dramatists to break away from the overpowering influence
of the Spanish playwrights and to integrate national themes
and characters with Spanish humor and technique as he did in

La fiesta de don Marcos (1890) and Los polfticos (1897).

Justo S. L&pez de GSmara (1859-1923), a Spanish newspaperman,

exposed in his play Gauchos y gringos (1884), the blossoming

conflict between the "criollos" and the European immigrants
known as "gringos." Ezequiel Soria (1873-1936), whose popular
characters made his "sainetes" so famous, was a dramatist and
director who wrote both serious plays and musical comedies,
and is credited with introducing the serious "sainete."

Other "sainete" writers include Enrique Garcia Velloso, José

Gonzdlez Castillo, Carlos Mar{a Pacheco, and Alberto Vacarezza,
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who ends the cycle of "sainete criollo" dramatists.

Much of the humor and comical effect of the "sainete
criollo"™ was achieved through the use of foreigners who de-
formed Spanish by mixing it with their own language. The
Italian was most abused, followed by the Jew, Catalan, Turk,
Englishman, German, Portuguese, Frenchman, and Pole. The
"sainete" writers were careless. "Los defectos mis comunes
son las injustificadas desigualdades de estilo y de tono y
el hibridismo de las formas verbales y pronominales correctas
con las vulgares rioplatenses."26 The defects appeared in
the same author, the same play, the same scene, and even in
the same character. The carelessness occurred not only in
the "sainete criollo" and the "costumbrista®" plays but in
many other more serious works as well. It is obvious that
many of the works were written hurriedly and often for a spe-
cific popular actor or actress.

The "comedia de saldn" catered to the bourgeois and the
wealthy. Roberto Giusti describes it as brilliant, more or
less frivolous, more or less sentimental and based on the
model of the French theatre in vogue then and more directly

on the theatre of the author of La noche del sdbado, Jacinto

Benavente.27

Martin Coronado (1850-1919) and Nicol{s Granada (1840-1915)
provided romantic and post-romantic plays, but the scene began
to move from the country to the urban areas. Gregorio de

Laferrere (1857-1913) wrote humorous and satirical plays about
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city customs, and the historical dramas of David Pefla (1863-
1930) became popular. It was a group of young Bohemians with
new ideas, however, who vitalized the "criollo" theatre from
1900-1910 and led this period to be called the "Golden Age"
of Argentine dramatic production.28

Sobre las ruinas and Marco Severi, by Roberto J. Payr6

(1867-1928) , and plays such as Los muertos, Los derechos de

la salud, M'hijo el dotor, La gringa, and Barranca abajo,

among others, by Florencio Sdnchez (1875-1910), the genius of
the group, tended to be social in nature. Their dramas fight
social and political injustice among the poor and middle
classes of society, denounce alcoholism, poverty, and prosti-
tution, and present the generation gap between the young and
the old, and the cultural differences between the "criollo"
and the "gringo," with a combined realism/naturalism that be-
came widely popular. Although the themes were not always
original, having been previously dealt with by European writers,
the themes, the ideas, and the realism with which they were
expressed were new to Argentina.29
The Chilean writers were influenced mostly by French and
Spanish models, and these same models greatly appealed to the
Argentines also. Domingo Casadevall indicates that the
" portefios" were interested in plays and readings of the works
of Nordau, Dumas (son), Hervieux, Bernstein, Brieux, de Curel,
Becque, Galdds, Benavente, Guimera', Dicenta, and Linares Rivas.30
With the exception of Nordau, all of these dramatists had works

appearing on the Buenos Aires stage between 1899 and 1908,
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according to Angela Blanco Amores de Pagella's study, Nuevos

temas en el teatro argentino. This same study cites four

other dramatists in this time period who were frequently rep-
resented on the "portefio" stage, namely, Rostand, Sardou, with
sixteen different plays, the Alvarez Quintero brothers, and
Echegaray, who had fourteen different plays produced. How-
ever, the Argentines were inspired not only by these but by
such other nationalities as the Norwegians, Germans, Italians,
and Russians. The psychological theatre of Samuel Eichelbaum
and the "grotesque" theatre of Francisco Defilippis Novoa and
Armando Discépolo developed via the influence of these other
European dramatists.

Gonzdlez Castillo suggests that the greatest influence
was that of Ibsen, brought to Argentina in the repertoires of
the Italian companies of Zacconi and Novelli because Italy
"por entonces era nuestra fuente de inspiraci6h."31 Angela
Blanco Amores de Pagella's study, cited previously, confirms that
these and other Italian companies appeared in Buenos Aires from
1889 to 1908, and probably even later. These groups performed
the works of Ibsen and his followers: Henry Becque, Francois
de Curel, and Eugene Brieux in France; Roberto Bracco and
Gerolamo Rovetta in Italy; Sudermann in Germany; and Benavente
and Linares Rivas in Spain. Only Strindberg is notably absent
in this time span. Gonzdlez Castillo also points out the

probable influence of Ibsen on Los muertos and Los derechos

de la salud by Florencio S&nchez, who was known to have read

most of Ibsen's works;on E1l arlegufn, by Otto Miguel Cione;
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on Marco Severi, by Roberto J. Payrd; and indirectly via

Rovetta on En familia, by S&nchez, who reportedly told the
author that he had "aprendido a hacer teatro en Gerolamo
Rovetta."32 Thus Ibsen and his followers seem to have exert-
ed no little influence on the Argentine theatre.

As in Chile, the prime mover was money, to the detriment
of professional pride in the quality of one's work. This in-
fluence caused a lack of new and original ideas, for when a
play did appear and became successful, it was imitated in ex-
cess, as in the specific case of the "sainete criollo." Here,
too, an ever-demanding public encouraged quantity rather than
guality.

Though there were many negative aspects in the Argentine
theatrical world when Moock arrived in Buenos Aires, an en-
thusiastic public did support numerous dramatists and it was
possible to live from the profession alone. Moock is said to
have earned the phenomenal income of fifteen thousand pesos
a year from his plays.33

This, then, was the theatrical world in Chile and
Argentina when Armando Moock was growing up and writing his
first plays. He was introduced to the famous Argentine actress,
Camila Quiroga, in 1918. She found it easy to persuade him
that the Argentine stage would present him with a brighter fu-
ture than that of Chile. The cultural and social influences
were so much more ample and liberal in Argentina than in Chile
that there was opportunity for a gifted, creative, and enter-

prising dramatist to experiment with many styles, characters,
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and themes while developing his own style. Thus Armando Moock
had good reason to believe that in Argentina there could be
inspiration for a budding dramatist. He moved there, and
Buenos Aires became the center of his dramatic life for the

rest of his years.

P



{8

NN B V=1
NG ke W ST
Ea i S S S I

=1 ..:\\.J il e BT ly.\,:r\
s v fe-4 —~fre 1 :ﬁ
\n g > < )

o
o [ .
L2720 s OO e S o) T aw sz P 3



37

FOOTNOTES

loriando Rodr{guez, Teatro chileno del siglo veinte
(Santiago, 1964), p. 2.

2"Apuntes sobre el teatro chileno," p. 259.

3wgl teatro chileno moderno," p. 175.

4rg) concepto castumbrista...," p. 150.

SEditorial Universitaria: Santiago de Chile, 1918, p. 46.
6"E1 teatro chileno moderno," p. 181.

7"Apuntes sobre el teatro chileno," p. 269-71. This
same article cites other influences: similarities in
Pueblecito and Genio alegre or Puebla de las mujeres by the
Alvarez Quintero brothers; Del brazo or la calle is like
El alba, el dfa la noche by Dario Nicodemi; Misericordia
"recuerda a Rusiffol y al propio Soto Aguilar." Juan Ventura
Agudiez "El concepto costumbrista...,” p. 150) insists that
Martfnez Sierra's influence can be noted in Moock's simplicity,
equilibrium in composition and the use of certain themes.
Los intereses creados by Jacinto Benavente are thought to
have influenced Moock's Mundial pantomim and Mufiecos by Manuel

Arellano Marin.

8reatro chileno del siglo veinte, p. 51.

91bid., p. 54.

10508€ Gonz4lez Castillo, "El sainete medio de expresidn
teatral argentino," Cuadernos de Cultura Teatral, no. 5
(Buenos Aires, 1937), p. 46.

11Rodrfguez, Teatro chileno del siglo veinte, p. 8.

12p6th actors had developed and polished their acting
technique in Santiago. Mariano Latorre ("Apuntes...," p. 93)
identifies them in this manner: "Arturo Buhrle y Enrique
B&guena se completaban. La gracia esponténea del uno con-
trastaha con la gobriedad del otro. Ambos eran actores natos,
pero Buhrle tendfa a la improvisacién y Bfguena al estudio
minucioso. El primero arrebataba al péblico, arrancaba
aplausos; el otro, organizaba y se contentaba con éxitos menos
ruidosos, pero justamente conseguidos."
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Footnotes (continued)

13apcevedo Herndndez, ("Consideraciones...," p. 156-157),
noted that the goal of the "professional" writers was to make
money: "Nosotros no escribimos para la posteridad; una vez
que el pﬁblico paga, el negocio estf hecho. La dnica verdad
es la taquilla,” and he continues his criticism: "He dicho
o insinuado que nuestros autores carecen en su casi totalidad
de personalidad; siempre han hecho arte de imitacidn, para
cuyo fin han escogido los peores modelos. No quiero exigirles
esfuerzos ni grandes orientaciones,...le dejo con los es-
pafioles que han imitado o con los frances ya pasados. Pero
no les perdonaré jamds que hayan imitado tan mal, con tan
pPoco amor a su nacionalidad tan sin sentido de la existencia
propia..."

léngjpn negar el esfuerzo que significd la aparicién y
estreno de numerosas obras, sflo tres autores escapan al
caricter transitorio de toda esa produccidén teatral, Antonio
Acevedo Herndndez, Armando Moock y Germén Luco Cruchaga."
Orlando Rodriguez, p. 13.

151pid., p. 12.
161pid.

17gantiago de Chile: Talleres Fiscales de Prisiones,
1929, p. 171.

1830sé Garcfa Lépez, Historia de la literatura espafiola
(Barcelona: Editorial Vicens-Vives, 1968), p.478.

19rodriguez, p. 53.

20"Armando Moock por su ascendencia genealdgica, se sintid
inclinado a la morbidez sentimental de dramaturgos y narradores
franceses, como Loti, Paul Margueritte, Bernstein." Durdn
Cerda, "El teatro chileno moderno," p. 175.

2lpaltimore: Penguin Books, 1970. p. 15.

22podriquez, p. 56-57.

2330s€ Podestd was an Uruguayan who had gained fame as
a singer and clown. He was known as "Pepino el 88" because
he wore that number on his clown suit. He and his family rep-
resent a fine, long tradition of dramatic excellence in

Argentina.

24Roberto Giusti refers to the "Cocoliche" type as a
"mdscara grotesca del italiano acriollado" which reminds one
of the Commedia dell'Arte. "El teatro," Historia de la
literatura argentina, v.IV {Buenos Aires: Ediciones Peuser,
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25the word "porteno"” refers to an individual who is an
inhabitant of Buenos Aires and its immediate environs.

26poberto Giusti, p. 587.
271pid., p. 581.

28Rad1 H. Castagnino, Esquema de la literatura dram§tica

argentina (Buenos Aires: Instituto de Historia del Teatro
Americano, 1949), p. 74-75.

29pg examples Castagnino points out that the theme of
M'hijo el dotor by Florencio S&nchez contains the influences
of Sudermann's Casa paterna; Blanchette by Eugene Brieux and
Le due conscienze by Rovetta. (Esquema de la literatura,
p. 82-83). Alfredo de la Guardia's study of Samuel Eichel-
baum indicates this dramatist's indebtedness to Dostoyevsky,
Ibsen and Strindberg. Thus the influences are long and
lengthy. With the possible exception of Dostoyevsky, all of
these men were followers of Ibsen's techniques and themes.
See also Amores de Pagella's work, Nuevos temas en el teatro
argentino for European influences.

3°§£ teatro nacional: Sinopsis y perspectivas (Buenos
Aires: Ediciones Culturales Argentinas, 1961), p. 49-50.

3lwg] sainete medio de expresién...," p. 45.
321pid., p. 46-47.

33Jones, Behind Spanish American Footlights, p. 227-228.







CHAPTER II
ARMANDO MOOCK'S THEMATIC WORLD

Armando Moock's plays number nearly sixty.l About half
of this dramatic production is composed of short, one-act
plays and the remaining half consists of longer, three-act
plays. The few plays written in Chile, before he migrated to
Buenos Aires, approximately eleven, tend to be Chilean in
flavor and theme. They present situations revealing Moock's
personal and family life, and his experiences while touring
the Chilean provinces with a theatre group. In these plays
the dramatist also notes the Chilean preoccupation with
social and economic advancement via the professions, and pre-
sents a dramatic portrait of the "siﬁtico,“ a Chilean term
referring to a cheap, pretentious, and ridiculous type of
person. The atmosphere of rural villages and the fight for
survival of the poor are also among the playwright's concerns.

Ventura Agudiez wrote of Moock: "...Como uno de los
dramaturgos importantes de su generacidn, sus temas no caerdn
bajo la sensibilidad particular al teatro argentino."2 This
critic would seem to ignore or be unfamiliar with those of
Moock's plays which follow Argentine trends, although he did

not write any plays related to the "gauchesco" theatre.

The plays written after Moock's departure from Chile

40
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indicate experimentation with the forms attracting the atten-

tion of the Argentines, such as naturalism, symbolism, ex-

pressionism, and the "grotesque" theatre. He was also interest-

ed in themes being used by the Argentine writers: inherited
traits, infidelity, man's loneliness although surrounded by
people and wealth, the foreigner in a "criollo" environment,
the weak male, alcoholism, and other basically social ques-
tions. Many of these themes are closely tied to the univer-
sality to be found in Moock's theatre because they are problems
and situations faced by people at all levels of society, in

all areas of the world, and tend to be timeless.

One of the major concerns of Moock's dramas which should
be considered is the public-service commitment to be found in
them. Fernando Debesa wrote that social problems interested
Moock only early in his career when he wrote Los Egrros.3
This is true if one limits the definition of social problems
to political ideologies such as the socialist-anarchist ideas
popular in Chile at the time Armando Moock wrote his play.
These were ideas fostered by the Russian Revolution and en-
couraged by the evils of the Industrial Revolution, evils
whereby wealthy mine and factory owners in Chile were permit-
ted to pay bare subsistance wages to their employees, who
often worked long hours in dangerous and unhealthy conditions.

Thus, the early social theatre in Chile, as elsewhere,
.presented and encouraged class struggle. Garcia Pavdn writes
that the purpose of this early social theatre was not to

serve literature but, rather, to provide a propaganda outlet



for
the

te .

et
as h
the

tine
fact
in tt

years

Close

{1962



42

for a political party, the union, or some reform program of
the writers, and was essentially a theatre of attack to try
to improve the working conditions and life of the proletariat.4

Since Moock wrote only one such play, it suggests that
he himself had no such strong political leanings or interest
as his contemporary, Acevedo Hern&ndez, but, instead, used
the topic because it was a theme which was popular at that
time, and was therefore written to attract an audience. 1In
fact, Ventura Agudiez affirms that Moock was never interested
in the political thesis drama which was so popular in those
years.>

Armando Moock's method of presenting social themes

closely follows the description in Teatro social en Espafia

(1962) by Garcfa Pavén who writes that

el actual teatro social prescinde de todo acorde

calificadamente polftico y se limita a exponer

unas situaciones, fruto de unas estructuras sociales

incémodas, para que, sin m&s doctrina, discurso o

slogan, el espectador deduzca por su cuenta la

solucidén. Teatro casi costumbrista, de exposicidn

objetiva de unos modos de vivir que, antes que ex-

altar al espectador, como el viejo teatro social,

le hace pensar.
Moock's social work in the theatre was obviously a written
protest against the many prejudices he himself experienced
and those he noted around him, especially those regarding pro-
fessions whereby the kind of work one does immediately defines
one's social and financial future. His purpose was to make
people think about their biases and re-evaluate them in light
of a given situation rather than to make an ironclad generali-

zation about all such cases. 1In La arana gris he shows what
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results when the protagonist is unable to change his views
about the sanctity of his wife's body and goes mad. In Del

brazo y por la calle the protagonist at least is able to view

his wife's infidelity more objectively. In Natacha Moock
presents a defense for those mothers who do not want to marry.
He offers justifications for permitting girls to choose their
own mate, for marrying for love rather than wealth and social
prestige, for sympathy and tolerance for the unwed mother,

for respect for the literary professions, and many more.

It was a rebellion not only against the narrow-mindedness
and intolerance the dramatist professionally encountered,
but against that which others had to live with. A large por-
tion of Armando Moock's dramas deal with these and other
social prejudices. He does not give answers; he only suggests
that there may be more than one point of view, and that there
is no single answer. Each situation should be judged on its
individual and particular merits.

With two exceptions, the playwright expressed little
interest in the plight of the masses of poor people, although
his theatre tends to be social in nature. He was interested
in individual rather than group issues. Being middle-class
and a realistic dramatist, Moock portrayed problems he was
familiar with and could successfully project on the stage.
According to Durdn Cerda, however, Moock attempted to explore

the popular sector of the "conventillo" in Penitas de amor

(1916) , but the play was poorly received: "El terreno y,

sobre todo,'el lenguaje le eran totalmente desconocidos, y su
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empresa no prosperd."7 Los perros, dating from 1918, also
deals with the plight of the "underdogs."” This latter play
appeared on the stage three months after Pueblecito, but the
earlier work, humorous, and emphasizing "costumbrismo” and
romance with which every Chilean could relate, was so popular
that it may have overshadowed the serious, symbolic, and
moralizing plot of Los perros, which pointed to social ills
the Chileans did not wish to see.

Financial reasons aside, Moock went to Buenos Aires be-
cause of the confining social and professional situation he
felt was inhibiting his writing and success. Moock was a
liberal, out-spoken young man with ideas which shocked and
angered the staid, conservative traditionalists in Chile. He
confessed that his aloofness and frankness were liabilities,
and thus it was easy to irritate and anger influential people
who could have helped him. Many Chilean dramatists, coming
from the ranks of journalists and newspapermen, resented a
university-educated man, a circumstance which left Armando
with few friends in his chosen profession. Armando also re-
fused to accept the literary standards imposed in the
"tertulias" by the dramatists in vogue, because they continued
to repeat the out-dated modes, themes, and techniques of the
French and Spanish playwrights.

The Argentine stage had already broadened the theatre-
goer's mind via that "rebelidn contra los prejuicios" found
in the realistic-naturalistic plays of Florencio S4nchez,

Ernesto Herrera, Gregorio Laferrere, Roberto Payrd, and others,
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who treated the physical, spiritual and moral degradation of
individuals and families. Moock found that the Buenos Aires
stage had already widely exposed Argentine writers to European
ideas, themes, and techniques through the presentation of
plays by Ibsen, Strindberg, Gorky, Dostoyevsky, Hauptmann,
Sudermann, Pirandello, Giacosa, Rovetta, and Bracco, plus
many French and Spanish dramatists. These men represent many
different modes and themes, and provided the inspiration for
many Argentine works. Thus, Argentina was prepared for Moock's
sympathetic presentation of the social problems and prejudices
encountered by the middle classes as well as by high society,
and his plays were warmly received by the "portefio" audiences.

Armando Moock's dramatic world clearly reflects his
middle-class background, and his plays best portray the lives,
ambitions,problems, and reactions to the environment of this
section of society. Writing as he did about the sector of
which he formed an integral part and was most knowledgeable,
the themes, action, and settings of his dramas bear the mark
of reality, of veracity. There is another element which also
lends itself to Moock's realism and authenticity. Though in-
formation regarding his personal life is limited, there are
numerous similarities between many situations in his plays
and novels and actual events in his private life.8

The environment of the dramatist's plays is either a
small rural town or a large city, which permits Moock to make
a comparison, in several plays, of the people, their activi-
ties, and their values. Moock grew up in Santiago (Chile) and

visited as well many small towns while on tour with the
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Biguena—Bﬁhrle Theatre Company. This knowledge gave him
confidence in portraying these two environments, whereas the
dramatist's desire for realism and veracity caused him to
avoid the country setting which was completely unfamiliar to
him,

These two settings permit the playwright to air the age-
old conflict of values between urban and rural dwellers. Much
like writers dating back to the Spanish Renaissance, such as

Antonio de Guevara in Menosprecio de corte y alabanza de aldea

and,more recently, Emilio Carballido in Rosalba y los llaveros,

Moock, a city boy, contrasts, in his first delightful "costum-
brista" drama, Pueblecito (1918), the virtues of a country town
and its inhabitants with the vices of an urban population.
However, in the second play of this type, Mocosita (1929), the
author presents city life in a more favorable light, leading
Silva C4ceres to note:
Moock se aleja del co§tumbrismo tipicista riopla-
tense, en boga en su época, y presenta una problem&tica
donde no aparece oposicién desvalorativa entre la vida
urbana y la vida campesina, sino que muestra cémo ha
evolucionado el motivo costumbrista hasta €l: la ciudad
aporta un nuevo &mbito al campo y lo enriquece, a la
vez que recodge lo positivo de éeste. Tales son...
las ideas que tenia Moock del "progreso."9
The heart of both plays is a love story. The debate over the
merits of city and country life, and the day-to-day activities
of a family and their friends in a small country town round
out the body of the plays. Ventura Agudiez suggests that

Gregorio Martinez Sierra exercised the most influence in

Moock's theatre on this type of play, but feels that the
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description of the towns shows an obvious Andalusian face
much like that described by Ferndn Caballero or Valera.l0

The earlier play, Pueblecito, was written in Chile and,
therefore, represents what the dramatist determined was
Chilean "local color." By "local color" is meant the presenta-
tion of eccentric characters such as the neighborhood gossips,
of colloquial language, the local political feuds, the activi-
ties in the church, the ways by which people entertain them-
selves, the social divisions among the populace, and rustic
tasks sucy as making wine or jam, raising rabbits, milking a
cow, or irrigating a field.

When Pueblecito was performed in Argentina, it was con-
sidered representative of Argentine life, and Mocosita, written
in Argentina, was produced in Chile and accepted as Chilean.
This indicates somewhat the universality of Moock's theatrical
productions, and also suggests that the daily life in countries
sharing a similar heritage of race, religion, and development
may be quite alike without the non-traveled persons' being
aware of these likenesses. The people in these two plays,
their concerns, and their activities are basically representa-
tive of all peoples living in small, rural towns.

If the people of Moock's plays are presently in poor
Financial circumstances, it is because some misfortune has be-
fallen the family, usually the death of the father which has
forced the mother to go to work to support one or more child-

ren. The people still retain, however, their middle-class

values and aspirations, which are centered around three
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primary situations: marrying well, getting a professional
degree, and making a fortune.ll

The problems presented by the playwright, then, are those
created by these values and aspirations. What is a suitable
profession? Why must one become a professional? What is an
advantageous marriage? Which values are more important in a
marriage, integrity and happiness, or wealth and social pres-
tige which may produce an unhappy couple? What is success?
How is it achieved? What are its effects on man's moral and
spiritual being?

Armando Moock presents these concerns in numerous ways.

In Isabel Sandoval, modas, the dramatist proposes a need for

the man who works successfully with his hands as well as the
professional. The dramatist suggests there are many “obs to
be performed, and strongly favors a freedom of choice in any
area in which the person will be most happy and useful. Most
of the playwright's protagonists, however, are professionals:

doctors, lawyers, scientists, and engineers. Relying on Moock's

personal experiences, dramas such as Penitas de amor and Alzame

en tus brazos describe the sacrifices made by mothers and
families in order to educate professionally an only or eldest
son, who will then support his family.

Recreating his own father's example in a protagonist,
Moock contrasts the strong work ethic of foreigners with the
"criollo" aristocrat who provides neither a useful service
nor performs any meaningful function, an attitude which is al-

most unpatriotic in a young and growing nation. This theme is
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best presented in Monsieur Ferdinand Pontac, where the French

immigrant is compared with his aristocratic brother-in-law.
Florencio Sinchez uses this same theme in La gringa and in

Barranca abajo, but seems to include all "criollos" whereas

Moock concentrates on the deteriorating moral standards of
the wealthy.

One also senses Moock's deep concern for the negative
prejudices of society with regard to writers and literary
careers. As presented in many of his early plays, writers
are rejected as suitable husbands, and they are looked upon
as undependable, irreligious, bohemian, and more interested
in good times than in earning a respectable living. The
characters in Mocosita suggest that these negative traits are
to be found in the play's male protagonist when they wish to
degrade him in the eyes of the young girl who has fallen in
love with him. While none of Moock's writers are very rich,
they are not failures and are presented as very human individ-
uals who wish, more than anything else, to write.

Marriage is treated in a range from first love and a young
girl's erroneous concept of it to the disadvantages of marry-

ing for money. Cuando venga el amor provides the dramatist

with an opportunity to criticize both society for its mis-
guided values and parents for not educating their daughters
for marriage. Satire appears in Casamiento a la yankee and
El castigo de amar, where parents place prestige and wealth
above their child's happiness. The dramatist is quite insis-

tent in pointing out the sad consequences when parents force

s
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their daughters to marry someone they do not love. Again,

he advocates freedom of choice, this time in choosing a life-

long mate.

There is also a strong cynical attitude toward women ex-
pressed in the lack of trust with which the playwright regards
women, both wives and sweethearts. It is a continuing theme
throughout Moock's dramatic career and, perhaps, reaches its

culmination in Del brazo y por la calle, where the wife is

briefly indiscreet and the husband has to re-evaluate his per-
sonal values in terms of the offense and its relation to his
future as well as that of his wife.

Closely related to marriage is the role of the mother,
which is strongly portrayed in Moock's theatre as one of
love, support, and sacrifice. She is the strength and back-
bone of the family. Families continue without a father, per-
haps because there is always a male friend or relative to ad-
vise. However, tragedy occurs in families where the father
survives the mother. In Estoy solo y la quiero the father
becomes embroiled in his personal problems, to the exclusion
of those of his children, and the result is the moral, spirit-
ual, and physical break-up of the once closely-knit family
group.

Another aspect of motherhood is the dramatist's provoca-
tive study of who has the right to become a mother and under
what conditions. Armando Moock is critical of social mores
which allow no exceptions, and of fathers who are unwilling

to accept their obligations. For Moock, the desire to be a
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mother is a natural, overpowering instinct. One play in par-
ticular, Natacha, has a very modern conclusion for what could
have been a highly controversial subject in Moock's day.
Natacha refuses to marry her child's father, for she is more
preoccupied with motherhood than marriage; most importantly,
however, her personal wealth permits her to carry out her un-
usual plan.

There are two plays which treat sympathetically the
homely woman in society by implying that society tends to hold
outmoded values regarding physical attractiveness while deny-
ing the moral and spiritual beauty that may be hiding under
the flawed surface. The dramatist's introduction to Natacha,
quoted elsewhere in this study,indicates his personal apprecia-
tion of certain women friends whose talented minds and recep-
tive spirits will outlast any physical beauty. La arafa gris
and Natacha are both attempts to underscore this attitude,
for the males in both plays suffer an almost poetic justice
for failing to perceive the good qualities of the homely wife
or female relative.

A characteristic common in Moock's theatre is its ob-
vious appeal to the emotions. Fernando Debesa, writing
about the playwright, notes:

He aqul el rasgo dlstlntlvo de este dramaturgo

que lo es de su época en el teatro sudamericano:

la obsesidn sentimentalista, la insistencia en
lo lacrimoso.

In his sentimental comedies, Armando Moock portrays the domes-
tic issues of middle-class people: presenting their personal

problems with a great show of emotion and stress in order to
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arouse the audience's pity and sympathy. These characteris-
tics also call to mind those of another theatre thought to
have influenced the dramatist, the French bourgeois drama
which "emphasized middle-class morality and extolled the vir-
tues of middle-class life."13 It blamed man's failures or
short-comings on social causes rather than on the individual.
The dramatists were more concerned with the social environ-
ment than the individual's psychological aspects for they
wanted to encourage social reform and improve man's moral and
spiritual condition by portraying his base and ignoble rela-
tions with his family and society. Sentimentality, pathos,
and morality joined to produce a positive ending in which
virtue and family life triumphed. Moock elicits an emotional
response with themes developed around love, mother, home, and
the ineffectual or disillusioned male.

A sentimental view of life has made the female, particu-
larly, a popular subject in Armando Moock's theatre. He very
skillfully enlists the audience's sympathy for or identifica-
tion with the feminine desire for motherhood, the widow with
children living in straitened circumstances, the orphaned girl,
the young woman in love for the first time, the unwed mother,
and the wayward woman who can be rehabilitated during the play.

Another side of Moock's theatre is the search of the
woman for independence and personal freedom, a search champion-
ed by a man who obviously shared Shaw's, Benavente's, and Ibsen's
advocacy of the rights of women. The individual's freedom to

choose a profession and a mate was further projected into the
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woman's private realm. The dramatist undoubtedly felt that

woman's place was in the home as a wife, homemaker, and

mother. This is evident in plays like La sefiorita Charleston

and Natacha, where the protagonists flaunt social conventions;
but once they get their man or child they settle down to the
traditional feminine role, which Moock seems to indicate they
really wanted in the first place. Armando Moock, nevertheless,
grants women the right to make another choice, as when Natacha
rejects the legal ties of a marriage ceremony. Early in his
career the playwright's women protagonists were encouraged to
get an education to improve and help support themselves.

Armando Moock's feminine protagonists are frequently
strong personalities with a strength like that generated by
Moock's own mother, perhaps. They dare, however, to question
and challenge society's traditional mores regarding the rights
and duties of married and single females.l4 The playwright
nevertheless continually stresses that female independence
and the right to be eccentric or different still tend to be
the domain of only the wealthy, who can financially afford to
ignore society's unwritten rules.

As there are few female protagonists, in Moock's plays
the majority are masculine characters, though frequently males
who are unable to cope with life and with society's demands.
They are almost caricatures, reflecting Armando Moock's con-
tempt for masculine weaknesses. The scorn is that felt by a
strong personality for a weaker one, and Moock's character and

experiences had certainly made him a forceful person. The
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attitude also indicates the playwright's concern for a society,
seemingly becoming degenerate, in which the male is failing to
maintain his dominant position as a commanding figure of
strength and decision. These concepts led to plays like La

serpiente, Casimiro Vico, primer actor, Rigoberto and Monsieur

Ferdinand Pontac, which are developed around ineffectual men

who are controlled by strong mistresses, wives, or a combina-
tion of wives, mothers-in-law, and children. Perhaps to prod
or goad the male ego, Moock cynically suggests the image of
man as a once-spirited horse now being ridden and guided by
an able female rider who maintains a strong grip on the reins
and frequently spurs his sides when he is unruly or unrespon-
sive.

Several males are almost tragic figures, due to flaws in
their character, and due to their isolation, disillusionment,

and cynicism. In Sefior, équién es usted? and El mundo y yo

no estamos de acuerdo the cynicism is caused by an unfaithful

wife or girl friend, and enforced by a second, similar experi-
ence. This situation is frequently heightened by combinations
with other factors, such as the greedy friends in Casimiro

Vico, primer actor, or the selfish and disrespectful children

in Un loco escribif este drama. The lost fortune, in SeRor,

équién es usted? and Monsieur Ferdinand Pontac, is a theme
popular with the sentimentalists, as is the transformation of
a hard-hearted individual into a kindly, loving person through

the auspices of a homeless and fatherless infant, who is taken

in and given a home in El mundo y yo no estamos de acuerdo.
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The reaction of the playwright's protagonists is a withdrawal
from society, often via insanity, alcoholism, suicide, and
death, a withdrawal which the dramatist finds to be a waste
of talented manhood.

These males contain characteristics of Moock's senti-
mentalism in that one of the dramatist's basic techniques is
to present an unhappy character, who is basically good and
then to contrast this person with a series of antagonists,
often family members or close friends, representing moral and
spiritual shortcomings in society. Millett and Bentley note
that sentimentalism is frequently combined with attacks on
selfishness and worldliness:

The nucleus of this situation is the assumption

of the contagious and redemptive power of good;

incidental is the exposure of social vices and

shortcomings and their disapggarance under the
searching light of goodness.

These characteristics appear in the dramatist's social theatre
also.

A very limited number of Armando Moock's dramas are based
on scientific themes, particularly those revolving around bio-
logical determinism. These themes made their first most ob-
vious appearance in Argentina in plays by Florencio Sinchez,

such as Los derechos de la salud, Los muertos, En familia,

and La gente pobre. Moock's plays treat such social problems
as the inheritance of madness due to alcoholism, venereal dis-
ease and the problem of physical ugliness, resulting in the
most didactic works in the dramatist's entire theatrical pro-

duction. The playwright intends these plays to be forcefully
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real enough to cause repercussions which will serve to purify
society, or, as Alfonso Sastre believes, "el drama es la forma
de la denuncia por la que el dramaturgo hace patente algo,
dando testimonio de la realidad."l6 There definitely appears
to be some influence of Florencio S&nchez in these works, par-

ticularly in one, Un muchacho alegre, revealing the super-

realistic tragedy of venereal disease, and insisting on re-
forms to prevent other such tragedies. The playwright does
not appear to have had a compelling interest in these themes.
Their scarcity suggests they were exercises in a form popular
at the moment, but the above-named play remains one of timely,
timeless, and universal interest.

The playwright also has a number of plays which attempt

to investigate the interior man. Siegfried Melchinger refers

to this search as "la actitud de desenmascaramiento."l7 1In
several plays Moock attempts to present the psychological
motivations of man by exposing the hidden reality of human
existence, the deep, internal man not normally seen or studied.
This effort embodies a negative aspect, in that some dramatists
were unable to coordinate in their plays the physical and the
psychological plots and, as a result, many such plays are more
readable than presentable.

The new psychological themes needed fresh, novel tech-
nigques to project to the audience the silent, inner thoughts
of a protagonist. The dramatists began to incorporate these
techniques into their plays after the First World War. One

of the most adept and successful of these writers in Latin
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America was Samuel Eichelbaum, who belonged, along with
Armando Moock, to a group of "renovadores," a group of drama-
tists who, though different in personality and discipline,
were united in their desire to be innovative and to excel
artistically in the conceptual and technical aspects of their z
art.18 For his psychological themes and influences Armando
Moock had several examples of Latin American playwrights and
novelists, such as Eduardo Barrios, Acevedo Herndndez, and
Pedro Prado.l9

Action occurring in the minds of men rather than on the
stage must be audible or visible, and Moock did this with de-
vices such as puppet-like characters and the play-within-a-

play found in Mundial pantomim, which was based on the

commedia dell'arte. The stream-of-consciousness monologues
or soliloquies, a confidant who would listen to the monologue

of the protagonist, and various staging techniques can be

found in Yo no soy yo and Un loco escribié este drama. These
techniques and others helped to place Moock in Rafil Castagnino's
group of "renovadores."

In these plays, the dramatist presents man's forced re-
evaluation of himself, the way he has lived, and the values
he has lived by. The general in Yo no soy yo, who is consider-
ed a hero by his contemporaries, goes through a flashback se-
quence while drunk, much like the flashback technique used

later in La muerte de Artemio Cruz, by Carlos Fuentes, in which

the hero relives his life on his deathbed. In Moock's play,

the social trappings of a hero-wealth, prestige, and an
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advantageous marriage - are slowly torn away by the people

he used to advance himself, leaving the skeleton of a coward
and a cuckold who is forced to admit to himself the deception
he has practiced for so many years. Thus, the dramatist sug-
gests that every man has a thousand faces, most of which are
hidden. There may be influence here of the stream-of-
consciousness displayed by James Joyce's Ulysses (1922).

Del brazo y por la calle is another play in which Armando

Moock compels a young man to reconsider his moral values when
he is confronted with his wife's infidelity. With only two
characters in the play, the wife serves as the sounding board
for her husband's doubts and disillusionment, and he in turn
must be a confidant to whom she can unburden her unhappiness.
Physical action is limited, thus necessitating long monologues.
This brings forth the psychological reactions of their indivi-
dual personalities to their respective situations, and to-
gether they are able to rule out both suicide and divorce.

Another play, Un loco escribié este drama, with strong

psychological elements, also has a protagonist who re-evaluates
his climb to so-called success, and after watching the infi-
delity of his wife and the greediness of his children and
friends, he decides that his life is empty and lonely despite
his financial success. The playwright utilizes a statue,
which represents Melitén's living conscience, acting then as
the protagonist's confidant and permitting him to reflect ver-
bally his interior thoughts and doubts to the audience. Thus

we are made aware of his early life and of his goals, which he
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begins to question in the play.

Armando Moock likes to underscore the fact that money and
success do not always bring happiness and fulfillment, and in
his plays it is the men of means who discover they really have
very little of what makes man happy. In these plays, the
dramatist offers examples of human failings, and hopes the
audience will learn from the characters' recognized errors.

The playwright has several dramatic works in which he in-
troduces a comparison whereby certain elements of nature and
human events represent one another poetically. For example,

in El castigo de amar there is the metaphor of the young widow

seeking the same destiny as the queen bee which flies off

into space expecting that only a "super" drone will be able

to overtake and mate with her. In Los perros there is the
comparison between poor and downtrodden humans and the home-
less dogs, for whom no one in society will take responsibility.
In Mocosita's novel-within-a-play, which parallels the play's
plot, the dark, old well symbolizes the man who has experienced
life, and the young, virgin girl is the moon bringing light

and new expectations into his life. 1In La serpiente the human
female is compared to the boa constrictor, which completely

destroys its victim. Un loco escribid este drama o La odisea

de Melitén Lamprocles presents a journey through life with

its notable experiences and hardships. The fact that the pro-
tagonist may be insane gives a different twist to the plot.
In his short works the themes used by the author are not

new to his dramatic production, nor is the technique. One
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finds the sentimental, first-love theme suggested by certain

titles: Cuando venga el amor and Primer amor. The conflict

between city and country, as well as that between the profes-
sions of dramatist and medical doctor, are dealt with in

Pepito y Juancito. A wife's unfaithfulness is suspected in

Un crimen en mi pueblo, and the Don Juan theme is treated in

Ases y damas and Las amigas de don Juan. Motherhood appears

in El1 cancionero del nifio, and mothers' sacrifices are stressed

in Alzame en tus brazos.

These short plays do not always follow the Argentine con-
cept of the one-act "sainete criollo," with its "conventillo"
and cast of stock "portefio" characters, but the situations are
common to Argentine life, and to people everywhere. The ma-
jority of the short pieces appeared during the 1920's, when
Moock was building a reputation as a dramatist. It suggests
they may have been "pot boilers" to keep his name on the mar-
quees and money in his pocket.

Armando Moock's theatre world was designed primarily to
entertain. He therefore avoids highly controversial themes
involving politics, religion and violence. The criticism in
the plays is aimed at individual types, and at social situa-
tions which inhibit personal freedom. The realism, the middle-
class atmosphere, and the universal themes which lean toward
light, sentimental topics still delight international audiences
today, and continue to be presented all over the Spanish-

and Portuguese-speaking world.






FOOTNOTES

lRadl silva Cdceres has researched Moock's theatre in
Chile and Argentina and found accounts of fifty-five plays
either in newspapers or in published form. Other titles are
listed as "works in preparation" or "works by the author,"
but these works were either never written, the original
title was changed, or the work was lost because no further
account can be found of some of the titles. Of course, there
were some plays which were presented but never published, such
as the last one, Algo triste que llaman amor (1941) which some
critics have designated as the dramatist's best work.

2ventura Agudiez, "El concepto costumbrista...," p. 150.
This is the only critic to point out the influences of the
"sainete criollo" in Moock's plays: "Armando Moock y el
sainete argentino," Duquesne Hispanic Review, III (1964), p. 139-
le64.

3pebesa, p. 194.

4Garcia Pavdn, Teatro social en Espafia (Madrid: Taurus,
1962), p. 22.

Sventura Agudiez, "El concepto costumbrista...," p. 153.
6Garcia Pavén, p. 24.
7Durdn Cerda, "El teatro chileno moderno," p. 181.

81bid., p. 180. "...Todo su obra estd llena de rasgos
autobiogridficos, claramente reconocibles, que vigorizan su
apariencia de autenticidad." Silva Cdceres has also pointed
out autobiographical influences, particularly in the novel,
Sol de amor.

dAlfredo Matilla, "La dramaturgfa de Armando Moock,"
Revista Hispanica Moderna, XXX (1964), p. 3. This is a
review of Silva Caceres' monograph.

1l0ventura Agudiez, "El concepto costumbrista...," p. 154.

llgee Frederick B. Pike, "Aspects of Class Relations in
Chile, 1850-1960," Hispanic American Historical Review, v. 43
(1963), p. 14-33. He presents a most enlightening view of
these class attitudes and conditions in Chile.
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Footnotes (continued)

120ebesa, p. 193. Ventura Agudiez ("El concepto cos-
tumbrista..., p. 148) simply classifies Moock's entire pro-
duction in two groups: the sentimental theatre and the
"costumbrista" theatre. Garcfa Games (p. 188) finds that
"El sentimiento es el aroma elemental de su obra."

13McGraw Hill Encyclopedia of World Drama, v.I (New
York, 1972), p. 241.

14Smoking by the women in La serpiente (1920) was con-
sidered scandalous, but nowadays it definitely dates the play
in a society which more or less accepts the habit.

15Fred B. Millett and Gerald E. Bentley, The Art of the
Drama (New York: Appleton-Century-Crofts, Inc., S 1935),
pP. 157-158.

16Alfonso Sastre, Drama y sociedad (Madrid: Taurus,
1956), p. 128.

1781egfr1ed Melchinger, El teatro desde Bernard Shaw
hasta Bertolt Brecht (Buenos Alires: Companiia General Fabril
Editora, 1959), p. 40.

18Rad1 Castagnino, Literatura dramitica argentina
(Buenos Aires: Editorial Pleamar, 1968), p. 139.

19¢here are several Chilean contemporaries of Moock who
were intrigued by psychology. Eduardo Barrios (1884-1963),
wrote two psychologlcal plays, Lo que niega la vida (1913)
and Vivir (1916), but is better “known for his psychological
novels, Ul Un Eﬁ.dldo' El hermano asno (1922) and the short
story, EI niflo que enloqueci8 de amor (1915). Samuel Eichelbaum
(1894-1970), a most important Argentine dramatist, is well
known for his almost complete dedication to psychological
dramas and short stories.
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CHAPTER III
MOOCK'S APPROACH TO SOCIAL THEMES 2

Armando Moock went to Buenos Aires because of the con-
servative social and theatrical environment in Chile. Moock,
a free-thinking and liberal man, dramatized some social situa- .
tions which represented a sympathetic understanding of social
problems encountered by the middle classes.l The foreign in-
fluences were more strongly felt in Buenos Aires, where real-
ism and naturalism, which treated hitherto taboo themes, had
already been espoused by Eugenio Cambaceres and Manuel Galvez
in the novel, and by Florencio Sanchez and others in the drama.
Therefore, Moock's themes did not greatly shock the more so-
phisticated "portefio" audiences.

As Alfonso Sastre has stated, a dramatist always has a
social intention even though it may be nothing more than to
make the public laugh and forget.2 1In this very broad sense,
all of Armando Moock's theatre may be considered social be-
cause his primary purpose was to entertain the public. 1In
the most narrow sense of the term, one could equate social
with proletariat: Moock has one lone play which strongly
presents the philosophy of the Socialist Party. In general,
however, the dramatist's social themes treat the everyday
Problems of members of the middle classes. These problems in-

Volve primarily social prejudices and mores.
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The dramatist presents some forerunners of the current
women's liberation movement, including persons who are search-
ing for their identities and are willing to defy society's
mores to achieve happiness. Moock records the trials of
fatherless families whose mothers strive to raise and educate
their children. He frequently depicts the climb to social
success and wealth, and the means people use to rise in status.
Related to the social climb, the playwright has dramatized
several professional conflicts, namely, the conflict between
the writer and the blue-collar worker, and that between the
writer and the professional man, to point out society's pre-
judices against the writer and people who perform manual
labor. Moock studies the problem of conjugal fidelity in
several plays, and treats the problems of alcoholism, venereal
disease, ugliness, wealth, and henpecked husbands. He also
contrasts the problems of urban life and a rural environment.
Consequently Armando Moock's social theatre covers many facets,

which will be treated now in more detail.

THE WOMAN'S SEARCH FOR IDENTITY AND FULFILLMENT

Armando Moock's marrying late in life suggests that he
may have shared the same distrust of the female species as that

which his male protagonists describe so frequently.3 He is,

however, quite sensitive in the treatment of his feminine

characters; his understanding is well portrayed in the several
Plays in which he presents a woman's search for identity. His
women characters openly fight time-honored customs in order to

gain their happiness and fulfillment as females.
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One of the earliest characters is Luciana, the female
protagonist in La serpiente (1920), who ignores social pres-
sures when she leaves her husband to become the mistress of
a writer. She tells a friend that

Nosotras las mujeres cuya vida matrimonial se

descalabra, lo primero gque tenemos que hacer,

cuando no somos ricas, es desentendernos de

prejuicios y leyes; de hecho estamos fuera de

la ley: no somos ni solteras, ni casadas, ni

viudas.

Luciana is most realistic and practical with regard to both
the choice she has made and the consequences. When her lover
goes mad she immediately attaches herself to his friend. Her
role in life is not that of the faithful wife, but rather that
of the faithful mistress. She ignores society because her
goals and those society sets for her do not correspond. The
Play is an early work. Later plays rarely deal with prosti-
tutes, but rather tend to glorify and exalt mothers, although
there is mistrust of the young female.

An orphan in the same play has been brought up and school-
ed by a prostitute-aunt to follow in the aunt's footsteps.

The girl leaves a wealthy lover to follow a writer who faces
an uncertain future but is the man she loves. This is social
Pressure in reverse. She repudiates the group pressure of the
Prostitutes and the way of life for which she has been pre-
Pared - and conforms to society's mores by marrying the man
she loves and becoming a respectable woman. In contrast to
Luciana, she finds her identity not in the role of a mistress

but rather in the traditional role of a wife and future mother.

The dramatist seems to point out that happiness with one you
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love is more important than wealth and social position.

One of the primary characteristics of Moock's women is
their independence and, therefore, their ability to make
their own decisions with regard to their lives and bodies.

The main female character in Cascabel, cascabelito (1926),

also prides herself on her independence, and leaves her widow-
ed father and motherless sisters to become a man's mistress.
The dramatist demonstrates that when girls are coerced by
parents into marrying someone they do not love, as in El

castigo de amar (1924) and Un casamiento a la yankee (1927),

there are unhappy results. Obviously the author favors girls'
choosing their own mates and way of life.

Armando Moock presents at least three women whose great
wealth permits them to ignore society's prejudices and pres-
sures in order to find happiness. It is not a criticism by
the author but a fact of life. He points out in several plays
that money can make some people happy but more frequently
ruins their lives and the lives of others. Alma Casanova, in

El castigo de amar (1924), demonstrates that wealth will permit

society to tolerate some things which it would not normally
accept. Wealth and widowhood both impart to her a certain in-
dependence. When Alma returns from Paris a very wealthy young
widow, she shocks everyone with her smoking, drinking, and
flirting, especially since her husband has not yet been dead
for two years.5 Since she is independently wealthy now, she
Can pursue her true love, the childhood sweetheart she once

deserted, who has married and is not sure he even wants to

Rl % 4
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be her friend. As the play closes, she asks if he loves her,
and he replies only, "Te deseo." Alma's reaction, "!Perdén,
Seffor!...!Lo quiero tanto!" indicates she is willing to face
God's and society's scorn for any crumbs of attention she can
get from the man she has always loved. The social note here

is one of poetic justice. Alma's first marriage, for money
and prestige, ruined forever her chances for complete happiness
with the only man she has ever loved. While the money she has
gained permits her to have an affair, it has also prevented
her from marrying her true love.

What are Armando Moock's feminine characters seeking?
First, they desire independence and the right to make their
own decisions. Marriage and motherhood is a primary and, of
course, traditional goal for the woman. Some seek an educa-
tion in order to improve their position so they are worthy
of and acceptable to the man they have chosen. Moock portrays
others as liberated young women, but only as a source of humor
and satire because the result in the end is a return to the
traditional role of the woman. As the women search for mean-
ing and satisfaction in their lives they face the disparage-
ment of society, whose customs and mores they dare to challenge.

Dorita, the protagonist in La sefiorita Charleston (1927),

is a rich girl searching for her identity and her role in life.

Like the protagonist of El castigo de amar, wealth and permis-

sive parents permit her to be independent and liberated, that
is, to do things that scandalize the society of the 1920°'s.

Armando Moock characterizes his protagonist as a modern young
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"flapper"” whom he defines in the following manner: "Flapper
es la joven liberada de la oprobiosa tutela masculina, es la
joven moderna, desprejuiciada, comprensiva e inteligente...."6
Dorita displays her independence in the unusual decoration of
her apartment, in her wild manner of driving, and in the fact
that she takes boxing lessons, goes out alone with men, smokes,
drinks whiskey and soda, plays the "bateria," and dances the
Charleston, all of which were unsuitable for a respectable
young lady. These North American influences - the use of
English words, the references to jazz and the Charleston, the
rapid decisions, the practical combined with monetary tenden-
cies, and the ultramodern, avant-garde accents - permit a
gentle satire on the disruptive influence these have had on
South American life.? When a prospective husband treats
Dorita like a comrade, and reminisces about old-fashioned
feminine types he likes, she becomes jealous and succumbs to
his suit. The "liberated" woman agrees to give up all her
"vices" for the man she loves. This is a humorous, entertain-
ing "spoof" of the liberated female. The protagonist seeks
her identity in exaggeration ana flamboyancy, but she finds
her true identity and role is being the "criollita buena,
sencilla, noblota, sin 'rouge' en los labios, sin 'rimel' en
los ojos, con unas trenzas muy largas.8 One senses that the
suitor speaks for the author.

Natacha appeared on the stage in 1925. It is an original
Play with several themes involved. Natacha is one of Moock's

most jindependent and best-developed female protagonists. She
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and her sister are also two of three women characters in his
works whose physical unattractiveness the author has chosen
to emphasize while contrasting their inherent spiritual good-
ness.9 The dramatist dedicated the play "a las mujeres que
no son bonitas y que han sido mis buenas y cordiales amigas."10

Natacha's strength is derived from a combination of
factors: she is thirty years old and is single, orphaned,
homely, but exceedingly wealthy. These factors have made her
both sought after and ignored, yet in the eyes of society she
is a failure because she has not married. She has become im-
mune to society's pressures, as can be seen in the following
dialogue where her sister attempts to convince her to marry
the father of her new-born son:

Georgina--Hay leyes y sociedad y ese nifio ha venido
a la vida, separado de todas esas leyes,
anormalmente.

Natacha---¢éAnormalmente? Si es sano, robusto, fuerte
y vigoroso, si es hermoso como un amanecer
de primavera. Mi hijito ha nacido como
los reyes y los emperadores, los pobres y
los mendigos, llord al nacer igual que
todos y cerrard un dfa los ojos como todos
los mortales. ¢Qué no tlene padre? Si el
Estado nece51ta de él1 serd soldado y
peleard junto a los otros.

Georgina--Pero no ves que esa sociedad, al establecer
el matrimonio, lo ha hecho por todas
nosotras las mujeres, para protejernos (sic],
para defender el hogar.

Natacha---éNos proteja [sic] del desamor del marido?

Georgina--Proteje [sic] el hogar economlcamente.

Natacha---Yo tengo fortuna y serd de mi hijo, tengo
un hogar. Las leyes sélo dan palabras
escritas Eiro no dan felicidad, y ésa yo
la tengo.

Thus, Natacha, in defending herself against society's will,
and being protected by her wealth, is able to be objective

and realistic about marriage and her son's situation. She

————
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acknowledges that she has found her fulfillment in motherhood:
"Soy mujer, he cumplido con la vida y no me arrepiento."12

She has fulfilled nature's purpose for her life, and that was
to bear children. Marriage is of no importance to her. The
mother-instinct in Moock's mothers, including Natacha, is very
strong and somewhat selfish; "egofsta" is the word the author
uses frequentlyl3 When the father proudly proclaims the baby
as his own, Natacha announces jealously that the child belongs
to her because "td nunca pensaste en €l y yo lo deseaba con
toda el alma.... Este hijo es tuyo, no te lo niego pero

déjamelo. Yo no te lo pedf, tf me lo ofreciste."l4

Maria Rosa, the protagonist of El cancionero del nifio,

expresses almost the same selfish desire for motherhood;
Entregada por complegp al amor, a cambio de un
hijo tal cual lo habia deseado y soffado renuncié
a todo. T6 crefste conquistarme y era yo quien
te tuvo... Mi hijo es mio; no me lo has dado

td, me lo he dado yo; yo %o he querido, lo he dese-
ado antes, lo he amado.l

The protagonists of both plays resist the pressures of
family and friends in the form of rejections and being dis-
owned, in order to have the desired child. Natacha, independ-
ent because of her fortune and with a son to sustain her,
realizes life will not be easy: "Su madre va a sufrir para
que é1 comprenda la vida."16 Marfa Rosa is also independent,
but of necessity, because she is alone in the city, far from
home and friends. She has no fortune and, unlike Natacha's
situation, her son's father does not want to get married.
However, she is no more demanding than Natacha: "He tratado

de hacerte comprender que no te necesitaba para nada sino para
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que lo quisieras... No tengo nada, pero tengo a mi hijo y lo
tengo todo."1l7

In Natacha Moock presents the social problems of being
physically unattractive and wealthy, as well as the over-
powering desire to be a mother, a desire which conforms to
the rules of nature. The dramatist contrasts the independence
of Natacha with her sister, who is married to a man who does
not appreciate her. The two plots form a counterpoint to
one another. The sister is married, childless, has an un-
faithful husband, and is unhappy, while Natacha is unmarried,
but has a son and is completely happy.

Natacha and Maria Rosa represent both the old and the
new woman, the old woman whose tradition it is to marry and
bear children, and the new woman who is independent and
strong enough to withstand the pressures of society and family
and have a child without marriage if that is the only way it
can be achieved. The unwed mothers are proud, independent
characters, jealous of their motherhood and quite ready to be
responsible for the lives of their sons. They are almost
fiercely protective of their offspring, with an instinct like
that of an animal. Neither asks any more of the father than
that he love his child.

One other female character briefly presents the plight
of the unmarried woman who desires with all her heart to be
4 mother. The dramatist presents the sister-in-law of the
male protagonist in La arafia gris (1922) as a surrogate

Mother for the illegitimate daughter of her sister, the

1 3
A
3
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protagonist's wife. Although the sister-in-law is unlike the
unwed mothers in that she has remained within the bounds of
propriety in her personal conduct, she is forced to suffer
from society's prejudices because the child is treated as hers
in order to save the real mother's marriage. Whereas the
other mothers suffer for their own child, the fulfillment this
woman feels in caring for her sister's child more than compen-
sates for the suffering she must bear. The playwright further
complicates the matter by making the substitute mother homely,
which permits him to show, as in Natacha, the beautiful, sacri-
ficial spirit that lies beneath the unattractive face.

Several characters seek their identity through education
and marriage. Pituca, "la mocosita,"” is an orphan studying
to be a teacher, when her sister's brother-in-law returns
home from the city for a visit. Contact with the educated,
sophisticated man from suburbia makes her dissatisfied with
the good but illiterate farmer who has been courting her.
When her family presses her to marry the farmer and forget
the city boy, she rebels:

Ustedes, todos ustedes, han ayudado a que yo

dejara de ser la muchachita simple y vulgar,

la que va a ser la mujer...la mujer silenciosa

y obediente; la que va a llevar la vida de todas

las madres de este pueblo: encerrada entre las

cuatro paredes de estas casas grises, aguardando

la vuelta del maridg....lpara qué me han dejado

cultivar mi espiritd si habian mig tarde de en-

carcelarlo? No. !Yo me rebelo!l

As in Pueblecito, another "local color" play, contact with

- 1

city influences causes a disaffection for the simplicity of

rural people and life and, like the case of the male protagonist
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in Isabel Sandoval, modas, education causes Pituca to seek more

from life than marriage to a simple, uneducated person. Thus
the "arribismo" principle is at work here. The dramatist also
seems to imply that an education imparts an ability to think,
reason, and question traditional values, resulting in enough ’
independence of character to demand what one wants from life.
In several of his earliest plays Moock portrays female
characters who are encouraged to learn to read or get an
education. The protagonist of Los perros encourages a young ‘
girl to learn to read in order to help her get out of her
miserable economic situation. This protagonist, a surrogate
author and spokesman for the socialist party, firmly believed
that an education would help the poor rise from their misery,
and strongly advocated an education for everyone.
In some plays the playwright points out a social problem
that can occur when girls, especially country girls, are given
a city education. The feminine protagonists of El cancionero

del nifo, Mocosita, and Pueblecito all share an ingredient of

the modern woman. All are rural girls whose desire for, and
acquisition of, an education leaves them dissatisfied with

the available rural mates and a life in the country. After
hawving lived and been educated in the city, they find it dif-
ficult to conform to "esta vida de sumisidn, como se han con-
formado nuestras madres y nuestras abuelas."l? Their mothers
realize also that the city education has changed the daughters®

lives and accept some of the blame:
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castigame, Seffor, por vieja bruta que soy. Yo
tengo la culpa; si en vez de mandarlas a Santiago

a que se educaran, las meto aquf en la escuela,

otro gallo cantarfa, pero una sie?Bre con el

deseo de que sean lo m&s posible.
This is an ever-present aspect of the social climb: to improve
one's children's future by giving them a good education.

The "first love" theme was important in Moock's comedies.
There are five plays which fall into this classification:

Primer amor (1922), Pepito y Juancito (1922), and El castigo

de amar (1924). They all come within a five-year span, thus

it would again seem to be a deliberate policy on the part of
the dramatist to develop variations on a theme which had
proven itself at the box office. 1In similar fashion, the first
play in the series, Cuando venga el amor, was one of the first

of Moock's many one-act plays.

Cuando venga el amor (1920) is dedicated "a la mujer que

me oblig6 en hacer de mi amor, una comedia. --Agradecido.

El autor."2l This play, a "poema" in one act, takes place on
the day that Margot's engagement is to be announced. The pro-
tagonist, an orphan raised by her aunt and uncle, is just one
of a series of parentless females in Moock's theatre, and one
of several young protagonists who are searching for the meaning
of 1love.22 The idea that she is an orphan builds a well of
sympathy for her. The fact that she has no one in whom she can
confide in her search for a definition of love makes her vul-
nerable to error. At the last moment, she realizes she is not

in love:
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Querer a un hombre que se va a casar con nosotros,

yo crei que eso era amor. Yo
llegaste, era un amigo que me
desconocidos, los padrinos me
quererte, que eras bueno, que
tido; yo lo encontré todo muy
Estaba contenta de sentir que

estaba sola, tfd
hablaba de afectos
dijeron que debia
eras un buen par-
puesto en razén.
me querfas, que me

llenabas de atenciones; a tu lado, no s€, me sentia
algo as{ defendida de la vida; te veia superior a
mi, inteligenge. Cref quererte, te he hecho dafo,
no soy mala.?

An understanding fiancé provides Margot with an excuse for
the broken engagement. Before leaving, however, he serves
as the dramatist's mouthpiece, and criticizes parents and
society for filling girls' heads with the wrong ideas about
love and marriage.

There is a possible autobiographical echo in this play,
for in 1918 Armando Moock broke off his engagement to Marcelle
Auclair, a Frenchwoman whose parents opposed the marriage.
Rail Silva Cdceres writes that in that same year the Editorial

Nascimento in Santiago published a play, Y pasd el amor,

written by Moock, and notes that it may have been influenced
by the broken engagement. No further mention has been found
concerning this play and, since some plays received title
changes, it is possible that Cuando venga el amor (1920) may
be this same play, with a more positive and appealing title,
or at least it may have been influenced by the event mentioned.
The dedicatory remarks, and the fact that the protagonist's
name is French (Margot) and begins with the letter "m," like
the real-life Marcelle, may be a thin disguise to hide the
real protagonist. There is also a character named Armando

who, 1like the dramatist, is criticized for his interest in
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literature. As was Moock then, his male character is rather
perceptive in his "“observaciones psicoldgicas," which are
quite critical of women.24

Pepito y Juancito, a one-act play, has elements of Cuando

venga el amor. Cecilia, the protagonist, is a wealthy orphan

who also has been raised by an aunt and uncle; she, too, wants
to know what love is like. But now the variations enter. She
likes both of her godparents' sons, and does not know which
one to marry. Her aunt favors Pepito, the dramatist who wants
to live in the city, and her uncle prefers Juan, the doctor
who will live in the country village. Moock thus incorporates
two favorite themes: the dramatist-doctor prejudice, and the
country versus city conflict. Cecilia's flirtations with
first one suitor and then the other provide humor, as well as
whimsical accents of sentiment. There is a gentle satire of
permissive, doting parents in this play also.

In conclusion it can be stated that Moock had certain
ideas regarding women which his female characters portray,
and which represent problems and prejudices of society. A
careful study of the dramatist's works will show he championed
the girl's right to choose her own husband and life-style. 1In
his earliest plays the females are encouraged to get an educa-
tion, The education, in the city, of the country girls pro-
duces dissatisfaction with their rural environment and with
their rustic, uneducated friends. The city girls seemingly
do not have this cultural crisis. Wealth can create problems,

but it can also alleviate them. Basically, Moock's women want
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to be wives and mothers, and are willing to suffer at the
hands of society, particularly in order to be mothers. 1In

the case of Natacha, the dramatist presents rather liberal,
unorthodox views. At no time does he personally seem to
criticize individual feminine characters in his works. Moock
allows society, in the plays, to present all the traditional
prejudices and means of making women conform. Moock's "liber-
ated” woman is not a "loose" woman, but, rather, a strong,
independent, thinking female who wishes to have a voice in
her future. As such, she is in apposition to the traditional

roles that men consider appropriate for her.

THE MOTHER-ORIENTED FAMILY:

Armando Moock noted the importance of the mother-figure
to a family's well being. It is she who is for Moock the
focal point of what is the essence of a family. Love, under-
standing, spiritual and physical strength and, above all,
sacrifice, are her contributions to the family unit. When
the mother no longer exists, the family unit disintegrates,
as in Estoy solo y la quiero. It survives without a father,
but not without a mother. Thus, mothers are placed on a pedes-
tal, in recognition of their contributions, but the playwright
portrays them realistically with the individual weaknesses and
prejudices which they also have.

The dramatist has several plays in which the sole support
for a family is a widow. She tries to provide a home and edu-
cation for her children, who lack a financial inheritance.

The theme seemingly reflects autobiographical elements from the
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author's own life, since Ledn Moock died when Armando was four-
teen, leaving a mother with three children to support. In ad-
dition motherhood is a theme with great sentimental possibili-
ties. The mention of "mother," one of a child's first words,
usually brings fond memories and recollections of home and one's
own mother, and immediately attracts the audience's sympathetic
ear. Moock was not adverse to capitalizing on a theme which
would attract the paying public.

Early in his career there is a decided emphasis on the
poor, widowed, hard-working, self-sacrificing mother, who, in
several plays, even gives her life so that her son (never a
daughter) may enjoy a university education and rise profes-
sionally, economically and socially. The essence of these
mothers, who are normally only secondary characters, is sacri-
fice. There are several plays in which this attribute is

stressed. In Penitas de amor (1916), one of Moock's early

plays, the mother works herself to death so her son can become
an engineer.
Another of the early mothers is Isabel in Moock's first

successful play, Isabel Sandoval, modas (1915). She is a

widow with three children who supports herself with the small
income she receives as a seamstress. Isabel sacrifices to
educate her children so they can eventually support themselves
and her. Her burning desire is that the eldest son, Juan, at-
tend the university and become a professional, and she stubborn-
ly resists all advice that would divert him from a professional

career. He decides, however, to leave home and become a writer.
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Later, rejected as a suitor, a lawyer, and a poet, it is the
son and not the mother who finally accepts his social and
economic limitations; he returns home to join his brother in
a successful auto-repair business.

Here the influence of the French bourgeois theater enters
for the son's education is blamed for making him reach for the
unattainable and treating his family so badly. Middle-class
virtues are saved when the son realizes the error of his ways
and family life emerges triumphant in the happy, sentimental
conclusion.

Armando Moock closely relates Isabel's desire to a common
social problem wherein the Latin American considers the non-
professional person to be a nobody, socially and economically.
Isabel is also a forerunner of Amalia, the protagonist of

Alzame en tus brazos (1927), who wants her son to become a

doctor so she, after years of sacrifice, can rest while he
takes care of her.25 The mother of the protagonist in La
oracidén de la tarde (1922) also sacrifices so her son can be-
come a priest, and then is disappointed when he becomes in-
volved with a parishioner and leaves the priesthood.

The playwright dedicated Alzame en tus brazos (1927)

"a la memoria de mi madre."™ It is the touching drama of
Amalia, a well-developed protagonist and widow, who sacrifices
everything including a second marriage so she can dedicate
herself exclusively to her son. The son has just graduated
from medical school with honors and his mother, seeing her

dream about to be fulfilled, refuses one more time to marry
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an old friend of the family. Her dialogue indicates that she,
in her own way, is as selfish and egotistical as she believes
her son to be:

Yo no quiero privar a mi hijo del placer de

regalonearmeb de quererme y retribuir todos los

tantos pequenos sacrificios que yo tengo hechos

por €l en la vida... es mi hijo, mi Miguel, el

8nico de quien debo recibir la caricia sedante,

el tierno afecto. Es una recompensa que me he

ganado, la quiero; no me he muerto para esperarlo.Z6
Amalia fails to see that she could make a lonely man, one who
has helped her and her son through the years, a happy man in
his old age.

The playwright presents, throughout the play, a mother's
viewpoint that a child is an egotist who thinks only of him-
self and forgets that mothers grow old and tired and need
love and attention in return. Great emphasis is placed on
the demands a child unwittingly makes upon his mother. The
protagonist recounts an Independence Day scene from her son's
childhood which gives title to the play and symbolically rep-
resents a mother's continual loving sacrifice for her only
son:

Yo lo alzaba en mis brazos para que alcanzara a

ver mejor. El1 batfa las manitas, entusiasmado

con los unlformes; pero su cuerpito pesaba en mis

brazos, y yo queria descansar, pero €1, sin pensar

en mi fatiga, me gritaba: "M4s, quiero ver m&s,

mam§." Y yo, por complacerlo y verlo feliz,

soportaba hasta que no podfa mds. Y as{ son toda la

vida: siempre exigiendo que los alcemos en nuestros

brazos, que los mantengamos en alto para asomarse al

festin de la vida, sin pensgs en nuestra fatiga y

sin medir nuestras fuerzas.

The author employs the rejected but objective suitor-

friend as the "raisonneur" to point out that mothers, too,
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can be egotists when they love their sons excessively and de-

mand too much of them. Unlike the other widowed mothers, how-
ever, Amalia's sacrifice has not been in vain, for her son re-
turns home an educated, talented professional ready to assume

life's responsibilities.

There are certainly many autobiographical accents here,
representing both Moock's mother's feelings and desires and
the author's own interpretations. In private life Armando
Moock suffered some unhappy moments with his mother because
she wanted him to give up his writing career and learn a pro-
fession that would help support the family. This play, never-
theless, depicts motherhood in a most tender light.

In Alzame en tus brazos, love forms an unending chain of

sacrificial altars. It is a reward one demands and receives
as a child, and a gift one gives as a parent, as the author
indicates in the following passage:

Tu mamd sufrié, se sacrificS por ti; piensa que

td también algin dia tendrds hijos, prepdrate a

sufrir con amor por ellos. Es la vida; y tu

viejita estar{ muy contenta al verse comprendida.28
Thus, one will repay the parent's sacrifice one day by sac-
rificing in turn for one's own children.29

Rall Silva Cdceres has pointed out that the widowed
mothers usually have a male friend (or relative) who fills

"el papel de catalizador de las situaciones conflictivas,"30

This is basically true in Penitas de amor (mother and brother),

Isabel Sandoval, modas (Isabel and Alejo, a friend), Alzame
c———— ————————

en tus brazos (Amalia and Javier, a friend), and Infierno

grande (Aurora and Padre Blas, a brother). These mothers are
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egotistical in believing only they know what is best for
their children. The confidant or "raisonneur," who serves
as an author/surrogate, presents the facts of the situation
with a more detached, objective point of view and pinpoints

what the real problem or conflict is. Alzame en tus brazos

(1927) represents the culmination and end of the sacrificial-
mother theme.

In Armando Moock one senses that home, for the fatherless
wandering sons, is where the mother is. They return to the
warmth, love, and protection of the mother in order to find
again their sense of being. The male protagonist of Mocosita
returns after ten years to his home, where his mother adores
and protects him against his family and the townspeople. His
response to home is typical of the homecoming of the other
black sheep sons:

1Qué contento estoy, vieja! ISupieras con qué

ternura he recordado, en mis andanzas y vagancias,

en mis horas de desaliento y de tristeza, este

viejo rincdn tan lleno de carifio. Me parece in-

creible estar de nuevo entre ustedes, pero estoy;

me siento protegido por el afecto que brota gf

las almas y que emana de estos muros viejos.

Home is a great, sentimental theme because it represents not
only love, warmth, and security, but also all the nostalgic

childhood memories which are attached to one's home. Juan

(Isabel Sandoval, modas), when he fails as a writer and social

climber,returns to his family for a cleansing of his prejudices

and a re-evaluation of his aspirations. Miguel (Alzame en tus

brazos) returns home too late to find his mother alive, but

discovers a substitute in the assistant who worked with his
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mother. Gabriel (Natacha) finds a new meaning for his existence
when he is with the mother of his son, who is a surrogate mother
for him, Gabriel. Even Marta (Pueblecito) encounters a new
happiness when she returns to her rural birthplace after ten

years. Don Fermin (El mundo y yo no estamos de acuerdo) exper-

iences a renewed faith in human nature via a surrogate family
consisting of a homeless girl and her infant son whom he takes
in and gives a home.

The importance of a mother in a home is evidenced in Estoy
solo y la quiero. When the mother dies and the father makes an
unfortunate second marriage, he and the whole family structure

fall apart. The lack of a mother and father in Cuando venga

el amor (1920) and in Pepito y Juancito (1922) leaves two or-

phaned girls without the special touch and love of a mother.
Both girls search for the meaning of a love they sense but have
never experienced.

From the few biographical notes available, it is apparent
Méock's mother was a strong personality. She forced Armando
to leave home when he refused to give up his drama career for
that of an architect. He suffered not only financially and
physically for several years, but also spiritually, for he lack-
ed his family's encouragement and support. One might expect
some bitterness to be reflected in his plays, but there is none.
It is to his credit and a sign of his maturity that he understood
his mother's motives and did not hold them against her, for his
protective, loving mother-types represent a permanent tribute

to one, Celina Bousquet de Moock.
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Armando Moock has expressed, with his dramatic talent,
the importance of a mother's love and support to a person's
and to a family's well-being. All of his mother-figures are
strict but loving, and fiercely protective where the welfare
of their children is concerned. The mothers' sacrifices are
unending and their sentimental value is immeasurable in

Moock's plays.

THE SOCIAL CLIMB:

Armando Moock concentrated on middle-class society for
his character types, so it is natural that the themes should
also come from that sector. 1In Chile and Latin America one
of the continuing preoccupations of the middle class is the
desire to become a member of the upper stratum of society.
This characteristic led to the introduction of the word
"sidtico" into the Chilean vocabulary. A "siGtico" is a
middle-class person who emulates the aristocracy and hopes to
be taken for one of its members.32

There are two ways in which the middle class may move
upward: by making a wise marriage or by acquiring wealth. A
distinguished Chilean author has suggested that the plot situa-
tion which most intrigued Chilean novelists in the twentieth
century was the rise of a middle-class hero into the aristoc-
racy, either by the acquisition of wealth or by a judicious
marriage.33 A classic example and forerunner in Chilean lit-

erature is the novel, Martfn Rivas (1862), by the noted novel-

ist and dramatist, Alberto Blest Gana.
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The wealthy aristocrats shunned all useful and productive
work. When it was necessary to work, one entered a traditional
profession such as medicine or law. To enter these professions,
then, became the goal of the middle classes because such occu-
pations represented the road to wealth and prestige. The drama-
tist's middle-class characters follow this same pattern and
pursue the "arribismo" path via an advantageous marriage, or
by a professional education which can then lead to wealth.

The pursuit of a favorable marriage, as a subject, arises
early in Moock's dramatic career. In fact, it appears briefly

in his first successful play, Isabel Sandoval, modas (1915).

Juan's ambition causes him to leave home because, as he states
it, "aunque les parezca ridfculo, yo tengo que conservar la

apariencia social."34 A cChilean journalist observed in 1930

that "in whatever profession they enter, middle-class elements
seek to obscure their humble origins and to convert themselves,
even at the risk of appearing ridiculous, into aristocrats and
oligarchs."35 Though Juan courts a rich girl, her parents want

nothing to do with a "nobody," Ferdinand (Monsieur Ferdinand

Pontac, 1922) is a wealthy industrialist who marries into the
prominent, old, but impoverished, De la Rivera family. The
differences in upbringing and expectations provide the second-
ary plot of the play. Alma (El castigo de amar, 1924), whose
father has lost the family's inheritance by gambling on the
stock market, is persuaded by her family to marry a rich old
degenerate rather than a promising young law student who is

just beginning his law practice. Miguel (Alzame en tus brazos,
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1927) at one point leaves his childhood girlfriend for a
society girl who would be more suitable for his new profession-
al status. Eugenia (Un casamiento a la yankee, 1927) is per-
suaded by her parents, just minutes before her wedding, to
marry a rich American, the fianc€'s employer, who has just
walked in, seen the bride for the first time, and decided he
wants to marry her. Of course, her parents profit financially.

Marfa Rosa (E1 cancionero del nifio, 1936), the poor girl from

the country, has aspirations to marry a socially prominent
young man. Micheline (Estoy solo y la quiero, 1928) is forced
to run off and become Luis' mistress because his family does
not find a drunkard's daughter socially acceptable. The edu-
cated Pituca (Mocosita, 1929) and the cousins (Pueblecito, 1918),
who have been educated in the city, find their rural admirers
unsuitable. Rigoberto's male protagonist has married a wealthy
woman, and the general of Yo no soy yo (1928) marries a woman
who will be useful to a rising soldier and politician. As can
be seen, the theme of an advantageous marriage appears fre-
quently in the dramatist's works.

In several dramas the useful marriage is not a primary
ingredient. In such a case, wealth is the prime concern and
the protagonists work hard to rise in the world, both socially

and financially, as in Un loco escribid este drama (1923) and

in Sefior, éQuién es usted? (1927).

The use of the professions to rise appears in Armando
akxock's dramas also. However, the issue in the playwright's

works is more of a social nature and results in the struggle
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of the blue-collar worker or the writer to assert themselves
as professionals in their own fields, although not in the
time-honored professions of doctor, lawyer, dentist, archi-
tect, or engineer. In general, the manual laborer and the
writer are aligned together, but it is the writer (Moock him-
self) who wishes to assert that writing can be a financially-
rewarding and, therefore, a full-time, full-fledged profession.
The prejudices of the Latin Americans in this regard provide
thematic material for several plays.36

The female protagonists of Isabel Sandoval, modas and

Alzame en tus brazos both sacrifice everything so their sons

may become professionals who will then be able to take care

of their mothers.37 The author expresses a prejudice that

is commonly held in Latin America: "Existe la creencia,...
que el que no es profesional, y no tiene un t{tulo que clavar
a la puerta de calle, no es nadie."38 This statement by Moock
is supported in an article by a Chilean writer who concluded
that Chile lacked an artisan tradition for this very reason.
The artisan's primary wish is that his son should enter one

of the professions, recognized as the province of the upper
classes, so as to gain access to the world of the aristocracy.39
It was also noted that ninety-nine percent of those who enter-
ed the "liceo" wanted to be professionals so they could move
up the social scale. Whether Moock was well read in this area,
or simply had a keen insight into his country's social pre-
judices, he was very adept in dramatizing the problem.

One of the rare instances where a character refuses to
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provide his son with a university and, therefore, professional
education is found in Estoy solo y la quiero (1928). The pro-
tagonist, a Frenchman transplanted to Argentina, refuses
simply on the basis of "yo no tengo dinero para que td lo
gastes e [sic] pierdas tu tiempo...tendrds que ser obrero
como yo," and thus, in effect, dashes the son's "arribismo"
hopes of studying law and being a "diputado, senador o quizds
si [sic] Presidente de 1la Repﬁblica."4° This may be the author
defending the blue-collar worker, or it may be that the father
(author) does not regard a son as a potential source of sup-
port as do the author's widowed mothers. The only other
characters who speak favorably of blue-collar jobs are the
widow's confidants, who serve as surrogate authors. A rep-
resentative conclusion lies in the words of one such advisor:
"Yo tenfa entendido que ganarse la vida de una manera honrosa,
era como ustedes lo hacen; como lo hago yo; como hacen muchos,
trabajando."4l Moock seems to point to a liberal, open-
minded view that any job enjoyed and well performed is honor-
able; work itself is honorable, whether it be as a mechanic,
a writer, or a doctor. The dramatist indicates a mild criti-
cigm here of the professional who does little or no work, and
exalts the honest working man, whatever his task may be.

The writer in Moock's dramas faces the same prejudices

as the manual laborer. Juan (Isabel Sandoval, modas, 1915)

is discouraged from writing poetry because it does not feed
and clothe him. Juan (Mocosita, 1929) is looked upon with

distrust because he chose to be a writer rather than to be a
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farmer. Because he is a writer, Roberto (La Berpientg, 1920)
is considered unsuitable as a fiancé} even for a prostitute,
and the male protagonist of this same play complains of hav-
ing been ignored by the feminine sex until he became well
known. The conflict between the writer and professional is
also a central theme in the short, one-act play, Pepito y
Juancito (1922).

It is true that,until recently, few writers in history
have been able to live exclusively from their writing. Most
have had to combine it with another career which allowed them
time to write. Thus, writing has been a rather unstable career
and regarded with suspicion by parents. Armando Moock was one
of Chile's first playwrights to make the dramatic art a pro-
fession. It is to be suspected that the parents of his first
fiance'emay have rejected him because he was a writer without
other visible means of support. There is no doubt that Moock
suffered from first-hand experience the very prejudices that
his author-characters encounter in his dramas. One can be
sure there are many related autobiographical notes in his plays.

Armando Moock was an observant dramatizer of middle-class
society. His plays develop many of the themes presented as
facts in sociological studies written during the second decade
of the twentieth century and later. His socialist tendencies
caused him to expose the easily-gotten wealth and the indolent
nature of many aristocrats. At the same time, he was aware
that the middle classes emulated them and attempted to join

their ranks by a felicitous marriage or by becoming wealthy
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after having joined the ranks of an approved profession.

Moock makes the following points. A professional educa-
tion, wealth, and an advantageous marriage are irrelevant if
one does not find happiness and peace of mind. Work, regard-
less of the kind, is honorable when it is satisfying and per-
formed well. There are honorable professions other than those
traditionally favored by the wealthy. Specifically, the author
justifies a literary career and presents society's long-
instilled prejudices against it. He does not say that writers
will be rich and famous (none of his writer-—protagonists are),
but that they deserve the right to choose such a profession

and to be given a chance to prove themselves in it.

THE RURAL-URBAN CONFLICT:

Throughout the course of Spanish literature writers have
extolled the benefits of nature and rural life while pointing
out the disadvantages of city life. Sentimentalism and the
"School of Sensibility" also expressed contempt for cities
and love of the simple (rural) life.42 Armando Moock's two
"costumbrista" plays (Pueblecito, 1918, and Mocosita, 1929)
are developed around this theme, and several other plays have
occasional remarks about the city or the country.

What is essentially involved are social prejudices re-
garding the relative merits of the two very distinct environ-
ments and life styles which, of course, greatly involve per-
sonal preferences. It is noteworthy that wealthy landowners
in Latin America prefer to spend most of their time in their

town houses and only occasionally vacation at their country
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homes. Because the wealthy prefer this type of life and the
middle classes emulate them, it is natural that the latter
also prefer city life. Such preference is obvious in Moock,
where only one city dweller (Marta, in Pueblecito) praises
country life: "Me encanta esta vida porque es tan sencilla,
tan sin complicaciones; aqui se vive en comunién con la
Naturaleza y parece que ella diera a la gente una bondad salu-
dable. "43

In the dramatist's plays, perhaps the classic complaint
about rural life is the boredom the city person soon feels.
The male protagonist in Mocosita is warned by a friend that
in two days he will not be able to find anything to do in
their little town. The country cousins in Pueblecito, who
have been educated in Santiago, feel that they are being
"secuestradas, hundidas para siempre en estas aguas mansas"
of the village.44 Their boredom stems from the fact that they
do not want to have work-worn hands like their mother, and re-
fuse to work, having returned from the city with the attitude
that city girls do not work. The rural suitors in both plays
do not have much formal education, but the dramatist depicts
them as serious, hardworking, young men - blue-collar workers.

Another aspect of the boredom of the rural villages is
the lack of progress in municipal improvements. Though the
protagonists in both plays have been away from home for ten
years, only a few noteworthy changes have occurred in the vil-
lages: some pavement, street lights, a gas station, another

newspaper, and modern eucalyptus trees which replace the willows.
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Progress, however, has not brought any of the cultural or
social refinements that are found in the city.

The city-educated characters realize that their rural
young men have less formal education and are,therefore,not

interesting - with the exception of Marta, in Pueblecito,

who finds the country boy's knowledge of nature amazing while
he considers it only a necessary part of his "oficio."

The "city slicker" in Mocosita is not kind to the people‘
he has come to reside with. He feels the intelligent people
go to Santiago and stay there, while the one who remains "se
idiotiza por contacto."” He is critical of literary habits:
"Voy alld a ver si a alguien se le ocurre comprar un libro
alguno vez. No se le ha ocurrido a nadie todav{a."43 The
rural people are less educated and, as a result, have different
interests because of their lack of cultural refinement.

The impression is given that only the rural women work.

Marta (Pueblecito) and her cousins, who have been educated in

Santiago, do no manual labor. Pepe (Pepito y Juancito, 1922)

gives the feminine protagonist a rather negative view of what
her life in the country with his brother would be like:

T3, una mujercita fina y delicada, que has nacido
para ser adorada, para vivir en una gran ciudad

como Buenos Aires, venirte a encerrar en esta

cueva provinciana. Te veo metida en la casa,
zurciendo medias, componiendo ropa,...Haciéndole
guisos y ai poco tiempo estards llena de chiquilines.
sf. Porqui es lo fnico qgue saben hacer los pro-
vincianos. 46

Another negative note is the use of the "beata" character,
who appears only in the rural, small-town environment in Moock's

plays (Pueblecito, 1918; Los perros, 1918; La oracién de tarde,
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1922; Infierno grande, 1924; and Mocosita, 1929). These

women tend to be prying, nosy, inconsiderate gossips. One
notes that most appear within a short time span. In the last
play, Aunt Cruz is accused early in the play of being a
"capitdn Veneno" but her development is softened.4? she be-
comes a person who was jilted as a young girl and finds it
difficult to express her feelings objectively, so she does not
follow strictly the pattern of the other "beatas," who are

most disagreeable. Pueblecito also has a gossip-monger who

is a male.

The dramatist presents a negative view of local politics
and of politicians who, like the "beatas," appear only in the
rural villages. The problem is simply one of party patronage,
where "we will help you if you help us." A provincial station-

master in El cancionero del nifio (1936) benefits, from his

party membership and from a favor to a congressman, by being
promoted to a job in the capital city; the dramatist is thus
satirizing politics by awarding a big promotion in return for

a minor favor. The goodness of the protagonist in Infierno
grande (1924), a man who refuses to follow the politicians'
commands, is contrasted sharply with the evil politicians who,
though they try desperately, are unable to compromise him and
SO remove him from his church. A politician who uses his posi-
tion for his own popularity and aggrandizement is criticized

in Pueblecito, (1918).

One last negative impression is the cliquishness of the

People in 3 rural area and the resentment they feel when
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outsiders (city people) attempt to enter their ranks. There
is a certain snobbism even among the people of the village,
as can be noted in the following dialogue:

Unas chinas, niffta, unas rotas que se han venido acd
al pueblo hace poco y quieren mezclarse con la gente;
son sobrinas del boticario, de don Lepe que le dicen
.+..Nos tienen env1d1a, nos alionan a las sirvientes

y nos pelan a m&s y mejor porque no las recibimos.
Aquf a la dnica gente que se puede tratar es a la
familia del compadre, el alcalde, a la Eulalla y su
hija, a Leonel, el comandante de policia, la madre
del maestro de escuela, que es una santa, y nadie mas.
!1Ah! al senor cura. Lo que son esas Macaya, el boti-
cario y el civil. !Uff!...E1l boticario nos hace la
guerra, porque fijate que no es titulado y hasta se
las da de doctor y td comprendss que esa es una in-
moralidad que no es tolerable.

The plays already mentioned also contain what may be con-
sidered a rural viewpoint of the city and its inhabitants.
It is said that the city boys come to the country, love the

girls, and leave them. The old-maid aunts in Pueblecito and

Mocosita have had this experience, and so this becomes an ar-
gument used to deter "la mocosita" from marrying the city-

dweller:

Es un hombre de la ciudad, lleno de pasiones y
mezquindades; lleno de vanidad y desprecio por
nosotras las pobres pueblerinas. Les encanta,
les agrada hablarlas de amor, decirlas cosas
gratas; porque ellos saben hacerlo, porque tienen
la costumbre. Y cuando consiguen hacerse querer,
no piensan ni les importa que lloremos, y se van,
Pituca, se van y no vuelven nunca mis...y luego,
m&s tarde, ypa no sabe si recordarlos con carifio
o con odio.

Pueblecito, through the character of Marta, presents most
of the negative aspects of the city. That which is exciting
for the countxy cousins is boring to her: everyone says and

does the same thing, "todo es afectacién; aparentar mis de lo

ue .
7 e esy de 1o que se tiene."0 Marta's indictment of city
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men is even stronger than that of the old-maid aunts who have
had an unfortunate experience with city males. While country
people may be "gente mis chismosa y peladora," for her it is

only

exceso de buen humor; esos son juguetes, intrigas
vulgares, mientras que alli es una vida azarosa

de especulaciones; envidias y ambiciones; alli no

se ve un rostro leal, la codicia brota de los ojos

y se filtra por los labios, en los gestos, en los
ademanes; los hombres delicados, cultos y finos,

son por lo general unos degenerados de la civili-
za016n Y cuando se acercan a _nosotras, si no los
gula la lujuria es la ambicidén...es que no conocen

a los otros, a los cultos, a los viciosos refinados,
hombres degenerados por el aire asfixiante de la
ciudad, cuyo organismo esti debilitado y cuyos
sentimientos se han perdido en la lucha desesperada
por el mendrugo de pan. Mil y mil veces preferibles
estos hombres toscos y vulgares porque no saben fingir,mil y
mil veces estos hombres ignorantes porque no han
aprendido nada, que hay muchos de los otros que_son
m&s ignorantes y m&s malos y que fingen saber.

The playwright expresses the country peoples' belief that any-
one who goes to the city to live will become a "lost" soul,
licentious and atheistic, living for wine, women, and song,
due to their contact with corrupt city people and city life.

Armando Moock's strongest indictment of city life comes
in just two plays. The two plays, though ten years apart,

definitely present a reversal in treatment, that is, Pueblecito

is basically anti-city, whereas Mocosita is primarily anti-rural.
The latter is probably more representative of Moock's personal
viewpoint, since he grew up in the city and lived most of his
life there. He would also be more appreciative of the city's
cultural advantages. While the topic may represent his per-
sonal feelings, limited use of it indicates a lack of commit-

ment. The use of the theme, mainly in "costumbrista" plays,
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suggests that it is more a necessary and required ingredient
of "costumbrismo" than a strong reflection of the author's
personal likes and dislikes. While it does add to the
"costumbrista" flavor, it also represents the traditional
social prejudices of the Latin Americans about whom the drama-

tist was writing.

FIDELITY AND THE DON JUANS:

Fidelity is important in a number of Moock's plays
written primarily during the decade of the 1920's. Sometimes
closely related with the theme of fidelity is the Don Juan
theme. 32

In the early years of his career the author's fundamental
premise is that woman is basically unfaithful, and that man
is the sole sufferer. With the exception of the sister in
Natacha, not one female character expresses concern about her
husband's infidelities nor appears to suffer because of them,
but there are numerous plays in which the principal male

character suffers this real or imagined insult: La serpiente

(1920) , La arafa gris (1922), Un loco escribid este drama

(1923), Un casamiento a la yankee (1927), Cascabel, cascabelito

(1926) , Senor, équién es usted? (1927), Yo no soy yo (1928),

El mundo y yo no estamos de acuerdo (1928), Estoy solo y la

quiero (1928), and Del brazo y por la calle (1939).

In Los perros (1918) and La arana gris (1922) an almost

medieval mentality concerning unfaithfulness causes violent
deaths. In the former play a suitor, who already considers a

girl his property, decides she is unfaithful when he learns
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of a rival for her attentions and murders the rival before
her eyes. In the latter play the protagonist strangles his
wife when he is no longer able to accept the fact that she
has known intimately another man before she married him.

In several plays the dramatist points out that the husband
is frequently the cause of a wife's indiscretions and, while
this is not treated as justification for her actions, the casu-
al relationship tends somewhat to soften the criticism. The

male protagonists of Un loco escribid este drama (1923),

Sefior, dquién es usted? (1927) and, to a certain extent, Un

casamiento a la yankee (1927), are accused of having ignored

their wives and children while concentrating on rising finan-
cially and socially. The lack of attention causes the wives

to look elsewhere for it. The whole theme of Del brazo y por

la calle (1939) is based on a young couple's reaction to the
wife's infidelity.53 It is suggested in the play that the
cause of the indiscretion was the poor financial situation of
the spoiled, middle-class, female protagonist, married to a
struggling young artist,who is unable to provide new clothes
and entertainment, and frequently leaves his wife alone even-
ings, while he works to earn extra money. While the dramatist
does not condone the action, he does present the casual factors
clearly.

Colombina, the female protagonist in Mundial Pantomim

(1919) is married to the miserly, limping Polichinela, who
openly courts disaster by encouraging his wife to flirt with

the other characters of this commedia dell'arte play in order
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to keep the men with the group. She teasingly plays them off
against one another until the "Don Juan" character joins the
group, and only then is she tempted to desert her husband. A

husband in Las amigas de don Juan (1931), by pretending to be

a mute, proves to the women that they, when given an opportunity
and a reason, can also be unfaithful, just like their husbands.
Armando Moock assumes that a man's mistress cannot be

trusted to be faithful, and attempts to dramatize his assump-

tion in La serpiente (1920), Cascabel, cascabelito (1927), and

sefior, dquién es usted? (1927). An unfortunate experience with

an unfaithful woman in their youth creates cynical protagonists

in Seflor, iquién es usted? (1927) and El mundo y yo no estamos

de acuerdo (1928). Situations are contrived which only serve

to strengthen their premises that a female cannot be trusted.
A husband's distrust of his wife is also portrayed as a

primary or secondary theme in the following productions:

Mundial pantomim (1919), Estoy solo y la quiero (1928), Mocosita

(1929) , Las amigas de don Juan (1931), Un crimen en mi pueblo

(1936) , and Un casamiento a la yankee (1927). Not all of these

husbands' accusations are justified. The husbands and wives

are of the same age, with the exception of Un crimen en mi pueblo,
in which the husbahd has children as old as his wife. His dis-
trust, therefore, is more understandable.

The "Don Juan" plays, especially Ases y damas (1924), Las

amigas de don Juan (1931) and, to some extent, Un casamiento

a la yankee (1927), were obviously designed primarily to pro-

vide slapstick humor via the escapades of the Don Juans, and
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all end on a happy note. The plot-development suggests that
the playwright was well aware that the extramarital escapades
of the Don-Juan husbands created dissatisfaction among the
wives and made them more susceptible to other men's advances.
Thus, man is frequently the author of his own unhappiness.
There is no open criticism of the Don Juan types, who are an
accepted part of the "machismo" syndrome in Latin American
life. Likewise, there appears to be sympathy for although
still no approbation of the wives' reactions.

One last element to be noted in connection with this theme
of infidelity is the near or the complete dissolution of the
family unit, or man's re-evaluation of himself and his goals
as a result of marital infidelities such as occur in La arafia

gris (1922), Un loco escribid este drama (1923), Seflor, dquién

es usted? (1927), Yo no soy yo (1928), Estoy solo y la quiero

(1928), E1 mundo y yo no estamos de acuerdo (1928), and Del

brazo y por la calle (1939).

It is of interest that Armando Moock himself married late,
in 1932, at the age of thirty-eight, and after his marriage the
fidelity theme does not appear in the works available for this

study. Del brazo y por la calle, first presented in 1939,

had appeared some years earlier with the title Hambre, amor y

juventud and, according to the author, had been in preparation
for many years.54

Armando Moock was obviously concerned with the fidelity
theme, since it appears in some degree of development, in nearly

all of his plays. Until his marriage in 1932 many of his male
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characters expressed a lack of trust in the faithfulness of

the female. This trait is most predominant among the writers
and the bachelor-uncles, who may represent the author himself
and his views. Forming a counterpoint to the fidelity theme

is the theme of the traditional Spanish Don-Juan character,
typified primarily by bachelor-uncles, but also including

other characters. Their infidelities are consistently utilized

for a humorous accent, as can be noted in Las amigas de don

Juan (1931) and Ases y damas (1924), among other plays. Where-

as there is concern over the implications a female's faithful-
ness or lack of it can have for society, there is little con-
cern with regard to the male characters' fidelity, which is con-
sistent with the masculine viewpoint but inconsistent in a
writer who prided himself on his liberal views. However, the
dramatist makes it obvious that playboy-husbands' activities
are the leavening agent which enboldens their wives to rise

up in revolt and seek happiness elsewhere. He does not dwell
on these themes at length, and there ié no overt criticism

of a bitter nature. Rather, the themes are cynically accepted
as every-day realities, useful for a social note, humor, and

sentimentality; all have great dramatic possibilities.

ALCOHOLISM AND VENEREAL DISEASE:

There are three problem plays to be discussed more fully
under realism-naturalism, plays which have a very strong social
vein in the style of Florencio S&nchez. Two treat the problem

of alcoholism: Estoy solo y la quiero (1928) and La arafa gris

(1922) . The other deals with venereal disease: Era un muchacho
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alegre (1922).

These plays have emotional, sentimental traits, but in-
stead of ending on the customary happy note that is character-
istic of the author, they all have a tragic conclusion. The
author's thesis is that the unhappy ending is the only pos-
sible outcome, and the moral is to avoid life's vices.

Estoy solo y la quiero presents the gradual disruption

of a family's routine, and finally the complete dissolution
of the family unit, because of the father's drinking. The
dramatist studies the effect on each family member, including
the protagonist, and points out the negative consequences for
each person: The son is forced to leave home; one daughter
loses an advantageous marriage and becomes her suitor's mis-
tress because his family disapproves of her father; the
second daughter refuses a good marriage because she feels ob-
ligated to care for her father; and the father loses his
business, money, home, family, friends, and self-respect as
well as his health. Thus, the destruction of the family and
family tradition is attributable to the father's alcoholism.
This whole play is an indictment of alcoholism and the

havoc it can cause a happy family. There are in Estoy solo

Yy la quiero, certain elements of the grotesque theatre, such

as the disintegration of the family, due to the father's lack
of moral strength; the presence of a protagonist who provides
the plot and whose name appears in th; title of the play; a

tragic conclusion; and a European immigrant whose speech and

mannerisms add to the pathetic conclusion. The element of
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pathos in sentimentality contrasts with the actual and the
desirable, giving a touching quality to a character who is no
longer able to come to grips with life. .

The male protagonist of La arana gris (1922) puts forth

the naturalistic hypothesis that he will be directly affected,
personally, by his father's drinking. When the protagonist's
father asks him if he is afraid of becoming an alcoholic, the
son replies: "Alcoh8lico, no; pero sf, un futuro pensionado
del manicomio; allf es donde van a parar todos los hijos de
borracho. "> This, of course, is the dramatist's forewarning

of the play's conclusion: the dissolution of the two-member
family unit. The wife is strangled by a husband who is ready
for an institution, as he had predicted. Disregarding the
validity of the hypothesis, the father's alcoholism is proposed
as a contributing, if not the primary, factor in the son's com-
plete mental breakdown and the termination of the play in mis-
fortune. The destructive nature of alcohol is definitely the

thesis of these two plays.

The third problem play to be dealt with is Era un muchacho
alegre (1922), which was published the same year as La arafia

gris and withwhich it shares certain ideologies. The pro-
tagonist's wife dies in childbirth, and the son is born dead
as a result of the venereal disease the father had acquired
"sowing Qild oats" in his youth. The lesson, which the dra-
matist strongly emphasizes, is that all the heartache could
have been avoided had the young man sought medical attention

from a doctor: "Lo que le reprocho no es el mal sino el no

\
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haber venido a nosotros para que borridsemos el mal que le
hizo la vida. Pudo evitar esta desgracia.”56

The author inserts an interesting judicial observation
when his protagonist notes that he has killed two people,
albeit unwittingly, and no court of law would punish him:
"Soy un monstruo, me tienen miedo y ni las leyes se atreven
a castigarme.”57 The moral is that his conscience will be a'
more severe judge than any court of law.

The three plays just dealt with are, perhaps, the most
strongly didactic works in the author's collection and, there-
fore, are his strongest contributions to a "reformist" type

of social theatre. With the exception of La arafia gris, the

themes (alcoholism and venereal disease) are universal and
are just as applicable and timely in today's society as when

they were written.

THE CASPAR MILQUETOASTS :>8

The weak and henpecked husband is a sentimental subject
who unfolds sympathetically under Moock's pen. In a society
where "machismo" is greatly admired, the weak and ineffectual
man is derided. His inept handling of life, under the domina-
tion of a strong wife and a domineering mother-in-law, make
him a threat to other males. There are three clear examples
of the weak, unhappy husband in the playwright's theatre:

Monsieur Ferdinand Pontac (1922), Rigoberto (1935), and Casimiro

Vico, primer actor (1937). All are veritable Caspar Milque-

toasts in domestic affairs where wives and mothers-in-law are

concerned, and this circumstance provides a rich, sentimental
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motif bringing forth strbng feelings of indignation, sympathy,
and pity. The author's conclusion is that the male must
assert his independence and control or he will never have the
respect and love of his family and friends.

Monsieur Ferdinand Pontac (1922) and Rigoberto (1935),

both named for their protagonists, share certain similarities.
The two are basically quiet, simple, "good" men whose only
joys are their families and their projects. Rigoberto has his
inventions and Ferdinand has the cloth and dyes of his textile
factory. Both married into a higher social status; both are
unhappily dominated by their snobbish wives, pretentious
mothers-in-law, and spoiled children, and are bosses only
where their trade or profession is concerned; each has an
author-surrogate, the "raisonneur" who suggests how he can
remedy the situation and gain back the love and respect of
his family. The protagonists rebel, the mothers-in-law are
vanquished to a secondary position in the family and the two
plays end happily with the whole family reunited after a
catastrophic confrontation.

The spirit of the audience is immediately aroused to
antagonism by the obvious female domination and the complete
lack of respect shown by all the family members toward the

head of the household. Monsieur Ferdinand Pontac, commences

with the following sentimental introduction, "Dédicace: En
souvenir de mon pdre. L'auteur...." Moock builds sympathy
for his protagonist by contrasting the simple, likeable French

immigrant, who has amassed a fortune by dint of hard work,
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with the impoverished but lazy, aristocratic, and pretentious
family into which he has married. Rigoberto and Ferdinand
represent basically the good qualities of the human race, while
their families represent the decadent, irresponsible, and self-
ish qualities of mankind. This comparison creates a negative,
antagonistic attitude toward the family members in both plays,
and brings forth a strong positive feeling of sympathy for the
protagonists. The premise is that good people do not deserve
such treatment.

Ferdinand endears himself to the spectators with his
patience and fortitude in the face of a critical, complaining,
and ungrateful family which does not approve of his cigars, his
friends, his personal habits, and his French mother because she
embarrasses them by giving French lessons to keep busy. His
solution, when a financial setback occurs, is to retire to a
simple life in the country and let his family go to work for
him and learn the value of hard work and money. They rise
admirably to the situation. Thus, the dramatist emphasizes
the morals and virtues of a simple, middle-class life centered
in hard, honest work. The people's shortcomings are due to
social causes, specifically those engendered by decadent, para-
sitic aristocrats. The latter is to be found in the previously-
degenerate brother-in-law, who has never worked a day in his
life but now finds a new dimension in living which makes him
content. This play is also intended to touch upon the national-
istic spirit of the Argentines, another strong, sentimental

theme.
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Este es un sfmbolo: Nosotros los herederos de la

tierra, los nobles arruinados como dice mam&, los

inftiles como digo yo, ya que no luchamos por la

vida, demos paso al extranjero que nos viene a dar

ejemplo de trabajo y energla. {Ah! /si a todos

los hijos de extranjeros ricos se les pudiera dar

una leccidn iguall Los nuevos hijos de América

serfan otra cosa. Sabrfan que ellos son la con-

tinuacidén del esfuerzo gg los padres. Si a mi me

hubiesen enseflado esto!

This attitude is suggestive of social and moral reform,
and of the "gringo-criollo" theme found in La gringa (1902),
by Florencio Sdnchez, which notes the energy and progressive-
ness of the foreigner in contrast to the native's inertia
and maintenance of the status quo, and expresses the hope
that future generations will be stronger and better for the
mixing of the two bloodlines, the hard work ethic of the
"gringo" infusing new life and energy into the lethargic
"criollo."™ Moock portrays man's improved spiritual and moral
condition, one in which sentimentality and family life triumph.

This play is an example of traditional sentimentalism,
where the loss of a fortune turns selfish and pretentious
people into more understanding human beings. All the charac-
teristics of the "bourgeois" theatre exist in this play also.

Rigoberto, less strong than Ferdinand as a character, and
a weaker personality is defined by Agust{h del Saz as "una
caricatura de la timidez."60 Rigoberto also plays on the
sympathies of the audience. Unlike Ferdinand, he did not be-
come a financial success, and his mother-in-law dominates him
with her money. Whereas Ferdinand was accepted into the family

because his money could revive the family fortunes, Rigoberto

is accepted because his mother-in-law recognized a person she
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could dominate. The mother-in-law's and wife's derogatory
remarks about Rigoberto produce a wave of sympathy for the
goodhearted, absent-minded protagonist when he appears on the
stage in the first scene, his arms loaded down with packages,
and is greeted by the women with accusations. The first act
produces a great well of sympathy for the poor browbeaten orphan
from the provinces who seems unable to defend himself or to re-
ceive the respect and appreciation he deserves from his ap-
parently selfish, egotistical, and domineering family. The
contempt and scorn expressed by this man's family, and the
derogatory song which his neighbors sing about him, serve to
strengthen his unhappy state and attract the emotional partici-
pation of the spectators as his allies. A little verbal en-
couragement from a male friend, promising financial security,
and some spiritual help from the bar, permit Rigoberto to re-
volt, this revolt returning his wife's and daughter's respect
and love and reuniting the family in one more happy "bourgeois"
ending. Even the neighbors show their approval of Rigoberto's
new-found self-respect and sense of worth; virtue wins again.

Casimiro Vico, primer actor (1937), which is based on

Moock's novel, Vida y milagros de un primer actor (1926), was

presented in Chile by Enrique Barrenechea but, at the request

of friends of Moock, it was never seen on the Buenos Aires
stage. It is largely the biography of the great Argentine
actor, Roberto Casaux, who had leading dramatic roles in several

of Armando Moock's plays.61 In addition to being "tal vez lo

mfs interesante como construccién escénica y pintura del dmbito
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teatral, que nos dejara la pluma de Moock," it is a drama de-
picting the inability of a man to assess his true friends and

judge his own talents.62

The play, considered by Fernando Debesa to be Moock's
masterpiece, presents the pathetic physical and psychological
decline of a prosperous, shy tailor, who at the age of thirty-
five suddenly marries a girl half his age.®3 People with
doubts about the survival of May-December marriages will antici-
pate misfortune and be prepared to sympathize with the male
protagonist. Obsessed with the theatre, Casi(miro) allows
his aspiring theatrical friends to take advantage of his good-
ness, generosity, and savings and his desire to be a leading
actor. He is persuaded to sell his tailor shop and to form
a troupe to tour the provinces. Moock makes it obvious from
the beginning that his protagonist has no exceptional dramatic
talent, and that everybody knows Casi is a "soft touch" for
money. In this early series of events, the dramatist forms
the basis for a naively good but unhappy, pathetic figure and
then piles misfortune upon misfortune: Casi has to accept
that he is a laughing stock as an actor, that he is bankrupt,
that his wife has become a leading professional actress and
is unfaithful to him, and that he has no job. He suffers from
physical degeneration, and finally dies as he tries to leave
the scene of his personal disaster. Casi finally realizes
that his parasitic friends and wife have ruthlessly used him
for their own ends. They have all advanced professionally on

his money while virtually destroying him as a man and a human
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being. Like Pedro in La serpiente, he cannot live with such
total failure and dies of heartbreak. Pathos, one of the
elements of sentimentalism, with its contrast between the
actual and the desirable, forms the essence of this drama.
Sympathy flows for Casimiro Vico, whose unrealistic desire
to be a leading man blinded him to the realities of life and
people. There is criticism, in this play, of man's cruelty
to his own kind.
The disillusioned and, therefore, unhappy male appears

in four dramas: Un loco escribid este drama o La odisea

de Melitén Lamprocles (1923), Seffor, équién es usted? (1927),

El mundo y yo no estamos de acuerdo (1928), and Estoy solo

Yy la quiero (1928). These plays occur within a short time
of one another, and may have been a deliberate attempt by
Armando Moock to capitalize on a theme or character type.

Elements of the "grotesque" theatre, centered in the
figure of the protagonist, also appear in these particular
plays. The previous plays tended to involve other unhappy
people in addition to the main figure but in these it is all
directed toward the protagonist, perhaps due to the "grotesque"
influence, and the secondary figures are developed less along
sentimental lines. The male protagonists of these four plays
are developed as pathetic characters, and the sentimental feel-
ings elicited from the audience are those of pity.

These male protagonists blame a woman wholly or partly

for their disillusionment. Melitén of Un loco escribié este

drama presents the traditional sentimental theme of the poor



110

boy who makes good, sacrificing everything to provide for his
loved ones. When he is finally able to enjoy his wealth and
position, he finds that his family and friends are trying to
rob him of his hard-earned money. The dramatist adds one
blow after another, including the unfaithfulness of a wife
until, in the last scene, feeling dejected and alone, he ver-
balizes his misfortune and commits suicide:
Por unas cuantas monedas maté,heri, maltraté; por
defender a mis hijos, fui injusto; por ayudar a mis
amigos perd{ la estimacién de ellos y de mi mujer;
por querer conquistar el amor he envejecido. Nada
tengo, nada soy.64
This negative attitude suggests a problem in ontology, in
which man reflects upon himself and his destiny and concludes
that his life has reached the nihilistic stage.

The sentiment for Melitdn is evoked much as it is in

Rigoberto and Monsieur Ferdinand Pontac, that is, the family

memberxrs are spoiled and selfish as well as greedy. The well-
intentioned Melitdn, whatever his faults, sacrificed everything
to make those he loved happy. Like Pedro in La serpiente and

Casi in Casimiro Vico, primer actor, he is unable to withstand

the sense of betrayal, the assault on his masculinity, and the
loss of his integrity, so he escapes by committing suicide.

As previously noted, Moock frequently has an unexpected end-
ing. Contrary to the tradition of sentimental drama, this
play does not have a happy ending for the protagonist. 1In
fact, many of the elements of the "grotesque" theatre exist

in this play: the decadence and spiritual breakdown of society

and a particular family, often produced by the father's lack
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of morality; exposition of an individual's problem, that of
the protagonist whose name often appears in the title; a
development and conclusion both negative and tragic; a com-
bination of the humorous and pathetic; and an abundance of
soliliquies. The protagonist, however, is not a recently-
arrived European, as are the protagonists in most "grotescos."

Seffor, dquién es usted? (1927), while having a sentimen-

tal side, also has many elements of the grotesque theatre,
which in Argentina was greatly influenced by Pirandello's
Luigi Chiarelli, who coined the term "grotesco."55 In ad-
dition to the combination of farce, tragedy, caricature,
satire, and drama, the grotesque "involucra hondo pesimismo
frente a la vida y a los valores."66 The mask is suggested

in the title of Moock's play, Sefior, éJquién es usted? as

well as in the mystery surrounding a man who arrives in the
city and is immediately accepted because he is wealthy and
charming but about whom nothing is known. The protagonist
tells his guests that life gives each person a mask which he
must wear and a part he must play: "La vida, que a cada uno
de nosotros nos pone una mdscara y nos obliga a jugar hasta
el cansancio el papel que termina por sernos repugnante."57
There is the satire of a society which produces an aristo-
cratic "sponger," a man who borrows from everyone and has no
intentions of paying back a cent despite having given his
woraQ of honor, making the term "honor" meaningless. The ap-

Peéaxrance of wealth alone can provide an entrance into society's
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best homes and clubs, indicating that money, not morals, de-
termines who shall belong to the best society. The basic
faithlessness of woman is announced and confirmed by the view
that women have only that value which men place on them. The
personal tragedy of the protagonist evokes tender feelings
because his basic goodness prevails over his desire for re-
venge. Seen through the rosy hue of sentimentalism, this

man is able to redeem himself, and his generosity, nobility,
and tender heartedness reign over his baser side. However,
the experience, which history continues to repeat in his life,
sours him on women and makes money his God: "El caudal de

mi carifio se perdid en un mal negocio, ahora mi amor es el
dinero..."68 There remains a certain pathos in a character
who is honest and noble and yet cannot find the same qualities
in a mate.

El mundo y yo no estamos de acuerdo (1928), dedicated
to Roberto Casaux, "gran intérprete" and talented Argentine
who played the leading role, presents a traditional theme,
that of the transformation of a cynical individual when an
innocent child comes into his life.

Don Fermf{n, the protagonist, is portrayed by Moock as
something of an eccentric, an "hombre medio fildsofo, un poco
sabio y otro poco manidtico...un vejete de figura extravagante."69
Sentimentality surfaces with the entrance into his home of an
unwed mother and her illegitimate son, who bring love and
warmth to his home with the result that he believes once more
in friendship, gratitude, and affection. Don Fermin, usually
a cynical old grouch, placed in a family-like environment, is

transformed into a kindly, loving person under the influence
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of the child and his mother. But Armando Moock twists the
potentially happy ending by disappointing Fermfn and returning
him to his former cynical state. Disillusioned, because once
again a friend has taken the girl he loved, Fermin orders
everyone out and closes up the house to people forever. There
is only pity for a pathetic protagonist who cannot understand
or accept the world and escapes from his rejections into the
protective silence of a closed and lonely house.

Armando Moock's basic technique in his social theatre
is to present social situations from a different point of
view than that normally held by society. He neither strongly
defends nor criticizes, but rather suggests there may be
other reasonable solutions to social problems and conflicts.
His thesis play on venereal disease contains, perhaps, his
strongest criticism, and it is not directed at the disease
itself but rather at human ignorance of its dangers. Infi-
delity was obviously a concern of the dramatist also, since
it occurs more frequently than any other theme in the drama-
tist's social theatre.

In the final analysis, the playwright's desire to enter-
tain is greater than his desire to reform. Thus, like other
middle- and upper-class writers who have tended to ignore in
their fiction the theme of Chile's social problems and the
plight of the masses, Moock presents no strong commitment to
a political social theatre. 70 Perhaps this circumstance is
due to a lack of interest, knowledge, or understanding; in

fact, he did not belong to the suffering,lower social levels,
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and very definitely maintained his affinity to his own higher

social class. His social problems are primarily personal and

individual-oriented rather than group-oriented. The result

is a social theatre with little impact compared to that of

another Chilean and contemporary, Acevedo Hernéhdez, but it

does demonstrate a sympathetic and understanding treatment

of the social prejudices with which he was personally acquaint-

ed, and he entertained his audience which was what they wished.
Sentimentalism plays a major role in these plays also.

The exploitation of the emotions appears in most of Moock's

dramas, where it is frequently combined with a love theme.

This combination led Fernando Debesa to write that Moock

followed the precepts of the French "boulevard" theatre, but

with a single and important difference: instead of the passion-

ate impetus which is the axis of the European works, Moock has

transformed it into a "suave marea sentimental."’l

Armando Moock used several techniques to arouse his
audience's emotions. Certain themes were in themselves useful,
such as home, mother, motherhood, first love, and the Caspar-
Milquetoast character. Another method was to develop antago-
nistic characters who were so ruthless, greedy, selfish, and
ungrateful that the spectators willingly sympathized with the
"good" protagonists, regardless of their personal shortcomings.

Comparing dates and themes, it is obvious that Moock did
write variations utilizing any character or theme which was
successful at the box office, and continued until the theme

palled on him or the public.
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These plays have some of the best roles for both dramatic
and character actors in all of Moock's dramatic production.
The people are not unusual but very real, and all are individ-
uals. The playwright, with a skillful blending of character-
development, humor, and emotion, has produced the most un-
forgettable roles in his theatre: Don Fermfn, Rigoberto,
Ferdinand, Casimiro, Frangois, Seflorita Charleston, Natacha,
and Luciana. Obviously the playwright had a very special talent

for this type of play.



FOOTNOTES

lNatacha, protagonist and title of a play with the same
name,bears an illegitimate child and refuses to marry the
willing father; Luciana, the primary female character in
La serpiente, has left her husband and lives as the mistress
of a writer, and the syphilitic husband in Era un muchacho
alegre who unwittingly causes the death of his wife and child,
are several examples of themes which may have been unaccept-
able to many Chileans early in the twentieth century.

2Drama y sociedad, p. 128.

3a11 the male protagonists who are writers share a
common biographical accent with Moock. They have achieved
a certain amount of success, are single, and consider their
writing to be the only companion they need. The one excep-
tion is Roberto (La serpiente). All the writers are wary
of women.

4La serpiente, p. 1.

Spuring the decade of the twenties Moock's most liberated
females all smoke and drink, thereby shocking society (and
the audience!): Luciana - La serpiente (1920); Alma - El
castigo de amar (1924); and Dorita and her mother in La
seflorita Charleston (1927).

bnsefforita Charleston," Teatro seleccionado, t.II
(Santiago de Chile: Editorial Cultura, 1937), p. l124.

Tventura Agudiez, "Armando Moock y el sainete argentino,"”
p. 151.

8La seflorita Charleston, p. 139.

IMoock was previously concerned with the homely woman in
La arafla gris (1922) where Sergio believes Sarah has to be a
bad woman simply because she is homely.

10"Natacha," Teatro seleccionado, t.II (Santiago de Chile:
Editorial Cultura, 1937), p. 65.

111pi4., p. 108
121)54.
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FPootnotes (continued)

13The mothers in Alzame en tus brazos (1927) and El
cancionero del niho (1936) are also possessive and selfish
about sharing their sons with others.

l4Natacha, p. 118-119.

15ng]l cancionero del nifio," La Escena, no. 42 (Santiago
de Chile: Editorial Cultura, 1937), p. 13-14.

16Natacha, p. 119.

17§l cancionero del nifio, p. 15-16.

18Mocosita, (Primer premio concurso de obras teatrales
Pérez Claro y Cfa.) Buenos Aires, 1929. (Bound in a volume
of works by Armando Moock entitled Selecciones and located
in the Willis Knapp Jones Collection of the University of
Houston Library.)

19Pueblecito, p. 74.

201pid., p. 72.

21lcyando venga el amor (Santiago: Editorial Nascimento,
1929), p. 3.

22pther female protagonists lacking both a mother and

father are Pituca and Celia in Mocosita (1929); Marta and
Rebeca in Pueblecito (1918); Natacha and Georgina in Natacha
(1925) ; Cecilia in Pepito y Juancito (1922); Sonia and Sarah
in La arafia gris (1922); and Rosaura in Un crimen en mi
ueblo (1936). Cecilia in Pepito y Juancito (1922) has many
of Margot's characteristics: wealth; an aunt and uncle who
are her godparents and have raised her; a boyfriend, but she
is uncertain about her feelings because she does not know
what love is like. Marta of Pueblecito (1918) has a similar
development also.

23 cuando venga el amor, p. 30.

24Domingo Amunftegui Solar (Las letras chilenas, Santiago:
Editorial Nascimento, 1934, p. 321) writes that Moock confirmed
that Cuando venga el amor explains why he had broken his en-
gagement to a French woman.

25The mother who sacrifices to elevate professionally
and sociallv the eldest son, who will then support the family,
is not an original theme. Isabel Sandoval, modas follows very
closely the plot of the novel, The Head of the Family (Le
Soutien de Famille, 1898) by Alphonse Daudet. Alejandro Baeza
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Footnotes (continued)

(Fray Apenta) accused Moock of plaglarlsm. "Los personajes
estaban todos, no faltaba ninguno. La sefiora Eudeline, el
sefior Izoard, Genoveva la 'tiita' Dina, Raimundo y hasta
Tonfn...a quien el sefor Mook [sic] no se d16 el trabajo ni

de quitarle la tartamudez ni su pelo colorln, in Repiques,
Primera Serie (Santiago: Editorial Unlver51tar1a, 1916) , p. 46.
Mariano Latorre also supported the accusation in “Apuntes
sobre el teatro chileno contemporaneo,” Atenea, afo 25, t. 90,
no. 278 (Santiago: agosto, 1948), p. 269.

26np)zame en tus brazos," La Escena, ano X, no. 455
(Buenos Aires, marzo 17 de 1927), p. 26.

271pid., p. 14.
2871pid., p. 25.

293ulia Garcfa Games points out the similarity in theme
between Alzame en tus brazos and the novel, The Trail of the
Torch (La course du flambeau, 1901) by Paul Ernest Hervieu,
both of which suggest "el derecho de la juventud sobre los
padres en una cadena interminable como la de la especie,"
in Como los he visto yo (Santiago: Nascimento, 1930), p. 189.

3095 dramaturgia de Armando Moock, p. 21.

31lMocosita, p. 10.

328ee Ricardo Valdés, "Sobre el sidtico criollo,"
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