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ABSTRACT
THE LOST APPLE PLAYS: PERFORMING OPERATION PEDRO PAN
by

Kimberly Ramirez

Advisor: Professor Jean Graham-Jones

From 1960 to 1962, more than 14,000 unaccompanied minors took flight from Cuba to
the United States, establishing the largest recorded exodus Wesiern Hemisphere.

The displaced children and the country they left behind are often metsgahusing a
popular Latin American nursery rhymehe Lost Apple Now, more than four decades
later, Operation Pedro Pan persists through a revealing body of perfornyaarwe dbout

a nation’s exiled children.

The Lost Apple Playsivestigates how memory, identity formation, nationhood,
citizenship, and migration have been dramatized through theserpanies. Artists
including Pulitzer prize-winning playwright Nilo Cruz, directota¢playwright Mario
Ernesto Sanchez, Grammy-winning singer Willy Chirino, performaadest Ana
Mendieta, sculptor Maria Brito, prolific dramatist Eduardo Machadd,reew playwright
Melinda Lopez compose a Cuba that can be neither lost nor recovered for Pedro Pans, but

remains an impenetrable illusiedike the restless, liminal condition of lifelong exile.
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INTRODUCTION

| compose this study as the daughter and the niece of three Padrchildren.
On 15 November 1961, my mother, Marta Elena del Busto, at the age bédéne
guardian to her younger sister Maria Cristina as they fleaydwom their home in la
Habana to live parentless in MiamiTheir migration followed that of their older brother,
Fernando, by only two monts.My mother, my aunt, my uncle, and 14,045 other
unaccompanied minors were the children of Operation Pedro Pan.

From 1961 to 1962, years marked by the Bay of Pigs Invasion andutien C
Missile Crisis, 14,048 unaccompanied children took flight from Cuba toUthieed
States, establishing the largest recorded exodus in the WestaispHere. Fearing that
the revolution would "devour their children,” parents deprivegabfia potestad-a term
approximating "custody” in English while situating curiously tween “"parent” and
"country” in Spanish—chose this desperate alternative to the @glatidoctrination,
and labor assignments that faced the post-revolutionary nation’s ¥oGtimceived by

Father Bryan Walsh, director of the Catholic Welfare Bureadiafmi, Operation Pedro

! Jorge "George" Guarch and Monsignor Bryan Waldficial Airport Log, Pedro Pan Archives,
Monsignor William Barry Memorial Library, Barry Uwmérsity, Miami Shores, FL, log date 15 November
1961.

2 bid., log date 14 September 1961.

% News that the new government might strip parehfmtria potestad, or parental authority, becaree th
primary motive for the formation and continuatidrQperation Pedro Pan. For more on patria potestad
relationship to the Pedro Pan exodus see Roméa @arhpaCuba on My Mind: Journeys to a Severed
Nation (London: Verso, 2000), 37; Yvonne M. Con@peration Pedro Pan: The Untold Exodus of 14,048
Cuban ChildrenNew York: Routledge, 1999), 16-20; Silvia Pedra2aljtical Disaffection in Cuba'’s
Revolution and Exodu$New York: Cambridge University Press, 2007), 81.



Pan ensured prompt, safe migration and guaranteed lodging conditions for an utdent chi
exodus that had already begun. After assisting one desperate @uld, Rho had
arrived alone from Cuba to search for relatives in the U.SheFaWalsh created the
underground program with funds from President Eisenhower. The Depadfretate
cooperated by waiving visa requirements for all Cuban children.

The young diaspora of Operation Pedro Pan turned simultaneouslytHesm
parents and their patria to occupy places in camps and foster howesous parts of
the U.S. Many located relatives or reunited with mothers andréattugh sometimes
not for months or years. Nearly all of these children believedtiba displacement was
temporary and that they would return to Cuba, resisting the hybmditidéhat would
develop into a new hyphenated cultural category of "Cuban-Americaéeparated from
their country in a boundless wait for return, the displaced chiklrégelings are
encapsulated by a popular Latin American nursery rhyme "La marnzerdida" (The
Lost Apple). "La manzana perdida" serves as a kind of emblem for the exodus, providing
the title for one PBS documentary about the Operation as wall aslfook by political
scientist and Pedro Pan Maria de los Angeles TorreBhe nursery rhyme begins by
posing a question that is subsequently answered but never solved:

Sefiora Santana, ¢,por qué llora el nino?

Por una manzana que se ha perdido.

Yo le daré una, yo le daré dos; una para el nifio, y otra para vos.

Yo no quiero una; yo no quiero dos. Yo quiero la mia, la que se perdio.

Sefiora Santana, why is the boy crying?

* David Suskind, directoifhe Lost Apple/La Manzana Perdjd@aramount, USIA, 1962; Maria de los
Angeles TorresThe Lost Apple: Operation Pedro Pan, Cuban Childrethe U.S., and the Promise of a
Better Future(Boston: Beacon Press, 2003).



Because he has lost an apple.

| will give him one. I will give him two. One for him and another for you

| don’t want one; | don't want two. | want mine, the one that PPlost.
This vivid image of a lost, irrecoverable possession stalls bothchild and the
narrative's progression as they resist resolution. The quabiyntes a trend that persists
forty-five years later, characterizing the Operation througiody of performance and
dramatic literature by and about a nation’s lost children—exiliéislonging for Cuba
from the other side of the straits. Irresolution marks chasgcteamatic structures,
concerts, sculptural installations, and performance art. Thisrthgion will examine the
work created by artists about those flights, revealing performasca therapeutic
strategy taken on by these exiles in attempting to resolve the displacecethild s

A unique brand of Cuban exile, the young travelers of Operation Pedrovere
stalled in two forced transitions. First, newly situated betw@ema and the U.S., they
remained anxious and frozen in a "state of limbo and uncertainty waitang for their
parents.® Secondly, these child exiles—many of whom were already ghdisbnveen
youth and adulthood—accelerated their own maturity, transformed at ionce

independent guardians in order to manage their displacement. PedrgilPauigide

further the one-and-a-half or "1.5 generation" of Cuban-AmericaRgrez Firmat insists

® The lyrics of this popular lullaby vary slightlgm@ss multiple sources, including Maria de los Aege
Torres'sThe Lost Applend Coro Corolillo’s recording i@uban Lullaby(Roslyn, NY: Ellipsis Arts,
2000). This version was translated by Marta EkelaBusto.

® Hedy Weiss, "Growing Up with Pedro Pan: an intewwivith Nilo Cruz."Chicago Sun-Timed7
November 2005.

" Gustavo Pérez Firmadtife on the Hyphen: The Cuban-American ViAystin: University of Texas Press,
1994). Firmat uses "1.5ers" or "one and a halfémsyughout the text to refer to all child immigtsufrom
Cuba whose parents are considered first gener@tidsan-Americans.



that the process of acculturation forces them to collect "Ameess" into a significant
developmental stage, re-marking the transition made from child to. a8triessing the
bicultural quality of 1.5ers, Pérez Firmat sees the hyphen ihaAmerican” as a
seesaw enabling the freedom to choose between national identites-exsies who
seem to teeter precariously without equilibrium are "equil-likequally free to identify
with former (Cuban youth) and acquired (U.S. adulthood) designdtidree disrupted
lives of the Pedro Pan childrémowever, establish the abrupt departure from Cuba as a
lurch that becomes the fulcrum in a fantastic biculturation.

To always remain "other" in both the exile country and the home goinaving
two "births" and "selves," expands notions of a biculturality thaeipestraddles nations.
The dramatic work produced by Pedro Pans spans a spectrumategiss, performing
across nations, ethnicities, and identities. Beyond the conditionfedbnly exile
experienced by many other immigrants, Pedro Pans expreisg) fdedir lives have been
forever interrupted, with childhood essence lost. "We became aduojtsjwmekly. The
child stayed in Cuba," insists Pedro Pan Lillian Mirabal Méntledosefina Santiago
takes this sentiment one step further in describing her own transfomraéier being sent
by parents who later arrived in the U.S.: "To this day | rebemg a parent to my

parents...[When they arrived] part of me said, ‘this is absolutelyfaugtyou weren’t

8 bid., 7.

° To refer to the children of Operation Pedro PatPasiro Pans" is the most common way of designating
these young exiles; the term is used among thepgaewa way of identifying as well as by most histos.

19 3ohn Dorschner, "The Pedro Pan Generati@nBaNet22 September 2003, http://www.cubanet.org/
CNews/y03/sep03/22e6.htm, accessed 5 July 2007.



there when | needed you, and | have to be there when you need' iy children
have struggled in vain to recover not only Cuba, but also childhood, the spéneant
whom they were separated, and finally the agency of which theg deprived in
formulating such a drastic departure. Because they enactedwmemigrations without
initiating them, these unaccompanied 1.5-generation immigrants co:sat very
particular class of "second actors," or deuteragonists, asedefiy Rubén D. Rumbaut
and his son Rubén G. RumbaufTime Dispossessed
To the parent generation, as the protagonists (from the Gresks and
agonistes meaning "first-actors™) in the decision to leave, going intéedsia
crucial act of self definition..., but to the generation of their drlih,
deuteragonists (frondeuterosand agonistes "second actors") in this drama,

exile...represents a discontinuity with one's origins, ...an inherited
circumstance?

The deuteragonist status of the Pedro Pan children is compoundedfagt ttieat these
actors became orphans once they reached U.S. soil. Overwhelrfueddaly unexpected
transformations into "adults" and "Americans," their childhood selesin unresolved
until they are able to reflect back on their circumstances framtage points of full
agency. The past becomes reanimated in dialogue with the prasegtown exiles
guestion the decision they could not make for themselves, or wonder helgamtght

have become if they had been allowed to remain in their homelaifithrebt from the

popular breed of nostalgia that characterizes Cuban exiles asatethgn their lost

11 Conde, 187-88.

2 Rubén D. Rumbaut and Rubén G. Rumbaut,"Self arzli®istance: Journeys and Visions of Exile," in
Peter Issac Ros&he Dispossessed: An Anatomy of E¢mherst: University of Massachusetts Press,
2005), 340.



country's culture, stuck in the "still life of exilé'or "cultura congeladd® Pedro Pans
remain frozen in a state of migration, forever in flight.

Plays and performances by Pedro Pans utilize this conflatdriamatic tension,
delineating fragmented, searching, disconnected characters aggbluad narratives.
Settings refuse static locales, shifting between, or taking mheltminal or labyrinthine
spaces defying any circumscribed locus; they are landibssterrado like their
wandering inhabitants. It has become common for work by Pedro @agmeduce
autobiographical characters that, "unfinished," attempt to recovespases and time
from a vanished adolescence.

Restaging an already dramatic exodus becomes a meanssaiving the
unresolvable, working it out, solving the frozen state, recoveringhaolds and years
lost. The grown children gaze back into the "silverless mirrorthefpecera—the
fishbowl-type configuration of the zone in José Marti Internatiaivabrt through which
the children and parents stared into indeterminate pasts andsfjustréefore flight> In
retelling their departures, grown exiles commonly cite the pe@x a powerful
demarcation between past and present, youth and adulthood, Cuba and the ddcS.
Pan alumnus Tony Arias recounts: "You see your mother acrogtagsefor 10 hours.

You put your hands on one side of the glass and she puts hers on tharatlteat’s all

13 Gustavo Pérez Firmatiext Year in Cub@Houston: Arte Publico, 1997), 53. The concept tiredbook's
title cite the popular Cuban-American toast "El gfi@ viene estamos en Cuba" [Next year we wilhbe i
Cuba].

4 Maria de los Angeles Torre8y Heart/de Memoria: Cuban Women's Journeys In & @Exile
(Philadelphia: Temple University Press, 2003), 112.

15 Conde, xiv.

Pe



you can do. | was only 12. You feel that your parents don’t love youy@ndion’t
know what's going to happen. | still struggle with the memdty.lleana Fuentes
represents th@eceraas a lens through which she last glanced at her lost childhood,
which she personifies as a distant mourner:

As | boarded the plane that would take me to Miami, | looked lbaek

last time. Unknowingly, | caught a final glimpse of my childhood. |

stood there, inside the airport behind glass partitions, staring at me through

the eyes of my mother, my aunt, and my godmother, kerchief in hand, like

them...dressed in black from head to toe, like them...in mourning, not just

for my grandmother, who had died a month before, but for its owin deat

on that October morning.
The vivid image of the pecera has been invoked as a symbolic mentbryedaphor for
the bisected world of Pedro Pans. A powerful motif in staging the exodus, featares
prominently in testimonies by children in Yvonne Cond@peration Pedro Panis
elaborated by Carlos Eire in his National Book Award-winning n@Vaiting for Snow
in Havana and is underscored by Guillermo Vicente Vidal in his personal cheonic
Boxing for Cuba Signifiers of the pecera can be located throughout the artwork of
sculptor Mario Petrirena, who uses glass as a signature ahateresponse to painful

recollections of the partition as a "point of no return" markingstagaration between

himself and his parents and homelafidA scene played across the pecera also forms a

1% Tonia Arias, "Thank You, Pedro Pan: How Tony Ariagt Castro’s Cuba and Built a New Life,"
Business Weell 9 September 2005, http://www.businessweek.cogémiae/content/05_38/b39514
54.htm, accessed 22 March 2009. Tony Arias i$ahader of NCG Medical Systems.

" |leana Fuentes,"Retrato de Wendy, a los cincuentaajustador,” in Andrea O'Reilly Herrera,
ReMembering Cuba: Legacy of Diaspd#sustin: University of Texas Press, 2003), 61.

18 Catherine Fox, "Cuban Exile Delves Deeply Into Bows," The Atlanta Journal-Constitutiori3 June
2004, M1. A certain intertextuality is also at Wwdrere, as Mario Petrirena notes first being able t
articulate his use of glass in relationship tofkeera after reading Eire’s description of the'icl"
partition inWaiting for Snow in Havané_ondon: Scribner, 2003).



poignant part of the narrative in playwright Eduardo Machado’s food amgifastes
Like Cuba: An Exile’s Hunger for Homend is dramatized in the action of three
prominent plays about the exodus: Mario Ernesto SAncMetscumbe: el vuelo de un
Pedro Pan Melinda Lépez'sSonia Flew and Pulitzer Prize-winner Nilo Cruz’s
Hortensia and the Museum of Dreams

Lépez and Cruz are informed as close cousins of those who flparasf the
Operation, while dramatists Machado and Sanchez, as former PedahiRien, both
compose autobiographical plays. Machaddavana is Waiting which premiered in
2000, and hiKissing Fide] staged in 2004, are the two plays from his extensive oeuvre
that deal overtly with Pedro Pan. Sanché#aecumbepredatedHavana is Waitindoy
five years, while Pedro Monge Rafuls’s 1994grimas del almgdTears of the Soul], a
very short play about the exodus (later made into a short fildrjo Garcia Joya)’
marks the first formal dramatic literary work relatirgg @peration Pedro Pan. Monge
Rafuls was preceded by two Pedro Pan exiles who were théofstage the exodus for
public exhibition: performance artist Ana Mendieta, who began workirte 70s, and
Maria Brito, whose sculptural installations soon followed. Theirkwinspired more
sculptural stagings of Pedro Pan, including Ernesto Puias hijos de Pedro Pan
exhibited in Cuba in 1995 and dedicated to Mendieta, who had died a decacde bef

Petrirena began exhibiting in the 80s, and still creates work iddpyréis experiences as

19 Mario Garcia Joya, dirLagrimas del Almdby Pedro Monge Rafuls, 2000. Archived by Yvonngésd
Arenal at http://yvolare.blogspot.com/2008/05/upny@rcto-inconcluso-las-lgrimas-del.html, accessed 22
March 2009. During the Pedro Pan exodus, Pedrogel®&afluls employed by the Catholic Diocese of
Colombia and sent to Miami to see his brother wBgd@dro Pan. He behaved as a substitute instrigetor
Pedro Pan children and traveled from camp to casnpeaded. Personal interview with Pedro Monge
Rafuls, 8 December 2008.



an unaccompanied exile.

Though Mendieta’s ceremonial sculptures establish the earliesgnieed
performances referring to the Pedro Pan exodus, and plays havecbipéed from the
mid 90s, public stagings of the exodus and its effects have remaif@ddamental
practice of the exile group from its inception to the preserte dvents leading to the
covert organization of the flights are often narrated in thebtrizens: Maria de los
Angeles Torres describes how Monsignor Walsh was the "prinaipad”an resettling
the Pedro Pans, how the "parents were able to stage such a dexodtis,” and the
"role" the government took as "struggles were played out throughildeen.”™® From
the children's first arrival at the camps, nighttime vargtpws served as a way for
nostalgic Pedro Pans to stage devotion to their pasts, recitingsogrerforming music
from their lost homelan#. Today, some of these adult Pedro Pans have reassembled to
form a corporation, and on its official website (www.pedropan.orgylidtel, animated
images of Pedro Pan singers Marisela Verena, Carlos Oliilly, @hirino and Lissette
Alvarez "perform" songs written about and dedicated to the exodus. An adtuttunity
of Pedro Pans, collected as Operation Pedro Pan Inc., struggleseovprthe names of
all who flew unaccompanied, forging an exclusive community withilarger exilic

space long supplanting "La Naciéfi.Photos, clothes, objects, and props relating to the

% de los Angeles Torre3he Lost Apple4.

% In Fleeing Castro: Operation Pedro Pan and the CubdildBen’s Program Victor Andrés Triay
mentions that children put on shows inside tentd@ida City (University Press of Florida, 19962.

David Susskind's filnba Manzana Perdidaaptured the camps' premier performer Dulce Maoisa
singing a patriotiguajira; as an adult, she has reprised the song in MiathiGuba (www.candisosa.com).

2 Cuban exile communities as replacement nationdiaceissed in Thomas Tweddr Lady of Exile:
Diasporic Religion at a Cuban Catholic Shrine inaii (New York: Oxford University Press, 1997), 85.
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Operation have been exhibited at events like Miami's annual Cubad@iastalebration,
where informational cards are circulated in search of other FRadrs. Documents and
testimonies have been collected to assemble an "official histprgserved at the
Official Pedro Pan Archives at Barry University and, beginnmgQ@05, at the National
Archives in Washington. Though the exiles remain without their hgaesonalized
accounts and fetishized objects associated with their migratienthken up permanent
residence.

The largely unknown Pedro Pan exodus has inspired several recenesistor
including Victor Andrés Triay'SOperation Pedro Pan and the Cuban Children’s
Program (1999), Yvonne M. Conde'®peration Pedro Pan: The Untold Exodus of
14,048 Cuban Childrerf2000), Kathlyn Gay'd.eaving Cuba: From Operation Pedro
Pan to Elian(2000), and Maria de los Angeles Torrdsie Lost Apple: Operation Pedro
Pan, Cuban Children in the U.S., and the Promise of a Better F(@0@4). Though
they serve to inform a general readership alongside contempasameemoirs like
Waiting for Snow in Havang2003) andBoxing for Cuba(2007), these accounts
primarily attempt to reconstruct objective facts of the Opamatin many cases also
evaluating the ethical practices of involved parties—parents, govetanitee Catholic
Welfare Bureau, and foster homes. Conde and de los Angeles Torres are both afumnae
Operation Pedro Pan, making their studies primary material as asutiey are histories.
They attempt to relate factual summations of the exodus, though gugynment
documents remain unavailable to researchers. The most thorougltshtiichues as the

primary project of de los Angeles Torres, a professor of PdliBceence at DePaul
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University, who has appealed to the U.S. Supreme Court after bemegddaccess to
many government records.

These written histories seldom focus on the performances that lesme
generated by and about the Operation. Most performances have bdssmatidy
excluded from the "history" recorded by Operation Pedro Pan, Inc., tbialdffedro Pan
Archive at Barry University, and the National Archive in WashongtD.C. Though a
section of www.pedropan.org remains reserved for films and plgsigeto the exodus,
it fails to acknowledge any work with a potential of bringing contreyeto the
Operation’s efforts or jeopardizing funding to the charity. Suchssions limit
representations of Pedro Pans and function in much the same way rastrétive
stereotypes, translated into a cultural imaginary as one soligh gvith a singular motive
and perspective. My focus on Pedro Pans works to expose a variefarétic
interpretations in response to a common migration, and also to helgutofgithe vast
groups of Cuban exiles—separated by years, class, motivationsy@andstances—who
are often homogenized by such stereotypes.

The 2004Earth Bodyexhibition, curated by Olga Viso, along with published
volumes by Viso, Jane Blocker, Robert Katz, Donald Kuspit, and Gloriadyioemder
Ana Mendieta the most visible among Pedro Pan artists, but nonedatosely on her
experiences as a Pedro Pan exile beyond a few anecdotal accotngsiofumstances
surrounding her migration from Cuba. Most of the articles that haea published on
Machado, Sanchez, Brito, and Chirino mention the artists' migrationseoRetdro Pan

flights, but there has been no involved study investigating this lobdyork as an
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explicit product of that exodus. Published material on Cridpdensiaand Lopez's
Sonia Flewis restricted to production reviews, all of which include brieftdries of
Operation Pedro Pan that function to inform audiences about the plaisttcdReading
the creative work produced after Pedro Pan through theories of andlealongside
histories that have attempted to record the facts of the Oper#tis dissertation will
expose the powerful overlay that each chronicle makes with the offemesaling
performance as a coping strategy, a medium for recovering lost landeand lif

The plays, playwrights, and performers to be investigatedméerea childhood
in order to re-member it, recovering what has been lost throughatizations of a
recollected Cuba. Migrating cultural traditieashildhood songs re-performed, ritual
practices re-scripted, and dialogue evolved from rhythmic Spagiglax suffused with
English—characterize a resistant hybrid identity born from deteraiti@gtion: displaced,
postmodern Cuban-American selves formulated while continuallyedtai a once-
transitory state of interruption.

The main chapters of this study draw relationships between pagprekentative
figures who have given significant voice to this exodus through pesfozen Ana
Mendieta and Maria Brito represent how Pedro Pans have broughéxpetniences to
life through installation and performance art; Mario Ernesto I$&mand Eduardo
Machado are Pedro Pans who have composed strongly autobiographiaaidthil{lays
about Operation Pedro Pan; and Melinda Lépez and Nilo Cruz have reacmsd
national and international audiences through multiple productions of their platgsmi

response to relatives and others who are veterans of the exodus. cabestudies omit



13

some artists whose works perform other interpretations of Gmeratcluding recording
artists Willy Chirino, Lissette Alvarez, Marisela VerenadaCarlos Oliva; sculptors
Mario Petrirena and Ernesto Pujol; and playwright Pedro Monge fafll brief
discussion of work by these artists will introduce how the exodubéms interpreted
across a variety of performance mediums.

Over the last three decades, Pedro Pan exile Willy Chirino has performegtsonc
dedicated to reclaiming his lost country. Chirino's interrupted abdldhfuels his
compositions: "It was a huge impact [sic] to leave my friendg,family, my history
behind, but it was never traumatic because | thought of [exile] as a passindgisevien"
songs like "Nuestro dia ya viene llegando" [Our Day is Comarg] "Cubanismo,"
Chirino performs "the emotions of a Cuban who was unable to see hisycduuttstill,
with faith in human justice, expects to reclaifh."In "Nuestro dia." he sings of a
suitcase containing certain intangibles: "En la maleta tnajeolibri, un libro de Marti /
un suefio y un danzoén / vino Beny Moré de polizén" [In a suitcase | Hiraug
hummingbird, a book by Marti, a dream and a danzén, Beny Moré cemedsawayf>
The lyrics allude obliquely to the limited number of articles Cudales were permitted
to pack, and to the abstraCubania[sense of Cuban identity] that served to provide
orphaned Pedro Pans with some continuity of self. Pérez Firmatthatéftlhe speaker

of Chirino’s song inhabits, or would like to inhabit, a Cuba of the mindntadg island

2 Willy Chirino,"Biography," www.willychirino.com, ecessed 16 May 2007.
Ibid.

% Willy Chirino,"Nuestro dia ya viene llegand@ubanismdVD, Sony BMG, 2005.
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untouched by time or memor§® Videos created for songs on l@sibanismoalbum
superimpose Chirino against animated cartoon backgrounds featuring pGpian
landmarks as they might have "decayed" during the dictatorshipe performances

enliven nostalgic

Willy Chirino performs "Nuestro dia ya viene llegando" at a 1994
benefit concert for Cuban balseros [rafters] in Paama. Video still
from Cubanismowith permission from Sony BMG Music Entertainment.

audiences with rallying spoken interludes, chants of "Cuba Libre,tlaeers when the
singer adds a costume prop like a cap sporting the message "Bitiés, Chirino
sometimes quotes the past through projected images during his coficeuding
footage of the Pedro Pan flights), situating these events in amedagollective space
between the enclave community and the "homeland" Cuban exiles "laskyped and
distant from free souls™ In this liminal space where vivid documents perform,

audiences cope with their own—or vicariously experience othexde—through a

% pérez Firmat.ife on the Hyphers.

2 Chirino,"Nuestro dia ya viene llegando."
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ritualistic sensation similar to Victor Turner's descriptiorspbntaneous communitas
transient spirit of togetherne¥s.

Chirino’s voice exclaims in youthful dedication on Operation Pedro Pan
Incorporated’s official website as he joins his wife, Lissdttearez, and two other
singers from the exodus, Marisela Verena and Carlos Qivdeliver a campy medley
entitled "Popurri Pedro Pan." The exiles sing songs popular diméngetriod of their
encampment, including "Conga del Campamento” [Conga from the Cuainig]y they
composed as children. The excerpted songs anticipate a "Cuba &socteare drawn
from an album created to benefit Catholic Charities in assigiregent-day refugee
families with children. Another multimedia musical feature odrppan.org includes a
link to the voice of one young exile (Dulce Maria "Candi" Sosé#)nigeout a desperate,
devotional anthem to Cuba in the Miami camps in 1962. Sosa’s voice pleeps
profound, and resonant when compared with her young body; it is the voelé Pedro
Pan children who were suddenly forced into adulthood. The track is fifteal
Susskind’'sThe Lost Appledocumentary and is situated on the site near the juvenile
medley track sung by the group of adult recording artists. V8oi#a's vocal technique
suggests an adult soloist, Oliva’'s, Verena’'s, Chirno’s, and Alwredult
countenances—which peer from an album cover image featuring a $ctsodtiven by
Monsignor Walsh—belie their childlike charffs. The juxtaposition illustrates the fluid

exchange taking place between past and present selves who ampghthr series of

#yictor Turner,From Ritual to Theatre: The Human Seriousness af flew York: PAJ Publications,
1981), 47.

% The album cover image was drawn by a young ba[safer], Daniel Bussot Prieto.
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stagings and abide by no logical chronology during this long period of exile.

.ll’

e :”"

Images featured on the official website for Operatin Pedro Pan, Incorporated
(www.pedropan.org). Left: Candi Sosa sings a devional song to Cuba in David
Susskind’'s 1962 documentaryThe Lost Apple Right: Marisela Verena, Lisette
Alvarez, Willy Chirno, and Carlos Oliva "ride" a sch oolbus driven by Monsignor
Walsh on the album cover forPopurri Pedro Pan

Mario Petrirena’s 1993 installatio@nce Upon a Time...a long, long time ago
also transcends order and distance as he substitutes his son ff immosder to make
the his parents’ decision to send him to the U.S. palpable througbulpéusal medium.
"When my son Gregory was born," Petrirena reveals, "lestageeing my parents in a
new light.®® He remains conflicted when considering his roles as son and :p4rent
know somehow it was the right thing...[b]Jut | just couldn’t do it to mylccti® The
sculptor came with his two sisters just before the Operationdemd&962, and is still
unable to speak about the experience to his older sister, who shoulderéd muc
responsibility for the siblings.

The title Once Upon a Time.suggests that Petrirena is relating his story to his

30 Mario Petrirena, "Artist's Statement," in Barb@vaderson Hill, CuratorRemnants: Installations by
Five Cuban American Artisexhibition catalogue (Clearwater, FL: Shillard 8ntallery, Florida Gulf
Coast Arts Center, 1993), n.p.

31 petrirena qtd. in Anne Rochell,"Childhood Losttte Atlanta Journal Constitutioi21 February 1993,
All.



17

son, whose shadowed outline forms a small silhouette on the flodireé-dimensional
figure of a child conjoins with the silhouette. It is nearly liegsl, surrounded by shards
of glass signifying tears and the pecera, and emits frotruitsated form an angry coil
of barbed wire. Six votive candles illuminate the scene, eachvotide to one of the
six children in the artist’'s family. A pedestal birdcagmtains a first communion
missal, passport, and other relics from Petrirena’s 8 yeasetfida shrine to the arrested
stage during which his migration took place. The young selfesepted in the
installation is wounded and incomplete. The artist insists thapribeess of creating
such assemblages is cathartic: "I revisit things to hedd it for myself.*? It is a “final

letting go.®

As an artist and father, he transforms himself from deutarsigto
protagonist, and this catharsis is also absorbed as a doctrine fioathied self, when he
prohibits such detachment from his own son and reassures him of dmstamt

communion.

The adjoining child figures at the foot of the pedstal birdcage in Mario
Petrirena's Once Upon a Time... Photo courtesy of the artist.

%2 petrirena qtd. in Ana Fernandez, cura@onversations: Past and PreséAtlanta: 12" Annual Masters
Series, City of Cultural Affairs, City Gallery Eaganuary 2006), n.p.

% petrirena qtd. in Gudmund Vigt&puthern Expressions: A Sense of &difibition catalogue (Atlanta:
High Museum of Art, 1988), 26.
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While work like Petrirena's passes on a legacy to Cuban-garemffspring,
other artwork performs the perpetual absence of these children statie The 1995
installation seried.os hijos de Pedro PafThe Children of Peter Pan] was created by
Ernesto Pujol and exhibited in the galleries of La Casa de taérifas in Havana.
Sponsored by the National Union of Artists and Writers and the Cubaistii of
Culture, Pujol’s installation was dedicated in part to Pedro Rest Ana Mendieta, who
had died a decade befdfe After the revolution, Mendieta had been the first Cuban artist
living abroad to exhibit on the island. Witlos hijos de Pedro ParErnesto Pujol
became the second. Though the installations were created nnostlpdrrowed rations
and donations, their exhibition was elaborate and occupied several rooms.

Los hijos de Pedro Pabrought sensations from the child exodus to life for many
Cuban spectators. Child-sized furniture and garments are atrdmgaghout, surrogate
representations of lost identities and possessions. A crib ersath a canopy fashioned
from a white baptismal dress. "Adios" [Goodbye] is scrawlggeatedly on a tiny
blackboard above a pulverized heap of chalk. A clothesline drips suds offitmothia
the shape of the Cuban island. Residing on a carpet of uncooked peasatyather
from portions borrowed and returned to local families, a pair okless armoires
connects to create a progression of doors and personal articles.ragking chairs—
each one formal and traditional in aesthetic, but child-sized-assembled on a bed of

fragrant sugar cane shaft. The center of each smaikseatupied by a clay mold in the

34 Ernesto Pujol,"Los Hijos de Pedro Pan," Officiaélgite of Ernesto Pujol, www.ernestopujol.com,
accessed 10 March 2009.
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shape of a pre-pubescent penis. The rocking-chair sequence mostsuwiatharizes the
exhibit's compelling commentary: the gendered organs suggest jheenile patriarchy
has replaced the ruling fathers of their households, and those @ldbescountry they
have escaped. The marked absence of adult possessions denotes af ablibdren left

to fend for themselves.

A

One of five installations in Los Hijos de Pedro Parat La Casa de Las
Américas gallery in Havana Cuba, 1995. Photo by Eesto Pujol.

Pedro Monge Rafuls’s short pldyagrimas del almagoes a step farther by
evaluating orphaned children’s responses to their parents. Set inrl®9d Cuban-
American community of Union City, New Jersey, Pedro Pan sitmrsdes and Iraida
confront their mother Clara, when she arrives from Cuba for thietifine in thirty years.
Clara has not seen her daughters since she sent them to liveroomthen the U.S.
Though the siblings have long been independent, a powerful role reversal takes filace a

is Clara who now needs a family and a home. When Clara matvetsvathey didn’t
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even recognize one another at their belated reunion in the airportenrandsequel to the
girls’ Pedro Pan departure—Iraida delivers an expository explosion of mes@nt

Claro, si no nos veias desde que éramos nifRausa.) Desde que tu y

papi nos mandaron para acd, solas...para aquellos campamentos de nifios
sin padres.(En una crisis inesperada consecuencia de recuer@maiio,

me cago en todo el programa Peter Pan, cofio, cofio, nadie sabeeto que
estar sola, sin padres, en un pais, lejos de todo el mundo, sin entender |
gue le decian a una entre gente que abusaban...cofo...mami, cofio, ¢ por
gué nos mandar@n (Emite un sollozo seco. Se calla porque espera una
respuesta que sabe que no vendra, que no le pueden dar y que ademas, no
es necesario obtener.)

Of course, because you have not seen us since we were (§idsse.)

Since you and dad sent us here, alone...to those camps for children
without parents(In an unexpected crisis resulting from the memory.)
Fuck, shit on the whole Peter Pan program, fuck, fuck, nobody knows
what is to be alone, without parents, in a country, far away from
everybody, without understanding what anyone told him and among
abusive people...fuck...mom, fuck, why did you send yShe emits a

dry sob. She silences herself because she expects an answer that she
knows will not come, that cannot be given and that is not necessary to
obtain.)®

Clara, in turn, invokes pity from her daughters by relating how mhetas suffered—
not only because of their separation, but also under the oppressatergitip—when all
she was really trying to do was “"quedarme con mis mueblekeftp my furnituref®

Finally ready to relinquish her (long nationalized) territory wgriCuba’s Special
Period®’ she attempts to relocate to the U.S. homes of her estrangduetapgho now

have children of their own. Iraida continues to protest, citing tffereinces while

% Pedro Monge Raful$,agrimas del almg1994), 5. Manuscript, Cuban Theatre Archivep@t Richter
Library, University of Miami, FL. Translation mine

* Ibid., 1.
3" The"Special Period," originally termed by Fidels@a, refers to the economic depression that beset

Cuba following the collapse of the Soviet Union amel international Council for Mutual Economic
Assistance (Comecon). The"Special Period" consiriaghe present day.
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unwittingly invoking the similarities in their past and present predicaments:
Siempre, siempre has decidido sin consultarnos a nosotras. Ya no somos
unas nifas...¢Por qué no nos preguntaste? No vas a cambiar, tantos afios
y tantas cosas y sigues pensando en la patria potestad.
You have always, always made decisions without consulting us. We are
not girls anymore.Why didn’t you ask us? You are not going to change,
after so many years and so many things you continue thinking about
patria potesdad®
When neither Lourdes nor Iraida claim her, Clara assumeghié).S. government will
care for her, as she has heard they do for all "viejos" [old getpl®longe Rafuls’s
critical comparison of U.S. and Cuban governments borders on satire ithhisig
tragically humorous characters. Lourdes clarifies that U.S. polcgesimilar to those of
pre-revolutionary Cuba: "Es igual que antes alla antes de tod¢lteisdike it was there
before all of thatf’ Each time she encounters a dead end in her plan to remain in the
U.S, Clara invokes Cuba’s patron saint, la Virgen de la CaridadCadlere. Iraida
sardonically protests these prayers: "Por favor, no continlegndetia la Virgen en
esto, que ella si supo quedarse al lado de su hijo hasta que se [Rl@aSE, stop
bringing the Virgin into this, because she knew to stay withsberuntil his deatHf:
Iraida’s resistance is much greater than her sister'sfeaatice that may be attributed to

the fact that she married an offstaggngo who may be far less receptive to this situation

than Lourdes’s husband Marfuel, who echoes his wife’s conservative réengoe

% Monge Rafuls, 7.
% Ibid.
0 Ibid., 8.

“1bid., 9.
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throughout most of the play’s actiohagrimas del almalesigns one of the most intense
investigations of independence and culpability in relationship to the Pegireexodus.
In the context of the already fragile circumstance of eMlenge Rafuls draws a potent
analogy between the vulnerabilities of youth and old age, enablingesaé that allows

the orphaned offspring to replay their parents’ roles.

Still from the film version of Pedro Monge Rafuls’splay Lagrimas del
alma directed by Mario Garcia Joya. Thirty years after she sent her
daughters through Operation Pedro Pan, Clara finaly arrives in the U.S.
to find herself at the mercy of her children.

Monge Rafuls’'s play amplifies strains of resentment that miBagiro Pan
children have been reluctant to express toward their protectreatpa This current, as
René Buch has noted, is crucial to many Pedro Pan dramatiZ&tioEsch artist,

however, employs distinct dramaturgies to communicate such sentiments.

42 René Buch qtd. iithe Lost Apple Plays: Performances from Operatiedr® PanTranscript, Dos Alas
Theatre and Martin E. Segal Theatre Center, Nevk Gity, 14 April 2008, 27.
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This study draws from a large body of theory on the condition o @xibrder to
investigate tendencies common among Pedro Pans in composing and zilngniag
displaced self. By particularizing the circumstances théhelehis exile group, an
analysis of modes for staging exile will expose distinotl aepeated strategies in
dramatic structure and characterization unique to these playseaftiimances. At the
same time, differences in attitudes and approaches divide the grdugmplicate the
evolving "history" that Operation Pedro Pan (now "incorporated") seekscord and
preserve. Performing Pedro Pan proves a primary strategy ilifdlomg project of
resolving the exiled self.

In Chapter 1, "Dwelling Places," | expose the conflicts behind Meadieta’s
and Maria Brito’s visual portrayals of having been "uprooted” froeir tchildhood
homes. The project of searching for roots navigates Mendietagth@umultitude of
outdoor territories in search of a "superhome," while Brito attrenside, reproducing
childhood domestic spaces from memory. By performing homes wheesdatenone,
the artists attempt to resolve the restlessness associgttedowrdes Casal's description
of exile as dwelling in "a place in which there is no house in kvhie were children®®
As Pedro Pan exiles, the attachments and detachments that BdtdVandieta
demonstrate in response to irrecoverable objects and places régalitexnostalgic
fantasies of the house as an originary dwelling ptaderito’s and Mendieta’s work also

expands Gaston Bachelard’s popular concepts of "Topoanalysis" andofiMet

“3 Lourdes Casal, Sonia Rivera-Valdés, "Grandmotight,” in Ruth Behar, edBridges to
Cuba/Puentes a Culf&nn Arbor: University of Michigan, 1996), 226.

*4 Una ChaudhuriStaging PlacéAnn Arbor: University of Michigan Press, 1995),61
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Childhood." Their installations, site-specific sculptures, and peadoces travel back,
whether they dramatize physical returns to Cuba, or psychimmseproduced through
surrogate spaces.

Chapter 2, "Neverlands,” examines autobiographical stagings byrtidic
dramatist Eduardo Machado and producer, director, and playwright NEanesto
Sanchez. Machado explicitly invokes the faerie world of J.M. BarReter Panto
convey his circumstances as a "Pedro Pan" exile, while 8asatreation of a Hispanic
theatre community in Miami’s Little Havana has been said tgefar "Neverland” in the
already dreamlike, anatopic Cuban enclave. Citations of Neveglaadale investigations
of exile as a condition of being not only "out of place" but "out of tiame well, as it
allows a Pedro Pan exile to transport himself to a placeentteldhood continues. As
Edward Said writes, the exile experiences "simultaneous dioren)Siwhere habits,
activities, and expressions in the new environment "occur agamshémory of these
things in the old environment:"This layering of not only past and present, but present
with an alternate possible present, banishes the exile not onlypteara but also from
time. Several theorists focusing upon Cuban-American literaturéjding Isabel
Borland and Maria de los Angeles Tortespte that the Spanish word for exile is much
stronger, "desterrado," cooperating with Mendieta's and othesgitgens that they have
been "unearthed," "uprooted." Jozef Wittlin extends the idea of leeiited from place

to incorporate an idea of being exiled also from time:

5 Edward Said, "Reflections on Exile," Reflections on Exile and Other Esség@ambridge: Harvard
University Press, 2002), 186.

“% |sabel A. BorlandCuban American Literature of Exile: From PersorPersona(Charlottesville:
University Press of Virginia, 1998); de los Angelasres,By Heart/de Memoria.
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In Spanish, there exists a word for describing an exile, the eestierrq
a man deprived of his land. | take the liberty to forge one uhfiaition,
destiempp a man who has been deprived of his time. That means
deprived of the time which now passes in his country. The time of his
exile is different. Or rather, the exile lives in two dréint times
simultaneously, in the present and in the fyast.
Wittlin’s concept can be grouped with similar descriptions of lamd ttme traversed,
such as Said's "contrapuntélphenomenon: new and old environments occurring in the
mind and memory of the exile "contrapuntally” (as when two independent melodies occur
together in music). Other approximations of sensations shareds guhgsical and
temporal displacements, such as Thomas Tweed’s "translofatore'Carlos Eire’s

"pilocation'®°

(both connoting the exile moving symbolically between homeland and new
land) attempt to capture this overlay but fail in elevating locatiar time. Regarding
Pedro Pan exiledestierro and destiempoprove crucial in examining Machado’s and
Sanchez's dramatic work, in which both the physical and temposalateous roles in
production, representation, and reception.

Said depicts the exile as divided across space and time, as @gramicof a

"median state," never being "totally cut off" or achievingwdgally clean separatioti”

from the homeland. Chapter 3, "Delayed Flights,” compares Pedro &tagqists in

7 Qtd. in Sophia McClenneithe Dialectics of Exile: Nation, Time, Languaged &pace in
Hispanic LiteraturegPurdue University Press, 2004), 58-59.

8 Said, "Reflections on Exile," 186.
“° Tweed, 5.
0 Eire, 385.

*1 Said,"Intellectual Exile: Expatriates and Margstah theEdward Said ReadgRandom House, 1993),
370.
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playwright Melinda Lépez’'sSonia Flewand Pulitzer Prize-winning playwright Nilo
Cruz’'sHortensia and the Museum of DreanfSlose examination of Sonia $onia Flew
and siblings Luca and Lucianaktortensiareveals that though the Pedro Pan exile is not
"surgically" removed, as is consistent with other exiles, theet&tion" has crippled him.
Expanding on exile as both a physical and metaphorical sttec@cretizes emotional
qualities through the body on the way to the house: "The intellesuatile tends to be
happy with the idea of unhappiness, so that dissatisfaction boraeritdgspepsia, a kind
of curmudgeonly disagreeableness, can become not only a styleugiht, but also a
new, if temporary, habitatiorr® The liminality of exile becomes not only a permanent,
surrogatetierra of its own, but manifests corporeally, through detectable symptoms.
"My body has stopped recognizing my age," Luca uttekartensia and the Museum of
Dreams explaining his physical "iliness.” Sonia is also afflictedhva "Delayed Grief
Syndrome" that causes her to suppress memories of her migratleese Tharacters'
neurotic tendencies dramatize a kind of "schizophrenia of exile,plinase Maida
Watson invented to diagnose the bifurcated self established by desfierros.

Other analogies have been drawn between Cuban exile and meptasoral
illness: Maria Cristina Garcia observes in her sociologitaly, Havana USAthat the
line separating nostalgic obsession and madness can seemGhstavo Pérez Firmat

describes destierros as the "walking wounded"; Michael A. Masoclarde that many

2 bid., 373.

3 Watson, Maida, "The Search for Identity in the llee of Three Cuban-American Female Dramatists."
The Bilingual Review/La Revista Bilingi6 (1991): 189.

54 Maria Cristina Garciddavana USA: Cuban Exiles and Cuban Americans irttSBlorida 1959-94
(Berkeley: University of California Press, 19964, 2
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exiles suffer from a "malady called el gorrion" whose "syon@®" involve yearning for
Cuba and intense nostalgia for what has been left behind on the’islaadro Pan exile
Guillermo Vicente Vidal describes how signsmbrrifia, a very intense homesickness,
arise when Cuban songs are played away from the honmlaBecause longing and
nostalgia may manifest psychophysiologically, | will investey how, in performing
Pedro Pan, illnesses pass between the mind and the flesh as thde dusmmatized, as
exile must be made visible.

This analysis expands Mason's conclusion that some exilespatte deal with
problems that have no solution by continually "staging" solutions, athieg out,
through rituals, and sacrifices, and propsThe repetition of qualities, ideas, scenarios,
and character names characteristic in work by Pedro Panendgates Isabel A.
Borland’s theories irCuban-American Literature of Exile: from Person to Persdna
which personstranslate themselves infmersonas(roles). Pedro Pan artists are often
trying to "work things out,” attempting catharses through aagvbphical stagings to
reclaim the crucial agency of which they were deprivedhagiren. Said suggests that
exiles—often becoming writers or other artists—compensate ferblpscreating a new

world to rule," one that is unnatural and unreal, “fictitin.'In Staging Place Una

% pérez-Firmat qtd. in Booher, Bridget, "Living dretHyphen: Gustavo Pérez FirmaBuke Magazine
(Durham: North Carolina: Duke University, 25 Mar2B08), http://www.dukemagazine.duke.edu/alumni/
dm4/hyphen_txt.html, accessed 5 August 2008; M.Asbdh Living Santeria: Rituals and Experiences in
an Afro-Cuban ReligioWashington: Smithsonian Institution Press, 2088),

% vidal, 106.

> While Mason’s focus is limited to Cuban exilesfpeming Santeria, his theory can be applied to the
solutionless problems of exile outlined by Said|afeAngeles Torres, and Pérez Firmat.

%8 Said, "Reflections on Exile," 181.
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Chaudhuri suggests that performance offers a way to "occupy spdlesat inhabiting
them (a solution to the problem of home)." Adding to the exilelsopegies, Chaudhuri
argues that performance can "ease symptoms" of what skégadipathic disorders, the
suffering caused by one's locatich.This dissertation reads performances by Pedro Pans
as working in these ways, as simulations, stagings of lest@aty tiempo, and as
scenarios givenn escenarie-a stage—a medium to recover what is irrecoverable and to
resolve the unresolved.

"Exiles are cut off from their roots," Said explains, and ' fehedrefore, an urgent
need to reconstitute their broken livés."While it may be characteristic of exiles to
search for "roots,” Pedro Pan exiles were cut off not only ftbenbeginning, the
homeland, but atheir beginning. The performances investigated here emphasize more
than one origin, as the exiles were uprooted from their tetdiging a germinal stage of
growth. The moment at which they are "frozen" offers more fuhae past, leaving this
young immigrant generation—suddenly propelled into adulthood—with tlses oof

reconstructing a self that had only begun to be composed.

%% Chaudhuri, 57-58.

80 "Reflections on Exile," 177.
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Chapter 1. DWELLING PLACES
Ana Mendieta and Maria Brito

"If you are a Cuban, you are a Cuban," insists Jorge Santisprcafahe 1998
showBreaking Barriers: Contemporary Cuban Amtiginating at the Museum of Art Fort
Lauderdale. Breaking Barriersunited 91 artists—including Pedro Pan exiles Ana
Mendieta and Maria Brito—in one exhibition with the conviction thate™afe all
brothers, whether we've grown up under Castro or in exi®uch an idea of community
among Cuban exiles is often misinterpreted as a broad uniformumm@ng together of
individualities into an imagined and flattened identity. Exhibke Breaking Barriers
reveal many visions of exile, suggesting that there areaas/ merspectives of Cuban
exile as there are Cuban exiles. Each exile also has stangs to tell and, further,
many ways of telling each story. Though speaking together, urbifed passionate
desire to articulate "Cuban exile," in tBeeaking Barriersexhibit there were more than
91 stories. Critic Gary Schwan of tRalm Beach Postbserved oBreaking Barriers
that "[t]he idea of Cuba is everywhere - a Cuba sanctified, a ®hbly pieced together
in the imagination, or from the tales of old men, or"—referencoupsor Maria Brito's
work—"from the memories of childhood." Schwan goes on to charactitzes unique
constructions as ones that "contain the stuff of adult doll hoGseSte comment

distinguishes Brito's sculpture as relating a particuilée @erspective, one that has come

! Joanne Milani, "Cuban style: For These Artist&iile, the Homeland is in Their Hearts and in Their
Art." The Tampa TribuneBay Life Section, 11 September 1998, 1.

2 Gary Schwan, "Cuban Art Not as Political as YouMaink," Palm Beach Pos#rts and Entertainment
section, 9 November 1997, 1J.
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to be communicated though adult hands, but began with her immigratican as
unaccompanied child exile in 1961. Ana Mendieta, whose photographs conttibuted
Breaking Barriersevidence of her remote outdoor performances, arrived on another
flight the following year, in 1962.

Both Mendieta and Brito have expressed feeling "uprooted” fromdhidhood
homes—yet they credit being sent to the U.S. from Cuba on Operation Pan as the
single most significant transition responsible for their lifeloageers as artists. Through
their work, they have sought to exteriorize the persistent aniety came with the
displacement they experienced during childhood, making their erigbta and visible
in sculptural performances of home. Mendieta, known for her earthviorkb/ing
ritual performances, refused man-made interiors in her ameent of home, dwelling
instead in the Earth's secure terrain. Brito creates indoaallatsins, duplicating
domestic details from layered memories of dwellings from bosh gr@d present. Brito's
intricate interiors stand in stark contrast to Mendieta'smcgautdoor settings. These
artists demonstrate the exile’s persistent “fantasy of hemeriginary space’ "as
expressed by Una Chaudhuri, and develop sentiments verbalized byt dadal, who
describes exile as "a place in which there is no house in whictvese children
Because childhood was still in progress when they were sent @w®peration Pedro
Pan, sensations of unfinished business surround the lost homes that sabligrefirm

memorial foundations for exiles. This chapter reveals how MendreaBrito fashion

® Lourdes Casal, Sonia Rivera-Valdés, "Grandmotiight,” in Ruth Behar, edBridges to Cuba/Puentes
a Cuba(Ann Arbor: University of Michigan, 1996), 226.

* Una ChaudhuriStaging Place: The Geography of Modern DrafAan Arbor: University of Michigan
Press, 1995), 116.
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surrogate dwelling places through installations and site-spegitials, performing

impossible homecomings to this interrupted youth.

Ana Mendieta (1948-1985), Operation Pedro Pan 1961.

Few spectators have actually seen the live performancef aékna Mendieta,
though many have inspected the burnt armatures of her effigies agpdyatts of her
anthropomorphic stone assemblages and muddy depressions in the earttive malics
from outdoor performances typically revived in awkward exhibitgainst the clean
white walls of a gallery. The documents are performative,ndikig past their fixed
image to emphasize liminality over location, transformation ogastancy. Mendieta’s
performances situate "in-between" to construct the conditiorxitd for the spectator,
who—navigating through artifacts of her performances in the rgalénds him or
herself re-performing her myths in the place of her absent figure.

The vacant spaces in Mendieta's work, frequently shaped by hdvamlyn give
presence to the loss Mendieta felt as an exile. Mendieta'pmsant absence survives
through documents and earth transformed after each site-specifarnmnce—
persisting even after her death. Coco Fusco describes photographendfetd's
performance work as "bearing a sense of an "after life' lived out througbpkarance of
the image® Even Mendieta's live and public gallery performances hinged on he
absence. Nancy Spero recalls that in cred®iody Trackghe artist slid her arms with

red paint down a wall canvas to a soundtrack of "Cuban Mubiefore leaving the

® Coco FuscoCorpus Delecti: Performance Art of the Ameri¢aendon: Routledge, 2000), 147.

® Nancy Spero interviewed in Nereyda Garcia-Fetkate Horsfield, and Branda Miller, producefsiego
de Tierravideorecording (New York: Women Make Movies, 198¥hile the precise musical soundtrack
is not documented from this performance, it isliikbat the "Cuban Music" that Spero remembers was
heavily percussive, like the traditional accompaibof a Santeriatoque
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stained canvas to be accompanied by the soundtrack's lingering béds the
photographs of her private site-specific performances, the canvesrfoems her
presence by marking her dramatic absence.

The artist customarily exited from still-active sceneaggesting that her
engagement, like her Cuban identity, had only been momentarily sespend
"Mendieta’s was @&ubaniaof interruption,” José Quiroga declares, comparing the artist’s
"cuban-ness" to "a sentence left in mid-phrase, a chaptasmedtmpleted, a book half
read.” Mendieta was 12 when she left Havana on a 1961 Operation Pedfligfan
Like many other Pedro Pan children, she and her sister Rathalight they would only
be separated from their family briefly before reuniting. Hasvethis "temporary” phase
required the girls to transform into not only "Americans" bub alsdults” in order to
survive five years alone in the U.S. This transitional periodmarked with scars that
would later make it impossible to return home. Their departure produced visues sée
rupture, reflection, and flight that would resurface as salier@ges in Mendieta’s
artwork. Beginning on the day she left home, the agony of orphanhoa@tedodith the
thrill of liberty for Mendieta, creating a dialectic of saiens between which she could
vacillate to constantly regenerate her performances. Meisdseséer describes how the
ninety-mile journey fashioned a fantastic escape from the misery that bookkedep:t

Once we were on the airplane it didn't seem as bad. Somehovwwbere

kids in there and everybody was singing songs and seemed eymited

didn’t think about leaving this behind but only the adventure that was

coming up. But as soon as you got there—reality sort of hit ythat

excitement faded and all of a sudden here you were: kids with no family in
a country where you didn’'t know anybody, didn’t know the language...you

" José QuirogaCuban Palimpsestévinneapolis: University of Minnesota Press, 2Q05)6.
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didn’t know anythingd’
The extreme brevity of the flight over the Florida Straits sdwed to emphasize the
radical whiplash of their sudden and violent departure from fanolyntcy, and youth.
In just moments, the children were orphaned from all that constihdene. Moments
after crying at their parents on the other side of gheera or the fishbowl-shaped
partition in La Habana's José Marti airport, they were munching Hershey albars
shouting "Somos libre§ on the plane. Mendieta deplaned and kissed the tarmac to
commune with her new free homeThe kiss was the first performance of many in which
the ground would stand in for a universal home, and a return to which signified rebirth.
Mendieta soon stopped rejoicing, but never stopped questioning why she had been
sent away. A decade after this departure, Mendieta would petfotitted (Facial Hair
Transplants) in which she would transform into the very image of the new government
against whom she had been protected through the exdesal Hair Transplantdeft
her countenance resembling what Quiroga notedistauda or bearded revolutionary.
Raquel Oti Mendieta recalls why she sent her daughters viat@pePedro Pan: "We
didn’t want our children to live in a communist country and lose thé fn God." She
would always remember 11 September 1961 as the date her childretediepa don’t
think | have ever cried more than that day in my whole fife.ThroughFacial Hair
Transplants Mendieta believed that she was transferring not only a "Bdautlalso the

"strength"” it contained—a remark that recalls the extrpaveer the uniformed, unshorn

8 Raquelin Mendieta iRuego de Tierra1987.
° Robert KatzNaked by the WindogiNew York: Atlantic Monthly Press, 1990), 47.
1% Quiroga, 174.

' Mother Raquel Oti Mendieta Fuego de Tierral1987.
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barbudos held over the country and the famify. Mendieta’s father had served a
significant role in the struggle against Fulgencio Batista, amiirmied to support the
revolution until Fidel Castro declared himself a communist. Alg@racio Mendieta
resigned from his position as a lawyer for the state departmeCuba, the government
continued to monitor not only him but also his daughters once they berayaged by
personal acquaintances to distribute anti-communist propagandehe surveillance
served as the final impetus for sending Mendieta and her sisgegeRaaway, both of
whom wound up in an orphanage in Dubuque, lowa, exposed to a great deadrof ra
and feeling "alienated" and "totally misplacéd."Without the comfort of an enclave
community, removed from the thousands of children who migrated with, ttinee girls
were often the only minorities as they shifted between otherwisially homogenous,
intolerant institutions. Mendieta later performed her 18mitled (Ape Piecept the
All-lowa State Fair, a piece that prefigures Coco Fusenid Guillermo Gomez-Pena’s
1992 Couple in the Cageerformance. Iipe Piece Mendieta donned an ape suit and
confined herself inside a pen in response to her isolation in schoole whe was
nicknamed and regarded as an exotic "dpe.Having spent five years without her
mother, she was still to be reunited with her father, who remarnlitical prisoner on

the island for a decade after his involvement with the Bay of. Pdendieta forever

12 Mary Sabbatino, "Ana Mendieta: Identity and thki&ia Series," in Donald B. Kuspit and Gloria Maure
eds.,Ana MendietdGalicia, Spain: Centro Galego de Arte Contemporanea, 1996), 150.

13 Katz,Naked by the Windqw5.

4 Ana Mendieta quoted in Linda M. MontarRerformance Artists Talking in the Eighti@erkeley:
University of California Press, 2008), 395.

!> Olga Viso,Ana Mendieta : Earth Body: Sculpture and Perforn@72-198%Miami: Miami Art
Museum, 2005), 232.
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resented both her parents, however, preferring her isolation and orphar8tethoked
toward sculpture and performance as a way of exercising agarexy her initially

passive exile condition so much that she endured lowa in order toistadyedia art at
the University of lowa with the program's founder, Hans Brétieghe later moved to
New York, continuing to produce site-specific performances until 1985, y#ae

Mendieta plummeted to her death, defenestrated from the thirtyHfboor of a

Greenwich Village apartment owned by her husband, sculptor Carl Ahdre.

During her life as an artist, Mendieta's domestic nostalgstamed inspiration
from articles and rituals associated with two different childhood dwusThe family's
Havana house had grand staircases and extravagant wonders locketh#ikesenside
glass cabinets. The less formal Varadero beach house heldmmagre for Mendieta.
Respectfully nicknaming it the "old house,” the family treatedike a delicate
grandmother. It was personified to such an extent that each yeaheohouse's
"birthday," the family would celebrate and offer it gifts thatuld increase its magic and
beauty'® On the beachfront, Mendieta and Raquelin silently collemedmodified bits
of debris, using materials from trees at the seashore in &tarsd Images of the houses
remained with Mendieta, leaving her feeling forever deteraliaed. In her earthworks,
she reconstructed memories of childhood from primitive terrains—finagwghomes in

leaves, sand, and branches as she always did wbtsde of the family home.

181t is widely recorded that Mendieta and Bredeoalsared an intimate relationship.

Y Though all legal evidence has been documentedgixty by Robert Katz in his bodkaked by the
Window the details of her death remain a mystery.

18 Katz,Naked by the Windq88.

9 Raquel Mendieta, "Childhood Memories: Religionlifrs, Art" in Kuspit and MoureAna Mendieta
224-25.
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Mendieta's sister Raquelin recalls Ana's report of visitiagy tchildhood home on her
first return trip to Cuba: "She told me that she had gone to the timtsse had lived in
when we grew up, asked to go up, walked in...the place looked the samentiueefur
she went to her old room, sat on her bed, and had a goot cHet cousin Kaki, who
remained on the island, reports:

She came back to find out all she had lost: to hear all thosgsthgmain

and to see her grandmother, to meet again her roots to find her tbots.

was as though in each and every thing she rediscovered herSiudf.

found herself once again. She would walk down a street; it wasshe of

were reliving or claiming back something that perhaps ntangs she

thought she had lost forevér.
For many Pedro Pan exiles, the lost childhood home became palisigaificant after
their sudden, solo departure. While Pedro Pan artist Maria Bnistédlations attempt to
reproduce such domestic imagery, Mendieta's sculpture eschewsergptiens of
interiors in favor of a steadfastly earthwork aesthetic. Sa® neluctant even tavork
indoors because of the difficulty of "emulat[ing] nature. Instaiteis a fake art®* The
security and presumed authenticity of an Earth-home extended fartiftefrom process
to product to its persistent after-image.

Mendieta's finished products, however, are experienced indoors; she
systematically organized hundreds of her own performance photogi@paghibition

and publication. In the gallery, the photographed sites appear dissooatethé larger

territories in which they were constructed. For example, a ph@iogrtha mound of

2 Raquelin Mendieta iRuego de Tierra1987.

% Raquel Kaki Mendieta ifuego de Tierral987. Such traveling to relive and re-navightedtreets of
childhood resembles the re-mapping marked by LuwagaisLuciana's return in Nilo Cruz#ortensia and
the Museum of Dreanf{see my Chapter 3).

%2 Ana Mendieta quoted in Linda M. MontarRerformance Atrtists Talking in the Eightig@erkeley:
University of California Press, 2008), 398.
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mud called "Isla" floats neither here nor there; it is an orgsimape evoking the artist’s
human form and, simultaneously, a miniature Cuba. "Isla" is one of Btaigsignature
siluetas contours made by carving or sinking her own imprint into sand or mud. In 1981,
Mendieta described her "Silueta" series as a method of

carrying on a dialogue between the landscape and the femaléoased

on my own silhouette. | believe this has been a direct result dfaving

been torn from my homeland during my adolescence. The making of my

silueta in nature keeps the transition between my homeland andwny ne

home...| am overwhelmed by the feeling of having been cast from the

womb (nature). My art is the way | re-establish the bonds that tie me to the

universe?®
The violence with which Mendieta recounts being separated frorchildhood home—
"torn from my homeland during my adolescence"—distinguishes her work as a Badro P
exile artist. Working with nature, Mendieta searched for suredgames in site-specific
earthworks, modifying existing environments and landscapes thateddpr. The artist
insists that this practice "has much to do with Cuba in the sbasé was attracted to
nature because | didn't have a land or a motherldhdlh mourning lost home and
childhood, Mendieta turned to nature, myths, and history, learning andchgr@astead
of inheriting) a culture of pure origin.

Mendieta's process of working with nature as a way of retutoimgr childhood
home becomes layered when considering her surviving family's mesnoried
recollections by her major playmates (her sister Raquelin amncRaquel, or "Kaki")

develop an overlay of the artist's activities during both youth and addIthbee careful,

fluid, human silhouettes in sand sculptures suclbiageta de areng1978) are adult

% Ana Mendieta quoted in Petra Barreras and Johre®elt, Ana Mendieta: A Retrospective
exhibition catalog (New York: The New Museum of @amporary Art, 1987), 10.

24 Ana Mendieta iffuego de Tierra1987.
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sandcastles, recapturing lost territories and childhood activitiEise artist's cousin
"Kaki" recalls in great detail an early attraction Menalibad to working with sand near
the family's Varadero beach house:

We used to revolve around this world of sand and water. In the sand we

would build castles, bury ourselves in the sand and make bodies on top.

Ana would make shapes on top of these bodies. | remember sométimes i

was very lush women with huge breasts that would make us ladkimk |

these elements that Ana subsequently used in her siluetalsaresa lot

to do with that world, and of course even the materials she used. The

world of Varadero is very much interwoven with the elements and

symbology that was used in her wérk.
Though memories of youth poignantly layered with her experiencesilm siggest
continuity with Mendieta's artistic child self, Raquelin firnblglieves her sister became
an artistbecauseshe left Cuba. Mendieta, a natural performer as a child in Cuba,
organized post-siesta skits on the patio and mock ritual masseseofammily.
Performing as an adult in exile revived old pastimes for Mendieteecame a way of
reliving childhood activities, while functioning as a coping mechangnifée away from
home.

Raquelin remembers that she, Mendieta, and their cousin invented another
childhood game based on the popular Cuban song "En el tronco de un arboyaniene
might be interpreted as a haunting precursor to the tree-trunk&eredairthworks that
Mendieta created in her adult life as an affistin the “"tronco de un arbol" game,
Mendieta, with exaggerated, dramatic movements, "carved" Imee m&o her cousin's

body (Kaki stood in for the tree trunk). The action and the persaivficaf the tree—

both dictated by the song's lyrics—bring her childhood instincts mokacus through

% Raquel "Kaki" Mendieta iffuego de Tierra1987.

% Kuspit and Moure, 225.
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the lens of her search for roots in youth and home. Still struggling with heaiciapnt,
an adult Mendieta covered herself in natural materials (mud, geaks, and—Iless
natural—gesso, in order for the textures to adhere), her frgrady swallowed into a

tree trunk.

Ana Mendieta, from the Tree of Lifeseries, Galerie LeLong, New York

This image, part of her mid-1970see of Life Serieperformed at Old Man's Creek in
lowa, is more striking in its after-life. In the photographtioé event, it is hard to
distinguish Mendieta's body from the trunk onto which it seems moldetkas in visual
representation are the textures and colors. Her smallerestiggests that she born
from the larger tree, upward into which her branchlike arms extend.

TheTree of Lifeperformance unites the artist with the terrain suggesting that her

roots, like the tree's, forge again into the earth, reclaiming hdre.photograph's tight
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frame reveals only the artist's body and a portion of the tke®jddng the surrounding
lowa territory. The tree becomes any/every tree, as Meslikome is not lowa, but
Earth. The photograph was exactly ten years old when it leepar of the artist’s first
(and posthumous) retrospective, curated in 1987 by Petra Barreras arfdedaault at
New York's New Museum. In his review of tfisee of Lifepiece in the exhibit, Michael
Brenson ofThe New York Timesuggested that the artist and her covered skin, stretched
to associate with her roots, universalizes her ethnicity as agelher home: "Ms.
Mendieta stands naked in front of a tree, covered with mud so thadlberdentifies her
with tribal peoples everywheré”™ This evaluation suggests that Mendieta's search for
origins led her to paint her body with nature's (bark: dark, at tHacs)rand artist's
(gesso: white, underneath) materials as a kind of blackface.

Mendieta's strategic change in pigmentation in order to "idéntifjth
presumably autochthonous cultures extends beyonidirdesof Lifeseries. In preparing
another set of photographs for exhibition during her lifetime, thet guxtaposed one
silueta—her form copied as a mound of gunpowder on the earth—witihaesting a
1817 Cuban legend "La Venus Negra," in which colonists try to "civiezgdung black
female native. The folkloric character of La Venus Negra Black Venus, is a free-
spirited island native wearing seashell bracelets. Sheids tsahave eluded and
outsmarted colonizing captors, refusing to eat their foods whilaisung} herself only
with native plants: yuca, banana, and sweet potato. Mendieta’s pvilEgnily,
descendants from Spanish settlers who contributed to the displaceirtést island’s

original cultural landscape, appears insignificant in this re-disedvgenealogy; the

" Michael Brenson, "Works by Ana Mendieta in a Refrective Exhibition, The New York Timedrts
Section, 27 November 1987.
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artist seems eager for the country's "origins" to replacewer Her exploitation of tales
of deculturation of "indigenous" peoples functioned in response to hereelings of
displacement as an involuntary exile sent as a child to thé°UT8ying to connect with
the past in order to resolve her own interrupted youth, she estalditloesl with a 160-
year-old legend that erases her own immediate origins. Hestasiappropriates the
image of the Venus Negra just as thieee of Life series seeks a new skin in
impersonating "native" cultures. In doing so, the artist reprodutessbbodies in an
almost stolen nostalgia.

Mendieta continually sought rebirth and renewal in her site-specific work by
creating alliances across borders. She felt particularly at homexicdVehere she
could speak her native language and construct artworks on territories that functioned as a
kind of surrogate for lost homeland. Since during the seventies she could not access
Cuba, the artist found a substitute "source" in Mexico. Mendieta revealed "Plugging
Mexico was like going back to the source, being able to get some magic jushdyy bei
there.?® First visiting Oaxaca with colleagues from University of lowa'srineslia Art
program, Mendieta later designed annual summer escapes from lowa Cdgritoor
create performances in Mexico, which from 1973 to 1980 (the year she madether firs
visit to Cuba) she seemed to regard as a proxy for Cuba. Historian and curator Julia P.
Herzberg claims that though Mendieta "was already familiar with éaexarchaeology,

mythology, and culture, she found Oaxaca a special place that exuded a sense of magic

% Ana Mendieta and Bonnie ClearwatarBook of Work§Miami Beach: Grassfield Press, 1993), 17.

2 Judith Wilson, "Ana Mendieta Plants Her Gardatillage Voice 13-19 August 1980, 71.
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and religious aura reminding her of CuBaGoing on to create primarily in Oaxaca and
surrounding areas, Mendieta worked extensively with animal blood in makingsiluet
and other performances, which she carefully documented (or staged for the purpose of
documentation). On her "silhouettes with blood" produced during these trips, Ana's
cousin Kaki remarks: "I think this is an element that expresses very dieaiyternal
splitting in her soul, her sensibility, her need to find herself adaiffhe (re)union of
human fluid and earthly terrain works like a temporary salve, an imagined ipurity
penetrating times and places in order to sense an origin, healing the fisselfeand

land.

By unifying the earth as one continuous sky, sea, and soil, Memnsl&tih home.
Unlike her interrupted childhood, she could never be cast out from such adyabang
place. From the canvas of the earth, she cannot be separated. et®¥lendghiversal
sentiments challenge a presumed binary of attitudes about egdeefitly characterized
eitherasenthusiastic converts to the new cultweas miserable discontents. The binary
is most popularly termed by Claudio Guillén in the literarg ag "exile" and "counter-
exile.”* Guillén suggests that those who compesie literatures foreground sentiments
of loss and displacement, creating work in which "exile becoraesnih subject matter."”
Counter-exile on the other hand, "transcends earlier attachment to place or oraginé

with an emphasis toward "universalisfi.” While Guillén's 1976 analysis is

%0 Julia P. Herzberg, "Ana Mendieta: The Formativarég'Art Nexus 1 no. 47 (2003): 54-59.
31 Raquel Kaki Mendieta ifuego de Tierra1987.

32 Claudio Guillén, "On the Literature of Exile and@ter-Exile,"Books Abroadrol. 50, University of
Oklahoma (1976): 272.

* Ibid.
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contemporary with Mendieta’s work, four decades later Sophia ALléhmen qualified
these designations with words more compatible with the arsstifptural earthworks.
Reviewing some of Guillén’s own examples, McClennen is able to suguexile is
"terrestrial" whilecounter-exileis "solar." The "terrestrial" response to exile suggests a
subject who gazes toward the growmith an attitude of deprivation and impoverishment,
lamenting that the new terrain is not his/her remote home. Ar"s@spons&ounters
exile by gazing upward toward the common sunting all lands. Restrictive binaries
like Guillén’s are challenged by McClennen, who believestti@atwo extremes can co-
exist to produce conflicting attitudes within the same individtial.

While Mendieta’s erasure of borders exhibits coping strateageeciated with
solar exile, the method proves unsatisfying. As more and moitries "stand in" for
home, Mendieta gazes back down at the land beneath her feet, respydtiecconflict,
generating more artwork, sustaining the "problem" of exilendileta may have realized
that her global approach of melting territories together insu@erhome offered too
simple a resolution, because she continued to employ attitudes frayppbsite end of
the binary, always returning to the ground that emphasized her disglaice None of
the utopian attitudes explored in her earthworks seemed to console lerausB
Mendieta’s site-specific performances alternated betweentvwitbepoles, with little
interplay between them, her attitudes toward exile revesldesflict than contradiction.
Her works seem to take on a kind of problem-solution quality, rathereimoodying
dialectical tensions. Mendieta’s attitudes are less diagdi@an pendular, alternating

between both ends of the binary to sustain a perpetual "inspiratiomelggsness) to

34 Sophia A. McClennen, THeialectics of Exile: Nation, Time, Language, ané&pin Hispanic
Literatures(West Lafayette, Ind.: Purdue University Pres€49032.
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which she produced infinite dissatisfying solutions (artworks).

Mendieta's essentialist strategies supposed a singular readivenergy which
runs through all things®® The notion is similar to Santeria's affirmation &uhe a
powerful life force that pulses through everything but can be hadhessdirected by
manipulating things at theessence-in the state of bones, blood, and ashes. Critic
Steven Sherrill observes that "Mendieta, exiled as a girl, soafilge in flesh and bone
early; the body, or its absence, being the only viable conduiekat@arth and sky®" In
ascribing to a universal energy, Mendieta, "homeless" sincegthefdl 3, finds a way of
returning "home." If the earth supersedes history, it is ineodarth that she would
design her pure, safe retreat. The entire planet’s tdaremsforms into a potential stage
for Mendieta; onto any place out of doors she may forge whatHaliedge and Joanne
Tompkins have termed "memory space,” or an imaginary spacartiséd conjure when
they find themselves between home and homelesdh&ssle, not Cuba or the U.S.,
becomes a site in which (and on which) Mendieta habitually dwells.

In Anima, Silueta de Coheté¢Soul, Silhouette of Fireworksperformed in 1976
in Oaxaca, Mendieta’s mark, the silhouette representing hérdekbdy, burned to
vanish between two cultures. The artist set aflame aiiéessirrogate for her own body,
an armature manufactured from locally grown cane. The sculptieny'simbs smoked
upward while the form ultimately disintegrated from the fire @wamated it, spilling a

pile of ashes onto the ground. Like the other siluetas that becodedeor washed way,

% Ana Mendieta, "Artist's Statement," quoted in ViBarth Body 35.
% Steven Sherrill, "A Day in the Life of Ana MendigtModern Painters(June 2006): 138.

37 Julie Holledge and Joanne Tompkiidomen’s Intercultural Performand®lew York: Routledge,
2000), 98.
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the condition of exile produces and occupies a third space that carther native nor
immigrant. As a Pedro Pan child who has lost the mother/land, Manéieirns herself
again and again to the Earth's womb.

Though returning to Mother Earénacteda solution for Mendieta's persistent
orphanhood, surrogate lands proved insufficient. Cuban Poet Nancy Morejds recal
Mendieta's commitment to earthworks as part of her "veryiapdea about Earth as the
concrete conception of homelaridl,"but Ana suffered permanently the trauma of
deterritorialization. The problem remained unsolvable because iteado do with
home as simply "territory" but rather home as an indissoluble unipiaoé with time.
Curator Jeff Fleming conflates the two, exposing the dual paraddendieta’s quest:
"In Ana's work it is obvious that she is searching for a placanoidentity...to make a
connection with her past® Mendieta's hard focus on lands and territoripsysical
homes—eclipses her own concerns with time; her work interpri¢sreare aslestierro
(exiled from terrain) thardestiempo(exiled from timef° She became devoted to
traveling, ironically obtaining a passport by becoming a citiakethe U.S. because she
longed to leave it. After constructing work on countless sureogails, ultimately,
Mendieta felt that only Cuban land possessed the proper spiritualtespge behave as
a true repository and "collaborator” for her work. The artbed to perform sculptures
in Cuba, where she hoped that some of the anxieties she experisraxedale would

abate and that unresolved feelings and experiences might a¢daste in taking root

3 Nancy Morejon ifFuego de Tierra1987.

%9 Jeff Fleming quoted in Todd Dvorak, "Ana Mendiet@mpre en la busqueda de la pertenentia,”
Opinién, 10 abril 2005, http://www.cubanet.org/Cnews/y@s0&/11011.htmaccessed 20 May 08.
Translation mine.

0 For more on the distinctions betwesestierroanddestiemppsee my discussion in the introduction.
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again with her mother origin.

The Silueta sculptures, most of which existed as site-spegdiks, revolve
around notions of place-claiming, reconstructing and substituting lantdl, tif®ugh
land travel—in its pragmatism—is superior to time travel, the woskger solve but
dissolveterritories, melting boundaries and deliberately establishingpisats’* lowa,
Mexico, and Cuba become indistinguishable in the sentiments left forrpein
photographs. The work produces a paradox, promoting both the unresolvablg anxiet
associated with exile and, at the same time, a borderlesswutMoredesterradaghan
destempadasthe sculptures arso focused on place that they look to the sun and the
ground, sustaining terrestrial exile and solar exile. This disicomfort zone is a
familiar one: not only does it allow exiles to occupy the newntry and the remote
home simultaneously, in "counterpoint,” but it also allows the exilermain occupied
by a productive misery symptomatic of the exile maladies. These includmyrsg, that
incurable "gorrion" with which Michael A. Mason has diagnosed the hsglgle
nostalgic, or the chronic "dyspepsia,” that Edward Said insistgigdaexpatriates, and
sustaining injuries like the enclave citizens Gustavo PérezaFicasts as the "walking
wounded.*

Deperately attempting to heal these afflictions, Mendietarpurates into her
work fragments from Afro-Cuban Santeria rituals—practices sheorbed from
overheard fragments of conversations by her grandparents' housek&ep€uba.

Because Mendieta's family was devoutly Catholic, she kept Isemédion with the

*I Mendieta’s work can easily be described as anatepiit of place, or displaced, across multiple
territories, while its anachronistic qualities stfteback more to prehistory than the artist’s youth

*2 For more on these "exile illnesses," see my dsonsof Mason, Said, and Pérez Firmat in the
introduction.
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rituals secret. Raquelin Mendieta recalls how her sister Wslijiddown the back stairs"
to catch snippets of the Orishas being discu$$edearning of Santeria by stealth, as a
child, only amplified its magic:

When the adults were resting at siesta time, Ana and | wouldestt

quietly amongst the maids, as if we were not there, and listeéhem

talking about their religious practices, about magic, about sex, about who

was cheating on who, about who needed a love potion. We were

fascinated, Ana loved listening to this forbidden 4lk.
The magic of the childhood kitchen manifested in Mendieta’s work adesgaint
streaks, animal blood, or saints' effigies. Indulging in esoties after her migration
demonstrates a deliberate resistance to the Catholicisnbrihaght her to the U.S. It
was the closing of Cuba’s parochial schools with threats regapditnia potestadthat
galvanized the family to seek a way out for the children throughiafipe Pedro Pafi.
Mendieta's cousin, Raquel "Kaki" Mendieta, recounts, "Our family—eslhe Ana's
grandmother and grandfather—were very Catholic. So the faseiharated. They
started to think about sending them to the United Sttesridexing this syncretic
religion reacts against the organizing force of her depavthile allowing the artist to
link back to her childhood through the remnants of the faith of her youthdn&anteria

nor Mendieta abandon the Catholic faith completely). Even as Mamatigits, "I was

raised Catholic and can’'t deny my heritage," she acknowlettggsthe Church has

3 Arturo Lindsay,Santeria Aesthetics in Contemporary Latin Ameridan(Washington: Smithsonian
Institution Press, 1996), 208.

“4 Raquelin Mendieta, "Childhood Memories: ReligiBwlitics, Art" in Kuspit and MoureAna
Mendieta,227.

5 News that the new government might strip parehpsatria potestador parental authority, became the
primary motive for the formation and continuatidnQperation Pedro Pan.

“® Raquel Kaki Mendieta ifuego de Tierra1987.
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destroyed about as much culture as it has créat&lood, flowers, shells, candles, and
hair—materials commonly used in Santeria to divine answers, invokeayqu®cipitate
events—pervade Mendieta’s work. Ritual performances revolve aroundadpscin
which her physical presence becomes visible after it is gh®x®aling the body as a
marker of identity that can impress pigment and ethnicityieave its trace upon the
physical earth.

In 1981, on the shore of Key Biscayne—the southernmost point in Miami—
Mendieta molded a mound of sand according to the proportions of her own diggire
titted it "Ochan" (the orisha of love, syncretized with Cuba'sh@lat patron saint, la
Virgen de la Caridad del Cobre). Gerardo Mosquera remembersi¢natieta created
this sculpture on the shore to be carried by waves to ®ulBaut Olga Viso notes that
Mendieta may also have made an "Ochun" at the northernmostrcaysba’® The
possibility of a pair of sand sculptures left to drift without ohediton, to dialogue with
each other in the sea, complicates Mosquera's impressionirapke,ssymbolic return.
This double performance also appears to counter the artist's bmanyises. Exile
swims in the ocean, a doubled self-journeying neither here nor there.

Also in Miami, Mendieta found eeiba a very popular tree in Cuba, on which she
carved and painted a silhouette. There had grown into the joint of amehkaanatural
form which appeared to the artist like a pubis penetrating three knots, a cordigurati

that happened to look like female genitalia, so | surrounded thenharith

that | glued on. It's amazing how Elmer's glue withstands hegat
because | did it in 1981 and it's still there. The last timaw the tree,

*" Montano, 396.
“8 Gerardo Mosquera iRuego de Tierra

9 Viso, Earth Body93.



50

people had added coconuts, chicken wings, all kinds of offerings.a For

while they put a figure of Santa Barbara underneath it, coipaning in

what would be the face, and stuck a shell in the mouth. They bale r

activated the image and claimed it as their d%n.
Mixing together artists’ materials with traditional offeringgoduces a kind of
performanceof Santeria. Mendieta's search for roots seduced selebb@v@shipping
members of the equally nostalgic and spiritually hungry Cuban populiatidiami.
Because of this, th€eibapiece unites her with the Miami community as much as it sets
her apart. Growing up in lowa, Mendieta remained isolated and amgu her own to
maintain a sense afubania She invented a unique system of healing through her
artwork, without the influence or comfort of an enclave commundly as Coco Fusco
points out, the "imaginary and often sclerotized vision of a homelandathaxile
community usually provides™ Mendieta's 1981 trip did not add Miami to her repertoire
of surrogate-lands; the practice of using territories as @sogeased when she finally
visited Cuba. The anxiety of exile remained, however, and, witkdsdtigues like the
Ochun performances, the idea of "home" became lost in the sea.

In 1972, Mendieta performed an untitled (known as "Death of a Chickete
as part of her Intermedia studies at the University of lowa. pEh@rmance consisted of
Mendieta's attempting to secure the frenetic body of a chick&ont of her body just
after it had been decapitated by gallery "stagehands" ragitéicof the performance area.

Nevertheless, here blood is not sacrificed for the orisha; instaadplattered onto the

artist's naked body, standing inexpressively in front of a whitergavall. Mendieta's

0 Ana Mendieta quoted in Montan®erformanceArtists 398. Mario Garcia Joya revises Mendieta's
version, saying that the artist cut her own hairtfie tree.Fuego de Tierra1987.

®1 Coco FuscoEnglish is Broken Her@New York: The New Press, 1995), 121.
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passive stance does not suggest, as Olga Viso posits, thatpsisgtiening herself as a
stand-in for the Orisha, in receipt of the life and energyhef offering®® Instead,
Mendieta's revision of the syncretic Afro-Cuban religion quaties §s much from the
popular body-as-canvas aesthetic that dominated performance art duritigpén@s it
does from Santerian ritual. The "Death of a Chicken" performance delivers a citation of
ceremonies and redelivers stories overheard from a limited \eafiiag corner of the
family kitchen she visited in her childhood) and from her textbook studiés.
performance, Mendieta "practices" Santeria only as a detachedetdorrowing from
its visual vocabulary of "healing” images to heal herself, oe @ath her own exile. Her
devotion is not to the Orishas, and perhaps not even to indexing or cayrtipein
symbols to convey apirit of authentic and mystic origin. IperformingSanteria, this
devotion remains to childhood, her own pure past. It is in this wathle exiled artist
attempts to travel througime and not just place, that she may recover the unadulterated
curiosity of her child self, re-experiencing her interrupted yottough thrilling
memories of the magic in the kitchen.

Mendieta became a founding member of El Circulo de Cultura Cubat@/8,
shortly after "El Dialogo" began allowing Cuban-Americans it \their homeland?
Insisting that she was anxious to visit her home and to shaithit@lleagues, Mendieta

collected a group of other artists to visit (and validate her wgriCuba. These artistic

*2Viso, Earth Body 246.

%3 Gloria Moure inAna Mendieta25. Contemporary performances by Carolee Schaegktary Beth
Edelson, Yves Klein, and Joseph Beuys, for exangie, utilized the body as a vacant canvas for
pigments and fluids.

** El Circulo was founded after Mendieta's faile@mpt to travel with the politically neutral groupl"
Circulo de José Maria Heredia" in memory of theet@enth-century Cuban exile poet. Castro regime
rejected the group’s visa applications.



52

travel companions also functioned as a support system lubricagingeturn, and
permitting Ana to feel more like a citizen than she might hiaske had arrived alone—
the way she left unaccompanied with Raquelin—or only with other Cubans livinglabroa
Fidel Castro interpreted Ana’s yearning for Cuba as pro-revolaty, and welcomed her
"home" to exhibit her artwork alongside Cuban nationals’ nineteers wdé@r her Pedro
Pan departure. The return revealed an island riven by politicsimed tin 1980
Mendieta attempted to make the country of her childhood home again, nieinigy
there, but by carving the Rupestrian Sculptures inside cavesuicnJatate Park on the
outskirts of Havana. She named these carvings after varions dadldesses, including
Itiba Cahubaba or "Old Mother Blood," chiseling a matrilineal path back to
autochthonous origins, uniting the parentage of Motherland and Mother Earth.

Ironically, this trip was a freedom afforded by the U.S. passbmtobtained to
release herself from, rather than commit to, her exile couithpugh Ana would return
to the U.S. after a brief visit, she performed herself as arCigmang home." After she
carved her presence into rock, leaving the cave-dwelling RigesBculptures to
weather and change with the elements, her absence wasae¥@eiflong after she had
left her mark. Returning to the site of the caves more tharyéaes later, Cuban critic
Gerardo Mosquera evaluated the peculiar persistence of Ana'bocatlan with the
caves of her mother country:

She didn't want to make a rock museum here but to make a sort of

communion with Cuban land. | came here with her, and now I return for

the first time...the pieces have changed in the same wayenhas

changed and it is beautiful because Ana wanted to work, to be part of

nature, to get inside nature. And then it changed with the ecolote of
place, in a natural way.

% Gerardo Mosquera iRuego de Tierra1987.
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Communing with the earth by depositing her sentiments in rock, Anal getiirn
without remaining. This second departure from Cuba was a voluntarglmmeeturned
"home" to the United States, and after several more visits voessel to return to Cuba
again after milicianos prevented her from traveling back to the U.S. with her
grandmother’s chin?® Personal property had long been nationalized by the State, and
though Mendieta had embraced the chance to exhibit and create adwoher
homeland, she could not reconcile her domestic nostalgia with this revolutionary idea

The artist did manage to smuggle a bag of dirt back with haetd/1S., revising
an African legend in which eating slowly the soil from home esgbhe to acclimate to
new surroundings. Though she never performed with the soil (nor consutrneuliiilic
knowledge), the image is one of the most striking Mendieta eveeneted in producing
herself as an exile. Jane Blocker vividly imagines the Cubaticsoiiching between her
white teeth.’” Responding to Mendieta's attraction to the land-eating legend, Cuban
curators and scholars have observed that "comer tierra" issicatapression (recently
resurrected since the Special Period) meaning "to ¢8p&h Cuba and coping, Ana
composed the following brief poem:

Pain of Cuba

body I am
my orphanhood I live...

%% Quiroga, 193.
5" Blocker,Where is Ana Mendieta89.

8 Both José Ramén Alonzo Lorea and Olga Viso naeCthban expression in discussing Tania Bruguera's
El peso de la culpawvhich Bruguera performed in response to Ana MetiaB work. José Ramoén Alonso
Lorea, "Tania Bruguera o el performance como médiceflexion,"Estudios Culturales 2003\rte y
Arquitectura Section, Madrid 2006,
http://es.geocities.com/estudiosculturales2003/artpiitectura/taniabruguera.html, accessed 22 dpanua
2008; Olga VisoEarth Body 130.
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my whole being is filled with want of Cuba
| go on to make my mark upon the earth, to go on is victory.

The final declaration suggests that constructing earthworks enfadrle® manage her
displacement, and that—perhaps because a true return home is imposailifelong
"orphanhood"—oping is the only inspirable victory. These lines link Mendieta's
orphaned child self as an unaccompanied Pedro Pan exile to her upyedtame
artworks, thus reinforcing her sister's sentiments that gt from Cuba—and not just
her artistic young self—was responsible for her artistic career.

Searching for authentic origins, Mendieta recovers not roots blgsfaoral
histories subject to further revision in her artwork. Quiroga pointshatithe search for
pre-Columbian roots was very much a part of the Caribbean cultuaginary during
Mendieta’s time as a way of circumventing unresolved politeasions between Cuba
and the U.$° In dispelling the long-standing myth of a "matriarchal ptehnj4 like the
one Mendieta references through Taino goddesses in Jaruco, Cyhghjgokits out the
deceptive "evidentiary power" suggested by artworks, which hameedseas most
compelling "proof" in the urge to "reauthenticate" origthsGustavo Pérez Firmat insists
that searching for roots in Cuba—an immigrant country where these "o

natives...Cuba haalwaysbeen hyphenated Americans"—is a futile proféctinstead,

%9 Ana Mendieta quoted in Nancy Spero, "Tracing Anenllieta, "Artforum (April 1992): 75 and
in Katz,Naked by the Windaqwi60-70.

%9 Quiroga, 189.

®1 Cynthia Eller,The Myth of Matriarchal Prehistory: Why an Invenfeast Won't Give Women a Future
(Boston: Beacon Press, 2000), 20.

%2 Gustavo Pérez Firmdtife on the Hyphen: The Cuban-American WAystin: University of Texas
Press, 1994), 81. Original emphasis.
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exiles use points of a Cuban culture composed of "itinerant impuisestder to
"anchor" themselves while in exile and stave off assimilatiBgrez Firmat points out
that rather than preserving roots, Cubaasroots®® This image recalls once more the
Venus Negra, who defiantly eats only root vegetables to resist zalmm and remain
close to the soil from which they are exhumed, earth's deepest "origins."

Blocker observes that Mendieta’s work sustains rather than assuagesdxile
that Mendieta continued to "produce" herself as an exile in interviews andhdtes.
citizen of the earth, both at home and homeless, Mendieta created works that seem
literally caught in-between, always deferred but always being loc&teldorah K. Ultan
observes that Ana "submitted" to exile, "which she naturally projected intott&t ar
Coco Fusco concludes, "Instead of reaching the point of overcoming exile and the idea of
redemption resolving itself in communion, Mendieta remains with the idea of the
necessity of living a life of sacrifice and solitu®8.The site-specific nature of her
performances articulated her exile as nawstierrothandestiemppbut returning home
forced Mendieta to confront what Quiroga describes as the "inexorabititpefyou
could go back to the place you left, or the place you were forced to leave, butaljtima
you can never go back and reclaim a decision that was never yours to begfi with."

Though Mendieta saw her artwork as "a way of purifying [her[¥&li"her eternal

53 |bid.
64 Jane BlockeWhere is Ana Mendieta78.

% Deborah K. Ultan, "From the Personal to the Tramspnal: Self Reclamation Through Ritual-in-
Performance,Art Documentatior20, no.2 (Fall 2001): 30-6.

% FuscoCorpus Delecti141.
7 Quiroga, 191.

% Charles Merewether, "From Inscription to DissalntiAn Essay on Consumption in the Work of Ana
Mendieta," in Moure and Kuspit, 98.
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separation from home, this purification proved elusive. Donald Kuspit suggests that the
unresolved nature of her work creates an "anti-catharsis" instead of thaio@siblso
desperately seek$.Mendieta's career as an artist parallels her career as an exil
sympathetically producing sensations of longing, memories and fictions, edveasts,
and revised cultural histories.

The artist’s profound interest in Cuba’s legends and territogmdts less from
her nationality than from her displacement. Mendieta looked to allhistories she
might never have known had her childhood life been left uninterrupted. Thaeagingr
from a particular position, as a Pedro Pan exile, her work pesfaruniversalizing tone
of displacement. She privileges thearchfor origin above all else: "There is no original
past to redeem: there is the void, the orphanhood, the unbaptized eartlhegitiveng,
the time that from within the earth looks upon us. There is abovthelsearch for
origin."”® Mendieta's process produces no synthesis or solution, sustaistegd the
negative dialectic of exil&" Her artwork refuses to resolve, instead articulating absence,
solitude, wandering, and lack. Not only was the departure froomtitber/land not
transient, as Raquelin and Ana had hoped, it was a permanent punctuatitdhtind—
time forever interrupted and irrecoverable. Though she continuatiyned her

orphaned body to the earth that bore her, it was never home.

%9 Moure and Kuspit, 48.
"9 Mendieta's personal notes transcribedigrra de Fuegp1987.
" Theodor Wiesengrund Adorno's term is used by @havlerewether to describe this quality in

Mendieta's work, quoted by José Roca in Miriam Badiatin American & Caribbean Art: MoMA at El
Museo(New York: El Museo del Barrio and the Museum aoddérn Art, 2004), 152.
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Maria Brito (1947- ), Operation Pedro Pan 1961.

The circumstances of Maria Brito's exile through Operatiand®@an serves as a
primary subject in the artist's intensely personal artworksgchwbrim with domestic
artifacts signifying a lingering, interrupted past. Therkg evoke, as curator Lynette
Bosch affirms, a "very particular experience of exffe.Miami Herald art critic Helen
Kohen insists that Brito's sculptures are "encoded with clues tohildhood.” Her
artwork investigates anguish through objects, bringing into questiora¢ckeof agency
the children had in their parents' decision to transplant themto Bsserts that "the
experience of being uprooted and coming to live in the United States early
adolescence...[is] an intrinsic part of the work | &b."However, Brito also declares,
"Me alegro de que mis padres hayan tenido la vision de habermeduograta aca" |l
am glad my parents had the vision to send me K2re]As was the case with Ana
Mendieta, Brito credits her migration as the most signifistnde toward her identity as
an artist: "It was a great step to take because | dttwtddecome who | am today, by
immersing myself in the studies of literature, history and, most importamtlyf® Critic

Wesley Pulkka concludes from her statements and her work thed BBcame a scholar

2 Lynette Bosch, "Interview with Maria Brito," Unikaity of Buffalo, 11 August 2005,
http://philosophy.buffalo.edu/contrib/events/iabrittml, accessed 11 January 2008.

3 Helen Kohen, "Memories of Cuba, Imagined and Rés#ate Jewel of a Showrhe Miami Herald Arts
section, 2 October 1994, p. 11.

" Maria Brito quoted in Fondo del Sol Visual Artslaviedia CenterCuba-USA: The First Generation:
Exhibition Tour 1991-1992Vashington, D.C.: Fondo del Sol Visual Arts anddi& Center, 1991), 32.

S Minuca Villaverde, "El mundo de Maria Brito-Avetia." El Nuevo HeraldGaleria section, 26 July,
1983, p. 7. Translation mine.

8 Aurora Rodriguez, "Memoirs on Wood: Cuban Mariad3 Realist Sculptures and Paintings Bring
Repression to Life in Museum ExhibifThe LedgefLakeland, FL), Life Section, 3 October 2005, D1.
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and artist because of her mother's sacrifice, but the wound obépeiration remaing”
Before they joined her in the U.S., the artist was separated limnparents for one
year—a short while compared to the experiences of Mendieta andatiernyPedro Pan
children.

The installation art created by Maria Brito, who remained iman\ after
emigrating via Operation Pedro Pan at age 13, is often described byamdicsirators in
theatrical terms. Juan A. Martinez, author of the UCLA Chicalmi& Research
Center'sMaria Brito, explicates her work as sculpture articulating "the private fiorm
reminiscent of the small theatre of the Barogiie."Minneapolis critic Mary Abbe
designated "Brito's haunting, theatrical sculptures” as standrotlits group showuba-
USA™ In response to the artist's autobiographical pieces in thed Museum of Art's
hosting of the Breaking Barriers show, Joanne Milani of theTampa Tribune

characterized the sculptor as one who "creates theatrical wtisis - some like

miniature stage set§™ Brito herself recognizes her need to work using “ciertos

elementos de teatd"[certain elements of theatre] in order to convert her mosttpriva
sentiments into an autobiographical form that can be experiencad &dydience. In an

interview for the Smithsonian Museum Archives of American Adnducted by her

"Wesley Pulkka, "'La Luz' offers dazzling overviefiatino Art in U.S."Albuquerque JournaB
December 2000, Arts & Culture Section, p. F5.

8 Juan A. Martinez quoted in the UCLA Chicano Stadkesearch Center catalogue,
http://www.chicano.ucla.edu/research/MariaBrito.htaccessed 16 May 2007.

9 Mary Abbe, "A potent mix of cultural symbols: CUBASA show views are uniqueStar Tribune
(Minneapolis), 2 February 1992, Entertainment thie Galleries sectigmp. 1F.

8 Milani, 1.
81 Juan Martinez, "Oral History Interview with Magaito,” Smithsonian Archives of American 28

October 1997. Transcript, http://www.aaa.si.edlléctions/oralhistories/transcripts/brito97.htmcessed
6 June 2008.
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future biographer Juan Martinez, Brito attempted to explain how rhkengible
reality/irreality of her exile experience becomes relatable girdeatrical illusion:
The work, as | said, is autobiographical in the sense thatdibes not
reflect something personal of mine, some type of current or ¢passnt,
of course, | am using certain elements of theatre, not exaiggerat
course not, | speak of a work where there is a cage and because is
autobiographical does not mean that | was put in a cage, or teHt | f
caged—>
The imagery realized by using found or constructed propertiegeotaln elements of
the theatre," also permits Brito a wider stage than the camvashich to act out her
childhood memories.
Curator John Stringer closes his essay in the exhibition catafoguke 1989
solo showMaria Brito-Avellana: Recent Sculptuby stating:
As in theatre, we see a stage, a tableau vivant - which for aheent is
devoid of humanity. In this psychological drama, we ourselves have
become the subject as well as the audience. Things are not @aineort
There is an uneasy undercurrent of suspense: a break in the dialogue:
something interrupted. The bed is still warm. The curtains have not
closed. We wait for the action to resuffie.
Brito began waiting "for the action to resume" when she boardédmi-bound plane in
1961, suspending a life in progress, with the rooms in her home artdcpersonal

possessions remaining behind in their places. As was typicBefino Pan exiles, Brito

left Cuba with only a suitcaséa(maletafeatures as a prominent image in her work),

8 |bid. My translation from the original: "La obregmo te dije, es autobiogréfica en el sentidouwtesj
no refleja algo personal mio, algun tipo de evewtoal o pasado, claro, usando ciertos elementos de
teatro, la exageracion, no, por supuesto, no, hlddblana obra donde existe una jaula y es autolfiogno
quiere decir que yo estuve metida en una jaulgu@ime sentia enjaulada.”

8 John StringerMaria Brito-Avellana: Recent Sculptu¢sliami: InterAmerican Art Gallery,
1989), 4.
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without knowing that she would not be returnffig.Stringer's comments point to a
distinctive trait in Brito's work that is also common of Anandeta's site-specific
assemblages, traces, and carvings: the artist's body, eefngs the body of the
expressive exile, is markedly absent from each stage picturérstAglance, it appears
that there are no visible actors in this theatre. This absenglet mven seem a
paradoxical representation of exile, since the body is alwetgmed when articles and
geographies are lost. But Brito insists that, in her freqd@ydreams about returning to
Cuba (symptoms of an affliction she describes as "ongoing yeaynimay'sensory self is
present while her physical self is absent: "When | see lhysge, | am invisible. And
in that improbable state, | jusim | feel places that | used to occupy. Reminiscing.

Reliving."®®

A discordant harmony of past/present, and adult-self/child-saifjers
impossible any union of actor with set. This is the quality thake® Brito's theatre
"sculpture,” designated for gallery stages with no formal performers.

Though existing in economical "brief scenes"” and truncated spdkes,
environments Brito manufactures are of human scale and fully iab&hit The
invitation is irresistible, and it is stunning to see physi@dragations of fantastic,
irrecoverable spaces or dramatizations of mental statebebai recover the memory.
The body of the gallery spectator fills the vacancy leftHeydrtist. The audience plays

at exile, or if the spectator is another exiled subject—evesll@nf Pedro Pan exile—

they are able to "play the role" of experiencBrgo’'s memories.

8 Brito's installationaVhitewashandRestricted Passpoicorporate suitcases. Despite the fact that many
children actually carriedusanos—soft, worm shaped bags made to withstand govertahergulations—

the traditionakuitcases a common icon for representing Pedro Pan deggst The suitcase features
prominently in Nilo Cruz'${ortensia and the Museum of Dregras well as in the logo for Operation

Pedro Pan, Inc.

8 Andrea O'Reilly Herrera&ReMembering CubgAustin: University of Texas Press, 2001), 54.
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Unlike Mendieta's site-specific performances, which reloed transience and
functioned as raw, scenario-driven, and sometimes impulsive unrepeatabts, Brito's
installations are constructed to remain intact; they are padder like more traditional
museum pieces. Whereas Mendieta's mark is reduced to resahesl of an ephemeral
event, surviving only as relics on display, Brito's procesginswith relics—found
materials that she reworks into elaborate and intricately planned structures

Brito is careful to distinguish between "found materials"—thentehe prefers—
and the commonplace term "found objects." She explains to Juan Martinez:

Juan Martinez: Pero en ese momento, el material que tu estabas usando,

¢se pudiera llamar "found objects"? [But in this momento, therialate

that you are using, we may call them "found objects?"]

Maria Brito : No. Porque eran "found materials"— [No. Because they are

"found materials"—]|

Juan Martinez: "Found materials".

Maria Brito : —from which | created the objects.

Juan Martinez: Ah, esta bien. [Ah, that’s good.]

Maria Brito : Si. [Yes.]

Juan Martinez: Esta bien. [Very good.]

Maria Brito : Si.

Juan Martinez: Muy importante saber la diferencia. [Very important to

know the difference.]

Marfa Brito : Si®°
The found materials Brito assembles collaborate with her iatioge an idea and
determining the course of the project. While Mendieta might besipted a "shopping
list" for items carefully calculated as necessary to @ec@any site-specific ritual (red
paint, chicken, or white flowers), Brito negotiates with her nme during any
sculpture's incipient stage. But her process does not necepsailege found materials

over the potent, germinal inspiration that often sparks any anpistject. Rather, she

speaks of both, of beginning a piece with a vague sentiment—anfegbu know...un

8 Martinez, "Oral History Interview with Maria Brito
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tipo de sentimiento, un tipo de preocupacion pero mas bien emocional, psiquica,
emocional. Que poco a poco voy pensarido.The feeling helps determine which
materials to search for and select, but those materials themselves explagrtiie realm
of spontaneous possibility in realizing the idea: "Cuando yo empiez@hnaa nunca,
nunca, nunca, nunca yo sé cémo va a terminar. Para mi el procescaje tralella es
mas importante todavia que la —esa idea vaga origfha\& Brito forms a general idea
about how she will alter her found materials, a synthesis occuwedretherself and the
objects that she finds difficult to convey or intellectualize. Bést describes it as an
almost divine communication, or a productive dialogue, "un dial®ydihking reveries,
materials, and theatrics, Brito reveals, "l just daydream somet You look at
something and start thinking—it is like players in the theatrppsitioning players on a
stage—and | starf® This improvisational process seems distinctly Cuban; Pedro Pan
exile Luz Irene Diaz attributes such a focus on artistic pscges "remnant from having
lived in a place where people often walked without a destinatfonlt also re-
characterizes the uncertain journey of Operation Pedro Pan, imygnath undetermined
time and circumstances.

For Brito, the actor is present only in the process, as tist iateracts with her

materials in order to find the way to realizing an evolvingtiseent. The role becomes

87nA kind of feeling, a kind of preoccupation but ra@motional, physical, emotional. That little|ite |
go on thinking." Ibid.

8 "When | start a work, | never, ever, ever, eveswrow it's going to end. For me, the process of
working is still more important than this vaguegimal idea." 1bid.

% Ipid.
% Lynette Bosch, "Interview with Maria Brito."

1 O'Reilly Herrera,ReMembering Cuba®?7.
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recast in exhibition. Richard Maschal described the encounter @hidudotte Observer
"Entering the gallery is like walking into a dream in progré&s not your dream. It's the
artist's dream. But so intense is her feeling and imadgeay it soon becomes your
own."? The spectator’s body fills the vacancy left by Britoiimling a way to relate to
the human scale environment.

The finished objects themselves also seem to stand in for hunsampee Brito
often regards her materials animistically, on the way to ergasiself that can best be
revealed (or communicated) through objects. She insists that her imembiCuba—
recalled through the reveries in which she remains "invisibledre lUsually linked to a
physical space and to objecté.""Hay objetos que ‘imply' la presencia humana," Brito
explains to Juan Martinez, "[c]omo, por ejemplo, en éstas que egiampara mi son
sillas sentadas en un banco...0 sea son personas las sillas, personifisyolzalaes’ a
person...sentada en este banco. O sea, no existe la figura humana." Slaeiteger'&s
una manera de interpretar lo que es la pers8nalhis attitude remains true as Brito
manipulates mediums. "When | come up with the objects, | seetegflthe things that |
feel internally,” Brito reveal®> "Coming up with the objects" reads across media or
stages of process: painting representations of objects on canvasgoan dimensional

objects, or transforming found materials into objects.

92 Robert Maschal, "Like Images Ripped From Her Drearito’s Show at Spirit Square Pulls you into
Intense Visions.Charlotte Observer29 July 1990, Arts section, 1F.

9 O'Reilly Herrera,ReMembering Cuba4.
% There are objects that 'imply' human presence., .fikeexample, in these that are here to me arts sea
in a bank...or the chairs are people, each persomifisgmbolizes a person...sitting in this bank. Tisat

to say, the human figure is not present. It isag of interpreting what the person is." Martine@ral
History Interview with Maria Brito."

% Milani, 1.
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The environments in Brito’s installation work are most often ddmegtortions
of rooms, homes, or houses—unlike Mendieta’s performances, which didmeiss t
domestic house with distrust, designating the Earth as the onlyesand "originary"
home. The loshouseis an easily dramatizable metonym for lbsimeland It is typical
for exiles to imbue lost objects with supreme importance, or swestitute them for the
self, as a portion of one’s identity might be presumed to be tdstthe loss of personal
properties. The attachment these exiles have to irrecoveraldetnlgnd places
recontextualizes Gaston Bachelard’'s concepts of "Topoanalgsid' "Motionless
Childhood,” in which, through memories of ti®use we live through memorials,
“fixations of happiness’® Bachelard distinguishes between memories of the "outside
world" and dreaming "of the house we were born in," insisting that enclosed
protection of the house produces a container for memory: "somethsegaloust retain
our memories." He also draws an analogy between the house andtdmsages of
childhood: "Before he is cast into the world...man is laid in the erafdthe house. And
always, in our daydreams, the house is a large cridl@le cradle-ta cuna—features
prominently in several pieces by Brito, includiBgpatio de mi casfiMy House's Patio],
Come Play with Usandintrospection: Childhood Memories

In discussindel patio de mi casaBrito produces a meaningful parallel between
the cradle and a kitchen, which she explains can be thought of @amdade donde sale

el alimento para la famili@® Thus, penetrating the already existing domestic memory

% Gaston Bachelard;he Poetics of Spa¢Boston: Beacon Press, 1994), 6.
" Ipid., 6-7.

% "The cradle where the food of the family origirate Martinez, "Oral History Interview with Maria
Brito."
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space and proceeding further inside the house-cradle, infinite TiGaiebe found. The
image becomes literal ifome Play with Usas stairs lead from one crib to another,
reducing in size and disappearing into a wall. Though here thestarge is still of
human (child) scale, it is of skewed proportion, its bars and platform set vgrtinaghd.
Minuca Villaverde ofEl Nuevo Heraldnterprets one crib containing toys as a "pequefia
jaula’®—a little cage. The crib i€ome Play with Uslike the broken cradle iBl patio

de mi casawould be awkward to occupy. To echo Stringer's words, "Things are not
comfortable.*® The Miami Heralts Elisa Turner comments that Brito typically "packs
her constructions with objects that appear to belong to a home, bub rerax@ped and
dysfunctional, distorting any sense of comfdft." Such visions of the house challenge
the presumed security associated with childhood, mixing moods of @easdmisery

to produce a unique nostalgia.

Images of childhood rendered through adult hands possess a peculiay.p&ienc
Nuevo Heraldart critic Armando Alvarez Bravo offers that Brito's petfeplanned and
executed sculptures also "have a childlike side....they are enormoldiikehi
constructions. They have a playful style. This makes them mtmese.*®? These
images claim and reinterpret for the Pedro Pan exile thes#l or agony that commonly
describes exilic experiences. The child/adult who occupies Bstaictures might be

suffering from Edward Said's "dyspepsia,” Michael Masonsrign,” or else take the

P Villaverde, 7.

190 stringer, 4.

191 Elisa Turner, "Culture ClassThe Miami Herald Arts section, 9 December 2001, 3M.

192 Armando Alvarez Bravo, "Maria Brito: La busquedal gxorcismo.'El Nuevo HeraldGaleria Section,

14 June 1998. My translation from the origingikrie un latido infantil....son enormes construce®
infantiles. Tienen un estilo ladico. Esto las haws intensas.”
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form of one of Pérez Firmat's "walking woundé@"

The nostalgia for the childhood home for Pedro Pan exiles like Bridoubly
significant. Reliving memories of the protective house comforestess adult, but, for
the child interrupted, losing the home/homeland in mid-childhood has adddcaime.
Lynette M. F. Bosch describes Brito’s "experience of exiid aplit identities" as a
haunting urge to create artwork that reveals the "demons sfbgites she did not
pursue.*** When memories of previous houses revisit us, Bachelard insists, "we travel to
the land of Motionless Childhood," which stalls the daydreamer in@sdsed mental
state'®™ He terms the systematic psychological study of theées as they relate to our
intimate lives "Topoanalysis"—simply, analysis of place.

Processes of memory nostalgically reconstructing (or relraeng) previously
occupied domestic sites happen on a kind of stage of the mind, a

theater of the past that is constituted by memory, the statjimgs

maintains the characters in their dominant roles. At timeshindk we

know ourselves in time, when all we know is a sequence of fixations in the

spaces of the being’s stability—a being who does not want toawely,

and who, even in the past, when he sets out in search of things past, want

time to "suspend" its flight®®
Bachelard's description of this staging approaches somethmitarsio Maria Brito’s

dialogic sculpting process and the finished installations that reprodutheatre in

miniature in the gallery. The sculptures are of human proportionsBiiat does

193 For more on these "exile illnesses," see my d&onof Mason, Said, and Pérez Firmat in the
introduction.

104 ynette M. F. BoschCuban Art in Miami: Exile, Identity, and the NeofBque(Lund Humphries,
Britain, 2004), 110.

195 Bachelard, 5.

1%1pid., 8.
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incorporate out-of-scale "miniatures” in her stage pictures. e¥xample, inEl patio de
mi casa a piece in which a wall divides two brief representations aissea kitchen
and a child’s bedroom—there are two small houses within thesilifg- environment.
One is a small house inside a broken cradle in the child’s rddms little house, Brito
says, represents the "seff* On the kitchen counter a glass jar contains an even smaller
house. Compared with the very detailed environment to which it cotgsibthe house
in the jar is crude and lacks embellishment. Its unfinished, whstexdaappearance
continues as a raw, undetermined canvas on which further memotyecparojected.
That such indeterminate detail establishes an unfinished spaeetf@r contemplation
reinforces the metasculptural or mise-en-abyme aesthétiee house inside a house
inside a house, like the case of the infinite nesting "cradlesg"sgnature quality in

Brito's installations.

Maria Brito, El patio de mi casa Smithsonian Institute Archives.

197 Martinez, "Oral History Interview with Maria Britb
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These are details so tiny that they might escape thergalbectator’s attention.
A fissure in the floor near the wall divides the child's room tjpltem the kitchen
(present). Noting this fissure, Bosch insists that "[t|he thefid patio de mi cas&an
be summed up as Cuba/Miami, but there are elements in the wodgernynthat give
shades of meaning to this straightforward summatith Additionally, Brito observes of
her own work, "Claro, son detallitos pequefios que, no sé, que quizas pasepiiyesce
asi a las persona¥®® Of miniature and memory, Bachelard suggests that larges ate
often animated by such inversions of size. For example, he pointsabtivd geometric
figures represented at two different scales contain ex&etlgame angled measurements.
Reductions of scale can prove to be the imagination operating iy thataallows us to
access, occupy, or contemplate larger spaces. The theatre ohiride knows no
measurement; its stage has no scale, and in the dream-logxamining the past we
might be larger than the memory-specimen we wish to ingeste Waaenentally occupy
the little home, its interior space can seem vast, even infiMéen we are overcome
with topophilia, imagined miniature homes or dollhouse-size reproduction®nipt
allow us to regress into childhood’s playthings, but go "beyond logexperience what
is large in what is smalt*® Bachelard insists that by miniaturizing, we take possession
of the space or object remembered. Possessing the house inythiscganes especially
significant when noting that Brito's only representations of domesteriors—Ilike the

house in the jar—are in miniature. None of Brito’s life-size walégict the house as a

108 Bosch,Cuban Art in Miamj 106.

1990f course, they are details so small that, | tenbw, perhaps they go unnoticed by some people."
Martinez, "Oral History Interview with Maria Britb.

10 Bachelard, 150.
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dwelling from the outside. Perhaps a full-scale exterior would stiglgat the lid could
be shut on the container of memory.

The exterior of the labyrinthine configuration of rooms representing a house in the
elaborate installatiorMerely a Playerreveals another interior—a strange illusion, a
mind-trick like a two-headed coin. This interior on the exterioa isving room that
serves as a general access point to the house's private, hidden rGoitns.Sherry
Chayat describes it this way: "The labyrinth's exteisothe public room, covered with
fleur-de-lys wallpaper and containing a couch, a lamp and several .HobksThe
continuous interior signals the infinite recesses of memory, wtkileminal, threshold-
like relation to the rest of the installation/house suggeststhitspace is limitless
because it is neutral, paused, "waiting for the action to restife."

It should be noted that some critics term Brito's life-gisgallations "miniatures”
simply because the environments they represent appear briaincated (such as a
section of a kitchen, or perhaps an uncomfortably small kitchen). Ogntheonments
might also seem comparatively miniature when dwarfed by tieeum or contained in
the gallery space. Curatorial and spectatorial attitudestraigo view them as blown-up
versions of miniature-memories, treating the life-sized wdkk B dollhouse display
because it is not a "real house." No timesin the house in the gallery, so it must be a
play house.

Though it seems crucial to make the distinction, the idea of atomiais already

in common usage to suggest not a size difference but an erssitznvef a remote

1 sherry Chayat, "Hispanic Art Spurs Vandalism, Bst, Reflection.The Post-Standar(Syracuse), 5
December 1993, Stars - Art section, p. 15.

Y2 stringer, 4.
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"original." When a displaced community re-forms around the idepreserving a
culture, the adjective "little" is frequently used to distinguigtween the new location
and the place for which it attempts to substitute—"Littley|tafor example. Of course,
"Little Havana," describes how a Cuban enclave has reproduced Havtrea district
surrounding Calle Ocho in Miami. "The adjective ‘little,™ P2fgirmat points out, "is
equivocal...[w]hat is ‘little’ about little Havana is not only g&e...but its diminished
status as a deficient or incomplete copy of the origiHal."Pérez Firmat terms the
process by which these little communities form "substitutive."The same way the
Miami enclave substitutes for Havana, Brito’s reproductions—eviteyf are, like Little
Havana, life size and fully functioning—may still be perceived keeing smaller.
Mendieta’s process also functions by means of substitution, whethelittles mound of
earth signifying the island of Cub&d Isla) or onelarge country (Mexico) standing as
proxy for another (Cuba). Memories and representations are tggheaa coping
mechanisms; they become "little ways" of accessing the homeland.

While miniaturization does not actually allow lost spaces toebevered, it can
work to preserve the sentiment associated with any memorynolitess become layered
in miniature until it is uncertain what we are recalling. m&mory inside a memory
inside a memory. Or, a memory of a memory. As critic Gatywan observes of Brito's
mini memories: "She will create an entire miniature housderthe museum. In making

the house, Brito ‘walked through’ her own memories—and, more specifically, ¢éiseofal

113 pérez Firmatl,ife on the Hypheri.

14 1pid.
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Cuban life related by her family*® Pedro Pans, having immigrated as unaccompanied
children who were later followed by their parents, often work throlaylers of
memories. For example, certain autobiographical episodes might bet@me
formulated" after numerous recollections. Some memories raightexist as little more
than collections of the recollections of mothers, grandmothers, fadmetgrandfathers.
Brito fears that she will never return to Cuba, but her sentsramut what home was
like "bring with them a magical comfort...l think | am afraicht the magic will just go
away.™® For many exiles there exists an anxiety of losing féding of home or
ownership that remains even after the loss of place and prop@rtiegl places that |
used to occupy™’), of being dispossessed of not only the place buttémoryof the
place.

There is no patio representedBhpatio de mi casa The title enters the picture
from Brito's sculptural process rather than the sculptural prodbile constructing the
piece, there played a song in Brito's mind that "wouldn't let‘§o"

El patio de mi casa no es particular

Se llueve y se moja como los demas

Agéchate nifio vuélvete a agachar

Porque si no te agachas no sabes jugar...

Brito learned thiancion de cundliterally "cradle song" or nursery rhyme) during her

15 Schwan, 1J.

1% o'Reilly Herrera,ReMembering Cuh&4.

" |bid.

18 Martinez, "Oral History Interview with Maria Brito

19«The patio of my house is nothing special/lt raamsl gets wet just like the others/Bend down baydbe

down again/Because if you don’t bend down you d&ndw how to play..." BoschZuban Art in Miamj
106.
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childhood in Havan&® The piece, however, does more than simply duplicate a selection
of attitudes and memories from childhood. It establishes a kind ofabifens that
produces an anachronistic and anatopic juxtaposition, recollecting ax Chbbdhood
through the perspective of a U.S. adulthood; it is a story of eXxdlekland museum
curator Suzanne Baizerman describes this piece by using lanthagecalls phrases
once spoken by Ana Mendieta: "This work really represents - geule big fracture
under the crib - she's been ripped apart from her homel&@ndrhe piece reveals the
Pedro Pan child-qua-adult all at once, a leap in place and tirheutitransition, a
narrative caesura, two stages of development spliced together.

Of course, "two stages" il patio de mi casaan refer not only to developmental
stages, but also to those of dramatic representation. The beflireat demarcates the
threshold between past/present, child/adult, nursery/kitchen, and CubaAhSold
calendar on the counter suggests that this present-day kitchen,leastaits exiled
occupant, exists within a community of suspended tume, cultura congeladga frozen
culture]**? The open cabinet reveals another detailed interior—again a contéiinier
a container—in which we find yet another receptacle of memory: tee bdhis bottle

123

might appear empty, but Brito has left it to contain "air frbm past,”~ a manufactured

article illustrating the attempt to make material elusaelections of a remote time and

120 Jonathan Yorbarte Latino: Treasures from the Smithsonian Art Mus(New York: Watson-Buptill,
2001), 20.

12 suzanne Baizerman in Monique Beeler, "Arte Ldtifefies cultural stereotypesAlameda Times-Star
9 December 2002, Bay Area Living section.

122 Eor more on this term, see my discussionufura congeladan the introduction.

123 Andrew Connors, "Interview with Maria Brito;Del Corazén! Latino Voices in American Art
Smithsonian Institution, 1995, http://delcorazaedil/artistas_05.cfm, accessed 29 June 2008.
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place. The idea cooperates with comments made by Brito degchibiv she learned to
express herself through sculptural material—when "you're dpaiithh a feeling that you
cannot touch," it is "a revelation to be able to make a three-diomathbject that you
could touch and feef* Like the bottle in the kitchen cabinet, the sculptures themselves
figure not only as ways of "bottling the past," but also as aegsof rendering the
intangible.

At the same time, the open kitchen cabinet suggests a tempapaeydf human
presence. To recall Stringer's words, the scene suggesttheha is "a break in the
dialogue: something interrupted..."—an interruption suggested fornbgllyhe wall
division and more violently by the fissure in the floor. The spectdntemplates the
actor, the creator of this place, its inhabitor who is here in ibddlenof something, and
"wait[s] for the action to resumé® Though Brito's spontaneous and evolving process
of realizing an environment may finally reach completion, the iagpnal sentiment—
along with the dialogue between the sculptor and her materialsairerike the past:
deliberately inchoate and forever incomplete.

Audiences play a more active role Merely a Player navigating through a
fantastical recreation of Brito's house in Cuba, encounteringlgiostalics simulating
past possessions. Of Brito's memory house, Andrea Herrefaesestat the "evocation
of [this] living room, open like a stage set...also serves asith@nee to the installation.
Beyond this point, as the viewer physically enters the strudhaeanstallation takes the

shape of a labyrinth with corridors and rooms containing imagéateceto the various

124 ynette Bosch, "Interview with Maria Brito."

125 Stringer, 4.
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stages of life, existential change, and transformafith.As in El patio de mi casathe
environment here is segmented into stages that behave as botengi@ss of stages
of development and dramatic stage sets.

Brito emphasizes that the scene Kterely a Playershould read as a "metaphor
for the human psyché? a kind of travel through the mind. Curator Olga Viso uses
similar descriptors, relaying that it was "a ‘house' coostch within the museum.
Visitors can walk through the house. They go from middle-class linaogn; down a
barren hallway...This is a claustrophobic trip through the artistsameand psyche'®®
Both Brito’s intention and Viso’s impression lend the piece a dityimnonodramatic
quality, one that allows the spectator to be surrounded by rewaresecollections,
occupying the recesses of the artist's memory. Exchanganglodies for the artist's,
spectators experience and extend the dialogue that Brito begag tha&iprocess of her
constructions.

A peephole in the environment gives access to yet another vismthea vein of
memory. Peeping through it is like peering into the open cabirtdtpatio de mi casa
or the cradles en abyme @ome Play with Us Through this tiny aperture, "Cuba"
becomes accessible by remote, present here through recorded, msdi@dmic
representations serve as a stand-in for the "past.” The imagesnot filmed in a
Havana home, however, but in a Little Havana apartment, thus mgdee film a

surrogate of a surrogate. This reproductive practice Isegala Mendieta's stand-in

126 0'Reilly HerreraReMembering Cuha5.
7 |bid.

128 0lga Viso quoted in Gary Schwan, "Borders’ Getss@nal: Claustrophobic Trip through the Artist’s
Memory and PsychePalm Beach PosB0 September 1994, TGIF section, 35.
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locales and materials, or the copy of the copy of the stftuke Virgin who made
blessed rounds to the Pedro Pan children's camps and performs iat[B&s@ayne Bay's
Ermita de la Caridad del Cobre®

The film reveals an image of another corridor, long and narrow, containing further
possible arteries for exploration: a series of closed doors. Wowéehe rooms we
presume to lie behind them are inaccessible, not only to us (besausee not in the
film) but to the film's protagonist, a young girl—who is, for tipecator, the only other
"actor" to appear in Brito's work. The girl crisscrosses trador to try the doors, but
none open. The film loops, playing over and over the same reel, eniphdisezliminal,
suspended action that is already captured by the film's iicag@gsrative. When the film
ends, it begins, or rather "there's no beginning or &fd.'Stringer observes, "The
curtains have not closed. We wait for the action to resdfe."

A poem written by the artist accompanibterely a Playerin the exhibition
catalogue produced by Cornell University's Herbert F. Johnson Musé&his.text adds
a silent script to the image, verbalizing a layer of Ibstdbood articles, themselves the
real and metaphorical symbols that pervade Brito's work: a bélthgalls, a staircase
to the sky. The poem situates itself between the minds oftibg the spectator, and the
child represented in the film: a hybrid monologue capturing whghinbe experienced
by the exile, the actor, and the spectator/surrogate. lwé#yishe monodrama produces

multiple vectors. The exile is divided between present and past, aatarey spill from

129 For more on the background and significance af stitue, see my discussion of the statue and
hermitage at Biscayne Bay in the introduction.

130 0'Reilly HerreraReMembering Cuha5.

131 Stringer, 4.
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a split protagonist. All are engaged and detached, citizen atel ekiserver and
participant, awaiting and creating action. Brito captures vigatharacteristic of all
Pedro Pan artists who translate their childhood experiences frorathage point of
adulthood; performed out of the mouths of babes are the words of elders.

Portraits of Brito on the walls of the "house" are alterecpoasent both photos
of a pre-exile child self and an eternally unknowable Othegnatoucted hybrid reality
exacerbated by crossing borders. Some portraits suggest childhesdofelaid with
adult countenances. Perhaps these are images of the person\Britbewame, or of the
person she was suddenly forced to become. The installation’sstiberrowed from
Jaques’s melancholy monologue in ShakespeAesou Like I1to express the passive
role the children played in this migration, as the subjects but htrelpgents of their
own destinies. The sentiment that each Pedro Pan child was "merelyra pleyerates
with the view of 1.5-generation immigrants as "second actors" cem@onists, as
expressed by Rubén Rumbaut and his soffhia Dispossessedf In Brito's case,
Rumbaut's concept of "inherited circumstance” has a curious leyea of passivity,
since theact of immigrating, flying from home and making a new home in the W&s,
carried outsolely bythe deuteragonist. The act is laced with false agendyeasbsent
first actor continues to act through the second actor. Viewedvtys the Self/Other
represented in the altered portraits suggests not only the childegitathat Pedro Pan
exiles became all at once, nor just the past self (childgpteself (adult), but the child
(deuteragonist) and the parent (antagonist). Carol Damian aeEubxito's sharp

critique: "she evokes the pain of isolation, the shedding of maskgtveir pretense to

132 Rubén G. Rumbaut in Peter I. Rose, &tie Dispossessed: An Anatomy of ExXiliniversity
of Massachusetts Press, 2005), 340. For Rumballitgiote, see my introduction.
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false roles and identities, and the quest for eternal peacesnialbhouse that is as much
a laboratory of self-introspection as a trap that warns otr@s of the past:®® The
memory house, however, is a labyrinth of limited options. A multinfdéoors leads
nowhere. The actor, the spectator, and the artist all becomsd dbgllan unlived and

irretrievable past.

The 1991 group exhibition entitledUBA-USAfeatured fifty artists whose work
conveyed a strong sense of "Cubanness and their yearning faotitsit*>* The artists
represented a diverse community of Cuban exiles unified by'8tered identity as both
Cubans and Americans, and their deep nostalgia for the homeland treyoba*®
Brito and Mendieta were two of the fifty represented in thatxss While closer in theme
and experience than their fellow Cuban-American artists, theyain separated by the
distinctly different aesthetics used to convey their exileitoBrcontribution, entitled\
Theory on theAnnihilation of Dreamsfeatured a child's bed pierced by a stream of
spear-like directional arrows, a violent invasion of the past. Meaxislipiece was a
silueta from heSand Womaseries, a small anthropomorphic mound of sand blanketed
with seashells. Brito’s indoor scene and Mendieta’s outdoor scenerhon#ipdrt the
spectator by bringing "little" representations of remote aaddessible homes into the
gallery space.

Maria Brito and Ana Mendieta were also exhibited together in & E9@w

133 Carol Damian, "Maria Brito: Museum of Art Fort Léerdale,"Art Nexusno. 30, January 1999, 145-46.

134 paul Richard, "In a Cuba State of Mind: Tri-VerSlmow Reflects Yearnings of a Lost Homelanthe
Washington Pos6 May 1991, Art - Sunday Show section, p. G1.

% |pid.
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curated by Viso,Transcending the Borders of Memoryn evaluating artwork of this
smaller exhibition of Cuban-American artists in exile, Viso regtia common sense of
the "fragmentary nature of memory® Brito, who installedMerely a Player and
Mendieta, whose twice-absent figure was represented in photograpéisaarvings and
siluetas, constituted half of a quartet of artists attemptongorge a meaningful
reconnection with the past’ Having migrated as Pedro Pan children, Brito and
Mendieta share a unique history with which to come to terms. Marglgentiments
invoke imagery from Taino cultures to articulate her involuntaryegxkttempting
symbolic healings for her wounded child/adult self and quoting fromatire SSanteria
rituals she found irresistible as a child. Maria Brito exg®ss similar perception in
having been transplanted as "merely a player.” Both use scudptdrgerformance as a
means substitution, creating ways to revisit lost childhoods througtbadigm(and
sometimes "miniature") reproductions of home. Both feel "uprodiedi home and
orphaned by family, and both perform an elusive search for "robtsudh their
artworks.

"Roots" are literally incorporated into both artists’ work. Metadieovered in
bark, clings to a thick oak in lowa and fashions a holy virgin outogfilzds visible roots
in Miami. InEl patio de mi casaBrito's kitchen sink contains a weak, disembodied root;
the spectator's exploring eyes find a second root firmly planted\ardrown, spearing
the child's crib in the room representing the "past.” Mendiefarpes outside, trusting

her works only to a surrogate Mother Earth, in order to come closan toriginary

1% \/iso quoted Schwan, "4 Cuban Women Trace Memdmi&Borders"."

137 Brito’s and Mendieta’s works were installed nexpteces by Maria Martinez-Canas, whose parents
moved with her from Cuba to Puerto Rico shortlgmshe was born in 1960, and Maria Magdalena
Campos-Pons, born in 1959 Cuba of Nigerian ancestiywho moved to the U.S. in 1990 after marrying a
Bostonian.
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womb-like protection from which she can never be ripped. Conversely;sBsafety can
only be found inside, in highly detailed, packed, preserving sheltersito'sBr
environments suggest that their occupant might return at any minute,isvMendieta's
the central figure seems eternally absent. Both expressitédreuption of having lost
youth and country as impotent but pioneering deuteragonists. Theirdeararcates
childhood memories, synthesizes biographical artifacts through parioen and

dialogues forever with an incomplete past.
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Chapter 2: NEVERLANDS
Mario Ernesto Sanchez and Eduardo Machado

Performances of Operation Pedro Pan have extended beyond installation and
performance art onto the formal stage. The exodus has yielded two noteuokthigan
theatre pioneers: Mario Ernesto Sanchez, founder of Teatro Avanyga@iheter of the
International Hispanic Theatre Festival, and Eduardo Machado, autibeeio#0 plays
and Artistic Director of International Arts Relations (INTAR) leading producer of
Latino Theatre in the United States. Empowered by the tbalatedium, Sanchez and
Machado have both used the stage to revisit pivotal episodes frarowimemigration on
Operation Pedro Pan. Their plays merge past and present selv@asal the lasting
impression this transformative period made on their adult livesoudrh the two
dramatists’ experiences share similarities—in 1961 they Wwetle young males flying
without their parents from villages outside Havana—they represensitpgmds of the
spectrum of possibilities for young Pedro Pans. While Sanchezl jtiinasands of boys
at Miami’'s Camp Matecumbe (the most popular temporary residenc@accompanied
Cuban boys), Eduardo Machado was one in a minority of orphaned childrewewbo
rescued by relatives at once. Sanchez grew up and remairmed) dviami’'s Cuban
enclave community, whereas Machado’s family settled in CaldorThese fundamental
circumstances divide the boys’ cases sharply, but a close reedgomi of each of their
plights exposes significant common hardships experienced duringitiesiras exiles.
Machado’s journey is marked by the same sensations of rejectobrs@itude that

Sanchez relates were characteristic of the orphanage, thudimspeé myth that a
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sustained family union might ease the transition for young Pedrs. PBoth Sanchez
and Machado, fueled by lingering pain and resentment, create prpsyetological
portraits of protagonists who felt and continue to feel tormentedthieyr past

displacements.

Mario Ernesto Sanchez (1951- ), Operation Pedro Pan, 1961

Director Mario Ernesto Sanchez emigrated from San Antonio deMeagas,
Cuba, on Operation Pedro Pan in 1961. Eighteen years later, he foundes Migaiiio
Avante, host of the annual International Hispanic Theatre Festival, im 1995
showcased his own play about the exodus. "Pedro Pan Finds Neverlansbamiéli
Theater,” reads one of the many headlines Sanchez has inspihéa the Miami
community’> His playMatecumbe: el vuelo de un Pedro Rafatecumbe: the flight of a
Peter Pan takes its name from the camp in the West Kendall sectionahMo which
Sanchez and most other Operation Pedro Pan boys were sent. Teatte'sA 1995
production opened with a special ceremony commemorating the exodus anthdionor
Monsignor Bryan Walsh, who sat in the audience with Elly Chovel (founfd®peration
Pedro Pan, Inc.) and dozens of other former Pedro Pan children. ofiéelto
Matecumbe,” Sanchez greeted International Hispanic Theatrevaresttendees,
indicating his intention to sensorially transport them through spadetime. The
production’s sound design further immersed spectators into the worldaofpC
Matecumbe by featuring an extended opening sequence with percussigeuMbe

Indian tribal pulses mixed with the crows, hoots, and howls of wild animals that ithabit

! Gary Greenberg,"Pedro Pan Finds Neverland in Hispeheater, The Islander Newsey People,
http://www.key-biscayne.com/islander/people/ernégio, accessed 16 May 2007.
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the 22 acres surrounding the camp. Monsignor Walsh and local Pedro Panwadtenm
"returning” to the world of Camp Matecumbe, while others were epeng their first
and only impression.

Because the play offers a particular view of what life in ¢taenp was like,
Sanchez insists that spectators remember that his plaleds ktatecumbe: el vuelo de
un Pedro Pan He insists that "the and the_uh be emphasized "because it's very
important for audiences to know my play is solely based on my erpesend no one
else's. Not everyone felt the same wayThis marks a very deliberate revision; the play
was originally tittedMatecumbe: el vuelo de Pedro Péninus the ujy but as spectators
have responded, it has been rephrased to reflect Sanchez’'s distinpice
interpretation. Nevertheless, the characters in the playimenameless and seem
universal. The play suggests that "no todo fue color de rosa" [nottleng was rose-
colored] in Camp Matecumbe—in addition to the emotional difficultigseeted in a
house of children missing their parents—despite "las buenas intenctmess
organizaciones involucradas" [the good intentions of the organizations idjdlve
Though accounts of life in this largest camp remain as variet$ &rmer occupants,
recorded testimonies and other reports have remained largelsalbéesoespecially in
Miami's public media. A community television documentary boastanip life was

great. There was always somebody willing to go out and play basketbadiiaund...*

2 Mario Ernesto Sanchez qtd.Time Lost Apple Plays: Performances from Operatiedr® Pan
Transcript, Dos Alas Theatre and Martin E. Segalafte Center, New York City, 14 April 2008, 5.

3 Beatriz J. Rizk, "Miami: Meca del exilio cuban@gcenario medido aunque efervesceritatih
American Theatre Reviedv:1 (Fall 2000): 237.

* Gerardo Simms qtd. in Cardona, Joke Flight of Pedro Pan: An Untold American Steigeorecording
(Miami, FL: WPBT Community Television Foundation ®buth Florida and Florida International
University, 1998).
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The Miami Heraldhas quoted former residents of Camp Matecumbe testifyingttst

is like my Ellis Island" or "it was like summer camp"'tinis group of guys relying on
each other..we were our own famify.'For Sanchez’sMatecumbeto paint a
controversial portrait of the camp—especially with the Operatiémsmder and other
Pedro Pan devotees in the audience—was daring to say theatehshe ultimate title
change reflects something about its reception.

Teatro Avante’s performance consisted of a sequence of hauftengwordless,
scenes choreographed by Leandro Soto and directed by Sanchez. sl Rizk
describes the production as "una radiografia del pasaje fismiatya de un adolescente
por los campos destinados a los nifios "Pedro Pans" [an x-rayitpafrthee physical and
spiritual journey of one adolescent in the Pedro Pan cah®éhchez's dramatization
spans the time a fifteen-year-old boy spent as an "orphangntiess, in Camp
Matecumbe. The boy’'s condition there is introduced by a glinmeénis final moments
in Cuba, when he shares an extended airport goodbye with his motherreatisat
appears all too familiar for Pedro Pan children and the pamdmissent them. The two
cling to one other, but because of the Revolution’s authoritativa ¢tgpatria potestad
they know there is no alternative.

At the time of Sanchez’s own departure, Fidel Castro had alssdyteams of
youth away from their parents, either to the Soviet Union or to eeislaind provinces as
part of the new "army of education” literacy campaign. The new rgment had

denounced the family and substituted the country’s traditional Catlehlicagon with

® Jennifer Mooney, "Cuban Exiles Reunite to Help iDaté Historic County ParkCubaNet
http://www.cubanet.org/CNews/y03/nov03/24e6.htneessed 14 January 2009.

b Rizk, 237.
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Socialist doctrine. Castro’s brother Raul explained that thisgeharas motivated by
"priests [who] are trying to poison the minds of our children agafres revolution.”
Memories of this abrupt shift in educational method remain edjyecigid for Pedro
Pan exiles. Florida Senator Mel Martinez, who was sent to Mlaough the Operation
at age thirteen, recalls that "[m]y schools had been closed. The priests wehteaohing
us had been thrown out of the countty." The closing of the Catholic churches,
newspapers, and schools was one of Fidel's earliest Revolutioreagures. Sanchez
has vivid memories of his childhood activities at the time this transition:

| dressed like | belonged ta patrulla juvenil They gave me a wooden

rifle, my pride and joy. | used to march through the streetsroABtonio

de las Vegas, where I'm from...It was a lot of fun. But then gtayted

closing the public schools, the newspapers, the churches, and | thought to

myself, "this is not for me"

In Sdnchez’s play, the mother presents her son with a wooden xcracifnark their
separation, the cross signifying the religion that he must tatte wm as well as the
Catholic Welfare Bureau facilitating the unaccompanied childrenésragjration.

Shortly after this rite, the boy is suddenly separated from ningher by
militiamen who strip search him and steal articles fromguisang or the vermiform
canvas pack that served as the customary carry-all for dlegnoth. Since the new
Cuban government had nationalized even the smallest personal possedwsons, t
lightweight, commodious gusanos became the standard for stashipgrthigted four

pounds of clothes and anything else that might masquerade as aralearinket to

Castro’s armed guards. In fact, these gusanos grew synonymaoautheviitmmigrants

" Conde, 29-31, 44.
& Mel Martinez qtd. inThe Flight of Pedro Pan

® Mario Ernesto Sanchez qtd.Tihe Flight of Pedro Pan



85

who carried them, and the term became a derogatory metongesddbe those Cubans
of all ages who escaped Castro’s RevolutfonAvante’s minimal and highly physical
staging exposes the deeply private invasion a child may hhvesféhe militia violated
their belongings and bodies. In the same forceful grasp, thesksgparated from his
brother and shoved toward a search area where he is made to bemd feovthat his
back forms an examination table for his own luggage search. Thrtistilgy’'s gusano
open and upon him, the men compete for ownership of certain articlegshéyat
confiscate from his pack. Before he is permitted to stand agaih, the boy is strip-
searched, the naked body of the actor representing the youth in fulbivibe audience.
Sanchez spares nothing in revealing the indignities the children enduregd their
difficult departures.

Though Sénchez’s narrative is largely expressionistic, revetimdg?edro Pan
experience almost exclusively through the eyes of its young gmoitst, the mother
appears drawn beyond his impressions and deep attachment to heichimbssrof her
character contributes, like the contemporary written historiégseoDperation, a portrait
of the ordeal not only through the child’s eyes, but a "reenattofewhat our parents
must have gone through when they decided to send us out of Cuba'aloHgs' two-
way experience is accentuated when the mother and son gazerbewlated pools of
light suggesting the pecera, or the glass "fishbowl!" partitionsyaarated children from

their parents in Havana’s José Marti International Airforthe pecera offers a popular

10 SeeThe Flight of Pedro Paand Conde, 37-38.
! de la Campa, Roméan, Cuba on My Mind: Journeys to a Severed Natioondon: Verso, 2000), 54-55.

12 The pecera is described at length in Conde, 1Camtbs EireWaiting for Snow in Havané_ondon:
Scribner, 2003), 377.
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opportunity for Pedro Pan artists to physicalize the painful separaf children and
parents; the partition provided the first and most dramatic néoomg of their immediate
disconnection. Victor Triay explains how "beyond la pecera’s erdramhe children
were separated by the glass walls from those they lovedadtinside la pecera that
many Pedro Pan children truly absorbed the enormity and the sessusihehat was
happening’® Carlos Eire characterizes the Revolution’s decision to learentsaand
children visibly separated for hours across a glass enclosusteesr ‘torture™ Conde
terms the pecera a "silverless mirror holding both past and futuh#eé young
passengers sat "looking at their bereaved family acrossake. 4l In effect, the pecera
behaved as a kind of set prop erected by the Revolution in ordenteniormmigrants,
and it took on a second theatrical identityatecumbe

Lighting designer Luis Felipe Rosa’s decision to fabricate theerpewith
intangible barriers of light and dark conceives the partitionrasr@ psychological than
physical construct, and the chiaroscuro landscape it produces pemnaskably vivid.
The pecera’s re-creation adds a second layer of performancepayhgight's powerful
mode of re-collecting the experience. "Mami!" the boy wavesodisly across the
"glass" to communicate with his frowning, solitary mother, "Ten pf®ento nos
volveremos a ver" [Have faith we will see each other again $8onke most Pedro Pan

children, Mario Ernesto Sanchez believed they would. They remainedfapaearly

13 Victor S. Triay,Fleeing Castro: Operation Pedro Pan and the Cubduild®en’s Program(Gainesville:
University Press of Florida), 72.

14 Eire, 377.
5 Conde, 1-2.

16 Mario Ernesto Sanchekjatecumbe: el vuelo de un Pedro Radeorecording (Miami, FL: Teatro
Avante, 1995).
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two years—an eternity to a child and his parents, but much btigfermany other Pedro
Pan separations.

This theatrical representation of the playwright does not, howes@iain a boy
throughoutMatecumbe Sanchez introduces a convention of direct-address early in the
play in order to establish the split-character role of his autadqbical protagonist—the
actor portrays both a younger self, fresh to the experientegoétion,and himself as an
adult narrator who comments upon his past plight. The technique echatsltbages
behind the playwright's efforts to divulge his childhood story as art.adithe child’s
chronicle flows from a grown man’s pen and becomes mapped onto the badgaila
actor (Juan David Ferrer). From the mouths of elders come the wiobdbes. We can
never know the child’s story as it might be told from the childispective; a reflective,
matured self must mediate it.

The actor leaves the heartbroken "boy" behind in the airport afrdps his
gusano to assume the role of the "adult": "Yo mismo me prepaeé ghaviaje” |l
prepared my own trip], he begins, explaining exactly how a friersistad him in
obtaining a money order and the visa that led to his exit. The raatudttor reveals that
his younger self had anticipated an adventure: "Nunca habia vehado avion" [I had
never flown on an airplane before], he reports, recalling his expmts and fantasies
about traveling up to "el cielo...con las nubes...cocoteros...flamencos.. skyhewith
the clouds...palm trees...flamingos.'¥). The testimony is nearly identical to one Mario

Ernesto Sanchez delivered himself, as an interviewed subject in Hottta’'s WPBT

" Greenberg.

18 Matecumbevideorecording.
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1999 television documentaifhe Flight of Pedro Pan There, Sanchez described the
adventuresome spirit that encouraged his departure from Cubaailsalvanted to come
to Miami on vacation. | had never ever been on an airplane beforme dami was a
place in the sky, with clouds and flamencos, and for me it wasyanice adventure-®
In Matecumbesimilar sentiments are delivered by an adult version of hibdmal self,
an extension of the character whom Sanchez fashions to behave ras & kiyper-
informed counterpart to the child. The strategy affords the piglgtvthe opportunity to
reflect and remark upon his condition, as well as to educate an aidiboat the
Operation as it "happens.” This bifurcated sense of identity exdbits the exile
divided by time (forever contemplating the past from the present) place
(Cuba/Miami), and emphasizes that he experiences deghiempo(out of time) and
destierro(out of place). This convention of expanding a protagonist into a pénmeifs
identities exemplifies much more than the fundamental exilieciples behind Pérez
Firmat's "hyphen"— it exposes the conflict between childhood and adul8eves that
is characteristic for Pedro Pan exiles.

The image of the "boy" in the body of an adult actor multiphssothers
accompany him on his flight, which is simulated by a transparaneghc¢ade filled with
“children."” The actors indicate that they are also "boyLhewing their nails, hunching
over to assume insecure postures, or hanging their heads inssadeetheir departures
from home. The lineup of boys cycles through the boarding processakéimes to
simulate a "full flight" with the production’s limited company. n& Vifia, who had

played the boy's mother in the previous scene, returns as the'sfligiewardess,

19 sanchez qtd. ifthe Flight of Pedro Pan
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cheerfully repeating over and over to each boy, "Chicle!...chicle!.cledhi." as she
awards each one a stick of imaginary gum. The technique of mollifying figghtgoung
travelers by distributing gum or candy on board, or before or aftdmig, was routine.
Raquelin Mendieta recalls that each of the children on her flight was givershdy bar.
Some passengers seemed temporarily consoled by sugary sweletsther Pedro Pan
children saw through the game. Iraida Iturralde rememberfgshgreeting she and her
sister received after landing at Miami International AitpdiDo you want chewing
gum? Do you want chewing gum?...As if chewing gum was going page—.
Yvonne Conde points out that such sweets were something particuladgrdiary to
these young passengers: "Many children share the memory ofdfared gum, an item
no longer available in Cuba, by airport officials upon their arti¥’al The stewardess’s
incessant offering of "Chicle...!" iMatecumbeaunderscores the absurdity of this hollow
but well-intended gesture.

The actor playing the boy is transformed into his adult seifder to divulge the
details of his arrival at his assigned Camp Matecumbe, wdldez boys were usually
placed. After he narrates a short history of the area anddtiee American tribe who
once inhabited it (significantly, he reveals, they were fietorded tribe to have
converted to Catholicism), he expresses how dark this vast tgresemmed on the
evening he first arrivetf. In the reverie, the character seems to vacillate betwsgraki

and present as well as between his two identities. He isadailt and half boy,

20 conde, 72.
2 bid.

22 Matecumbevideorecording. See also Triay, 59. Triay st#tes the camp was "named for Florida
natives converted to Christianity by eighteenthtagnmissionaries.”
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experiencing sights and sensations that were/are nothing like #ibmsg which he
daydreamed on the plane: "Matecumbe es un lugar muy peciiattdumbe is a very
peculiar place], he observes, "siempre huele como Navidad. Fuimoslasedea pinos
gue crecen hasta el cielo. Los pinos hablaban con el viento pero yo eotdoslia
porque yo no hablaba inglés" [it always smells like Christm&® were surrounded by
pines that seem to go up to heaven. The pines spoke with the wind, duitdh'c
understand them because | didn’t speak EngffshCamp Matecumbe’s pungent pine
forest seemed odd and infinite to young travelers who were suddensy #way from
their families, residences, and country and into the middle of "nowhkrdhe Flight of
Pedro Pan Sanchez remarks that his new sleeping quarters seemed d&ppeaiaite
when traveling there from the Miami’s busy airport, and furthiérvghen he trod the
dark, meandering path from the Camp’s main office to his cabin:

This priest, tall skinny—he was a mixture between Frankensheirtte

birds by Alfred Hitchcock—welcomed me. He said, "Welcome home, to

your second home in Miami," and ordered some of the other kids to take

me to my bed, to my cabin. In order to get there you had totwalkong

road, because the office was very close to the street. Direwas way

inside. As | walked through that road, the other kids would come out

jokingly from the side of the road and scare me. And they sdedeel

was scared shitle$s.

% Matecumbevideorecording.

24 Mario Ernesto Sanchez quotedTihe Flight of Pedro Pan
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The exaggerated image of a Frankensteinian priest revealstteene fright Sanchez
experienced as a child so far away from familiar surroundindee f@ar translates into
Matecumbis expressionistic aesthetic: eerie uplighting distorts &gwand the haunting
sound design puts howls in the mouths of what first appear to be be@sityres but
turn out to be fellow camp-mates. "¢Hay alguen aqui?" [Is #mrene here?f the boy
desperately cries into his new, shadowy surroundings, whose darknpifiea the
helplessness he felt upon arrival. True to Sanchez’s personal adgghinsuddenly
bounces off of distorted faces as bodies leap and frightens thgqnista When he
finally reaches the cabin, his new comrades blindfold, surround, and lsimoventil an
authoritative, offstage voice exclaims, "jEst4 bueno ya!" [Bhgdod, enough!]. He is
forced to take the very top bunk in a tall stack of beds, three layers of boys in theair
boy is attacked once more with punches and pillows until the voieethbrity sounds
"icio!" [silencio; silence]. Subtle lighting and musical cisksft the boy back into his
adult version, who tells the audience that life inside this grim,betstyle cuartel
[barracks] was tough to endure. He plays off having been sent tugihest bunk—
“pero a mi no me importa la altura, porque yo sabia que asi Y& esés cerca a Dios"
[but | didn’t mind the altitude, because | knew that that way | elaser to Godf®
Despite this refuge and reassurance, the child remains vulnerable.

Certain details in both Séanchez's true-life testimonials and atram
representations would match the account of any veteran of Matecumbe;doc&m$Raul

Iglesias observed that it was a camp "rule" for each new ytagger to receive a

% Matecumbevideorecording.

*Ipid.
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standard "welcome to your second home" greeting and Martin &iatjlliable to cycle
through a list of initiation rites that were typical for newy®® However, Sanchez’s
focus does not rest on creating a character to represent héé chmp’s residents. The
action is almost exactly as Sanchez lived it. In facs, @imost impossible to distinguish
what is dramatized iMatecumbefrom Sanchez’s actual experience. He divulges a
portion of his experience in the television documentdhe Flight of Pedro Pan
divulges:

From the outside it looked like one of those barracks that the soldier

just before dying in combat... | went in and someone put a grocergrbag

my head and everyone started hitting my head.... [The supervisallyfi

said, "That's enough,” and they took the bag from my head and they

offered me my new bed, which was on the third floor. It was onleose

army beds. It was very high for me. | couldn’t sleep that nigtéume |

used to wet the bed sometimes. And | thought "My God, if | wetbtals

today, | will never hear the end of it." In the morning, Matecumbg wa

ready for m&®
Reports from other residents and inspectors have also expressed Uniéagoeduations
about life in Matecumbe. After visiting the camp, former Arcgmmander Alfred
Schwartz alerted Health, Education, and Welfare secretarghabr Ribicoff that the
camp had squeezed "400 boys in wooden shacks and tents. Theynsteeee high
bunks...there are SIX (6) toilets and TWELVE (12) showers...the carngeased in an

isolated area which abounds in coral and rattlesnakes, clouds of mesdftit Robert

M. Levine declares that "Matecumbe, near the Everglades, wases@nd mosquito-

%" Triay, 82 and Raul Iglesias, "From Cuba to Texad:962, a teenager started his new life in the’U.S
(Austin American-Statesman , 4 January 2009), hifpw. statesman.com/insight/content/editorial/
stories/insight/01/04/0104tales.html, accessedapakry 2009.

% Mario Ernesto Sanchez qtd.The Flight of Pedro Pan

2 Alfred Schwartz qtd. in Maria de los Angeles Terfhe Lost Apple: Operation Pedro Pan, Cuban
Children in the U.S, and the Promise of a BettetuFei(Boston: Beacon Press), 156.
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ridden, and children cried themselves to slé8pSanchez’s play suggests that the lack
of privacy and sheer number of boys and only boys at Matecumbe thatany child
had to learn to defend himself, despite the lurking presence df@#ibolic guardians.
After being physically harassed at every turn—in the bedheasinks, and in the outdoor
showers by the swimming pool —the boy finds himself no more sd¢bare he was
while being frisked bymilicianos at José Marti Airport. Still, some accounts maintain
that these attacks were no more than "novatadas"” [initiationg],dviéerent than "the
people from thepecera—they were...just acting like little jerks™ There exist several
recorded reports of unwanted sexual activity in the all-malepcains of homoerotic
machismo, antbugarrones’? Despite other testimonies that might corroborate Sanchez’s
portrayal, both Operation Pedro Pan’s founders and Operation Pedro Pahavec.
resisted negative representations of Camp Matecumbe. The onlglpudidorsed
disparagement is the acknowledgment that the camp was populaklyamied "un
infierno verde [a green hell]" because of its acres of pines and stiakes.

The playwright’'s revised subtitleFhe Flight of_aPedro Par—is especially
appropriate when considering its 1995 staging, as characters and emvitenmere
revealed through highly stylized, mental-subjective sequences to ycd@echez's
impressions. As both playwright and director, Sanchez demanded tlatdieace not

only consider his particular plight but experience it. His clasdrol of the production’s

%0 Robert M. LevineSecret Missions to Cul{®algrave Macmillan, 2002), 45.
31 Daniel Merida qtd. in Triay, 82.
32 Conde, 78-79; de La Campa, 46.

¥ Conde, 81 and "Veterans of Camp Matecumbe,” hittpv.campmatecumbeveterans.com/, accessed 1
February 2009.
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mise en scene, as well as the scope of what is seen—throaigyistlly frozen action,
the patterned use of direct address, tightly focused specialsresb{s, calculated stage
pictures, and precisely choreographed action—navigated spectdtaygght his
autobiographical character’s circumstances. Though the spevtasldramed by the
proscenium arch of Coral Gables’s El Carrusel Theatre, theulmets command the
director-playwright exerted over this expressionistic journeyMetecumbes audience

to be piloted in ways similar to viewers of Maria Brito’s Re@an-themed sculptural
installation Merely a PlayeP* Critical receptions of that work suggested perspectives
similar to Matecumbe as when, for example, Olga Viso described Brito’s corridor of
images as a "trip through the artist's memory and ps{eh€&hough these artists work in
two different mediums, Brito and Sanchez both exploit bold visual ftuesnvey the
anxieties that still linger within them decades after Operation Pedro Pan.

The extreme level of autobiography Matecumbeelaborates Isabel Alvarez-
Borland’s argument that Cuban-American literature of exile satf®@m "Person to
Persona,” meaning that persons—or writers—translate themselwegpandonas—or
characters—through the reflective distance achieved by theitiv@erocesd® Though
both "person” and "persona"” seem captured Ndgtecumbe another layer, the
playwright's personal post-production response that synthesizes bothamatidation
and his actual experiences on which it is based, still existgleutse formal frame of its

action. Roman de la Campa suggests that though few people questiomsdragty

34 See my Chapter 1.

% Olga Viso qtd. in Gary Schwan, "Borders’ Gets$eeral: Claustrophobic Trip through the Artist’s
Memory and PsychePalm Beach PosTTGIF, 30 September 1994, 35.

% |sabel Alvarez-Borland, 1998uban-American literature of exile: from persorpersona
(Charlottesville, Va: University Press of Virginjgreface, x.
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heroic Operation Pedro Pan, one that "saved so many children fromucosmmdi' the
"middle-aged curiosity of the very protagonists of that storyWwgas time moved on,
motivating the need to "come to grips" with history by taking etéPPan flight into its
own past.?” For Sanchez, the play is an investigative flight into the gesatre offers a
medium to make this meditation possible. Reflecting on the ¢pstnpressions his
boyhood migration made on his adult self, Sanchez insists thaeifand production of
Matecumbewere to be mounted, the actors must remember that:

We were young boys, unaware of the magnitude of the crisig gmn

around us, afraid of being alone, but trying our best to reverse eunfat

an adventure never to be forgotten. It was a lifetime educational

experience that shaped our character and personality, that taught us

"empowerment” years later, to eat everything on our plate, to tienfpa

when waiting for a wish, to appreciate family life, and toireathat the

human race was not perfétt.
Coming fromMatecumbis playwright, its first director, and its inspiring protagonist,
Sanchez’s advice to actors reveals certain teleologicaldstitin response to his own
plight. ThoughMatecumbeommunicates an anxious and cynical portrayal of camp life,
his subsequent contemplations discover a kind of "solution" to the "proloeexXile.
The torment he expresses as part of everyday life in the atiergall instilled in its boys
great power, patience, and appreciation. Sanchez’s commentsraistent with the
idea that Pedro Pan artists endeavor to "work things out'téypting catharsis through

autobiographical stagings of exile. Sharing a perspective withh®a and with de la

Campa’s premises, Michael A. Mason reasons that some #&yilesdeal with problems

3" de la Campa, 54-55.

38 Mario Ernesto Sanchez qtd.Tine Lost Apple Plays.
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that have no solution by continually “staging" solutidhsCreatingMatecumbe and
presenting it to the public international community and the Operationginators,
facilitated Sanchez’s discovery. By acknowledging that #rddhips he and other boys
experienced as a result of their unaccompanied migration made ftimelamentally
better people, Sanchez achieves some level of resolution through thistipradudis
conclusion stands in great contrast to the anti-catharsis exhliyteédha Mendieta’s
performances or the suspended sentiments of nostalgia producedary Bfito’s
installations discussed in the previous chapter.

Despite the critical representations of Camp Matecumbe’s ajggegung teens
and substandard facilities, it was homesickness that made lodgerg almost
intolerable. Ironically, in these communal, overcrowded barracksynboys felt a
profound sense of isolation. Rall Iglesias remembers that he "begaorry about
never seeing my parents, my relatives or my homeland again...[thovaghdurrounded
by other kids my age, | felt incredibly alone, almost like an orpffanVatecumbés
protagonist embodies this quality of loneliness; he constantly digesgaentally from
the camp’s atmosphere in order to fantasize about a reunion wittothernwho left him
at the airport. The audience travels with the boy on these imggjnivhich consist of
dramatized hallucinations just beyond the walls of the stifling dorgi Nearly
undressed, the boy gazes from his elevated bed to discover the Wpectaage of La
Virgen de Caridad del Cobre, the official Vatican-crowned Cathgdiconess of Cuba.

Costumed in blue and white, the Virgin sits motionless just beyond hiterpua He

39 While Mason’s focus is limited to Cuban exilesfpeming Santeria, his theory can be applied to the
solutionless problems of exile outlined by de lagéles Torres, Edward Said, and Gustavo Pérez firma

0 |glesias, http://www.statesman.com/insight/cortstitorial/stories/insight/01/04/0104tales.html.
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travels down to her and animates her with his toutfa Virgen unfolds her arms,
releasing a wreath of flowers to embrace him. Slowly é® dicross her lap, relaxed in
her comfort. The pair assumes a posture resembling a pietéghtse change so that
they are illuminated by an ethereal golden hue as they sustgnogbe The inspiration
for this tableau comes from a statue of the Virgin that was ipeartly featured outdoors
in Camp Matecumbe and remains standing on its verdant propehig ttay. Sanchez's
citation of this statue calls attention to the fact that thielien are in Catholic custody
while at the same time she represents the child’s lost mathgrmotherland. He
resurrects this protective symbol as a fantasy-surrogatehifrmissing mother,
desperately clinging to the only continuity existing in the unaccompachildren’s
lives—their religion.

This idea that country and family might become accessible through one
semblance of stability was a shared optimism among Cubars enilgeneral. Many
Cuban-American exiles continue to visit the shrine devoted to the Virgin in Mianahwhi
has been erected at the city’'s southernmost point (the aremdfclosest to Cuba).
Thomas Tweed’s boolOur Lady of Exilechronicles and contextualizes the popular
pilgrimages made by exiles to the hermitage, known in MiarheaSrmita de la Caridad
del Cobre [The Hermitage of Charity of Cobf&]At the site, a 15-inch statue depicts the
virgin holding a boy Jesus—an image like the one recreated bysantMatecumbe
This Marian effigy is also in exile; she was smuggled out @feCin 1961 on her feast
day, 8 September. With the Operation Pedro Pan exodus still swimg at that time,

one of the statuette’s first major appearances—before shetoarest in the permanent

I Thomas Tweed)ur Lady of the Exile: Diasporic Religion at a Cub&atholic Shrine in Miam{New
York: Oxford University Press, 1997).
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shrine built in her honor—was a thorough tour of the children’s camps tduni is part
of the history of the hermitage that is recorded on its official website:

The image of the Virgin then began a tour of camps for exiled Cuban

children who had to leave Cuba without their parents because dhé&ly c

not leave...today we know them as the children of Operation Petéf Pan.
Victor Triay discusses the Virgin’s tour as one that was corduct meet the children’s
"spiritual needs," as camp staff members endeavored to make kegidgnts feel as if
they were at home to the extent of even "stag[ing] celebratib@iban holidays" and
taking care that the Virgin statuette newly arrived from thdiand "made its rounds of
the camps?®® This performance continues every day as the small figmrelooks out
from her place by the Florida Straits. Tweed connects thgirNar history with the
personified, miraculous status she has been awarded since eritegingnclave
community: "The Miami Virgin had been enshrined in the parish oim&h@ in the
province of Havana before her exile in 1961. Both her origin in the laach@nd her
exile in Florida add to the image’s sacred power. Our La@harity, the exiles believe,
is one of them® La Ermitds location at the mouth of the Florida Straits becomes a site
that exhibits the translocative condition of Cuban exile life iarij or the quality that

many Cubans spend their lives—spiritually, at least—both "harel "there." In

Matecumbethis translocative power translates into a mental escapeothés able to

“2 Official website for La Ermita de La Caridad deble, http://www.ermitadelacaridad.org/ermita.html,
accessed 25 January 2009. My translation fronotlygnal: La imagen de la Virgen comenzé entonaes u
recorrido por los campamentos para los nifios cubardiados que se encontraban solos, habian tenido
gue abandonar Cuba sin sus padres, pues no legipergalir...hoy los conocemos como los nifios de la
operacion Peter Pan.

*3 Triay, 57.
*4 Tweed, 103-104. While the touring statuette bectiradeature of the site ha Hermita another

statuette of.a Virgen de la Caridad del Cobrpresumed to have been featured in the childieanisps, is
preserved at The Pedro Pan Archives at Barry Usityein Miami Springs, Florida.
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design from the camp by using this effigy of the Virgin. Doutdsting inMatecumbe
adds another layer to the power suggested by the image; sgtlificthe Virgin is
played by Ana Vifa, the actress who had played the boy’s gjrieken mother and also
his comforting flight stewardess. In later scenes she aldmp®ithe camp’s cook and
resident English teacher, some of the many roles that eem®dered to offer "mother
figures" to Camp Matecumbe’s parentless boys. The actredsays costumed purely
in blue and white. The play exhibits ideals associated with kian® (or perhaps
"Cobrismo," given the strong association with Cuba’s virgin patrories®presenting
only sacrificial female characters, subservient to miligaror priests and beloved by the

boys. Triay notes that some residents would call Matecumbe&e rbara Yaballi

Stills from Mario Ernesto Sanchez’'sMatecumbe: el vuelo de un Pedro Paheft: An image of La
Virgen summons the boy from the camp's crowded burkto form this "pieta" tableau. Right: A
cook struggles to serve tray after tray of food whé a priest restrains the camp’s hungry boys.

"mother" or "Aunt Sara®® and Conde outlines the close relationship that instructor
Margarita Otesia shared with the bd§sBoth of these surrogates even received letters

from residents after they left the camp. Sanchd&fasecumbemakes it clear that the

* Triay 92.

46 Conde 83.
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presence of female personnel played a critical role in rtitigggéhe disorders imposed by
an all-boys residence, as when the cook emerges in a glowirgaphdn to offer a sack
of food to the boy after the voracious appetites of his more agggdasnkmates left him
with too little food in his belly. The production’s convention of rdtaibling conveys
that the female cooks and teachers of the camps typicallyorpexti"—in their service
through the Archdiocese of Miami—the roles of virgin and mother.

Another significant part of daily life at Matecumbe that posetialenge for its
onstage representation was the camp’s Olympic-sized swimming pofdature of the
property that was restored with the boys’ arrival, the pool relieved sothe dffficulties
of overcrowding and hot temperatures. "When it got so hot that they cobéd’it, then
they had the swimming pool,” Conde reports to reveal how the boys erdiaedls
long summer months with so many bodies competing for the limited aiodhat
circulated in the camp’s confining indoor spated.he pool also featured prominently in
the boys’ initiation rites, in which some newcomers were suligch customary
"dunking in the pool—fully clothed® or worse. As veteran Martin Ling recalls, "they
would tie you up in a chair and throw you in the pddl.However, the featured presence
of this body of water did not signal refreshment, amusement, @atean for every one
of the boys. Rall Iglesias verbalizes one innocent image thatmmasned with him for
years:

| remember one boy who sat by the pool every day. With a broken pi

branch, he would make it look as if he was rowing. When | asked him
what he was doing, he replied, "I am going home." He did this all

47 bid., 85.
8 bid., 78.

“* Triay, 82.
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morning and afternoon. When | left Matecumbe four months later, e wa
still there®

This poignant recollection portrays the pool as a place of tiilecone that might
encourage homesickness and feelings of solitude. The pool also prdyea folace of
great exposure and vulnerability, as the boys were often requirgidower under its
adjacent outdoor rinsing stations. Ling explains: "Because there wot enough
bathrooms and showers, many of us had to bathe in the showers teatuistde the
pools, which were made just to rinse.... | had never bathed in the nudaninof
anyone, and in November it is already quite cdbl.Sanchez’s representation conveys
the mixture of all these varied sensations. When a whistle téieisthe conclusion of
an English lesson, a group of boys race to undress and dive om d&trstage left
platform, the actors’ bodies dangle, leap, and plunge into a luminous @frignaginary
water. Slow movements indicating flailing arms and legs esbidly water are
accompanied by sustained hypnotic chords in the production’s sound desigioyBhe
engage in horseplay above the water, where the chords transfornmteaskouting and
whistles blowing. Rhythmic trills from the whistle choreqarasynchronized gymnastic
movements among them, but the boy protagonist remains isolated. lt&heateon
between designated under—and above—water noises and the contrash ledvwedial
and grouped bodies expresses the idea that the pool was regarded aogphaes of
solitude and communality.

While interaction between the boys seems relatively good-nansitt the pool,

tension mounts as they head to the showers. The boys’ naked bodadsareed by

¥ Radll Iglesias, http://www.statesman.com/insighiteat/editorial/stories/insight/01/04/0104tales htm

* Triay 82.
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darkness while pin spotlights dance across them to reveal glimpsesion. The boy
protagonist waits to bathe alone, but the gang reenters to invapievaie ablution and
to mercilessly heap themselves upon him. The audience’s limiteageantith moments
of complete, sustained darkness, leaves spectators wonderirigeiiet boy has been a
victim of a sexual attack or of merely another initiatory novata@eports from children
and counselors at Matecumbe suggest that homoerotic activity naasentirely
uncommon at the all-boys camp, thought it is unclear how much ofsitcaaducted
consensually between boys discovering their homosexuality, cedfdvg bugarrones.
Sexual episodes were sometimes coupled or alternated with aggreses; one
Matecumbe resident confronted his assailants by announcing: "lkahamwit why you are
beating me up when some of you have been intimate wittm&dman de la Campa
explains the distinction between homosexuals and bugarrones wheimgchast own
Operation Pedro Pan experiences in "A Peter Pan Story," nbtihg bugarrén—a word
with no established English equivalent—is "not categorized agshpmosexual in
Cuba...[t]he sexuality of bugarrones is based on positionality anthlaity...in the
absence of women, they act on m&h.De la Campa also notes that the bugarrén identity
links qualities associated with both "machismo” and the "acceptahsexual contact
among men," forming a "homoerotic machismb."The blurred male fleshscapes in
Matecumbeaddress these ideas obliquely. These suggestive representa¢lp to

establish a polarity with th®arianismdCobrismothat distinguishes the play’s dutiful,

52 Conde, 79.

*3de La Campa, 45. Though de la Campa did notist®amp Matecumbe, he did stay at another large
all-male Florida camp for Pedro Pan children.

5 \bid., 45-46.



103

and Virgin-like female characters. The contrast between srachiand marianismo
helps to construct the oppressor/savior tension that establishes iamataljt resolves
Matecumbis plot. After surviving many difficult days in the camp, struggliwith
English and feeling alienated from many domineering co-habitdrgdyoy is "rescued”
by his mother.Matecumbe=nds with a poetic reversal of the opening scene: mother and
child happily reunite, thus ending the boy’s temporary but protracted orphanhood.
Though the playwright has remarked that the boy leaves the caimyatuable
lessons learned, it is implied that he does so still without hawiggirad a skill critical
for a schoolboy in exile in the U.S.: English. Though the playism@aas largely visual,
with only the leanest dialogue (excepting the few monologues dediv®y the narrator-
protagonist, most language is incidental), a small number disBngords are spoken
during one representative English lesson. Though the English teadmaracterized as
a wholesome, charitable instructor—with a mellifluous voice, costumed in blue ated whi
florals, and moving with exaggeratedly graceful gestures—the new gagoranents the
boys>® The teacher enthusiastically repeats the English gre&iogd Morning!...Good
Morning!...Good Morning!..." to each pupil as she hands him a pencil—digaran the
"Chicle!" salutation the boys received earlier from the plkrstéwardess. The lesson
officially begins: "Tom is a boy!," she sings cheerfullyth@ group who spits back the
meaningless English sentence. "Tom is a boy!," they reeatand over again, in the
same singsong tone. The cacophonous expression tortures the stutlesygpasy their

ears and turn into dark silhouettes against the resplendent figure of the t€doheis a

% The teacher is a version of Margarita Otesia, typially arrived down the camp’s dirt road in wigt
remembered as "Mrs. Orestia’s safari” a car fronictvithe boys would unpack a chalkboard and books fo
their outdoor lessons. See Conde, 82 and Triap332
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boy!" they flail their bodies, zombie-like, under the tent of thmmkeshift, outdoor
classroom. Distorted music underscores their grotesque dance until adigigicals the
restoration of "normality."” The teacher collects the pencils—
"Goodbye!...Goodbye!...Goodbye!"—and with a final flourish of her umbrelia, is
gone®®

The English lesson sequence is one scene in which the group appézatsvith
the protagonist in his interior world. Their environment transfolmngeveal the new,
alien sounds in their heads as they feel tormented by the lEfagliguage. De la Campa
remembers the pressures associated with learning English Bedro Pan exile:
"Language becomes the most valuable currency...the world seerihg betgond your
reach when its sounds and signs don’t speak to Yoillie statement recalls some of the
boy’s first impressions iMatecumbgewhen he felt instantly lost in the green hell where
"Los pinos hablaban con el viento pergo.no hablaba inglés [The pines spoke with the
wind, but...| didn't speak English} Both during and after his stay in Camp
Matecumbe, Sanchez struggled with English. His greatestestrcame when he
committed himself to the self-imposed task of translating mercan history book word
for word. Though he failed English in college, facility in theguage eventually came
to him by virtue of living in South Florida throughout the 60s and°704iving in

Miami’s "mundo bicultural" [bicultural world] and studying at Flbai International

*5 Matecumbevideorecording.
" de la Campa, 47.
*8 Matecumbevideorecording.

%9 Gary Greenberg, http://www.key-biscayne.com/istfeople/ernesto.htm.
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University inspired Sanchez to promote dramatic work in both langiages.

Sanchez founded his own company in 1979 in order to initiate meaningfulechang
in the light fare offered by Miami theatre scene at the tiwhich was mostly dominated
by Spanishzarzuela$® As founder, director, and producer, he has declared that his
mission is to preserve Hispanic language and culture in the UhSL987 Sanchez’s
Teatro Avante began producing the International Hispanic Theatrevdte@HTF),
expanding its three-year-old predecessor’'s "Actuando en Conjuntah@Atogether]
offerings to include works performed in Englféh.He acknowledges that "One of the
main obstacles we had in the beginning was how to incorporateicamgr With so
many Hispanics arriving, there were language problems, but4fftgears of exile it is
no longer a barrie®® He continues to promote Teatro Avante’s Spanish language
productions to a wider audience, using supertitles and international exposure éttheak

plays more accessible to non-Spanish speaRérsfbwever, asvlatecumbeevidences,

% Luis de la Paz, "Entrevistas: Mario Ernesto SangHel Ateje(Diario de las Américas, 1999),
http://www.elateje.com/0309/entrevistas030910.laoeessed 17 January 2009. Despite the dedication t
bilingual theatre that Sdnchez expresses hereadeahnely supported English Language theatre. nguri

the "Escenificando a Nilo Cruz” panel at the XXahnual International Hispanic Theatre Festival,chén
went as far as to confront Pulitzer Prize winninip KCruz about why he would write in English, irtgig

that he should compose his Cuban (American) piayisé Spanish language.

¢ Lindy Zesch, "Miami’s Theatrical CacheXmerican Theatrd 3:9, 1996. The zarzuela is a distinctly
Spanish genre of musical theatre featuring spokersang interludes that blend operatic and popular
music with dance. The #@entury Cuban composer Ernesto Lecuona composathker of zarzuelas,
making the genre a traditional one for Cuba as.well

%2 pamela Gordon, "The Importance of Being Ernestidmi New Timesl June 1995, http://www.miami
newtimes.com/content/printVersion/235925, accedSedanuary 2009.

8 Maximiliano Barrientos, "Sanchez busca un teatrealidad, uno que haga pens#i,tleber: Escenas
(Santa Cruz de la Sierra, Bolivia, 17 April 200%}p://www.eldeber.com.bo/anteriores/20050417/
escenas_5.html, accessed 17 January 2009. Myatiansrom: "Uno de los principales obstaculos que
tuvimos al comienzo fue la problemaética acercaadesimilacion del estadounidense. Con tantos hispa
que estaban llegando, habia problemas con el idipena después de 46 afios de exilio ya no es una
barrera.”

% Greenberg, http://www.key-biscayne.com/islandeype/ernesto.htm.
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the lush visual theatre that Sanchez creates with this comgarsgends language. His
is a stage where conflicts are most frequently dramatimedgh movement-based action
and sumptuously minimal mise en scéne. Sanchez’s process is @wtimoed by
language that he shaped his plgtecumbewnhile he directed his actors, and no written
script survives. This non-linguistic aesthetic, however, can asegtuch of a barrier for
some audiences as language. Sanchez argues that the theatrexite lisuntry is a
place "where language is so sensitive. | think that is bedsngle theater is based on
text; Hispanic and European theater is more symbdlidHe restates what he sees as a
country-wide issue on a Miami scale:

In this country, language becomes a big hassle. My audierepegano

shows at Area or New Theatre, but it doesn’t work the other waynd.

New Theatre and Area audiences are afraid they won’t undergiand

production if they don’t understand the language. But good theater is

good theater, and you don’t need to understand the language to understand

that®
Audiences who patronize the English language theatres in Miannair the same
populations who support Spanish language productions mounted either at IHfié¢ or
small houses confined to the Little Havana area, and reviews ddwaytsacross over
from El Nuevo Heraldo The Miami Herald Sanchez’s festival does much to sustain a
tradition of Spanish language theatre in Miami, supporting future gjgores trained at
Miami Dade College’s Prometeo Theatre, and recently prergidviaderaMen, a new
group of young practitioners led by Frank Quintana—a member of the 3950t

Matecumbe

Reflecting on both his plafatecumbeand the childhood self it reanimates,

% 1bid.

% Gordon, http://www.miaminewtimes.com/content/pvietsion/235925.
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Sanchez contextualizes his life-long belief that the theatfeore than a luxury it is a
necessity, especially if it involves a theatre that is not cervial, that reflects our
society and reveals the conflicts we ha¥e.As the first to stage a dramatization of the
unaccompanied children’s exodhdatecumbemight have had wider commercial appeal
if Sanchez had chosen not to exploit such controversial conflicts. uhtestrained
approach (with his organic method of writing-as-staging), howevsigmied a cathartic,
meditative practice for exorcising his Pedro Pan demavgtecumbi& pat reunion-
based resolution distances its adult narrator from the remate gedl that shaped the
first years of his exile. He is able to escape the wwgldeveals, stepping into a spotlight
to calmly reflect on the scene in a presentational addredsetaudience. This final
image eerily echoes Sanchez's pre-performance "Welcomblat@cumbe" curtain
speech honoring Bryan Walsh and Elly Chovel. Sanchez’s prominence thighMiami
community ensured the attendance of these and other represenfatime®peration
Pedro Pan, Inc., though they do not endorse his play by listing itotligr creative
works about the exodus included in their official websitddatecumbis resistance to
commerciality, however, allows this former Pedro Pan exiléctone to grips with a
complicated national history that affected [the children] so dest@yn age at which they
could not act for themselve$® It is a history that he can fly back to as a playwright,
producer, and director, confronting the past by simulating and refiegpon it through

the theatrical medium.

%7 Barrientos, http://www.eldeber.com.bo/anterior88&0417/escenas_5.html. My translation from: "Méas
gue un lujo es una necesidad, sobre todo si sedeatino no commercial, que refleje nuestra sodigda
muestre los conflictos que tenemos.”

% de la Campa, 55.
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Eduardo Machado (1953- ), Operation Pedro Pan 1961

Unlike Sénchez’sMatecumbe Eduardo Machado’'Havana is Waitingand
Kissing Fidel are chiefly text-based, naturalistic in tone and linear focsire, and
possess a sense that events unfold in "real time." Though ehglaywrights expose a
great deal of autobiography in their work, Sanchez’s world reneximessively interior,
while Machado’s world operates in terms of verbal confrontatiohallenges, and
declarations. Like Sanchez, Machado creates autobiographical Eersamna
"unfinished," attempt to recover lost spaces and time from asheahi adolescence.
Nostalgia and drug-induced hallucinations suspend characters iral@ rehere
homecoming might be imminent. "A valium makes you feel like youflagding in a
warm beach," Miriam insists iBroken Eggs"If you take three you get to Varadero,
Cuba.®® Modeled after himself and other members of his Cuban exildyfathese
representations remain "psychologically adrift,” swimming lgeached meringues in
seas of custard dslas Flotante the Cuban dessert that inspired the title of Machado’s
1985 tetralogyThe Floating Island Playswhich concludes wittBroken Eggs® "A
floating island...that's me," Machado acknowledged when discoveringitlieifor his
first plays. "I had mined some of the most powerful themes and secretsfrédamily’s
history," he revealed, with the hope that "I would be able to floatt pg&y own

insecurities, through this hurricane of conflicting realities, mgonew life as a writer’™®

%9 Eduardo Machaddroken Eggsin The Floating Island Play&New York: Theatre Communications
Group, 1991), 176; 216.

" David Richards, "Another Epic, with 4 Plays in 6us,” The New York Time40 November 1994,
C20.

" Eduardo Machadd,astes Like Cuba: An Exile’s Hunger for Hohew York: Gotham Books, 2007),
230; 240.
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It was not until his first return home to his native Cuba, howevéer afhich he
composedHavana is Waiting(2001) andKissing Fidel (2005)7? that the playwright
dramatized personal sentiments about having been a Pedro Pan child.

In Kissing Fide] Oscar—a grown Pedro Pan exile like the playwright himself—
insists that though he was very young he remembers Cuba well béitagste only
happiness | have ever known . . . fictiohThis cynical quote reveals Machado’s critical
routine of self-reflection; some of his characters may waxipabbut an idealistic past,
but at the same time others dismiss the memory as pointlesdgrast Oscar’s line
further emphasizes the playwright’'s process as one that seeksntin the past for
examination on the stage. As Edward Said suggests, exiles dtmme writers or
artists in order to compensate for their loss by "creaingw world to rule,” one that is
“fiction."”* Theatre becomes the means through which Machado is ableate s
world—one which still charms him and his character Oscar, thougbkmowledges it is
only a fantasy.

This combination of skepticism and nostalgia marks Machado’s 1.5agemed
classification; he shares perspectives that are situateddreveearlier generation of
wistful exiles and their assimilated U.S.-born descendants. Howdaehado’s general

dramatic tone has been interpreted as one that parodies olderginogtalerations of

2 Both plays were produced by International Artsa®ehs (INTAR), of which Machado is artistic
director. An earlier version ddavana is Waitingvas presented at the®™Bnnual Humana Festival of
American New Plays at the Actors Theatre of Lodisvh 2001 under the titl&vhen the Sea Drowns in
Sand

3 Eduardo Machaddissing Fidel(New York: Samuel French, Inc., 2006), 41-42. EduaVlachado also
uses this quote to introduce his biographical mognote for the 2005 INTAR production ifssing Fidel

" Edward W. SaidReflections on Exile and Other Ess&@ambridge, Mass: Harvard University Press,
2000), 181.
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"frozen" Cuban exiles. Jorge Huerta affirms—while obliquelyogexzing the
playwright's Pedro Pan status—that "[a]lthough Machado was born in Cubashenly

eight years old when he was brought to the States and he does not seem inclined to retur
satirizing the older generation that do&s." Many of Machado’s first generation
characters journey without end toward an impossible homecoming, Vilegnwill
inhabit their old houses again. Fabiola, the second of thEloating Island PlaysCusa,

“the lady of thehouse"’® finds herself painfully exiled from her residence even before
she physically leaves it: "I can’t let them touch my thihgbge insists, when militiamen
arrive to inventory her home and seize not only her property but even m@ptegf
dwellings and possessions, "[p]hotos of my old farm, photos of my olglwaiigos of my

old house.”” In Broken Eggsfirst-generation exile Miriam Marquez places a phone call
from the U.S. to Cuba, not to connect with family, but merely toupaher old house: "I
sometimes think that | live at the same time there as h&leat | left a dual spirit
there...[tlhat's why | had to call. | miss the floor, the windowe &ir, the roof®
Ricardo L. Ortiz points out that in Machado’s work characters gleeater attention on
the retention of memories related to domestic Cuban propertiepebate’”® This trend
among exiles in general may be because people are moving ifg wehile

remembering places, as David Rieff discusséhm Exile: Cuba in the Heart of Miami

> Jorge Huerta, "Representations of ‘Home’ in THoe®. Latino Plays,”IV Congreso de Teatro
Latinoamericano, Latin American Theatre Today (lénsity of Kansas, 29 March — 1 April, 2000),
http://www.dramateatro.arts.ve/ensayos/n_0002/gtays, accessed 9 December 2008.

8 Machado, character description for Cus&abiola, in The Floating Island Play$50. Emphasis mine.
" Fabiolain The Floating Island Plays$0; 105-6.

8 Broken Eggsn The Floating Island Playsl98.

® Ricardo L. Ortiz, 165.
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may suggest that the past is secure, or that "memoriesraheif place.® Spaces still
standing suggest that one may go home again.

Machado’s characters’ sentiments connect Gaston Bachelaraisepto of
"topoanalysis"—in which memories of the rooms and articles asedciaith one’s
originary home suspend one’s adult self in a kind of motionlesEresith the sensation
defined by Said’s "contrapuntalist" theorfés.Differently than Fernando Ortiz’'s 1947
Cuban Counterpoirf® which transculturally historicizes the country’s productive
integration of tobacco and sugar, Said’s notion, inspired by the musaaldgrm
"counterpoint,” postulates that past and present (or, in music, two ns}logiecounter
to one another within one exiled self (or one musical compositiorpertencing old and
new nations contrapuntally may make exiles feel as if thegt emi "simultaneous
dimensions®—like Miriam’s "dual spirit'—as lands from home and the new country
map over one another in mind and memory. "A while ago | looked out dattee floor
and thought | was in the ballroom back homé&flriam reports®> Miriam in Broken
Eggswas the first Machado created in a sequence of first-gemerxile characters who
habitually transport themselves into the protective shell of themary-house,
superimposing its image over everything that is seen in the present.

Twenty years aftefhe Floating Island Playsiere composed, this quality is still

8 David Rieff, The Exile: Cuba in the Heart of Miarfilew York: Simon & Schuster, 1993), 58.
81 Gaston Bachelardhe Poetics of Spa¢Boston: Beacon Press, 1994), 6.
82 Reflections on ExileB6.

8 Fernando Ortiz and Harriet De On@&ban Counterpoint; Tobacco and Sugiiew York: A.A. Knopf,
1947).

84 Reflections on Exilel86.

8 Broken Eggsn The Floating Island Plays198.
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apparent in both of Machado’s "Pedro Pan plaiaVana is WaitingandKissing Fidel
Machado’s technique proves as static as his character, ##tl ddiriam in Kissing
Fidel: "When you go to the house," she instructs her nephew Oscae lefdravels
back to Cuba, "say hello for me. Say, ‘House, Miriam says h&loWhen Machado
himself first returned to the island of his youth—forty yeargrahe had left it—he
experienced sensations that resembled Miriam’s as much assOstss my house!" he
exclaimed to the proprietor when he was refused entrance to the sichbbld been
created from his family’s old home. Hmavana is Waitinghis character’'s words echo his
own: "It's my house!" Federico protests as a Pedro Pan chilé ¢mme, waving the
birth certificate that bears his childhood address—palm-sized praohithéormer self
existed, "another person that was ffe.In the play, the number and street are the same
as the playwright's family’s old residence: "330 Mac®b." In his 2007 (prose)
autobiographyTastes Like Cuba: An Exile’s Hunger for HgnMachado recounts his
emotions as he re-encountered this building forty years after he had left it:

And then | saw it. My home. | proceeded cautiously, step lefudastep.

Images of the houses in all my plays collided with memories isf th

building from my past, the force of their meeting keeping megptuntil |

felt safe enough to get closer. Each time | looked at the bgildfelt

threatened by the possibility that it would just dissolve into nothing.

Spectres of actors who had lived there in my plays seemed ta applea

courtyard, playing out scenes of secrets and intrigue. | felohkeof my

worlds could easily swallow the other, and | had no idea which one was
89
real.

8 Kissing Fide] 81.
87 Tastes Like Cuhdl5.

8 Eduardo Machadddavana is WaitindNew York: Samuel French, Inc., 2008), Z&stes Like Cuba
280.

8 Tastes Like Cuha281.
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Staging confrontations with his childhood past from a now-adult pargpeMachado’s
native and exile realms demonstrate an extra layer of counterpoinbnly do remote
and immediate territories overlap, but so do individual places, pditssmaand their
theatrical representations. Machado sat on his family’s fopnogrerty with the impulse
to "stake [his] claim" though he could not (re)gain entr&fic8ignificantly, he sat on a
"round cement stage" near the dwelling, an area where—asda—¢tal composed and
performed his first plays. Only now, he recounts, "there walaewvorld contained in
that stage that hadn’t been visited for forty years. And itpleagng out before me as if
| had never left*® He regressed while he staked claim on this childhood stage,
anticipating a reoccupation of the rooms that were still vibratheé minds of Miriam
and many of his other first generation characters:

| was eight years old. It was Christmas and the pigs weneg be

slaughtered. The characters in my play were dancing in thedrall

partying in the last throes of a lifestyle that would soon be dtesolehey

were my kindred spirits. They shared something with me. Wedfac

different futures, but they were equally uncertain. | sat, shaheg

blurred space between fantasy and reality with the charactersyi

mind...they became more real to me than the people in my pastyeabre

than | myself felt in that moment, and the whole effect wasngely

comforting. Was | really homé&®
The round cement stage is also preserved on the property of B&l880 Maceo; the
"fictional" scene inHavana is Waitingis nearly (if not completely) identical to

Machado’s "factual" accoufit. Machado’s staged reveries relate a highly metatheatrical

version of Bachelard’s notion of the "theater of the past,” oneighaonstituted by

9 bid., 283.
% bid., 282-83.
9 bid., 283.

% Havana is Waiting36-38.
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memory, [where] the stage setting maintains the charactetsein dominant roles*
while elaborating it within the context of child exile. It isora than just a natural
reflection on the comforts more familiar to his child self that prompts Machado thigplot
course through the house of his past. Four decades of anxieti@sgrébahis lost
childhood have become staged and restaged from that yard forward, and now back again.
Havana is Waitingpreserves the same sequence of events as Machado has
reported they unfolded during his 1999 trip to Cuba. Federico is hungry hadte
unsatisfactory visit to 330 Maceo: "Luncha Terasa The restaurant my father used to
take me t0.*® After failing to gain access to the interior of his old housach4do also
sought to satiate his "hunger for home" by diningaflerasarestaurant, an old family
haunt he thought he would never see adaiOnce there, the playwright stared out of
one of its windows to gaze into the water at the reflected irnahes hometown. His
sensations of occupying this culinary home-away-from-home agaimieelayered with
the representations in his dramatic work: "A breeze hit mg, fdee breeze that | had
described so many times in my plays, a breeze that symbo#fegt and security for my
characters® Oscar inKissing FidelmentionsLa Terasaonly with sarcasm, as one in a
collection of places he must "face" in order to make peace hatlpast: "The street, the
house, the room upstairs...La Terasa, where we all ate paelléoaked down at the

poor.®® His aunt Miriam details a recurring dream in which shstrates Fidel and

% Bachelard, 8.
% Havana is Waiting39.
% Tastes Like Cuh@84. A reference to the book’s surtitle, "An IEss Hunger for Home.”

9 \bid., 285.
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buries his testicles "in the sand in front of La Terasa" befelebrating inside with a
mojito.”® Machado and his Federico occupy a middle ground between Miriamsaad, O
proving to be less cynical th#assing Fidels characters.

Using the familiar restaurant as a substitute for home is llusgration of the
writer's common tendency to use food to represent lost time aw@.s@ining becomes
a performance in itself, a Proustian strategy of recovemughythrough familiar flavors,
and a way of representing his physical and temporal dislocatestierro and
destiempe—exiled not only from the place but from the time of his childhood.
Machado’s recipe-laden memdaliastes Like Cuba@emonstrates this most overtly, but
food almost always plays a significant role in the plays. alimentary motif originates
in a detailed monologue about the history of coffelladern Ladies of Guanabacpothe
first of the Floating Island Playscycle, and surfaces most prominently in his 2004 play
The Cook which was inspired by a visit topaladar (a private restaurant run out of a
family home) during his long-postponed travels back to his native Ciibaough the
magic of revisiting a familiar restaurant, Machado declareBastes Like Cuhd'[f]or
better or worse, | had been able to return to Never LafftThis deliberate reference to
Peter Pan touches on the eponymous Operation on which Machado depadrtefirzes
the fictional Neverland quality that Cuba still maintains asligtant, inaccessible
homeland.

When the plane took off for his return to Cuba, Machado relieved histyahikes

Oscar inKissing Fidel—by popping a Valium and by writing a poem. "Took off to /

% Kissing Fide] 53.
*1pid., 83.

10 Tastes Like Cuba285.
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Never /Never / Land," he wrote in dedication to his brother, who éaahgpanied him in
the other direction on Operation Pedro Pan 40 years before. é$tianed himself:
"Who was waiting for me [in Cuba]? The same frightened cliéd teft forty years
earlier? | did not know if | wanted to feel him agaif:" The airplane, and the travel
distance between nations, becomes a liminal field between hwinexde territories as
well as between youth and adulthood.Klssing Fide] Oscar suspends himself in flight:
"I'm always this scared kid on an airplane leaving it...home...island yb&d'm not
really a man...Maybe I'll always be a boy being sent awaypal'®® The sentiment
originates from the months Machado spent parentless in the Ut&ok"to calling Cuba
Neverland. 1 felt like Peter—after all, | came to Ameraaone of his planes. But |
wasn't free like him. Neverland was a dream from the pgdgcae | had been sent away
from. 1 was stuck in the real world and all | wanted to do wabdtk.*?® Both Oscar’s
and Machado’s testimonials resemble several of Federico’s litsvisna is Waiting

Federico. ...little boy lost, looking for my own home. Should | fly in the

window? And take away all the little school children? That Hédtle

desks in what used to be my bedroom. And tell them, "We arg ftgin

Hialeah, then LA, then New York. Your little selves will alys be here

but...your voice will turn into something you won’t recogniz."

The palm trees still sway. What | dreamt of all my lif@oming back to

"Never Land." The sand will be white. And there’s a volcarside of
me. A volcano called regr&t

11 bid., 265.
192Kissing Fide) 37.
103 Tastes Like Cuhar4.

1% Havana is Waiting33-34. The cities Federico lists—Hialeah, LAdatew York—name in order those
in which Machado has lived since arriving in th&lin 1961.

105 1hid, 24.
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Peter Pan. Peter Pan. Tinker Bell. | believe. | believiaimes. |
believe in Communists. | believe you. | believe you suffered. li¢use
we wanted to strangle the life out of you.... | believe your living i

isolation, was worse than my living isolated from y8u.

Federico alludes to J. M. Barrie’s "lost boys" in relationshi@peration "Peter Pan" in
order to suggest his perception of frozen former selves whom lggniesalive on, his
"dual spirits” in counterpoint. Citations of communism and regretapoge the
decisions of his parents (to move into exile) with those made dyndav patria (to
maintain the embargo)—both of whom he forcefully contradicts. Time shst of
Havana is Waiting leaves the protagonist's family unrepresented, an unusual
circumstance for Machado’s oeuvre, but one that is related to therglat’'s technique

of creating unadulterated autobiography. (His family, of cquiisenot accompany him

to Cuba.) The family does, however, resurfackKissing Fide] bearing the familiar
names of past characters.

The repetition of scenarios and character names throughout Machadweie oe
demonstrates Borland’s "Person to Persona" theories relatdgb@n-American writers
even more literally than Mario Ernesto SancheMstecumbg® Kissing Fidel
protagonist Oscar Marques, like his creator, is a writer bor@djimar, Cuba. Both
Eduardo Machado and Oscar Marques were sent to the U.S. from CuDaerition
Pedro Pan at the age of eight. Machado was received imnhgdiateslatives, so he did
not go into an orphanage like most Peter Pan children. This unique bibgrajy
reveals itself irkissing Fidel

Miriam: You were not Peter Pan!

108 1hid, 66.

197 Borland, Preface, x.
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Oscar: Yes | was. That was the visa they sent me on.

Miriam: But | was here waiting for you. You did not go to an orphanage.

Oscar: You were worse than an orphanafe.
Machado’s memories of Cuba, with the tensions he has observed awhi€xiled
family, provide material for nearly all of his dramatic woM/henThe Floating Island
Playswas staged as a mammoth six-hour, two-part production at The Mpét Forum
in 1994, it was reported that the playwright sometimes left relilsamuttering "l can’t
spend any more time with my famil}®® Family names are used and recycled as
character names in many of Machado’s plays. "Oscar," Mathanost frequently used
character name, began with Oscar Hernandez, a charadtbe iRloating Island Plays
modeled after his maternal grandfather, also named Oscar Hezri&hd&Oscar" in
Kissing Fidel—a descendant of Oscar Hernandez, and representative of the Oscar in
Broken Eggdifteen years later—has unresolved feelings about his passagéagro
Pan child. Oscar’s aunt Yolanda resembles Machado’s aunt Yolandaprdred him
with the idea that he would never see his parents again onceeheliim to the United
States.Kissing Fideltakes place 33 years after the character’'s unaccompanieationgr
in a Cuban funeral parlor in Miami. The family’s matriarch, &scgrandmother, has
just died when he arrives with the shocking announcement thaigbeng back to Cuba
to kiss and forgive Fidel. Chaos ensues, and hundreds of cups of Culemareftirunk
from jittery hands, continually dispensed from two large urnsecestage. Cuba shifts
from an actual setting to a virtual memory—as it has shiftede minds of the exiles the

characters represent. Though they can no longer feel at home iautiiteycfor which

198 Kissing Fide) 39.
199 Ben Brantley, "Creator of a Paradise LostTime New York TimeZ3 October 1994, 6:38.

10pid.
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they are longing, the memory of home sustains many chaad®cardo L. Ortiz
remarks that Machado’s characters are "addicted" or "hooked"visions of
homecoming, taking "hits" off of fantasy as frequently as theyafé’'!’ What is real
and what is imagined is of no consequence; the fantasy of Culiet@we real for it
colors every aspect of their lives.

Cuban fantasies keeHlissing Fidels Hernandez-Marques family challenging
each other in vicious arguments, even attempting to disengage sorfrehovamilial
bonds. Loyalty to the homeland prevails above loyalty to the home.exXdggerated
setting suggests "the most expensive Cuban funeral pafliorMiami, and a tense point
just across the straits from the exiled characters’ msttcy. The family longs to return,
but the land they call home is the Cuba of 1958. Only 90 miles,aivagmains
constantly present, though just out of reach. INTAR Producing Assddegan Smith
notes that Oscar’s aunts, Yolanda and Miriam, regard their livesami "as a dream (or
a nightmare) from which they will someday wake. Their limegefugees, their lives in
exile, are not their real lives. Their real lives cannaimesuntil they return to Cub&*?
Exile is blamed for all of the family’s flaws, sins, and newurt#indencies. Oscar’s aunts
check themselves:

Miriam. This is not our real life, right?

Yolanda. Miami?

Miriam. Yes.

Yolanda. | hope not.
Miriam. Good because in my real life | want to be a faithful Wife.

1 Ricardo L. OrtizCultural Erotics in Cuban AmericéMinneapolis: University of Minnesota Press,
2007), 144.

H2Kissing Fide) 10.
113 Megan Smith, Program note fidissing Fidel(New York: INTAR, Kirk Theatre, 2005), 1.

4 Kissing Fide] 82.
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The family’s inchoate collective identity becomes amplifiatbihysteria after Oscar
announces his plans to kiss Fidel. Machado’s writing itself séevesstimulated to the
point of hysteria,” as noted by critic Charles Isherwood inrbisgew of INTAR’s
production. Isherwood also observes that the play’s wandering s&ustiems from
Oscar’s "debilitating struggle to forge a cohesive identéftér "the trauma of being
uprooted" from his homeland at age eitfit.Oscar’s arms are cut from multiple suicide
attempts, but his father, Osvaldo, still disowns him for wanting b ®iga in order to
restore "meaning" to his life—meaning that has been missing sthddhood. The
eccentric funeral parlor display escalates to reveal Gscadlical instability, and bizarre
impulses are released among the family. The chaotic scaenteisupted by the late
entrance of a new character, Ismael, a cousin from the isaadburnt and filthy from
his dangerous raft escape, Ismael incites a convulsive collisipargpectives. Because
the balsero risked his life to escape the tyrannical Fidelal@s wishes he could
exchange him for his own son. Miriam rushes to make sure thalasstess relative is
bathed and dressed up before anyone sees him—and before he soils anythimg
upscale Cuban funeral parlor. Meanwhile, Oscar kisses and sexualests Ismael
(who comes directly from Cuba) in order to ingest a bit of homscaOeven suggests
payment after a resistant Ismael admits fornicating withstsuin order to eat in Cuba.
Despite his leftist proclamations, Oscar samples Cuba likasammilated American
capitalist—by consuming it.

The incestual chain does not end there. U.S.-born Daniel, Miriam’srsives

15 Charles Isherwood, "Planting Big Wet Ones on theeFof Cuba, The New York Time&2 September
2005.
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closer to a mythical Cuba he has never seen by falling inWdtehis cousin Oscar. It is
also revealed that Oscar and Miriam have shared not only Valium#hésubodies as
well. INTAR’s 2005 production elaborated upon the physical reldtipnshat is
intimated between Oscar and Miriam in the script, adding deep-mbkikses and
groping embraces. Jesus Hernandez Cuellar sums up Machado'sigifgnsdnae as
"caricature representations of the Cuban family in exiftwhile New York Timesritic
Isherwood comments on Machado’s suggestion that exiles withixew $ense of home
find it impossible to establish emotional boundaries in their liV€s.Machado insists
that his plots of incest and other extremes are his waypdbirg the dramatic medium
in order to "purge" himself in a way impossible in "real Iif€"Influenced by Wilhelm
Reich after Freud, Machado conflates the dramatic catharisovgasm as a cure for
neuroses’® Ricardo L. Ortiz elaborates on the playwright's "perver[sioh]the
institution of the Cuban family," suggesting that through hisasttars Machado implies
that Cubans have listened "too seriously to Marx and not seriously enough to*teud."
Oscar’s "fear of childhood" manifests itself corporeally—his swireed anxieties
about the past revive symptoms of an iliness that began after disngplation. He is
"sick" with exile. Oscar screams and spits and flogs himsavidly recalling

hallucinations that have haunted him from childhoen surround and poke him with

1% Jesus Hernandez Cuellar, "Cultural Exchange Gaodg @ne Way,"Contacto Magazinel0 October
1998,CubaNet http://www.cubanet.org/CNews/y98/0ct98/07e3.hantessed 3 February, 2009.

17 Charles Isherwood, "Planting Big Wet Ones on theeFof Cuba.”

118 Tastes Like Cuh®36.

191bid., 190. See also Reich, Wilhelm, Mary Higgiaad Chester M. Rapha@enitality in the Theory
and Therapy of Neuros{®lew York: Farrar, Straus, Giroux), 1980.

120 cyltural Erotics in Cuban Americd 67.
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silver-tipped canes, molesting him sexually and declaring, "Wenaiting for you in
Cuba;" and his dead uncle assures him he will never pass to heavédre warhes home

to Cuba first?* This vision isolates Miami as a kind of purgatory—a waifitare, that

is neither Cuba nor really part of the U.S. The charactedsotie tendencies dramatize
the "schizophrenia of exile"—a phrase Maida Watson invented to diagmbdurcated
self established by some destiertt’s.One strong shot of café revives Oscar after each
"attack.” While these psychophysiological "attacks" allow ©scexilic agony to be
made visible for an audience, the strategy also demonstrata®iauation of the long
line of analogies that have been drawn between exile and illnagssh&s diagnosed
exiles with a chronic "dyspepsia,” resulting from having growstustomed to
homelessnes$® Relating specifically to Cuban exiles, Pérez Firmanéer his in-group
the "walking wounded™* sociologist Marfa Cristina Garcia has associated nostalgia
with madness$?® and Michael A. Mason has diagnosed Cubans with a malady he dubs

that of the "gorrion" whose "symptoms" involve an insatiable yegrfim Cuba:?®

Mason suggests that exiles often prompt themselves to "stag@sslutthen none are

12LKissing Fide) 53.

122 Ana Maria Simo, Exiles, unpublished manuscript gtdMaida Watson, "The Search for identity in the
Plays of Three Cuban American Female Dramatiggifigual Review/Pres$6:2-3 (Tempe: Arizona State
University, December 1991): 194.

123 Edward Saidlntellectual Exile: Expatriates and Marginaits theEdward Said ReadgRandom House,
1993), 373.

124 pérez-Firmat qtd. in Bridget Booher, "Living oretHyphen: Gustavo Pérez Firmafjuke Magazine
(Durham: North Carolina: Duke University, 25 Mar2B08), http://www.dukemagazine.duke.edu/alumni/
dm4/hyphen_txt.html, accessed 5 August 2008.

125 Maria Cristina Garciddavana USA: Cuban Exiles and Cuban Americans irttSBlorida 1959-94
(University of California Press, 1996), 24.

126 M.A. Mason,Living Santeria: Rituals and Experiences in an Afaban Religior(Smithsonian
Institution Press, 2002), 48.
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available in the real worltfY While acknowledging the family-based inspirations that
culminated inKissing Fide] Machado notes that this piece and its Pedro Pan protagonist
are the most recent participants in a struggle to understanéehisere in the context of
his exile and his family. He confirms that through his plagmgiprocess he "struggled
to find enlightenment and pea¢&'concerning his "unresolved issu&8about Cuba and
his family. Familial conflicts in exile continued to link himdikato Pedro Pan. After
being reunited with his parents for almost a decade, Machadodgsarents’ California
home when his father forbade him to study theatre. As a formeéroFPPan child,
Machado answered his mother’'s desperate "How can you live witlboutparents?"
with "I've done it before**® The family tried to alter Machado’s professional course
away from the theatre by sending him to his old Cuban psychiatas/ practicing in
Queens. He began taking "massive doses of Valium" several éirdag—a habit he
cites in all his plays, includinglavana is Waitingand Kissing Fide) to dramatize the
ineffectual coping strategies employed by exiles.

While popping Valiums, Oscar explains his belief that if he kig3adsl, "the
separation between us" will efitt. When his aunts contest that it wBilel who
separated the family, Oscar shifts the agency to the oldetbars of the family who

"left" (and decided that he was leaving), thus separ#timgselves Miriam threatens the

127\While Mason’s focus is limited to Cuban exilesfpeming Santeria, his theory can be applied to the
solutionless problems of exile outlined by Said)ateAngeles Torres, and Pérez Firmat.

128 Machado qtd. iThe Lost Apple Play$.

129 Everett Evans, "Hispanic Playwright Keeps Sight€miba, The Houston Chroniclel3 October 2006,
Cuba Direct, http://cuba-l.unm.edu/?nid=16979&cat-accessed 4 February 2009.

130 Tastes Like Cubal85.

131 Kissing Fide| 44.
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resentful nephew she once guarded after he arrived in the U.S. on Operation Redro Pa

Miriam. Don’t ever speak to me again. If you go. Don’t ever come to

talk to me. Don’t ever ask me for anything.

Oscar. What difference would that make to me? | never speak to you

anyway. I'm going to Cuba.

Miriam. Not while | am alive-®
This charged confrontation brings on another "attack,” a physical amdals
hallucination of the men with canes. The Exile David Rieff explains that the typical
Cuban family living abroad in Miami attaches a stigma to aipyrhade back to the
island during Fidel's "ephemeral” reign. Rieff quotes one Cubatihen addressing her
son after he has returned from such a visit: "When you Idfipught | would die, and
while you were gone, | did die a little each day." Such godticing remarks are
characterized by Rieff as "more than simple histrionic posing.ngasnd performance”
because they contain "anguish" that is very ¥€aMachado’s own return to Cuba, with
the plays that have both anticipated it and resulted from it, Heoxeed him to "shed
angst" that has him declaring that he no longer regards wrisirprapulsory>* Both
Oscar’s fictional and Machado’s real resentment toward vekton either side of his
Pedro Pan migration counters the guilt imposed on them by their pareriss
resentment generates the dramatic conflickKiesing Fidel

Ramén de la Campa notes that the impulse for Pedro Pans to corips teith a

past during which they couldn’t act for themselves leads to a jotina¢ys "ticklish, if

not risky." He questions, "Can people ever sit in judgment on tmityf, Church, and

1321hid., 30.
133 Rieff, 22.

134 Christine Dolen, "Playwright brings to the stageoatrait of Cuban exile experiencéhe Miami
Herald, 1 May 2003, Entertainment News, 1.
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nation, even after they turn fifty? Can they ever recapture taplst, or register
suspicions about historical events that engulfed everyone, most lérab¢lves?*° De

la Campa’s questions about grown Pedro Pans state the objectivesicbbdd’s
autobiographical protagonists Federico and Oscar, who througfamatna is Waiting
andKissing Fidelchallenge their families’ decisions to send them away unaccoatpa
at the age of eight and struggle to resolve anxieties that hagega them since leaving
Cuba. Machado has expressed feeling deep resentment and hataedl hemparents,
who sent him on Operation Pedro Pan with the extra obligation of becanittlg father

to his little brothef*® He has focused more on the harmlessness of doctrine than on
regulations relating tpatria potestad"They were teaching us Marxism in school...but
my parents treated it like they were gassing us,” MachadoTtédNew York Times
This comment earned him more than one angry letter to the &itérs a one-and-a-
halfer Machado remains on the border between characteristioakyalgic and
assimilated generations and demonstrating characterigiiosbioth. Because of this, the
playwright's collection of attitudes can be found not only within this oaseflicted
character, but in all of the characters in the play, as Machademnisea range of
religious, familial, and political viewpoints. It is too simplisto rest on the assumption
that Machado is merely staging the older generations of faneiybers in relationship
to himself. Most of the represented older generations have passeitheibutlashing

political perspectives and exile experiences continue to rewsitén Machado, who

135 de La Campa, 55.
1% Tastes Like CuhaB1.
137 Mireya Navarro, "A Return to Cuba, A Search Fomiiélf,” The New York Time&1 October 2001,

ARG6. José Lucas Badue, "Operation Pedro Pan; Lm@astro, The New York Time&etter to the Editor,
Arts and Leisure Desk (4 November 2001): 4.
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remains "adrift. 28

Huerta observes that Machado’s tendency to transform his most
influential relatives into characters produces a full "spectofiroday’s upper middle-
class Cuban family*®® Though inHavana is Waitingt is Federico and iiissing Fidel

it is Oscar who best aligns with Machado’s autobiography, the plglywwseems to
fracture his conflicted self into pieces or "versions" talggth the other characters in
this familial spectrum. Once his own discordant attitudest erisa multitude of
personas, his interior conflicts may be played out.

The process is similar to the one Augusto Boal prescribeseamealy for social
ailments plaguing any individual Rainbow of Desire Boal suggests that dividing one’s
unsolved tensions into clearly definable strains may producerdgdig’ of personalities
that behave as "constituent parts of the protagonist” who can tbetrdicthem, or at
least try to control them" as they battle it 6t%. Machado’s reports on the early
formation of his writing process reinforce this: "how do | write a plaireally found the
conflict inside myself and gave some to each charatterA therapeutic exercise of
writing an imaginary letter of forgiveness to his mother—towaktbw he had felt

resentment since his solo migration—also played a role intogrths very first dramatic

conflicts!*? Given the fusion of roles in the orchestration of Operation Pedne—P

138 David Richards, "Another Epic, with 4 Plays in 6ts,” The New York Time40 November 1994,
C20.

139 Huerta, http://www.dramateatro.arts.ve/ensayosif2fplays.html. Huerta discusses this spectrum
specifically in association witBroken Eggs

140 Adrian Jackson, Trans., Augusto BoBhe Rainbow of Desire: The Boal Method of Theaire a
Therapy(Taylor & Francis, 1995), 152.

11 Eduardo del RioQne Island Many Voice@ucson: University of Arizona Press, 2008), 62.

142 aura Deni "Afternoon TeaBroadway to Vegashttp://www.broadwaytovegas.com/
December4,2005.html, accessed 1 February 2009.
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parents who dictated the actions of their children who in turn assumed parenthseldl for
and siblings—compound identities must be sorted for introspection. Macheldoede
that there is a side of him who feels that "in being sent heyageal voice was taken
away from me*® Creating a spectrum of characters is an attempt to retimatevoice.
Through performance, the "deuteragonist” status of all passiveampanied children
transforms into the more active position of "protagoriitt.” Staged representations
constitute, as Said suggests, a "new world to fdfe . Though the circumstances remain
unchanged, one may confront the past by restaging it. Theatrebe the battleground
for Machado, a Neverland space where he can hope to resolve thiidsostiat have
lingered since his arrested childhood.

"Someone doesn't write 30 plays about Cubans without seeing allddidles
struggle,” Machado insist8® He scripts portions of Cuba’s conflicted viewpoints
through Ernesto, a Cuban residentHavana is Waiting Ernesto offers Federico a
revolutionary’s perspective on Operation Pedro Pan:

Ernesto. Peter Pan. What an odd name. We sent thirteen thousand

children away from their bicycles, their dolls, their toy gun&e parents

that loved them—even though they were misguidéd.

Shameful...So many kids, thirteen thousand. Sent to the U.S. Like catt

all because of a CIA plot and an English woman living here in CGbe.

was a spy, when she got old the CIA sent her a wheelchair. diSthe
here’*®

143 Evans, http://cuba-l.unm.edu/?nid=16979&cat=cu.

144 See my Introduction and Chapter 1, and also R@Gé&Rumbaut in Peter |. Rose, ethe
Dispossessed: An Anatomy of Ex{l@niversity of Massachusetts Press, 2005), 340.

145 5aid,Reflections on Exilel81.
146 polen, 1.
" Havana is Waiting67.

148 1hid., 18.



128

Ernesto refers to Penny Powers, a British schoolteacher whbttemuHavana and was
the "heart of the [clandestine] netwotkthat made Operation Pedro Pan possible. In
Operation Pedro Pan: The Untold Exodus of 14,048 Childheronne Conde reports:
"Penny Powers died in Cuba a frail old woman. Before her deathagheeceived a
much-needed wheelchair from the Pedro Pan Group, whose membelse ssante
children she had aided more than thirty years earfir.Tn response to the account
Ernesto delivers irHavana is Waiting Federico asks, "Was her name Wendi}?He
thus suggests that Penny Powers was female counterpart to Biglah Wwhd James
Baker, who engineered the movement of all Peter Pan "Lost Beyaleen Neverland
(Cuba) and the real world (U.S.).

Havana is Waitingdramatizes one particular event that stands as the most
significant of Machado’s performances in letting go of yeargai and angst since his
unaccompanied migration. During his first trip "home" to Cuba, stilatiated after
visiting his old house and dining at La Terasa in Cojimar, Machadtmved a line of
protesters alongl Malecon(Havana’'s seawall) to a "stage set up in front of the United
States intersectio®® The mass assembly was demonstrating for the return of Elian
Gonzalez from the U.S.—another unaccompanied child drama that the Cudssn pr

analogized to Pedro Pan, which had already cost the nation "14,000itesigtittle

149 Byran O. Walsh, "History of Operation Pedro Pg@peration Pedro Pan Group, Inc., 2001),
http://www.pedropan.org/history.html, accessedruday 2009.

150 conde, 70.
*1Havana is Waiting18.
152 Tastes Like Cuh®86. The "intersection” to which Machado refisrthe United States Interests

Section of the Embassy of Switzerland on Havanaasekbn, the closest entity to any U.S. Embassy in
Cuba.
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Elians]."*>

Machado found catharsis in communing with the group and using the
opportunity to dispute his own past. The crowd chanted a rhythmic cturtRElian,
Return Elian!" in a spirit of spontaneous communiashat appealed to Machado’s
unsatisfied hunger for home and resolution. The playwright recallsund myself
joining in. | heard myself screaming at the top of my lungReturn Elian! Return
Elidn! Motherfuckers. No more Peter Pan imperialists! Reflian! Return Elian! |
had found a way to put to good use all the rage | had held back ima€sj>®> In
Havana is WaitingFederico identifies with Elian’s deuteragony: "l didn’'t dedinéeave
here. It was not my decision...Any more than Elian.... | was seny.awavas, my
childhood was stolen®® Federico’s experience in joining the mass protest is
indistinguishable from Machado’s real-life account. After tharacter attempts to enter
the old family residence at 330 Maceo and after he dines aetasd, he finds himself
holding a poster of Elian Gonzalez and shouting "Return Elian! Moitiefs.*>” The
episode functions as a kind of catharsis for Federico, allowingdif®el momentarily
free despite the guilt he sustains for contradicting his parents.

Machado uses his Cuban-resident character Ernesto, rather than his- Cuba

American protagonist Federico, to directly attack the enclavemzonty in Havana is

Waiting The producers who backed his production at New York's Cherry Theatre

153 de los Angeles Torre$he Lost Apple2.

134 See my introduction and also Victor Turnerom Ritual to Theatre: The Human Seriousness a§.P!
(New York: PAJ Publications, 1982).
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urged him to alter the play’s final monologue, but Machado refused. It remained:
Ernesto. Miami Mafia, Yankee politicians. Exxon and United Fruit
Company. Meyer Lansky and all his disciples. Motherfuckers. You've
kept us apart long enough. Return us. Motherfuckers! You've kept us
apart long enough. Return us. Us. Elian. Peter Pan. Give thém bac
Give them back to us. Motherfuckers! Let us come together. End the
embargo. Please. Fuck you. Motherfuckers! Give them Back!

The controversy concerning whether or not to include this concludingessdadvas

exposed by th&lew York Timegalongside additional comments by Machado relating to

U.S. ignorance and imperialism, which invited more protests andiaite TheTimes

called the playwright's stance "risky" while acknowledgingatt he had—very

ironically—"spoken like a true Americad® Machado, who has never acquired a U.S.

passport, is deemed more "American” after—and as a result ofrethim home to his

native soil.
Machado’s characters demonstrate for the return of
Elidn Gonzalez inHavana is Waitingor When the Sea
Drowns in Sandat the 25th Humana Festival of New Plays
%8 bid., 74.

159 Mireya Navarro, "A Return to Cuba, A Search fomidelf,” The New York Time&1 October 2001,
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Nowhere has the controversy surrounding Eduardo Machado been mome sever
than in Miami, where the Elian struggle "divided the community mbaa tanything

180 creating a "tale of two cities" between Cuban and non-Cubarens'®*

before,
Father Francisco Santana, representing MiamgsHermita de la Caridad del Cobre
shrine, insisted in PBS’s Frontline document@aying Elidn
That's why Elidn is so important, because the exile communityeor
Cuban-American community, whatever you're going to call it, began
precisely by the concept of "Save the Children." After thg BRPig
invasions, lots of parents began to send their children by themseiaes [
Operation Pedro Pan] just to save them from commutfism.
An overwhelming percentage of Miami’'s Cuban American population—90eperc
according toThe Miami Heralgd and 78 percent according to Florida International
University’s Cuba Poll—was of the opinion that Elidn should remaihent.S'** The
opinions expressed by Machado and by his characters clearly opposedothite
enclave, and thus supported Jorge Huerta’'s point that the playwrayhepsesentative of
"but not necessarilyepresentativeof' the Cuban communit}* Unlike Mario Ernesto
Sanchez, Eduardo Machado never again lived in the Miami aredhaftiirst months he

spent in Hialeah post-Pedro Pan. His mother, on the other hand, emshasted with

the city as some of Machado’s characters: "To be so near hsheeghce rationalized to

180 Ofra Bikel, "Saving Elian,” PBS Frontline Documant transcript, 6 February 2001, www.pbs.org/
wgbh/pages/frontline/shows/elian/etc/script.htrotessed 11 February 2009.

181 jsandro Pérez and Guillermo Greni€he Legacy of Exile: Cubans in the United Stéesw York:
Allyn & Bacon, 2003), 110.

182 Ofra Bikel, http://www.pbs.org/wgbh/pages/frondishows/elian/etc/script.htm.
183 pgrez and Grenier, 107.

184 Jorge Huerta, http://www.dramateatro.arts.ve/ensiay 0002/plays.html. Original emphasis.
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her son, "a hundred miles away is the Gulf of Mexico, and across the Gulf is Gdlva, a
Cuba there is La Habana, and next to La Habana there is Caginthin Cojimar is our
house.*®* After his parents arrived, however, his father was offered wotkalifornia
through Catholic charities. Eduardo remained on the west coashiwittamily—far
away from his aunts and Miami’s exile politics—until he travetetlew York to pursue
a life in the theatre.

While Havana is Waitingunsurprisingly never played Miami, audiences there are
familiar with Machado’s work. A scandal had broken out three yeanger, in 1997,
when Repertorio Espafiol tourddevoltillo (Broken Eggps throughout Cuba. The
production was directed by New York-based Cuban and Repertorio founaé&rBreh.
"When the Cubans in Miami found out," Machado remembers, “all hell bonse [*°
The Miami-based media scandalized the play; there were boeditghiand protesters
hounded Repertorio in New YofR? When Ana Margarita Martinez Casado, star of
WPBT South Florida’s popular 70s sitcgaué Pasa U.S.A%ravelled to Cuba as part
of the cast ofRevoltillo, Miami's Pan American Hospital cancelled her advertising
contract, and her TV commercials ceased runfifhig.Despite the delight Machado
always derives from making audiences angry, he still could mat the courage to go

home." He had also lost his Cuban passport, and felt "stuck in limbdodutiAmerican

185 Tastes Like Cubal67.
168 pid., 254.

%7 |bid., 255, and Margo Jefferson, "Castro: Patidreals Economic Rift, The New York Timeg
September 1998.

%8\ tireya Navarro, "Building a Bridge: A Theater Trauprom the U.S. Is Embraced by Havarihe
New York Time29 September 1998, A12; Cuellar, http://www.cidiaorg/CNews/y98/0ct98/07e3.htm;
Tastes Like Cub&54.
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citizenship®® His eventual return to Cuba was motivated by the premiere of his first film
at the 1999 Havana Film Festival and by the fact that his hgriieeded to go
somewhere else. It is very hard to write about this place/thiaivere eight years old the
last time you saw it*® When Machado faced an audience at the film festival, he
spontaneously led them in song after the extended applause he receivasinfpr
introduced as a "Peter Pan kid who had come hdfeWwith this impromptu communal
"performance,” Machado offered to his Cuban comrades a little theatre svitimhi

When Machado’s Miami relatives gathered at the 2003 premier©nue
Removedt the Coconut Grove Playhouse, he felt that the opening night party haipe
conquer his "fear" of childhood and make peace with family about whomithenkious
since his arrival in the U.S. This catharsis followed the splectd Once Removed
play that he "knew would piss off at least a few" Miami CuddhsVlachado notes that
the enclave community’s reception of the play was eased by leladind ucie Arnaz —
"it was hard for them to hate a play that Desi Arnaz’s bargwas in"—though one
Cuban audience member left in haste after a humorous line refatihg Bay of Pigs
fiasco!”® Machado insists that he does not "see Cubans in Miami or ia &ubillains.
| see history as the villait* Still, some Miamians see Machado as the villain. Despite

the fact that he never stayed in any of the children’s campsh&tlo’'s name has been

189 Tastes Like Cuba255.
170 del Rio, 60-63.

M Tastes Like Cuh@94. Though Machado had occasion to visit Cubring Repertorio Espafiol’'s tour
of hisRevoltilloin 1995, it was not until this film premiere thdachado made the trip.

12 Tastes Like Cuha814; 316.
173 del Rio, 66.

174 Machado qtd. in Dolen, 1.



134

added to the "Veterans of Camp Matecumbe" roster with the aicughat he has
"attacked the Pedro Pan movement." The entry conflates the "autdOrfofgettable
plays" with his character Oscar, quoting Machado to have saidtiiits to forgive
Fidel.*”> Miami's popular online Cuban-American "Baballi Blog" also acsuse

Machado of "attacking his own besieged people" with his dramatic ¥frk.

The Coconut Grove Theatre, whe@nce Removednd a number of other
English-language Cuban-American plays had appeared, closed itsrd2086. Miami’s
Cuban-American theatre scene continues to be dominated by Spanishgangays,
which Machado does not write. The founding of Teatro Avante in 1979 byoMa
Ernesto Sanchez established and still sustains a large portion efdlave’s theatre.
Avante shares more with the Latin American companies featureds irannual
International Hispanic Theatre Festival than with local Ehegisly houses. Conversely,
Machado’s English-language theatre began in California and continueslinyiirk”’
He remembers how his Spanish transformed into English:

| spoke Spanish all the time. My mother doesn’t speak Englishd thira,

wonderful English teacher in high school who really believed in rhe.

took his Shakespeare class, and | think | got all my intellectuast ide

English. And then, as an actor, | only acted in English. Everything |

know about a play was always in English, and | think that's wirgdte
characters in English®

175 myeterans of Camp Matecumbe,” http://www.campmateleveterans.com/alumni-btm.htm.

176'Broadway Basura,BabaluBlog 3 September 2005, http://www.babalublog.com/cgi-
bin/mt/star.cgi?entry_id=2279, accessed 9 Januz09.2

" Revoltillo, Repertorio Espafiol’s Spanish language versidroken Eggswas translated by René Buch
and Alfonso Manosalvas Jr.

178 del Rio, 62.
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During Machado’s quest to establish himself as an actor, hid\#s York vocal coach
advised him: "Let go of your Spanish melody." At first he tedisnodifying his
accented English (fearing "what if | get lost?), Machado now not only speaks but
often alsowrites in an English that bears no trace of Cuban inflections. Hiente
memoirTastes Like Cubaubstitutes many English words for Spanish ones in referencing
flavors from old Cuba—"plantains" instead of "platanos," for examlkich he did not
even "untranslate” for a Cuban-American audience during the book’s dealihg in
Coral Gables.

Despite the significant differences in language and locatioarigMErnesto
Sanchezonly addresses audiences in his native Spanish), Machado’s autobiographical
theatre bears a strong relationship to Sanchez’s. While Sanchez isratedipart of the
Cuban-American community in MiamMatecumbealso did not pass entirely without
controversy; the performance alienated the very audience it mglsbmed when
Monsignor Walsh and Elly Chovel expressed disappointment with the ipdtiea
production painted of Operation Pedro Pan despite the pre-curtain driltvate were
paid. While Machado did not reside in a cramped camp for Pedrohifdres, he and
his younger brother battled for bunks with several unsympatheticnsoursihis aunt’s
two-room shack in Hialeali® Like Sanchez's opening scenesMatecumbeMachado
and his brother also spent long, lingering moments staring atpéesnts on the other
side of the pecera in José Marti International Airport. It waly his younger brother

Othin, however, who longed to touch their Mother again, while Eduarganbt® fume

1 Tastes Like Cubal99.

180 1hid., 68.
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with rage ("all of this while | sat in the fishbowl...| was faws. | hated myself for

hating them.*®%).

He narrates this through FedericoHavana is Waiting"l saw my
mother on the other side of the glass. She let me go on a plane without her. It could have
been forever. | held my brother’s hand....They searched my butthoikafoonds.**?

As graphically dramatized by Sanchez, Machado’s young bodyaisassearched by
airport milicianos He recounts the experienceTiastes Like Cub@n an episode that
recalls the airport scene Matecumbe"[The milicianq] frisked me thoroughly, opened
my pants, and felt inside. For what? For hidden diamonds, a hundred ldiéMar
imagined the treasures | wasn’t concealing. | turned awdyeaearched mé® Rieff
points out that such vivid recollections discourage the alreadpwagroup of adult
exiles who contemplate returning to the island, as renewed "conitictthe Cuban
authorities” may trigger "stark, unreconciled memories of the lmtmans they
underwent heading the other wd{™ Machado’s character Federico expresses such
reservations irHavana is Waiting "That little boy with the militia prodding his ass.
That's what's waiting for me. Back there...down there in Havanlaat’'3 home. You
want me to get on a plane and face tH§t?"Revisiting these memories through the
dramatic medium can be equally distressing. Federico’s lindMatecumbis explicitly

staged strip search demonstrate the remarkable courage thatldptrrights exhibit in

encountering their former selves.

*1bid., 62.
82 Havana is Waiting13.
18 Tastes Like Cubal62.
1% Rieff, 23.

1% Havana is Waiting14.
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More than thirty years after their solo migrations, Sanchez aachdtlo have
commanded therapeutic, introspective journeys through detailed dratoais of their
departures and returns. Thitatecumberemains producer-director Mario Ernesto
Sanchez’s only play reveals how even this "non-playwright" @etipelled to harness the
stage in order to confront a past in which he &eteéd but over which he had no control.
The strategy can be interpreted as one first initiated by.JBafrie; it was he, as
psychologist Ann Yeoman points out, who suggested that "one may redathéreorld
through dream, imagination and pldj*" The alternate realm proposed by Peter Pan’s
Neverland has been compared to multiple sites occupied by bothe2&med Machado,
including the theatre community Sanchez has established iniMta@nMiami enclave
community itself, and a mythical Cuba accessible only through myembleverland
marks the condition of exile not only in relationship to pladestierrg but to time as
well (destiemp} as its interplay between child and adult worlds compares veting
the past from a present-day perspective. The titular chaciddarrie’s fantasy play and
novel has lent its name to this mass child exodus, whose childrecolwgared to
Neverland’s lost boys. Federico, Oscar, the baylatecumbgandthe playwrights who
scripted them may each be described as Peter Pan is explained by Yeoman:

Caught between two worlds, he is lonely, an isolate...[a]ccess to the

Otherworld is both a blessing and a curse...he knows something of both

worlds but belongs fully to neither, existing on the margin of thehsea,

as it were, in the luminal twilight of the imaginal.... Thissentially

intermediate region is also known to the teller of tales apldee from

which story arises. It is both without and within: at once a physic

geography whose landmarks tell countless histories of soul, and an
imaginal inscape that speaks of our experience of the world onse it

186 Ann YeomanNow or Neverland: Peter Pan and the Myth of Etetvialith(Toronto: Inner City Books,
1998), 114.
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given voice through stor}’
Theatre travels back to realms made impossible by exile,eanoating or confronting
past selves, territories, and scenes in the elusive world can pralezections whose
effects—including relief, awareness, resolution, and agency—may bedappkhe real
world.

Though Machado has claimed that the plays following his trips to Gana left
him with the sensation that he does nao¢€dto write any more; now, | really like to

write, 88

writing in relation to Pedro Pan has not vanished from the plghtsirecent
work. In 2007 Machado premierédternoon Teaa one-act musical about Peter Pan
author J.M. Barrie. The play marks a significant departure fronpldngvright’s usual
themes, as on the surface it has nothing to do with Cuban-Amendanwhatsoever.
His 20091In Paradise inspired by a foray Machado made into Tennessee Williams’s
work, seconds the departure. The Cuban exile theme reignedfrerloating Island
Playsto hisTastes Like Cubeemoir. Kissing Fidelwas the last of his plays to premiere
before this stylistic shift.

In the translation of persons into personas, characters and the individesgl
represent eventually conflate in the minds of creators and ausiemd®v additions to
the Operation Pedro Pan archive at Barry University includsiceeliteratures that have
sprung from storytellers; they are now preserved alongside hatodocuments

chronicling Pedro Pan. The Marian figuresMatecumbecited the camp’s teachers and

cooks who in turn performed the roles of missing maternal protectorsthie

187 |bid, 117.

188 Dolen, 1.
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unaccompanied children. They live on in the surrogate of the VatgBiscayne Bay’'s
frequently patroned hermitage. Machado visualized his own chergedssing in and
out of his former home when he arrived, especially when he wadbleotoapenetrate its
doors himself. The inaccessibility of remote "Otherworlds" presitheir performance.

Re-collecting home expresses a past that even dramaitstscome to realize was

perhaps always, as Oscar says, "fiction."
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CHAPTER 3: DELAYED FLIGHTS

Sonia Flewby Melinda Lopez and
Hortensia and the Museum of Dreantsy Nilo Cruz

Other Cuban-American theatre artists have followed Pedro Pan playwvights
Ernesto Sanchez and Eduardo Machado in dramatizing the exodus. Twoaysw pl
written by relatives of Pedro Pan exiles and featuring adaltacters who were Pedro
Pans continue to be widely produced in the U.S. and abidadensia and the Museum
of Dreamsby Nilo Cruz premiered in 2001 at the New Theatre in Coral €3ailith
subsequent productions at the Victory Gardens Theatre (Chicago) arfeinbloeough
Theatre (London). Sonia Flewby Melinda Lépez premiered in 2004 at Boston’s
Huntington Theatre, with productions following at The Laguna PlayhouseAhgeles),
Coconut Grove Playhouse (Miami), The Miracle Theatre (Portlaackl, New York
City's Summer Play Festival.

The action of both plays depends on deep-rooted psychological affictf
protagonists who once emigrated on Operation Pedro Pan flights. dthdseharacters
struggle to come to terms with the fragmented child selves hlgg left behind in
migration. Sonia Flewflashes back to dramatize a Pedro Pan departure, Wbitensia
follows two Pedro Pans as they return "home" to Cuba. The titleatba Sonia's
dysfunctions are, ultimately, neatly resolved, leaving L6pezy altopical interpretation
of past-and-present politicdHortensia and the Museum of Dregnas the other hand,
remains character-driven and refuses resolution. Both plays eniplppressed

memory" strategies in order to layer the present with the gaghis way, Lépez’s and
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Cruz’s pieces relate to Eduardo Machad&issing Fide] which features a Pedro Pan
protagonist struggling with perverse but tempting mental dembtastensias Luciana,
however, represses memories of an incestual relationship atsslogiith her early days
in exile, and Sonia's repressed memory behaves more as a dlewasgafor expository
flashback episodes to explain the past. Sonia has long held resefumiat parents
who sent her away (and with whom she never reunited)—resentment rebigtiaces
only now when her son Zak announces his intention to enlist in the U.S. NGorps.
In Hortensia and the Museum of Dregnta/o siblings reunite in Cuba after having
become estranged in the U.S. Both plays explore the layered loss of cpargnts, and
childhood while structural parallels are drawn between past anchppeséical scenes.
This chapter examines how each play pilots characters througredemotional flights
as a strategy for resolving anxieties harbored since the @@meiRRedro Pan airplane

flights interrupted their pasts.

Sonia Flew

Born in Colombia to Cuban exile parents, Melinda Lopez did not learheof t
difficult migration her older cousins endured via Operation Pedro upéih she had
reached adulthood. When the discovery prompted her to read published accounts of other
Pedro Pan children, she was struck by an anecdote she found in Yvonnes Good#e'
Operation Pedro Pan: The Untold Exodus of 14,048 Childr@onde had included the
personal account of a mother who experienced an anxiety attackatpbe when she
suddenly recalled her own solo flight on Operation Pedro Pan—a $lightook when

she was the same age as the daughter she was sending ory @ifdmiL.6pez explains
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that the play was inspired by "the idea that you could have a nbfenahd never think
you had anything buried that would sneak up on you and slap you upsidadt& (She
experienced a growing empathy for Pedro Pans about whom she ceadesmiewed.
"It's a privilege to grow old where you were born," she insists,ngditiat being forced
away from one's home, waiting and hoping with no real possibilitetofn is "a loss |
can never imaginé’" Also informed by her own family's narrations of how they were
affected by Pedro Pan, she at last felt compelled to bring the exodus to lifestagine
Lépez created Sonia, a character whose plight she based on th&arolé oral
histories gathered from these family members and other PedsoiRarviewed, as well
as the recorded histories about the Operation studied in preparatite fmoject Her
approach was one that would not simply "retell" the story of ther&ion, but draw
significant parallels to current U.S. politics, resonating wittoed-generation exiles and
their contemporaries. With an achronological two-act strucBoeia Flewepresents its
Pedro Pan protagonist at fifteen, the age of her departure freemélaonlyafter we see
her as the woman and mother she became in her adulthood forty se=arsini
Minneapolis, U.S. (in 2001). The play's sharp structural place/timgaivbetween acts
suggests that this character has been able to cope andrdrgpnot citing her Cuban
childhood in an exiled existence. Unlike many other representatioRedb Pans,

Sonia resists theastinstead of the present or the future.

! Lépez quoted in Catherine Foster, "Her Chancelyo Melinda Lopez Gets Her Big Break with an
Ambitious Play about Cuban Exodu3fe Boston Glohe3 October, 2004, Arts/Entertainment, N1.

2 Mike Rosenburg, "Bedford Grad's Play features Cublze Bedford Minuteman, MA, 10 November
2004, on CubaNet, www.cubanet.org/CNews/y04/noviEdlhtm, accessed 1 June 08.

3 Fabiola Santiago, "Lucie's LoveThe Miami Herald Tropical Life, 17 April 2006, 5.
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While her character does not return to Cuba like Nilo Cruz's protsigoni
Melinda Lopez's new play layers Sonia's 1961 Pedro Pan departtireawsimilar
domestic portrait from 2001. As the contemporary story unfolds ifirgtct One, grown
Pedro Pan exile Sonia exposes that she has suppressed in hey thencmcumstances
leading to her involuntary flight from her home, family, and nation.t TAwo reveals a
younger Sonia, played by the same actress portraying theseadughter in Act One.
Unlike the other Pedro Pans examined in this dissertation—Maitta Bna Mendieta,
Mario Ernesto Sanchez and the boyMatecumbe Eduardo Machado and his character
Oscar inKissing Fide] and even Cruz’s Luca and LucianaHartensia and the Museum
of Dreams—the character of Sonia Bonia Flewnever reunited with her parents.

Melinda LoOpez dramatizes what in psychology is called "Delayerief
Syndrome" as Sonia is forced to recollect a past she has seiffreSonia never
forgave her parents for sending her away, and it is not until she has childrerowhhke
when her son Zak enlists in the Marines and goes to war—thaewgisés the horrible
memory of being sent away from her family forever on Operdietro Pan. The first
act is set in Minneapolis, December 2001. The second act is Betvana, April, 1961.
At two different points in the play, Mother and Son deliver almost icinthonologues
revealing that their mothers had read them the story of Patediing their childhoods.
Sonia’s monologue is delivered as she begins to break through heill trlenkaand
reflect back upon her own youth during Act I

Sonia: My mother used to read me a book. In Spanish it was called Pedro

* Victoria M. Follette and Josef |. RuzeRognitive-Behavioral Therapies for Traur(idew York: Guilford
Press, 2006), 292. Pedro Pan Lourdes Rodriguerilbes how her “delay-grief process" kept her from
dealing with her exile until she was an adult ictdir Andres TriayFleeing Castro: Operation Pedro Pan
and the Cuban Children’s Progra(ainesville: University Press of Florida, 19983,
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Pan. The boy who could fly. Neverland. The lost children. Wendy was the
mother to them all. And she told them stories about the lives tlelefia
behind. So they wouldn’t forget. And one day, Peter got sad, and he
missed home so much that he flew back there, across the ocean. He flew to
the window of his bedroom. But his mother had locked it. And he couldn’t
get back in. | always used to wonder, what kind of a terrible metbeld

do that? Even after years and years, wouldn’t you keep the window open?
Even through blizzard and rain and heat and locusts, wouldn’t you keep
the window open? In case? Just in case? Wouldn't you? Wauld 1?

Later, in Act Il, Zak delivers a kind of companion monologue:
Zak: My mother used to read me Peter Pan. The boy who could fly. He
lived in Never Land with all the lost children. And one day, Pgt¢rsad,
and he missed home so much that he flew back there, across theHeean.
flew to the window of his bedroom. But his mother had locked it. And he
couldn’t get back in. | always used to wonder, what kind of a terrible
mother would do that? Even after years and years, wouldn’t you keep the
window open? Even through blizzard and rain and heat and locusts,
wouldn’t you keep the window open? In case? Just in Ease?
The words of mother and child complete Lopez’s cyclical compauas$ the two children
whose politics forge rifts between themselves and their par&usia obliquely accuses
the offstage mother whose decision it was to send her to the U& anderground
flight in response to her commitment to Cuba’s Association of Rétath. In turn, Zak
accuses Sonia of figuratively "locking the door," referencirrgréjection of his decision
to enlist in the marines in order to serve his country duringimart Zak's challenge
gains momentum when he asserts that his mother’s politics agarthe as his, "you're
no different from me," a statement that contributes to Sonia’s growingtgnaiconfront

her past.

In much the same way that Cuba’s youth were influenced to joiniatysdor

®> Melinda LépezSonia Flewauthor’s own unpublished manuscript, 51.
® Ibid.,108.

"bid., 24.
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young revolutionaries, Zak’s political opinions transform aftentpenfluenced by a
military recruiter. After meeting with resistance frons family, Zak protests, "I'm not
brainwashed. | give a shit."The play’s action begins just three months after the World
Trade Center’s collapse, and the events of 11 September 200laseaveomparison
point for national transformation in the play, paralleling the 1961 rewoluh Cuba.
Zak appeals to his sister to help him convince his mother of the yrgedcsignificance

of his political awakening: "They're still burning, Jenny. Thevers. | went, you know,
and they're still burning® Sonia, who so deeply resents being sent away from Cuba by
her parents that she has blocked out the event along with her childhoosleasatke to
draw Zak away from his impulse to join the marines. Sonia demtesstpacifistic
attitudes about the war in Iraq and begs Zak to make a differgamined commitment,

to the "war on poverty" and the Peace Corps where he might not ‘tbawuse
ammunition.*® She resents the recruiter's influence, interpreting it ascadfinational
indoctrination and becomes desperate to exert equal leveragendmrhe: "You never
came to me. And your father. To even ask what we thought. How can¥/éitit Sonia

is revealed here first as an adult attempting to control hed’shdeparture becomes
significant when the audience learns of her resistant respondertown parents’
decision to send her away. Sonia’s desire to keep Zak from thmeminwar is more
than a mother’s instinct; she reacts while simultaneously oouyner child self, fueled

by deep-seeded fear and resentment.

8 bid., 8.
% bid., 10.
10 pid., 22.

" pid., 23.
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Sonia’s characteristically steadfast spirit begins to brealknddwarly in Act One,
Jen insists that her mother will "be okay. Mom’s always okayZak echoes his sister's

sentiments, confronting his mother with "You were never afraid ytharg. And now all

i

of a sudden...*® Sonia’s composure begins to be shaken with news that would recall

her own remote flight from home and the political involvements she bagdn
abandoned with that departure. The airplane explosions on 9/11 inpatacadisorder
for Sonia, but the new fear of flying, of course, is inspired ashnimycpast as it is by
current destructions. The anxiety begins to trigger "flashbagkgth allow Sonia (and
the audience) to explore the memories of childhood, finally bredkinggh to deal with
her "delayed grief." She relays details of her first anxieachtto her husband, Daniel:

Sonia: Everything went black, And then | was burning up. Couldn’t
breathe. | guess | was crying. Moaning they said.

Daniel: That's what the stewardess said.

Sonia: | guess | was disturbing first class.

Daniel: They said you threw a punch or two.

Sonia: | didn’t want to be on that plane. | can’t describe it. It was just a
stupid conference. There wasn’t any need for me to go to a stupid
conference. They found a better speaker. Next time, it'll be fine.
Daniel: It's too much, all the holidays. We try to cram in too much. Too
many Gods. Next year, we simplify.

Sonia: Next year in Jerusalem.

Daniel: Next year, in Havan#.

A sensitive parallel is also drawn here, between Cubans—who aréireesidubbed the
"Jews of the Caribbean" and Jews, who have suffered similarkilen dn fact, another

mass exoduindertransport took place during the Holocaust (years), flying hundreds

21pid., 9.
13 bid., 24.

% bid., 34.
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of unaccompanied children to remote counttfesSimilarities between Operation Pedro
Pan and Kindertransport are mentioned in the Sonia Flew's Cocoowt Bfayhouse
production program note and in tldewish Advocate review of the original Boston
production'®

Daniel's and Sonia's sentiments, "Next year in Jerusalem™Next year in
Havana," allude to popular toasts made by exiles forced to commatenmmaw years and
other occasions out of the home country with glasses clinked awayhfoma. As many
exiles sustain hope that their displacement is temporary, tbases thave circulated in
celebration of a transient present and an imminent yesterdayxh(whil happen
tomorrow). Though we didn't return home this year, we reserve goaid $pira return
sure to happen next year. The present is not toasted, emphasieixigtance frozen in
time, una cultura congeladaa future that looks like the past. The toast is indexed by the
titte of one book by Gustavo Pérez Firmdext Year in Cubathereby encapsulating the
exile attitudes he critiques. Willy Chirino's concerts featoedebratory songs like
Nuestro dia ya viene llegandfOur Day is Coming] with crowds of thousands
euphorically chanting "jCuba Libre!," metaphorically "raisthgir glasses," convinced
that a free Cuba is around the corner. Sociologist Lisandro Bbsezves that such
toasts persist with a self-acknowledged irony, passed down throigbaay of exile."
He predicts that some future exile generations will stillceéebratingNochebuena

[Christmas Eve] with the tradition&chon[roast pig] quoting that the next one will be

15 See Olga Levy DruckeKindertransport(New York: H.Holt, 1992).

16 Program note, Playbill f@onia Flew Coconut Grove Playhouse, Miami Florida, 19 ARAD6, 34.
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eaten in a free Cubda.

In Lopez's play, Sonia's and Daniel's exchange makes a tongheek-reference
to these attitudes, half-believed and half-abandoned. It expréesémtily's hybridity
and, at the same time, Sonia's cultural assimilation in relatns the past she has
suppressed. By marrying a U.S.-born citizen who practices erehtf faith, she can
"convert" further toward traditions that have nothing to do with her owitage. Sonia's
marriage to Daniel and the "American" family they have created enabl divorce from
the past. Thdewish Advocate Jules Becker invents the following exposition for Sonia
to account for the period shortly after her 1961 transport that ellgriaraded her in the
Midwestern United States: "An immigrant Cuban teenades,is married to a caring
Jewish man named Daniéf"Becker's phrasing hints that Sonia (a perpetual "teenager")
may have selected Daniel ("a man") as a different kind aénpalr replacement after
refusing to be placed in foster homes. Pushing this idea even furtsieould be noted
that Daniel is a psychotherapist. His profession incorporateschamism from Lépez's
original inspiration for the play, the story of one adult Pedro Rtmairport anxiety she
read about in Conde's book who managed to unearth her deep-seatecementpiafter
seeking professional help.

While Daniel's occupation is clearly defined, there is no evidérateSonia has
ever worked outside of the house. Sonia's unresolved "teenage" selbritasied to
submit to Daniel as a way of forgetting, transforming, and reaoyehe parentage she

has lost. In Act Two, the toasts of Act One’s failed holiday dilaeint those of Young

7 Lisandro Pérez and Guillermo Greni€he Legacy of ExiléBoston: Allyn and Bacon, 2003), 117.

18 Jules BeckerJewish Advocat&95:41 (5-11 November 2004): 28.
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Sonia’s modest 1961 quinceafiera celebration. When the fifteen-geigrgplompted to
make a toast on her own, she stumbles, then conveys the opinions shenhasidet as

a new member of the Association of Rebel Youth: "It wasn’t rigiw it was before,
don’t you agree. Some had so much and so many had nothing. But now we’rdtequal.
feels so free, now. It feels so right. Into the future! My head is spinfing!"

Like many of Eduardo Machado's plays, Melinda LépeZsnia Flew
incorporates characters representative of the succeedingtgemesiing a third layer of
agency involving citizenship. Because they have been raised itoilakss into U.S.
culture, and especially because Sonia has concealed her pagtjldrencare not the
inheritors of any real sense cfibania playing no role in the "legacy of exile" like the
one Lisandro Pérez descrif@sSonia's declaration does, however, question the notion of
citizenship. While it can be said that Pedro Pan exiles behaveéwderagonists, or
"second-actors" to their parents' active decisions to emigestend-generation children
like Zak are deprived even further of agency, but by being born ittsdexile country
(because of the decisionthershave made) hbecomes "citizen." Sonia admonishes
"You watch that, Zak—you watch that tone—I love this country. | miee country
mine—! wasn’t born into it—I had to make a vow-2."Punctuating a series of naive
comments by Zak, Sonia's statement points to the irony of whagtsnes is required of

someone to be guaranteed citizenship—nothing.

The passive role of having always possessed the right to claigathe national

9 6pez, 76.
% Lisandro PérezThe Legacy of Exile

2 L6pez, 25
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identity stands in contrast to the active role of becoming, aflsgcand committing.
Perhaps it is precisely this passivity that leaves Zak Wwethconviction that he must take
furtheractionto in order to feel that he possesses identity and a claim tmhatd. He
challenges his mother, presuming she had agency in the conflictes édrmer nation:
"I'm not going to run. I'm going to do something. | would have done $lomg—" to
which Sonia responds "I did not run. | was séft."lt is in these lines that we see the
parallel that Lopez has drawn between the Cuban Revolution and therWiaq as a
curious intergenerational conflict, as a young struggle for independeibe "new"
generation, anxious to be on their own, trade parents for patria cohimaeit will
establish their "freedom."” Zak's enlistment is equated wiathid% joining the young
rebel forces as young Sonia lashing out at her mother in Act Two:

Sonia: I'm not going to end up like you, | know that much. I'm going to

do something with my life. Things are changing everywhere, anddaat

of it. And if | don’t go this summer, I'll go next summer, or flist get

out of the house soon, and get married and then | can do what ¥want.
Pressure is exerted on each youth by both parents and patria. Wheyhikke action or
remain passive, the decision does not seem entirely theirs.id@heof a young, new,
pliable mind seems here constantly subject to guidance, interventreritique. It is
clear than neither Zak nor Sonia fully understand the politics behiirdcttramitments;
military uniforms seem to swallow them whole. Ironically, asid recalls the events of
her own youth, her conflict with Zak is born from her ability to idgnaifth his choices.

She struggles to share her past with him, but her profound 37-peessi®n of memory

leaves her incapable. Sparked by a new fear of losing her sbe ¢m¥ernment of her

2 bid., 47.

2 bid., 97-98.
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exile country, Sonia is only just beginning to recall the evdras gent her there. Zak
begs for his mother to tell him about her immigration, but Soniairesrunable. The
events flood back, but remain trapped in her head:

Zak: So tell me then. Fucking tell me.

(SONIA isolated in light.)

Sonia: | told that priest that | wouldn’t go to another home. | wouldn’t go to a
home with a mother and father. | told them that | had a mother dret,fand |
didn’t need any more. They were placing us all over the countrg.i3tsuch a
big country, you know. | hated all the places, | said no to everythimgcoisin
was at the end of the alphabet. That was all that was |gfinbther promised
she would come within the year. She wrote. She talked about the wealieer
letters. There is not that much to say about the weather iroghiestr Hot today.
Rain this afternoon. Hot today. Rain this afternoon. Hot today. Shkle Qigr
housekeeper got out. | don’'t know how she found me. She told me everything.
She said they both died. They never came.

(Scene resumes)

Zak: Mom tell me!

Sonia: | can't®

Sonia must risk that Zak, too, may elect to go parentlessemsith of the incapacitating
resentment she felt toward the parents who denied her her countdyeardilitary
commitments.

Act | ends with Zak in uniform, fighting on the fields in a Jeem@rlyfEin Act Two,
the actress playing Sonia in 1998 doubles as housemaid and faraitg fklarta,
threatening, "I'll take out my eyes the day | see Sonia orb#fo& of a military truck.”
She is reading the papers in her 1961 Havana kitchen with young Sooib&r filar:
"The first battalion of women teachers have been mobilizédjtas Friador the launch
of the Education Initiative. Women and girls as young as 13 are travelihg provinces

to assist in the education of all Cubaffs."Young Sonia frustrates her parents, trading

24\bid., 49-50.

% bid., 62-63.
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their authority for Fidel's and resisting her ultimate depestdrer new political
commitments supported by naive comments and strategies: "Don’thydu Fidel is
handsome?® ..."Stop treating me like a baby"..."It's not f&if"."What makes you think
I’'m not a new woman, who wants to wear pants, and live in the jundiat W cut my
hair and grow a beard®" That impressionable youth felt romanced by Fidel’s image is
also noted by Carlos Eire Waiting for Snow in Havanand features in Yvonne Conde’s
historical account of the exodtis.As a child, Eire recalls, "I thought his beard was cool.
And also his eyeglasses. 2" Conde elaborates on the time she caught a glimpse of the
"handsome, charismatic, thirty-two-year-old rebel,” describimg ¢xperience as an
ecstasy that "seized me, an eight-year-old participant watdnom the third-story
balcony of our apartment in the El Vedado section...sheer glee, an wuleontr
nervousness that made me run around like a battery-operatett t@ohia’s point of
view reinforces those expressed by both of these Pedro Pan authyisigoto the stage
the young and impressionable mind of a child who might have easly leel into
revolution.

Instead of holding fast to traditions associated with her upbringirtheorsland,

an adult Sonia has distanced herself from customs and detachetifhersg@arents and

patria. She fully embraces the hybridized self that formed é&xperiencing mainstream

*® Ibid, 67.

*"Ipid., 68.

*®1pid., 89.

# Carlos EireWaiting for Snow in Havana: confessions of a Cubay(New York: Free Press, 2003), 87
and Yvonne M. Condéperation Pedro Pan: the untold exodus of 14,04B8a@uChildren(New York:
Routledge, 1999), 3.

% Eire, 180.

31 Conde, 3.
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U.S. Christian holiday customs and the Hanukkah rites introduced by her husband—a self
almost entirely devoid of any influence from her Cuban heritage. r®new of the
play's original production perceives Sonia as a "thoroughly Amerednmniddle-age
Minneapolis woman* Jules Becker of théewish Advocatpoints out that the character
pays significantly more attention to Jewish symbols and imdgesthe Catholic ones
from her childhood. What is left of her Cuban upbringing is almostbcaied as a
surface, token ornament as when her father-in-law greets Hemavibx of pasteles all
wrapped up with a bow and inquiring: "And how is my jewel of the Tr@f¢sSonia,
characterized by suppressed memories, is an extreme reptieseotdhe counter-exile
who triumphs over her separation from hothélThe ground is laid in the opening scene,
as she prepares for a holiday celebration featuring "a littkdog, a little rugalach," and
if there is a "[Christmas] tree, there’s a dreid&l.While Miami is mentioned in the play,
Sonia has settled in Minneapolis, far removed from the enclave.

Multiple references to the season’s weather function as a demdarcation of
home. The violent change in temperature is a notable markeheofPédro Pan
experience in particular and the Cuban exile experience in ¢erigmguel Oti Mendita,
mother of Ana Mendieta, insists that she was insensitive to beémaihg lowa

temperatures because she was so happy to finally reunite wittabighters five years

32 g Siegel, Sonia Flewis Something SpecialThe Boston Glohel5 October 2004, Arts, C15.
3 Lopez, 15.
34 After Claudio Guillén quoted in McClennen, 31.

% Lépez, 5.
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after sending them on Operation Pedro PaThe weather contrast is also noted in the
paradoxical title of Eire'8Vaiting for Snow in Havana One of the first images Eire
recounts—after being sent to Montana through Pedro Pan—is the wonast dpeezing
out the window at other children gliding on the surface of a white autst Seeing
snow and ice skating for the first time was a magical abdeeam, and Montana was
marked as another place and another reality. When Ana Mendiet&isrmatnited with
the daughters she had sent away five years earlier, the oWmimdgpeemotion of the
experience functioned as an anesthetic to lowa’s harsh temperaitredifference in
weather has been dramatized throughout the Cuban exile communitysinfuirjPedro
Pans. For example, Ivan Acosta's pElysupercontrasts a cold New York City exile
existence with the dream of escaping--not back to Cuba—but to tharieeaomfort of
the protective enclave in Miami.

Sonia's father Orfeo tries to soften Sonia's departure bgmniieizing a difference
in weather: "My darling. We have to get your things together. Welothes, Sonia.
Would you like to see snow?....Ice crystals from the sky. No tealike.®’ The clash,
the sensory shock, and the violent, sudden contrast in environments further ttii
places were and are to stand in for "home." This considerednd wsonder that in
Lépez's play Sonia’s first "flashback” is through weather. Tbhealogue precedes an
Act Two declaration by her Mother Pilar in 1961 Havana: "adreof snow. Clean and

cold. Tiny crystals that make a sound like musfc."Sonia's 1998 words echo her

36 Raquel Oti Mendieta iRuego de Tierra
37 L6pez, 101.

% bid., 83.



155

mother's sentiments:

Sonia: | always dreamed of snow. Awake, | couldn’t make it out. Imagine

it. But | would dream of this unknown thing—frozen water from the sky—

at home—my first home in Cuba— we only had this hot rain, miserable,

hot water, these torrential downpours—so regular you could set your

watch by them. But in my dreams, snow was always clean and mald a

when it reached your body—it shattered—tiny broken crystalsribde a

sound like music.

Of course when | finally saw snow, real snow, well that wasc@fisin, |

arrived in April—and it was so ugly—so dirty. It was a terrideey that

day, frigid, windy. And the snow was black. Just mounds of black, rotted

ice. Well, | was. Disappointet.

Confronted with the reality of the "dream" of another place, a srapped utopia fails to
materialize. Once transported into exile, a reversal oftenreaghere in the home
territory becomes the "dream,” a land whose precipitation is, plean and musical.
Sonia's repressed memories far from fashion Cuba into such daneyéowever. Here,
she just begins to revisit the weather of her homeland and hearfiksdl in the U.S. The
reverie treats the two territories equally, revealing th&yleanpleasant memories she
associates with each.

Food, like the weather, also becomes a signifier for culture.dé&lopreparations
center more around Jewish traditions as the family settlesria traditional Shabbos
dinner. Once Sonia’s anger with Zak forces her to begin confrontingores of the
past, Sonia challenges her husband Daniel about they are prepfavietye done it all
your way for so long." Daniel responds "What is my way? Yad, spu told me

40

religion was not something important to you—.'It becomes clear that Sonia left behind

every element of her mother culture when she was forcedetdrimm Cuba; her origins,

¥ bid., 11.

40 bid., 32.
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including parents and country, have been erased from her adulnegistdemories
begin to rush back when Sonia bites intpastel "Guava. This strange hard little fruit.
Can't get it anywhere else. Tastes like hoffte This momentary sensation, reminiscent
of Marcel Proust and his madeleine cookie, can be compared witmeet# inTastes
Like Cuba playwright Eduardo Machado's autobiographical food memoir thatrdtest
strong linkages between home, food, and éXil&ociologist Lisandro Pérez points out
that the food-filled home to which these memories refer, the gotirt "tastes like" no
longer exists. There is barely enough food in Cuba, and the prewugeahary Cuban
cuisine that was recreated in Miami is no longer preparedréiygéneration exile’.
This observation revises the meaningdefstiempaobeyond the definition of a person
"who has been deprived of the time which now passes in his couattyhé already
past, irrecoverable; it is the dream of going to a "home" that no longes#xi

Early in Act Il of Sonia Flew the pasteles gain context. A box of precious
pasteles was the only item the family could procure as a prései@onia in 1961
Havana. That Sonia's Cuban existence was frozen at agen fiteef paramount
significance. Fifteen is a Cuban girl's traditional "comioigage" year, when she is

ceremoniously delivered into society and considered a young ladyia 8mained on

“1bid., 43.

42 Marcel Proust, "A la Recherche du temps perdiDuncoté de chez Swanariginally published 1913,
and Eduardo Machaddastes Like Cuba: An exile’s hunger for hofNew York: Gotham Books, 2007).
For a discussion of Machado's book in relationshipis dramatic work, see my chapter 2.

43 |isandro Pérez, “Socioeconomic and Political Disiens of Generational Change Among Cubans in
Miami," presentation delivered & Changing Cuba in A Changing Worldternational symposium,
Bildner Center for Western Hemisphere Studies, Ghaduate Center CUNY, 15 March 2008.

44 36zef Wittlin guoted in Sophia McClenndrhe Dialectics of Exile: Nation, Time, Languaged &pace
in Hispanic LiteraturegPurdue University Press, 2004), 58-59.
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this threshold of adulthood—in a kind of arrested development—as she fiess dbe

straits from Cuba to the U.S. Fearing that a box of pasteiglst not be enough to
commemorate young Sonia's quinceafiera, or "sweet fifteen," Sonia's Ritdhelecides

to present her with a family heirloom: the ring from her own finger.

In the earlier act of Lopez's play, however, the memoriestettiay Sonia's bite
into the pastel quickly become internalized. Sonia’s flashbaeksestricted to private
soliloquies, as pools of light instantly isolating her as she sgpse childhood
experiences without sharing what she is remembering with imallyfaShe recollects the
past this way, in episodic chunks, during the tensest moments atguowean Zak’'s
enlistment. When things escalate further, Sonia retaliatés stubborn, childlike
behavior, refusing to join the family for dinner. Her daughtersieps in to replace her
mother with the Shabbos prayer while Sonia stands apart in a spghtofréflecting
back on her Pedro Pan departure. These are memories long supjressael first time
she confronts her emigration in such detail and for such a length of time:

Sonia: Children leaving. It was very loud. The soldiers were especially
loud. The boots. And everywhere, there were families crying.
Announcements on the speakers. Planes departing. | walked to the gate
through a hallway of glass, and my family was looking in. Or thal ha
said they would be, they said to look for them, but | was— | was only
watching my shoes. | had on a new pair, my first pair ofsh&ut they
rubbed my toes raw. The blister burned so much, it's all | coulhk th
about. | suppose | must have walked right by my parents. My fathddw

have whistled for me, | suppose. He had a special whistle for me—but
with all the noise | couldn’t hear.

The planes. Silver, so beautiful. How could something that big ever fly?
Other things happened. | know they searched us, but | don’'t remember
that. | lost my ring. Or did they take it? A pocketful of bésdves. And

then | was in the air. | asked to use the bathroom. A nice Amegidan
showed where, and | took my shoes off there, and threw them away. The
hurt me. And they were Cuban shoes. It made sense to me then, although
it was a terrible nuisance when | arrived in Midrhi

* Lépez, 28.
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Pedro Pans often have remarkable recollections about the attieiesvore or carried
with them in flight, which included no more than the clothes on theksbaied what was
not confiscated by airponmnilicianos from their small suitcases @usanos These
possessions, the kinds of things that might have been taken for grantegtdeir daily
lives in Cuba, were closely guarded in preparation for theirar@wncertain life in the
U.S. In some instances, the items themselves--travel bagsthplgs, the outfit one
young traveler wore during flight, etc.--become museum piecésdeed, they are
displayed: literally, in showcases at Cuba Nostalgia or in dslooganized by the group
Operation Pedro Pan Incorporated; or, figuratively, in the museuheahind. In Nilo
Cruz's Hortensia and the Museum of Dregnmne Pedro Pan protagonist keeps her
suitcase through adulthood, and Mama Fefa uses her last words thenrdeparting
children to take care of their new shé@s.

These memorable possessions take on the quality of "costumesbsturtie
props.” The goodbye setting of José Marti International Airportanesnequally
significant when restaging the exodus both in the theatre ofiticeand in performance.
Almost without exception, the most salient feature noted by tfmaging back" their
final departure in the theatre of memory is the airpg#sera Conde describes it as "a
glass-enclosed room...bisecting [passengers’] wtrldhd Carlos Eire recalls the
structure as a piece of very deliberate, even oppressiveeatang, describing the airport

experience as "sheer torture.” Eire sums up the pecera aRetlwution's way of

% Nilo Cruz,Hortensia and the Museum of Dreathé: Dramatists Play Service, 2004), 9.

47 Conde, 2.
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distancing "those of us who were leaving for the States" fitthwse we were leaving
behind.*® In Teatro Avante's production Matecumbe: el vuelo de un Pedro Plan
Mario Ernesto Sanchez, the pecera was realized on stage siynpéyng pools of light,
leaving characters separated by a black divide made palpabl#drg exchanging silent
signals. InSonia Flewthe pecera divides in a different way, as Sonia does not
communicate back to her parents who direct wild tears and gestures throughshe glas

YOUNG SONIA walks through the pecera [literally translated, "the
fishbow!"]: the airport hallway of glass that separates ticketed papses
from everyone else. PILAR and ORFEO call to her from the stteras
she walks across the stage, not seeing them.)

Pilar: Sonia!

Orfeo: Over here!

Pilar: One year—

Orfeo: We love you—

Pilar: She can’'t hear—whistle for her.

Orfeo: My darling you’ll be back soon.

Pilar: For your sixteenth birthday—

Orfeo: Look, we're here—look over here—don’t forget—don’t forget
this!

Pilar: Whistle for her—

Orfeo: My mouth is dry*®

The 1961 action is transformed into a "flashback” as the adult SomaAct One steps
onto the stage to deliver the rest of the memory. We learthihatew high-heeled shoes
she had been dressed in on §emncewas not the only article from her former life she
discarded during her flight:

Sonia: | stood in the tiny bathroom in the airplane—five miles over the

sea—and out of my pocket, | pulled a handful of basil. And I threw it

down the toilet. My ring. | took it off my finger, Spanish gold, from my

great-grandmother’s hand, passed down to me through a chain of pure
love. And | flushed it away. And | said, "I do not forgive you. | will never

48 Eire, 377.

9 Lépez, 109.
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forgive you. You have broken my heatt."
Sonia is quoting from Young Sonia's lines from earlier in the"ddt:am old enough to
be sent away, then | am old enough to speak my mind to you...'m n& goumore. |
am not yours...I do not forgive you. | will never forgive ydt.'In fact, these words are
also the first that Sonia speaks in the play, delivered agpticcprologue that serves to
raise intrigue about what will never be forgiven. The words, #s Robert Nesti points
out in a review of the Huntington Theatre production, "come to haurithendeed,
Sonia speaks this forgiveness sentence yet again during heradespgcussion with her
son: "Zak, if you go. If you go, | do not forgive you. | will nevfergive you.®*®* The
action in Act Two reveals just how deeply wounded her parents werdeby
proclamation, her mother Pilar pleading and vowing to her husband i$erone...One
year...Or | will swim there myself* Orfeo, Sonia's father, "promised" like all Pedro
Pan parents, but he had no contrélatria potestadwas seized from him whether his
daughter stayed or went.

When the government discovers that Sonia's father has been listengmote
broadcasts via Radio Swan, Orfeo stalls imprisonment in order thiki@aughter to the
airport for her flight to Miami: "My soul goes on that plane w@&hnia.®® An adult

Sonia later reports that "None of us saw my father afterddnatAnd my mother, true to

*pid.

*1 L6pez, 107.

52 Robert Nesti, Review onia FlewEdge National Arts & Entertainmerft October 2004.
3 L6pez, 48.

> Ipid., 107.

5 bid., 106.
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her word. Walked into the se¥." The suicide of Sonia's mother, Pilar, constitutes the
other half of the play's intriguing prologue, a soliloquy of finayers before drowning
in the ninety-mile gulf between the daughter and the husband sheHostly learning
from the past by reliving it, Sonia is able to share it witk After he is wounded in
battle: "I want to tell you what happened to me. In Cuba. In nmgdni’ve told you a
million times. It was the right thing, but I—I wonder all thme. I'll never know—if |
stayed.®” While this peaceful reunion does not allow Sonia to experiencendidrer’s
profound loss, it sustains the parallel between Zak and Sonia. Tadptr fractured
selves now, crippled from "operations,” both literally and metaphtyitéle walking
wounded" that Pérez Firmat terms exiles, equating refugée'ariiputee" as he wonders
what became of the boy that stayed behind in CtibBhe idea of an incomplete self left
behind in the home country, forever frozen in childhood, is finally redolaethis
relationship with own child. It is through adulthood, through standing on kiee side
of thepecera that Sonia is able to see.

"This thing about losing home is a recurring theme in my work," £é&gseys.
"Being removed from your home, or being transplanted somewhetreoelseople who
are not where they feel they belong, or people who feel thethleis paradise® While
packing Sonia's suitcase, Pilar reassures her daughter:|l"Yeuhome soon. Don't

forget your home. Think about that. Think about flying over the islandy@ammagine?

%% |bid., 109.

" bid., 112.
58 Pérez FirmatNext Year in Cuhar.

%9 Lépez quoted in Catherine Foster, "Her ChanddytoMelinda Lopez Gets Her Big Break with an
Ambitious Play about Cuban Exodu3fie Boston Glohe3 October 2004, Arts/Entertainment, N1.
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Seeing theSierra from the air, the curving golden coast, coral —The soaring toefers
Havana—.%° Attempting to follow the adventuresome spirit begun by Orfeo and his
promise of one-of-a-kind snowflakes, Sonia's mother points out that Sdejgéarture
(ironically) will be her first opportunity to catch a completewiof the country she
inhabits. A similar sentiment is expressed by Pedro Pan no@eliis Eire inWaiting
for Snow in Havana'We were up in the air, no longer on Cuban soil. Aloft, likeePet
Pan...And | saw the Cuban countryside below me for the first timehanist time*
This image inspired Lopez as well as dramaturg Howard Kewtey, borrowed Eire's
guote for the program notSanos y Salvos - Savegublished in the Playbill for the
Coconut Grove Playhouse production.

The new Revolutionary government exercised such firm controlrofliés and
youth that Sonia's parents realized they really had no option tahaepaughter. Even
if she stayed in Cuba, she was already engaged to spend therswaonkiag in the
provinces. Pilar appeals desperately to a powerless Orfeo: fAheyi say three more
months, and another six cutting cane. And another year in the provinces)ahera
How long will we stay quiet? Until the air isn’t ours teehthe anymore? They realize
that they are trapped, and whether they send Sonia to the U.S. orhaioto be
indoctrinated by the local government, they lose her. This was agpogertiment

among parents, best expressedlrotro lado del cristal Even if a child is sent away

0 Lépez, 106.
61 Waiting for Snow in Havana81.

%2 Lopez, 94.
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from Cuba, the parents lopatria potestadn a different way’>

Because Sonia was never reunited with her parents, the lateaticemd guilt
for disrespecting them, for angrily declaring her separatimm the family and the past,
remains forever unforgiven. Her own words echo in her head: "Nohdte. If | am old
enough to be sent away, then | am old enough to speak my mind to you. Yoal@mn m
me go and you can call it whatever you like. But I'm not yourgnsore. | am not
yours.”® Significantly, Sonia's panic attacks are initiated agdirmshe states that Zak
lacks "respect"” for her.

Plays about Operation Pedro Pan run the gamut of possibilities riemtyuild
reunification. InSonia FlewSonia never sees her parents again, eventually learning of
their deaths from a third-hand report. In Mario Ernesto Sanchtscumbea son very
tenderly reunites with his mother after spending time in thelr@mnls camp, closing the
play with an idyllic Madonna-and-child like tableau. In Eduardo Mdd's Kissing
Fidel, Oscar and his aunt Miriam recount how he was sent directly intcuseody after
the flight, without spending any time in an orphanage or having to beb@newn
parent. InHortensia and the Museum of Dregnwhildren become adults before
awkwardly reuniting with their mother after a ten year sdjmara Like Sonia inSonia
Flew, Hortensids Luca and Luciana suppress memories and continue to resent their
parents. However, the memories they block are those from tinkiegde, when, unlike
Sonia, they reestablished the boundaries of their sibling partnershiey were left to

parent and comfort each other in the absence of parents or patria.

63 Llapur, Santiago, Guillermo Centeno Sabi, andtzarUlloa.Del otro lado del cristal On the other side
of the glassColeccion de documental cubanos. [Havana]: Vi€adC, 2000.

% Lopez, 107.
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Hortensia and the Museum of Dreams

Playwright Nilo Cruz was not an unaccompanied exile. He wastamyyears
old when the Cuban Missile Crisis brought Operation Pedro Pan to aanehdame to
the U.S. with his parents on a freedom flight in 1970. Neverthelesplayislortensia
and the Museum of Dreanfscuses on two Pedro Pans returning for the first time to
Cuba. In a process similar to Lépez’s, Nilo Cruz compdsedensia and the Museum
of Dreamsafter learning about the underground flights his older cousins toak yea
before him. Cruz also conducted numerous interviews with other Pedrexkes before
writing the script. He chose to set the play in 1998, only thraesyeefore the Act One
action of Lépez’'sSonia Flew Unlike Lépez’s structure, which juxtaposes scenes with
parallel domestic action in the U.S., all of the eventdarntensiaunfold in Cuba. Cruz’s
play focuses on returning home to the island where the charagtigdsiood had been so
dramatically interrupted.

Nilo Cruz's Hortensia and the Museum of Dreamssthe only known play in
which grown Pedro Pan exiles return to Cuba. Estranged siblingsabddauciana visit
the island for the first time since their Operation Pedro Panrtiepaarriving during the
Pope's visit in 1998. During their visit, they must confront not only onigs from their
Cuban past but also from their exiled life just after flight, mvtfeeir instantaneous child-
to-adult transformation blurred youthful fright with sexual instirartd transplant coping
mechanisms. With only each other, Luca and Luciana desperatgjiitgo recover the
island by experiencing the only things that they retained ftoreaich other’s bodies.

Transported as a family unit, the duo of orphaned children remained pasefut ten
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years. In the struggle to adapt, roles were blurred as theerhidzre left to fend for
themselves, and to create a new life much like new adult codpledike a little
husband and wife. Childhood confusion and curiosity collided with adult survival
instincts and the societal roles associated with them.

In a casting note, Cruz calls for actors much younger than thactber they are
portraying, a visual metaphor for the exiles’ lost years. nireffort to concretize the
feeling of having had their youth subtracted from them, Cruzuictstrfuture directors
that "Luciana and Luca should look younger than their actual age, th®iif lost
childhood has stopped them from agifiy." To be sure, the individual character
descriptions read "LUCIANA, a woman in her 30s. She’s older inifed and "LUCA,

a man in his 30s. Luciana’s brother. He’s older in real $ffeThe technique is not left
as a wordless visual for the audience to decipher; their peailh@nt is an issue also
addressed inside the fantastic world of the play: Luca explagmsilment to Delita,
articulating a life frozen in a state of departure:

Delita: ...you never told me how old you are. Let me guess, twenty-eight.

(He shakes his headrlhirty.

Luca: No.

Delita: Thirty-three.

Luca: Sometimes | don’t know how old | am.

Delita: What do you mean?

Luca: 1 don’'t know. | mean, my body has stopped recognizing my age.

Delita: God, don’t tell me I've slept with a vampire!

Luca: (Laughs.)No. A doctor told me that | suffer from an aging disorder.

My sister, tod’’

Luciana, who has been avoiding Luca along with the memory of theiesadoilt past,

8 Cruz,Hortensia 4.
% |bid.

57 bid., 15.
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stumbles into an area where an underground "Museum of Dreams" ateccury
Hortensia, a woman who retains faith in miracles despite dhghHiving conditions in
modern day Cuba. Luciana is astonished when Hortensia divinesathaan" is
troubling her, "a man sitting on top of your eyebrows." Hortensajiglly surprised to
examine Luciana’s face..."it's interesting, you don’t have anyslineet me see the palm
of your hand(Pause.)Your hand looks like the hand of a young gffl.'When Luca and
Luciana finally reunite, they acknowledge the phenomenon they shammimon as a
"malady" while noting that their bodies have not changed.

As the narratives unfold for these Peter Pan charadiodensia and the
Museum of Dreamdike Sonia Flew makes significant references to J.M. Barrie’s story
Peter Pan The children’s mysterious "aging disorder" brings them ontorangs
Neverland level with the boy who never grew up. The Pedro Pan exatillsilsamous
in Cuba, and we see Barrie’s Peter Pan de-romanticized by a stern militiama

General Viamonte: ...So, the Pedro Pan project, they called it, like the
children’s book about the boy who runs away to never-never land and never
grows up... That’s a young age to have a child fly alone on an airplane...
Luciana: | wasn’t alone. | was with my brother.
General Viamonte: Even worse — two childrefi.
The relationship Luciana (re)arranges with her brother Luca sharesvevernn common
with the tale of Peter Pan. After leaving their home and fhegients, Luca and Luciana
become their own surrogate parent team, a new mother and fathest ke an adult

couple out on their own. They develop a relationship that seems thesunibew roles

(orphaned into adulthood, and all each other has from their old countryhebséxual

%8 bid., 26.

% bid., 38.
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nature of that relationship of course transgresses the formal bognofatieir old roles
(brother and sister). Similarly, without any parents in Neverlsvelhdy takes on the
role of "mother" for Peter and the Lost Boys while Peteraiamthe boys’ leader and
therefore a kind of "father." Roles become crossed and confused Réten's
relationship with the Darling children becomes increasinglyefra (to the point of
entertaining the idea of being adopted into the Darling family),aan@/endy develops
feelings for her son/brother/husband.

Peter: (scared)It is only pretend, isn't it, that | am their father?

Wendy: (drooling) Oh yes(His sigh of relief is without consideration for her

feelings.)But they are ours, Peter, yours and mine.

Peter: (determined to get at facts, the only things that puzzle Bunhhot

really?

Wendy: Not if you don't wish it.

Peter: | don't.

Wendy: (knowing she ought not to probe but driven to it by something within.)

What are your exact feelings for me, Peter?

Peter: Those of a devoted son,Wendy.

Wendy: (turning away)l thought so.

Peter: You are so puzzling. Tiger Lily is just the same; there is something or

other she wants to be to me, but she says it is not my mither.
The innocence of the children here is important in considering tldhobd relationship
that is never dramatized but nevertheless still exists andbevital part the backstory of
Hortensia and the Museum of DreamShuffling between their lives in the real world
and those reestablished in a Neverland fantasy, the children ie’8g@tay must respect
and remember multiple sets of boundaries. Nobw or Neverland: Peter Pan and the

Myth of Eternal YouthAnn Yeoman points out, "It is not an easy place to stand, betwixt

and between’ Barrie intentionally establishes a provocative interplay eetwhis two

0 James Matthew Barri®eter Pan and Other Play®xford University Press, 1999), 130.

L Ann YeomanNow or Neverland: Peter Pan and the Myth of Etefvialith(Toronto: Inner City Books,
1999), 178.
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words early on in the story, when he writes that leaves fromr P&n’s costume are
discovered in the morning on the nursery room floor. Yeoman affirnisrtliae Peter
Pan story" [tlhe boundary between the real and the imaginal isanesst’®> Luca and
Luciana are also situated "betwixt and between"; in the orphahagestraddle two
countries, two identities, and two states of maturity. It is in the limiagkstn the period
of becoming, that the siblings are stalled as they continuansfér between two worlds.
Though Luca and Luciana may only be "in their 30s" in 1998—an age thgd wender
them nearly unborn at the time of the Cuban Revolution and Operation FPatdrethey
are "older in real life." Their bodies refuse to grow up. Mlodherworld malady is
detectable in the real world, where it is as plain to sdeetex Pan’s leaves were on the
floor of the nursery.

In Hortensia and the Museum of Dregntee grown Pedro Pan children deliver
presentational-style narrations to relive how they, once tramspatone to the U.S.,
became more to each other than simply brother and sisteledRtaan Ohio foster home
with "hundreds of children," they felt altered after the normeés of their Cuban
childhood had been broken by their migration, their burgeoning adolescenctheand
extended absence of parents. "Every day this fury that our mudldeabandoned us,"
Luca recalls, followed by Luciana’s indignant memory that "[ohather was supposed
to meet up with us." The children find themselves stalled infeeneorld: "Our mother
couldn’t leave, and we couldn’t come baék.'This portrayal is consistent with Cruz’s

description of the exodus’s children as living "in a state obdimand uncertainty while

2 bid., 86.

3 Cruz,Hortensia 45.
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waiting for their parents’® Further, Cruz believes that "there is a difference between a
immigrant and an exile." Explaining this distinction in the cehtef the Pedro Pan
children, he insists:
An immigrant can always go back to their country but an exilsmdbblave that
option. So these kids, even though at one point they thought they would unite
with their parents, they would realize later on that they weteble to go back
to their country’
In Hortensia and the Museum of Dreantisis revealed that Mama Fefa remained
separated from her children until they were adults. A grown Ludiecalls the Pedro
Pan flight:
Luciana: | can remember Mama’s voice the day we left...
(Lights up on Mam@ Fefa wearing a 1950s dress and a scarf. She holds a red
suitcase.)
Mama Fefa: Never let go of your brother’s hand. Hold on to your ticket. When
you go up the stairs to the airplane, look for my polka-dotted sc#re crowd
and wave goodbye so | know you're safe. Over there you'll be in eliffer
surroundings.... Never forget me and your father, and take care of your ne
shoes’®
When they reunite ten years later, Mama Fefa attempts to omker lost nurturing
time: "Mama makes us stand in front of her. She cooks. She can't@&mg for us.
With each meal she wants to fill the hunger, the absence. \ame@atwallow ten years
of distance.”” The children, of course, had long been afflicted with their "aging

disorder."

Neither here nor there, Luca and Luciana suspend establishedlfagidtions

" Hedy Weiss, “Growing Up with Pedro Pan: an intewiwith Nilo Cruz,"Chicago SurFimes, 17
November 2005.

5 Nilo Cruz qtd. inThe Lost Apple Plays: Performances from Operatiedr® PanTranscript, Dos Alas
Theatre and Martin E. Segal Theatre Center, Nevk Gity, 14 April 2008, 27.

8 Cruz,Hortensia 9.

" bid., 46.
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and alter themselves to cope with their new roles, their chgubgidies, and their foreign
environment. The orphanage’s signature "stench of urine" beconsedntor Luca

when Luciana begins to wear a "pure,” "clean" perfume; shertee”l remember my
brother smelling me, telling me that | stopped smelling likestster...l used to spray a
cloud of fragrance all around us, to erase every trace of whaese'"® Once their
incestual trysts were discovered, the children were separatez; rédmained apart until
their awkward 1998 reunion as adults in Cuba, the unresolved confligirthadles the
impetus for the action iRortensia As Cruz put it during the 2008 forum on thest
Apple Plays: Performances from Operation Pedro ,Pdihne wound is still there, it’s still
open, and they're still trying to figure it out. And of course whwy go back to Cuba
during the Pope’s visit, that wound opens up again. And then they sorbatigdo the
memory of leaving and the unfinished businégs. Their childhood streets, houses,
rooms, clothes, and suitcases all remind them of each other, plgheand of their
dramatic departure from their youth and home country.

Luciana explains the multiform identity that Luca was forcedutivate as a
result of their exile: "He was my mother, my father, mgther and sister, and also
nothing. Nothing. So he could be everything. Everythffig.The pair exchanges
similar sentiments in the letters they write to each other:

Luca: Dearest Sister... My summer moth... Because once we weteebnd
sister...
Luciana: Because we are brother and sister!

Luca: Because once we were mother and father to each other...
Luciana: Dear Brother, Dear dark bird of my heatrt...

®1pid., 45.
" Nilo Cruz qtd. inThe Lost Apple Play27.

8 Cruz,Hortensia 46.
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Luca: Dear Sister.

Luciana: Because | can only love you best when you're far away, I've chosen

to love you in the distance.

Luca: Dear Sister, my blue parakeet, because we’ve never spokeme of t

past..®
Nilo Cruz discussed how roles became blurred during his chayagieght as
unaccompanied Pedro Pan children after a performance of a segiiortensia "In
my play it's a brother and sister, of course, and they'riyrbalding on to each other to
the point that even at one point they cross boundaries, they even, theyneaonto be
a brother and sister to each other, they almost want to be 18¢e&hen the siblings
finally meet again during their independent 1998 visits to Cuba, zaes to affirm
their proper, original roles re-"learning" how to be Luciana’s brotheciana discloses
that she had to convert their tale into a children’s story she telulderself in order to
cope. She tells Luca how the story would go: "Two children dregpeth airport
dreams. Two children who thought the world was going to end. Twarehiivho only
had each otheP* This period of "self-storytelling” suggests that after thsirgs
separated, they were left to parent themselves. It also ctegpesdth the play’s
presentational style; Luca and Luciana gradually expose tlkstbagand the adventures
of their travels by soliloquizing in the form of confessional jolerdries. Though they
remain apart, their journal entries seem to dialogue with etdeer. For instance, Luca

muses in his space "Same old streets...," while Luciana reni&&sie old blue...."

Through the experience of familiar terrain Luciana recordandary third: All of a

8 bid., 33.
82 bid.

8 bid., 52.
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sudden I've gone back to my childhood with Lu&&.'lt is not until Luca and Luciana
confess to strangers with whom they quickly become intimate, howiatrthe reason
for their estrangement from one another is revealed. The audearos that during their
early years in the U.S. their confused desperation in becomirgs extild adults all at
once left them to cling to the only thing left of home: one another.

The play’s first image is not of live action but a projectionslide of a boy and a
girl holding suitcases." The image immediately paints an endile portrait of
Operation Pedro Pan; in fact, the silhouettes of a boy and girlswitcases serves as the
official logo for Operation Pedro Pan, IncorporatedAlmost immediately, the opening
projection is juxtaposed with adult representations of those child atees-a-who still
carry suitcases—as they embark on an exploration of a pastMaikleado’s characters,
possessions and locations are personified by exiles trying to reclaimyaudst The red
suitcase appears not only in the play’s opening projection, but alsarmaNefa’s hand
as she waves goodbye in the airport, and is later retained dgudtnLuciana who also
has the clothes she wore on the fipShe insists that her ex-husband didn’t understand
her attachment to the objects, how he diagnosed her as "sick...stuck in the pastiavhen s
would open the red case to spread her old little clothes out on the ftter remarks
explain her former attachment to her brother who of course alwajarstood and still

understands her experience for sharing the same plight.

#1pid., 30.
8 www.pedropan.org, accessed 25 July 2005.

% Objects from the OPP flights are sometimes fetistremusemified both personally, by travelers, or
more publicly, by established organizations. At¢meg like Miami’s annual CubaNostalgia, Operation
Pedro Pan Inc. has endeavored to collect any etxtargl paraphernalia from grown unaccompanied
children or their parents. http://www.babalublagr¢archives/002693.html. Last accessed 27 October
2008.
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OPERATION
PEDRO PAN GROUP, INC.®

The official logo for Operation Pedro Pan Incorporded (www.pedropan.org).

Their practice of recollecting the past maps a new, imagieality over the
Havana they must confront. Luca and Luciana muse: "If | cioseyes | can see it like
before...same old streets...same cars...just like yesterday...ithie [glace we went to
school!...this is the park we used to go to every afterndorThe siblings recall the
details of the territories long left behind, personifying the raat$ rooms of the past:
"I'm remembering the streets,” Luca muses to himself inlooation. "The streets are
remembering me," Luciana assures herself, while noting thite "world is not
forgetful...A sidewalk never forgets to be a sidewalk...A treeendorgets to be a

tree.'8

The animated objects of the past know their place and sedie stad
unchanging. Such declarations suggest the idea of a secure home, making "hagfecomi
possible. Luciana’s comments also suggest that her ideastipden destabilized by her
displacement. Her national identity is brought into question whersands—as a U.S.

journalist and hotel guest—in distinct contrast to "locals" in Havamd in Santiago de

las Vegas. With multiple territorial boundaries crossed and cedfsbie has "forgotten™

87 Cruz,Hortensia 10.

% Ibid.
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to be Cuban also as much as she had once forgotten to be a child, a sister, and a daughter.
Roads and rooms, however, do not seem to forget, and we have seen the house
fetishized by many Pedro Pan exiles—Maria Brito’s domesstallation pieces, for
example, or Eduardo Machado’s character MiriarKissing Fidelwho requests that her
nephew say hello to the former house when he visits Cuba. As sbenaasves, Luca
scripts a letter to his sister about the house in which theg @eldren: "l could see the
two of us traveling together and visiting our old house. In some inags arranging all
the furniture in my mind and telling them: Shsh! Soon she’ll be comauk.®® The
children have been "away," in exile; however prolonged the time,atwags temporary.
Luca insists that they could never removed themselves from tddwoake. He writes to
Luciana: "l went back to our old house, | found you in every room. Even ihywa
chosen to remove yourself, you were there in the patio, in the liemg, standing by
the window....?° Lourdes Casal insists that exile is living where "theradshouse
whatsoever in which we were ever childréh.Both Luca and Luciana seek an exit from
the painful exile that left them wandering homeless into each other’s bodies.
However, if Luca and Luciana declare a true homecoming impostikelesecure
space of origin is sacrificed. Una Chadhuri emphasizes thesXgeitasy of home as an
originary space" in discussing the impossibility of returninghat t'home.*> Cruz

maximizes these conflicts; when the pair finally unites in Ciba in the house of their

% |bid.
*1pid., 20.
! Lourdes Casal, “Definition," trans. Elizabeth MokNew Yorker26 January 1998, 79.

92 Una Chaudhuri Staging Place: the geography of modern drg#an Arbor: University of Michigan
Press, 1995), 116.
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old childhood. Luciana declare, "The house seems smaller. In myitad higher
ceilings and | always thought there was another room." Luca a)sWéat's because
you dreamed about it for so lonY "suggesting that the mind magnifies memories,
expanding special spaces into infinite realms. The childrentraxeling to what
Bachelard describes as "the land of Motionless ChildhdbdBecause of the incestual
relationship the siblings developed after arriving on their own irtUtlge, Luciana finds

it difficult to enter the house with Luca. Related to Baclikdastatement that our first
home remains "physically inscribed in us,"” Luciana revealsiealier scene that she
had found a house in her body and in Luca’s. Not only does she link Hinthe&itooms

of their past, but she relates him to all of the spaces as=sbeiéth their childhood in
Havana. She located her absent past in his present body:s'‘@ohth the seaside. On
his eyebrows my old schoo!™ His body became seductive to her, a way of returning
home.

Because home became associated with their sexual relationstgda as much
as with their sibling relationship in Cuba, their nest seems unddfeugh their sexual
relationship developed for the first time in the Pedro Pan camps anever before,
never in Cuba, Luciana, especially, avoids going home as mudtedsas avoided her
brother. One night during her adult return trip, when she is unableejp felethinking
of Luca, Luciana shares one desperate wish with the audienast Want to turn off the

light in my mind in that room | can't get t6* Once they occupy their house again, that

9 Cruz,Hortensia 51.
% Gaston Bachelard;he Poetics of Spa¢2964; Reprint, Boston: Beacon Press, 1994), 5
% Cruz,Hortensia 46.

% bid., 34.
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"room" becomes accessible and they regress through reveriesielfhber the lizard
cemetery we made, and the hearts we carved on the tree trih&?hearts are still
there.®” This proclamation recalls Ana Mendieta’s cave and tree-basgiwerks in
both image and intention. Like Mendieta, these grown Pedro Pan teharattempt to
authenticate their homecoming by evidencing a "permanent mahedetm their natural
homeland. In reclaiming their old terrain through such records lafhthethe siblings
struggle to restore their safe space to the pure condition pitebefore the tarnish of
exile.

Their attachment to lost objects and places is challengaacat Luca returns home
to Tio Lalo to discover Havana's hunger, houses without hot water dri@tgc "The
streets are still dark,"” Luciana observes after arriving in Havaiith, the power outages,
most of the city resorts to the light of the moon, and Havana Idaks Isleeping madam
who lost her pearl necklac&" Luciana’s comfortable tourist hotel lies in stark contrast
to the family’s old house, where Luca’s scenes with Tio Lalpkged. While Luciana
has used her journalist status as a way of returning home totbeveope’s visit, Luca
travels to Cuba in hopes of finding and reuniting with his sistets Citrious how the
church took you away and now it has brought you back," Tio Lalo rematksctoas
they stand in front of the church where Luca and Luciana were baptized. inquires,
"Is this the same place where the parents would come and sitire affiildren?... all the
kids that were sent to America. The Pedro Pan kids, like me gndister.” Lalo

responds with a quick account of why their parents sent their children away on Peter Pan:

bid., 51.

% bid., 11.
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Your mother was afraid for you and your sister, with your fathergomi

prison and all. Everybody thought there was going to be a war, gou se

And there were rumors that the government planned to send children to

work on Soviet farms, so she wanted to protect you. And when she found

out there was a way of sending the two of you to America throlugh

Catholic Church, your mother was one of the first ones to put your names

on the list®
His monologue is like so many of the accounts recorded in CondeXsyhi®peration
Pedro Pan: the untold exodus of 14,048 Cuban Childaewl is quite like the story Ana
Mendieta’s mother and aunt narrateFoego de Tierra In fact, with its mention of
parents losing custody patria potestadthe children sent to work in Soviet Camps), the
prediction of the Bay of Pigs uprising (the assumption that twérde war), and the
information that the Catholic Welfare Bureau served as primaryrbésgonsible for the
Operation (sending "through” the Catholic Church), Lalo’s speech smilge as the
common explanation from many parents who sent an unaccompaniedscpdd af this
exodus.

Cruz creates his own "Lost Apple" metaphor with the poetic entrainaeyoung
Cuban prostitute having recently lost her beloved cat. She tells Luca:

My cat Orlando just died. | am miserable and alone in my apartment. Can

you believe somebody gave me a canary? Quite frankly, | thoughsit

bad taste, because how can you replace a cat with a canaryop&aed

the window and let the thing fly free. Now I'm resisting gpback to my

place, cause | know I'll feel lonely without Orlantf8.
Her mourning offers Luca an allegory of his own exiled conditioilke B second or third

apple, no replacement for the beloved original—no cat for a canary-davil Delita’s

decision to keep wandering forges and freezes a space betwe@stheorhe and the

% bid., 24.

1001hid., 12.
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changed home she avoids.

Like the recurrent "apple" or "suitcase" images, shoes also isoeseserve as a
kind of emblem for the child’s steps in the journey. Mama Fefary last words to her
children as they board their flight, advising them to mind their new shaed, tree shoes
that Young Sonia discarded during her flightSania Flew At the 2008 International
Hispanic Theatre Festival in Miami, Cruz related that herftadhoes for his own exile
on a 1970 Freedom Flight with his family because the very papanents had bought
him in preparation for exile had grown too small by the time thietained their exit
visas. They pinched his feet, causing unbearable blisters. Rblrsfoot” arrival to the
U.S. gained an extra layer of irony when his father came toa®imoe store in Little
Havana, and again when Daryl Roth cited this circumstance of Cmigiation by
purchasing an extravagant pair of Prada shoes as an opening-riftt thé playwright
when the Pulitzer Prize-winningnna in the Tropicit Broadway'**

The first production oHortensia and the Museum of Dreamsas directed by
Rafael de Acha at the New Theatre in Coral Gables, FL—thee stheatre that
commissioned Cruz’'s Pulitzer Prize-winnigna in the Tropics De Acha’s own
background as a child exile from Cuba fueled his direction of the piece. He explains:

My insights into the play came from my own personal experiena@sl

born in Cuba and came to this country in 1960 on a student visa, which

then changed to a refugee visa. Although not "officially" a P& kid

(I was a few months ahead of that) | was separated frorpargnts for
almost one year, living in Minneapolis in 196%.

191 Recounted by Cruz’s long-time mentor Teresa MRdfs during my discussion with Nilo Cruz, Teresa
Maria Rojas, and Rafael de Acha on the panel ‘ifcando Nilo Cruz," 2008 International Hispanic
Theatre Festival. Hosted by Teatro Avante, Mighi,

192 Email exchange, Rafael de Acha and Kimberly dedtBu3 August 2008, after their co-presentation on
the panel Escenificando Nilo Cruz [Staging Nilo grat the 2008 International Hispanic Theatre Fakti
Miami, 26 July 2008.
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The Miami Heralts review of Hortensia and the Museum of Dreamsdits de
Acha with being "himself a Pedro Pan kid> Because it is really only a technicality
that de Acha is not "Pedro Pan,” emigrating before Monsignor \\&isl James
Baker began the exodus, the general circumstances of his orngeat of course
identical to those shared by the children of the exodus. Simildilo Cruz’'s
"neighboring” exile status to the Pedro Pan children also gaveahinmsider’s
vantage point when writing. Not only is he the cousin of Pedro PamswWhose
accounts he could draw, but he also experienced the sensation of hayiag tap
"very fast" after moving to the U.S. at the age of ten. dltoaspeak for my parents,
answer letters for my parents...my child self was dorm&At.Though his parents
accompanied him, a curious role reversal took place which forced hahilddood
behind.

De Acha assembled an all-Latino cast for the production, cho&nigps
Orizando for the role of Luca for his "boyish" quality that sulsated the
character’s perpetual childhood. Tanya Bravo was cast fosdhee reason, a
"girlishness" that de Acha insisted made one "believe she vgis ia her early
teens.” Responding to the New Theatre premierayitami New Timesoted that

Hortensiais the sort of theater that speaks to a specific audienaangD

the play’s opening weekend, the crowd responded audibly to many

specific references in it. The memories, the grief, the atimmewith this

material was tangible, an example of what theater oughtetoah
exchange, a transformation between actors and audi®&nce.

103 Christine Dolen, “Freedom FlightThe Miami Herald12 September 2001, 12E.
1% polen.
195 Ronald Mangravite, “Theatre Dream On: Nilo Cruztest story of love, loss, family, and dislocatien

more than just another take of Cuban-American Whkgmi New Times, 27 September 2001,
http:///www.miaminewtimes.com/issues/2001-09-27dtke html, accessed 21 October 2005.
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The New Theatre’s premiere biiortensia and the Museum of Dreamiso happened to
open the week of 11 September 2001, which charged the Miami crowdistioa with
multiple emotions. One of the greatest contrasts to this moodthga005 British
Premiere, a Cherub Company production at the Finborough Theatre in LoNdaae. of
this cast was Latino, nor had any of the crew or company be€nlia. Alex Marker,
the set designer, nevertheless took on the task of "produc[ingjvaorement that felt
like Cuba" and audiences felt transported; "we are in Cuba," ravedraviewer
Reviews of the play’s Chicago debut, also in 2005, focused on the "atmosphgned"
by that production, insisting that the audience left "wanting to bbeknext flight to
nl07

Havana"~~"—an odd sentiment considering that Cruz’'s play exposes an impoverished

Havana often without food, hot water, or electricity.

Though the Miami reception might have featured more audible and evisibl
reactions from an audience strongly identified with Cuban exile thadPedro Pan
exodus, not everyone in the city was prepared to greet the newva.diBhe New Theatre
extended a generous offer to partner with Operation Pedro Pan meking the closing
performance a fundraiser for the group. Jorge Viera, a banker wghansihe Board of
Trustees, is quoted having said, "It's a good play, but there twwpres, including an

incestuous relationship, that | felt wouldn’t be appropriate for damgtrofit group to be

196 Alex Marker, “Cherub Company London preseftstensia and the Museum of Dreans
http://www.alexmarker.com/Hortensia/MuseumDreamms.hAccessed 26 August 2007.

197 Mary Shen Barnidge, Review bibrtensia and the Museum of Dregiiéindy City TimeswWindy City
Media Group, 23 November 2005,
http://www.windycitymediagroup.com/gay/lesbian/néRTICLE.php?AID=10124, accessed 20
November 2007.
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associated with!®® It is significant to note that Lépez’s less controversiahtturgical
strategies earned the playwright a place of distinction ialectsgroup of artists who
have created work about the exodus on the official website for @ER,appearing
beneath the heading "Films & Plays Relating to Pedro PanThe site also features
photographs of Elly Chovel, Lucie Arnaz, and Vice President HectonaRdez
celebrating the play’s success.

The opening of the Laguna Playhouse productiorSahia Flewincorporated
former Pedro Pan children into a question-and-answer style talkbaok. OPP Inc.
President Elly Chovel addressed the audience from onstage and med lhgi Judge
Francisco Firmat, attorney Sam Sanabria, screenwriter aadefny of Motion Picture
Arts & Sciences archivist Julio Vera, retired social workéjandra Tiffer Goya, and
healthcare management consultant Lourdes Birba. During what ptovde® an
informative as well as therapeutic presentation, Judge Fitmaatd thaSonia Flewhad
helped him to finally "unpack:*’

Sonia Flewremains the last show to be staged at Miami’s famed Coconut Grove
Playhouse. The play's 2006 run was abbreviated when the histbaa#iet announced
that it must close its doors indefinitely due to financial sgaiLucie Arnaz, who with
her daughter Katharine Luckinbill shared the title role(s), lauhchefundraising

campaign and appealed to members of South Florida's Cuban comnAuniy's efforts

1% polen.

19 There is no mention of Cruz, Machado, nor eveMafio Ernesto Sanchez, despite the fact that Bryan
Walsh and OPP Inc. Founder and President Elly Atattended and participated in ceremonial honors at
the 1995 Teatro Avante production. Carlos Eir¢hauof the award-winning memoWaiting for Snow in
Havanamakes the cut under "Books," and a group of nastalggers—Willy Chirno, Lissette Alvarez,
Carlos Oliva, and Marisela Verena—provide the ddfisite soundtrack. See my introduction.

110 ik Stein, “The Jews of the Caribbean," reprodume www.pedro pan.org. Accessed 25 June 2008.
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became widely publicized; St. Petersburg Times reported thatwsbee letters
emphasizing "our shared Cuban heritage" and urging that "[vwgeedstely need your
help and we need it fast:* Arnaz donated $50,000 of her own money (matching a
contribution made by Bacardi) to attempt to save the Playhouse sthiléng in its
production ofSonia Flew'*?

While preparing to play the role of Sonia, Arnaz invited many&®dn adults to
her Miami apartment and served food catered by the legendargnCalmerican
restaurant Café Versailles. Lucie Arnaz also met with Ehovel to discuss the plight
of the Pedro Pan children. EI Nuevo Heraldrelates how Chovel and Arnaz
communicated over role research: "Lloré, rei, compartimos historipude simpatizar
con lo que ellos sintieron. Para ser Pedro Pan hay que conventipsglre o madre de
uno mismo." [We cried, laughed, shared histories, and were ablmpathize with how
they felt. To be Pedro Pan was to become your own mother or fHthathile certain
"shared histories" have been censored or omitted, this quote encapsbkatattitude
these plays work to achieve and what unites them despite thetliff@stnces in politics
and personal histories.

At The Lost Apple Play$ield during New York City’s Immigrant Heritage Week
2008, Nilo Cruz and Melinda Lépez discussed Hdtrtensiaand Sonia Flewwith an

audience who witnessed the broad differences in their interpretafidine exodus. The

111 30hn Fleming, "Playhouse on Brink of Financiadd3iter,"St. Petersburg Time€ity & State Section,
14 April 2006, 2B.

112 Eabiola Santiago, "Lucie's LoveThe Miami Herald Tropical Life, 17 April 2006, 4.

113 | ucie Arnaz quoted in Olga Connor, "Lucie Arn&zt Herencia Cubana en 'Sonia Fle&|"Nuevo
Herald, 20 Abril 2006, 6D. Translation mine.
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event was curated with this in mind, and NYC Commissioner of grant Affairs
Guillermo Linares continued to guide this idea in his response to their plays:

It is the powerful message that your story brings that needsntinue to

be shared...one of the children of Peter Pan who is a great fheeid,

Martinez—I mention him because | learned a lot from him and tieat

story was like for him and I'm sure that for every child thdt @uba

under those circumstances there is a story to be told. Andahis

unfolding story stilt*'*
Despite the different attitudes in the production and the receptidihesé two plays,
many common characteristics remain, from the emblematicase$ and shoes to a
dramatic layering of past and present in order to resolve theacksplchild self. The
plays also exploit the resentful feelings that some Pedro Rkhren felt toward their
parents who sent them away—a quality, which René Buch nofdtedtost Apple Plays
becomes the most crucial element in dramatizing conflictsSamia Flew and
Hortensia'*® Sonia, Luca, and Luciana repress memories of their past wigghrtust
recover and face during the action of these plays. While Luca acidna endure the
Pedro Pan camps with the desire to enter another’s body in orcetuto home, Sonia
refuses any comfort or consolation outside a newly defensive Hedfse representations
suggest that Pedro Pan children remain profoundly isolated—estrangethgir family,

their countries, and themselves—until they revisit childhood and thgedetamotional

flights they took after their airplane flights from the past.

14 Guillermo Linares qtd. iffhe Lost Apple Play$0.

115 René Buch qtd. in theost Apple Plays27.
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CONCLUSION
Preserving Pedro Pan: Inherited and Interior Exile

Many Pedro Pan performances have long eroded, closed, or beestalled.
With the ephemeral nature of the performance art by Ana Mendieta only traces of
fetishes or photographic documents survive to narrate the displaceheriedro Pan
whose figure seemed absent even before her own death. InstalthtmpnMaria Brito
often cannot be preserved even in photographs, due to its enormous pro@ordidmgh
degree of spectatorial interactivity. No visual documentation \sesvbdf Merely a
Player, Brito’'s most emblematic Pedro Pan performance piece. Erfagtd’'s The
Children of Pedro Parwas disassembled after its 1995 exhibition at La Casa de las
Ameéricas galleries. This brief show served as its only pesgitdsentation, since the
objects and rations it used as materials had to be carefathbdied back to the local
Cuban families from which they were borrowed. Mario Petriresraentrated on the
themes of Pedro Pan in his early sculpture, but recent exhibitighsiteather subject
matter. The Pedro Pan pieces in the Petrirena archiveybawe be digitized, and have
only most recently been done so for the purposes of this dissertation.

After writing two plays about Pedro Pan and over forty about Cubdasexi
Eduardo Machado has also moved on to other themes, declaring tlzest fiveaHy cured
himself of that urgent "need" to dramatize his past. Machaaost recent plays—
Paula: a concertabout a U.S. artist with Alzheimer’s, amal Paradise inspired by
Tennessee Williams’s work—draw from subject matter altogetheelated to Cuban-
Americans or the exodus. Bdttavana is WaitingandKissing Fidelwere self-produced

through INTAR; subsequent productions may prove difficult due to thealadigree of
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playwright autobiography, necessitating his involvement in the production of both.scripts
Reproducing Mario Ernesto Sdnchekatecumbeposes a similar problem. Sanchez’s
distinctive staging, featuring predominantly wordless action, enak impossible to
produce again and there is no surviving scriptatecumberemains his only play; the
producer/director only momentarily took up the position of playwright deioto come

to terms with his past as an unaccompanied exile. A digitabwdehe play’'s one
production survives, but much of the action remains obscured by poor audiovisua
quality, and it is nearly impossible to comprehend without prior knowlexfgthe
exodus, Camp Matecumbe, and Sanchez’s particular plight.

Plays by Melinda Lépez and Nilo Cruz, relatives of Pedro Palesekom a
slightly younger generation, have proved to be the most enduHagtensia and the
Museum of DreamandSonia Fleware the most widely produced of Pedro Pan plays. As
national and international commercial successes, these twos piegg shoulder the
Pedro Pan legacy more than any other dramatic work. The dmeltE#nreproducing
other Pedro Pan performances, however, has inspired a succeedingaenératists.
U.S.-born children who feel they have "inherited" exile from P&@o parents, and new
Cuban artists responding to Pedro Pan performances that produce regpdimsesor”
exile on the island, are discovering ways to continue communicatingirdraatic
chronicle of Pedro Pan. This closing chapter will demonstrate ewxodus continues
to be staged by future generations of Cuban exiles, therebyingvda strong imprint
that Operation Pedro Pan has left on performance both on and off the island.

In her autobiographical ess&yom This Side of the Fish TahReresa de Jesls
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Fernandez states: "Exile is usually understood as being uprooteadvikis way, only
those who leave suffer...It does not take into account the other side phénomenon,
that of the Other, the internal exile, who is left with theaggjement, the sense of loss; it
is the Other who is left to deal with absente.Denis Jorge Berenschot uses this
observation by de Jesus Fernandez to compare these notions ofnexilmmer exile:
"Exile implie[s] a physical and emotional separation from oneimtry or an emotional
and social exile that we cadkilic-locus or inner exile. In both cases, the ramifications
are significant, as much for the exiled as for those who remdhin the system and
have to cope with the vacuum left by the deparfed?afael Rojas notes that both "el
exilio y el insilio,” or exile and inner exile, "constitute tworms of intellectual
marginalizatiorf, thus causing as much suffocation as production of creativity. eAndr
O’Reillly Herrera remarks that residents on the Island whoiyegsoppose Castro’s
dictatorship experience el insilio, which she translates asrtiat exile,? creating a kind

of "mental exodus" of Cuban citizens. She elaborates on exilentewhal exile to
introduce a third quality, "inherited exile,” distinguishing seconaegation Cuban-

Americans who:

! de Jesus Fernandez's title refertatpecera "the fishbowl” glass partition in Havana’s Josar
Airport. For a full discussion of la pecera seeintyoduction.

2 Teresa de Jesls Fernandez, "From This Side &fisheTank,” in Maria de los Angeles Torr&s,
Heart/de Memoria: Cuban Women'’s Journeys In and @&xile (Philadelphia: Temple University Press,
2003), 77.

% Denis Jorge BerenschéterformingCuba: (Re)writing gender identity and exile acrgssires(Ann
Arbor: University of Michigan, 2005), 5.

* Rafael Rojaslsla sin fin. Contribucién a la critica del nacialismo cubangMiami: Ediciones
Universal, 1998), 183, translated by Andrea O’'Rdilbrrera inCuba: Idea of a Nation Displaced
(Albany: State University of New York Press, 200157 .

® The term "internal exile” was popularized in Espliby Paul lllie’sLiterature and Internal Exile:
Authoritarian Spain 1939-197@altimore: Johns Hopkins University Press, 198@)ich discusses
internal exile in the context of Spain under Franco
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characterize themselves as being in a state of exile dekpitact that

they have little or no first-hand experience of Cuba. Many, Xamgple,

left Cuba as toddlers and therefore have only fleeting, dréam-li

impressions of their lives on the Island. Others...have inherit[at§, ex

number[ing] among the second generation, born to Cuban exiles in the

United States, and, for the most part, have never set foot on Cub@n soil.
O'Reilly Herrera expresses that some second-generation Cubaneans have
inherited an exile that forms a strong "bond to the Island.” &iestthis phenomenon
the "vicarious imagination”" It is this phenomenon that will permit future stagings of
Pedro Pan performances, thus preserving the exodus in the Cuban-Americanrymagina

Second-generation Cuban-Americans often grow to discover thasulffey from
congenital "maladies" like el gorrién, or la morrifia, because theypart of the
schizophrenic, dyspepsic walking-wounded group initiated by their parexils.?
Cuban sociologist Rubén G. Rumbaut, who originally coined the "1.5" gemerat
distinction, discusses the oxymoronic notion of "second generation @xiles 2006
article "Ages, Life Stages, and Generational Cohorts: Decomptsinbnmigrant First
and Second Generations in the United States.” Rumbaut acknowledpéguestions
have been raised as well about whether and to what extent tlendtemnal’ attachments
of their parents are sustained in the generation of their chilpaetcularly those born in

receiving countries such as the United States, who lack theonesnand the symbolic

'birth connection’ of their emigrant parente dismisses the label "second generation"

® Andrea O'Reilly HerreraReMembering Cuba:Legacy of a Diasp@fustin: University of Texas Press,
2001) , xxxiii.

" bid., xxii.

8 For more on these "exile illnesses," see my disonsof Mason, Said, Watson, Vidal, and Pérez &rm
in the introduction.

® Rubén G. Rumbaut, "Ages, Life Stages, and GemeratiCohorts: Decomposing the Immigrant First and
Second Generations in the United Stateg#térnational Migration Reviev88:3 (2004): 1161.
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in terming the offspring of exiles ("persons born in the United Stesmnot also be
immigrants to the United State¥")and establishes an elaborate decimal system to
account for subtler generational divides. Rumbaut further classifieups of child
immigrants based on age and degree of assimilation.—1.25ers (thoseexpesences
have proved closer to their parents than the typical 1.5er) and 1.75ergs @xpesiences
are closer to the U.S.-born second generation). The classimooanic, second
generation is followed by 2.5ers, or those with only one foreign-born parent.
Rumbaut’'s landmarlknternational Migration Reviewarticle is not the only
creative attempt to classify the U.S.-born offspring of immigrar@istavo Pérez Firmat
aims to resolve the dilemma by taking license with conventiorrakpgons of national
and ethnic identities:
| convinced myself that it was possible and desirable to transgdadg
construing Cubanness as an ethnicity rather than a nationalitjl | s
believe thato cubanocan be an ethnicity, and I think this is being amply
demonstrated by the younger generation of Cuban Americans, the self
described "Generation N," a lively group of twenty- and thirty-sihings

who, as their magazine’s blurb phrases it, grew up with Santar@abd
Captain Kirk, with Alvarez Guedes and K.C. and the Sunshine Band.

Pérez Firmat's reference to the widely popuBaneration Nmagazine reveals that its
title has come to serve as an epithet for its target audieite group, the Cuban
equivalent to the unicultural and monolingual "Generation X," also beeredethe
"ABC" [American Born Cubans] Generation. Pérez Firmat kasmmended a reversal
of that acronym for a more accurate representation of theraj@mes -cultural

upbringing: Cuban Bred Americans [CBA]. "For my children,"” heeads, "Cuba is an

10 bid., 1165.
1 bid., 1184.

2 bid.
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enduring, perhaps an endearing, fictibh.'His words describe the experience of some

I Generacion N is

1.5ers as well, and echo Oscar Marqués’s sentimerissing Fide
succeeded by Generaciéon Y, with self-proclaimed members both oaffatigk island
(interior and inherited exiles). In the U.S., additional terms,Yik€A (Young Upward
Cuban American, read "yuppie'd, have taken root to describe the nature of the
succeeding generations’ assimilation. Gabe Rodriguez evaluatethb@ensation of
exile may pass from first second generation Cuban-Americans:

It is not merely a matter of living outside of Cuba, but livingeaCuba.

Cuba is like a womb in the ocean; a distant but nurturing viscenalary.

And to the new generation that has "inherited exile," it is not even

memory but a theory, a pre-established religion. The Old Cubza and

lost forever. The island may change and the environment may tnoee

more, but it can never be exactly the same, just as childnemever

regress to the womb. So now Cuba has been turned into a martyr and the

children have grown ufs.
This womblike origin provided by the mythical motherland suggests sentinerilt $0
those Mendieta produced with her exile-related earthworks. Heetitht this remote
space can be—in theory and through rituals and oral histories—absorbieduisy
generations may be true of not only those who inherit exile, but thbseexperience
interior exile as well.

Cuban Performance artist Tania Bruguera and Cuban-Americter/performer

Carmen Pelaez are two of the most representative voices wlanpédnterior and

13 ife on the Hypherb.

14"[Cuba] is the only happiness | have ever knowrttidh." Eduardo Machad&issing Fidel(New
York: Samuel French, Inc., 2006), 41-42.

!> The acronym also forms the common Cuban tuberegstable, yuca.
16 Gabe Rodriguez, "From Lucy to Reba: A Look at Guaad Hollywood Relations, Hispanic Business

Monthly, 28 December 2006, http://www.hispanichesscom/news/news_print.asp?id=52014, accessed
2 April 20009.
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inherited exile in relationship to Pedro Pans. Their work is prodincedgh the kind of
"vicarious imagination” that accompanies the transference & explained by
O’'Rellly Herrera. It is also this "vicarious imaginatiohat has made it possible for me
to conduct the analyses delivered here in this dissertation.

From 1987 to 1991, Bruguera dedicated herself to recreating the workaof A
Mendieta, reconstructing it in painstaking detail from photographfiath@cquired as a
student in Cub&’ She had come to know Mendieta’s work the year after the'sartis
death, and felt doubled over with internal exile. Bruguera expmtenot only el insilio,
but the profound loss of a mysterious compatriot that she perceibedhier counterpart.
She saw Mendieta as "a symbol of returning to the homef8naliich, for Bruguera,
validated her desire to forge a community between Cubans and Cubes lexng
abroad. Bruguera observed that "[w]ithin Cuba, her [Mendieta'sfrdbecame the
proof that there really was another part of us that existedRe&creating her work would
pay homage to Mendieta in a way that would recover the asistag presence in the
history of Cuban art, despite the fact that the island has nowiexped a double loss of
Mendieta as its citizen (through her exile and her death).ic @erardo Mosquera
explains that "Bruguera identifie[s] with Mendieta in order tadpher back to the island
and to the present day, to rework her in order to show her art t@thgenerations and

to recover her presence in the collective imaginatidnBruguera’s efforts led to the

Y Luis CamnitzerNew Art of CubdAustin: University of Texas Press, 2003), 326.
18 Tania Bruguera, "Postwar Memories,” in de los Aegé& orresBy Heart/de Memorial69.
" Ibid.

% Gerardo Mosquera, "Tania Bruguera, Reanimating Meadieta,”Poliester: Pintura y No Pintura
(Winter 1995): 52.
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formation of the Havana-based organization "Desde una pragmatiogogéda(from a
pragmatic pedagogy, DUPP), who with the support of the NationadnUoi Cuban
Artists and Writers (UNEAC), curated the first annual "AM&ndieta Performance
Festival" in 1998. The group followed Bruguera’s lead in recreahitemdieta’s
performances in celebration of the artist’'s desire to traeelyf between the U.S. and
Cuba?* DUPP hoped to revive Mendieta’s efforts to use her performascasway of
initiating an open dialogue between the two countries.

Pieces by Bruguera and Mendieta are still often exhibitedhtegeas they were
in 2008 at P.S.1/MoMa'’s exhibdMeoHooDoo: Art for a Forgotten FaithOne gallery in
this exhibit was dedicated to a video of Bruguera’s 2007 performddekyed
Patriotism which looped on an wall adjacent to a transferred Super-8 film otiid&’'s
1980 untitled (Gunpowder Work #1) performance of a burmsiigeta? Mendieta’s
terrestrial homecoming was met with a response by Bruguertion of "delayed
patriotism,” in which she questions how archaic cultural imagegedias protective
national symbols. Bruguera’'s performance cycles through peopl@egsofor portraits
with a live (hooded) eagle in front of black and white photographs ofvoitl leaders,
including former Cuban president Fulgencio Batista. Bruguera'se pogitiques the
tendency of many international citizens to focus on (meaningless) ro&gstbols while

remaining "oblivious to what's happening in the background" of any n&tioithe

#0lga Viso,Ana Mendieta: Earth Body: Sculpture and Performah8@2-1985Miami: Miami Art
Museum, 2005), 130-31. "Galeria DUPP: Statemedtetails,”Universes in Universe:"7Havana
Biennial http://www.universes-in-universe.de/car/habaiesiymorro3/e-dupp-2.htm, accessed 4 April
20009.

2 For a discussion of Mendieta’s siluetas, see naptdr 1.

% Nancy Princenthal, "Everywhere and All at Ono&rt in America96:3 (March 2008), 54.
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juxtaposition of Bruguera’s performance with Mendieta’'s allows & continued
comparison of el exilio and el insilio across generations duripgotacted period of
Cuban exile.

The frequent pairing of these artists also suggests that Beugas carried on
Mendieta’s legacy, and some spectators believe (considenglista’s untimely death)
that Bruguera is completing certain artistic missions posthumougiuguera continues
to live in Havana, though her opportunities for exhibition have been gieates U.S.
than in Cuba. The binational presence of her work has performed atprediialogue
between two countries during the last two decades, beginning witelfermances in
Havana in response to Mendieta’s death. In 1992, she exhibited éheulditted Ana
Mendieta at the Sala Polivalente del Centro de Desarrollo de las Afissales
[Multipurpose Room at the Center for the Development of the Visual Arts] inftddVa

On 29 March 2009, at the Wilfredo Lam Center, Bruguera organitadanark
performance for the 10th Havana Biennial. The performance parédietl Castro’s
famous 8 January 1959 "dove speech," in which a (trained) white dove landkd on
future-dictator’s arm to convince the masses that he had been yliagoelpted. Though
an "American" eagle had paired with Bruguera’s co-perfesnreDelayed Patriotisma
"Cuban" dove flapped its wings at Bruguera’s Biennial performance, ang plaged on
the shoulder of every person who spoke. Both birds, held in captivityntargionally
exploited here as ironic symbols of "freedom.” If the dove attednfd fly from the

shoulders of any given speaker at the Biennial, "the fatigueadtats would force it

% Tania Bruguera, Curriculum Vitae, http://www.tdmiaguera.com/info_cv.html., accessed 1 April 2009.
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back.?® The bird came to rest on the shoulder of one young pioneer, Yoatie2atine
author of the controversial counterrevolutionary blog "Generacion Y ¢Hgardelivered
an address arguing that the government should sanction the freedom esiexptieat is
already ruling the Island’s electronic exchanges: "Theiséald is starting to be a virtual
island. That is more democratic and more plurali$ficShe describes how Bruguera’s
performance empowered several silenced citizens:

Tania gave us the microphones, we who have never been able to deliver

our own speeches, instead we have had to suffer under the hot sun the

speechifying of others. It was an artistic action, but there meagame-

playing in the declarations we made. Everyone was verguserA dove

rested on our shoulders, probably equally well-trained as that otiger

fifty years ago. However, none of us who spoke considered ourselves

chosen, none wanted to stay—for fifty years—shouting into the

microphoneg’

This potent combination of performance and politics incited rousiagtshof
iLibertad! [freedom] from both Cuban citizens and foreign audiences. A syirit
spontaneous communitas filled the room, uniting an audience of visitoreraareeiiles,
perhaps the Island’s counterpart to singer Willy Chirino’s chgeaudiences. In fact,
one artist and audience member remarked that the transporting, conatranaphere
seemed more like Miami than Havana, and another declared that henéhaat felt

freer.®® The online blog for the Spanish-based maga@inba Encuentraeports that

free speakers were ultimately censored when a technician ftibheofpower to the

% Fabiola Santiago, "Artist's Work lets Cubans Sp@akin Havana for FreedoniThe Miami Herald 31
March 2009, http://www.miamiherald.com/entertainigms/visual-arts/story/976152.html, accessed 1
April 2009.

% Yoani SanchezGeneration Yblog, http:/desdecuba.com/generationy/?p=472ssexd 1 April 2009.
" Ipid.

%8 |bid.
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microphoné?

Carmen Pelaez, whose mother Alicia emigrated on Operation Pedia P861,
is the grand-niece of renowned Cuban painter Amelia Pelaezaslty observing her
great-aunt’s landscapes, depicting remote Cuban scenes that Radaeever seen, that
she began to "inherit exile." While examining some of theseegi in MoMA's
permanent collection, Peldez travels as far into Cuba as théngaican take her: "I
want to climb into the canvas and finally, finally exist whebelong. And when | step
in to take a closer look, the security guard tells me to keep stgndie.®* These lines
are fromRum & Cokethe one-person play Pelaez has created in order to communicate
her family’'s experiences, performing on stages in New Yorkir{@ddon Theatre;
International Fringe Festival), Chicago (Fox Theatricals), andniyl (Area Stage;
Coconut Grove Theatréy. Rum & Cokeechoes statements made by her grandmother,
sentiments that were partially responsible for determiningri@rited exile: "You are
not free, because you're Cuban and you're not hdfmeDuring one scene, Pelaez
portrays her grandmother in order to convey and understand how nation# thirea
patria potestadorompted the unaccompanied migration of her father with her uncles and
aunts. She transforms her posture after performing Camilajteeego, who is afraid to
tell her family that she plans to visit the family’s Cuban h@mel When performing the

scene forThe Lost Apple Playat the Martin E. Segal Theatre in New York, Pelaez’s

29 "Blogueros y artistas aprovechan un performanca pedir libertad, Cuba Encuentrphttp://www.cuba
encuentro.com/es/cultura/noticias/blogueros-y{aisiprovechan-un-performance-para-pedir-libertad-
166628. Accessed 11 April 2009

30 Ccarmen PelaeRum & Cokeauthor’s own unpublished manuscript, 2.

31 pelaez, her work, and her family were also featare Ted Koppel'&ightlinein 1998.

32 Rum & Coke?29.



195

body shifted as she sank slowly into an armchair, her voice droppnegister as it
assumed the thickened accent characteristic of the older gensratOnce she has
become her abuela, she answers her own [Camila's] inquires:

Get your head out of that cloud, mi vida! How you could ever consider
going [to Cuba] is beyond me! Why? Because it's dangerous, gorda!
Don’t you think they have records of how people left and why? ...you
know why we left. They tried to take away your father? OhBsf. |
recognized themiliciano that came to get him. | was his second grade
teacher. | jumped in front of your father and | said, "You're nohtpkiy

son anywherejescaradol taught you how to read! Get out of my house!"
Within hours, your grandfather put your father and the other four kids on a
plane to New Orleans. .The months after we sent the kids away were
endless. Half of everybody we knew had left. You couldn't talitotar
friends anymore because you didn't know who was on whose side. Your
Abuelo and | were afraid to talk to each other. La Habana got do &l

my backyard, | used to have five trees. One for each child. Whgn the
bloomed, you would swear the sun was sitting on top of our house. |
would spend hours looking at each tree. Wondering what was happening
to each one of my childrefi.

While visiting family on the Island, Pelaez was tracked byMhstry of Culture and
asked to perfornrRum & Cokein Cuba...with "a few edits*® She refused, feeling
fortunate for Operation Pedro Pan: "My grandparents had the foresighit me in a
country where | can say whatever | want, and this play realpnge to them. | don't
really need to edit in the United States, I'm not going to idih Cuba].”®® Unlike
Bruguera, Peldaez was not able to complete the Cuban/Cuban-Ameecrmance
dialogue between countries.

Pelaez had already experienced resistance, however, when shgitfated a

premiere of the play in New York. "Everybody said it was tight wing," Pelaez

% pelaez, monologue froRum & Cokein The Lost Apple Plays: Performances from Operatiedr®
PanTranscript, Dos Alas Theatre and Martin E. Sedadire Center, New York City, 14 April 2008, 3.

% pelaez qtd. iThe Lost Apple Plays: Performances from Operatiedr® PanTranscript, 25.

* bid.
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reported of New York producers. "They basically said if we ptramunist character

in it, they would take it. In the end, ‘Viva Fidel’ was adley wanted to heaf® When
Rum & Cokeeventually opened in New York, the Abingdon Theatre production
prompted not only a routine performance review inTtheess Arts segment, but also a
feature in the paper's NY/Region section, marking its local ptese  The
writer/performer had the opportunity to respond to the romanticized natfddsba as a
vacation destination, a mysterious island that gave us the pop-icoanGHguena Vista
Social Club. "I had somebody come to me after a show and sayt fDonCuba for
me!" Well, why not? They're holding onto a fantasy."Pelaez’s observation inverts the

widespread supposition that exiles are the only ones caught in an illusion.

Atlantic
Ocean

LEVELL 5 “h
s ..

Images from the 2008 Abingdon Theatre production oRum & Coke Photos by Kim Sharp. Left:
Pélaez marks a journey of Cuban life on and off theésland. Right: Pélaez performs in front of a
digital version of one of her great aunt Amelia Pélez’s paintings.

While performances of Pedro Pan are in the process of beimagedsby
succeeding generations, many former Pedro Pan children térestaring their

experiences. Operation Pedro Pan, Inc. hosts monthly breakfagtssdoown exiles (at

% Kisses and Hisses: Actress’s anti-Castro Mes&iggs Strong in South FloridaThe Miami Herald
15 December 2003.

3" Peldez qtd. in David Gonzalez, "For Those Who HeRetort to Cuba, The New York Times
NY/Region, 10 March 2008.
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Cuban-American restaurants) and yearly holiday dances (at CubaneAm reception
halls). Aleida Duran proclaims, "That exodus of Cubans, who todeagar&0 or older,
establish a special species, a subculture, that is difficult netiz@e. They shared a
painful, vital experience that is different than other Cuban esife§orty years after the
first spontaneous talent recitals were performed in the childcam'gs, Operation Pedro
Pan still "performs" all over Miami (and sometimes alsoas Angeles, where OPP, Inc.
has established a second chapter with a corresponding website,
www.pedropanocalifornia.org). In 2002 grown Pedro Pans began raising anthglonat
millions of dollars in funds to buy and preserve Camp Matecumheistgte and pine-
filled acres as a memorial to the exodus. "It was too irapbrto be turned into
warehouses," said Elly Chovel, then president of Operation Pedroredn, The death

of Monsignor Walsh in 2001 was mourned by many Pedro Pans throughooutiteyc
and Miami’s N.E. 21 Street, at the old site of St. Raphael's camp he shared \aitly m
of the Operation’s boys, has been renamed "Bryan O. Walsh Way."

Singer Willy Chirino, a former resident at St. Raphael’s, hss laeen given his
own street, "Willy Chirino Way," marking N.W. T7Avenue from West Flagler to NW
7™ Street in Little Havana. Still the "voice of Cuban Miaffi,Chirino staves off the
progression of exile not only in his lyrics and songs, but with higengsisly youthful

appearance; the singer appears to have the same mysteriogs diagider” that beset

% Aleida Duran, "Operacién Pedro Pan, 14 mil nifies#hos a EE.UU,Contactg http://www.contacto
magazine.com/pedropan.htm. Accessed 6 June 2008.

3 Tere Figueras, "Pedro Pan Group Eyes Kids’ Canmemorial, The Miami Heralg 26 October 2002,
Al.

% Jordan Levin, "Chirino’s Day Did ComeThe Miami Herald 19 February 2006, A4.
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Luca after flying on Operation Pedro ParHartensia and the Museum of DreaffisAt
sixty, Chirino is truly at his prime; he won his first Gragnin 2006 and has started
Latinum, his own music label. Inspired by his own experiencesghr@Qyperation Pedro
Pan, he has established the Willy Chirino Foundation, whose missioresptand to the
"growing needs of the displaced children throughout Latin AmeffcaThe Chirino
phenomenon is already immortalized in the contexts of both inhenteihterior exile.
Jordan Levin observes the impact the singer has sustained duringuanaesy of Cuban
migration: "The balseros when they come here, they all know hgadyt. That's how
he keeps going, because everybody, from the old exilio to the ngvepewerybody
knows his music* Chirino’s daughters also carry on the musical exile legattytheir
own "second generation" band, appropriately named "Los Hijos d&lijos" (The
Children of the Children).

In 2006, Operation Pedro Pan, Inc. joined forces with Barry Untyerghere the
official Pedro Pan archives are housed, to erect a spectaculér dtobtiami’'s Cuba
Nostalgia exposition (an annual affair that promises all thigsan). The "Operation
Pedro Pan" exhibit displayed old photographs from the archive festoottetallbons
featuring the OPP, Inc. logo. The group also distributed infovenatards to festival
passers-by, hoping to locate more former children from the exodus. Chovel
explained, "We are making an all-out effort to find ALL of theban children who came

through the ‘Unaccompanied Cuban Children's Program’...many of whomréalivte

*I Nilo Cruz,Hortensia and the Museum of Drea(héY: Dramatists Play Service, 2004), 15. For mome
the "aging disorder,” see my chapter 3.

“2Willy Chirino Foundation, http://www.acgweb.comllyichirino.org/demo/willy.html, accessed 2 April
20009.

43 Levin.
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that the name 'Pedro Pan' applies to th€mit' is sometimes the case that a Pedro Pan
child has neglected to notice that the navhami Herald reporter Gene Miller gave the
exodus in 1962 endorsed their emigration with a permanent title. @pePsdro Pan,
Inc. has partnered with the Historical Museum of South Florida tatew@n exhibit to
celebrate the exodus’s fiftieth anniversary in 2010. The organizsgehs contributions
from Pedro Pans, including "items of historical importance, such asghpts, letters,
books, bags, even the clothes they came withi...Operation Pedro Pan is in the process
of cataloguing such artifacts and documents to preserve xibdugs history at the
National Archives in Washington, D.C., where they gave their fiegional public
address in 2005. Through these regular presentations and exhibits, OgeedtioriPan
continues to perform.

OPP, Inc. is in the process of erecting a permanent exhibit at Camp Matesmmbe
that future children may learn the history of the site and of @per®edro Pan. The
goal of educating future generations has also been pursued in tardlyegoublished
volumes of juvenile literature about the exodus, Maria Armengolrdaie Children of
Flight Pedro Panand Hilda Perera’s and Mathieu Nuygei&i: A Cuban Boy’'s
Adventures in Americ® At Barry University's official Pedro Pan Archives, both of
these books are filed alongside original newspaper articles anthrgrimaterials

chronicling the exodus (like Monsignor Walsh’s diaries and the airpgijt | These

4 Elly Chovel qtd. in Val Prieto, "Pedro Pan GroufCabaNostalgia,Babalt Blog http://babalu
blog.com/2006/05/pedro-pan-group-at-cubanostal§@62 accesssed 16 April 2009.

** Ibid.
“6 Maria Armengol AciernoChildren of flight Pedro PaiiNew York: Silver Moon Press, 1994); Hilda

Perera and Mathieu Nuygeiki: a Cuban boy's adventures in Amerig@oconut Grove, FL: Pickering
Press, 1992).
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fictionalized accounts are largely success stories with hapgiyngs for Pedro Pans and
the present-day children who read about them. While this additioksrttee archive’s
new commitment to including creative interpretations about the exduriqrocess of
determining such inclusions remains highly selective. The dff@peration Pedro Pan
website has also demonstrated a restricted system of cimgnibe creative work in
response to the exodus. While OPP, Inc. and the Barry Universitives have joined
forces in a passionate project to locate all 14,048 former unacoadpehildren, they
continue to discount key performances, including artwork by Ana Mendvria Brito,
Mario Petrirena, Ernesto Pujol, and the Pedro Pan plays by Ediarcdeoado, Pedro
Monge Rafils, Mario Ernesto Sanchez, and Nilo CfuMelinda Lépez’sSonia Flew
remains the only performance recognized, celebrated, and suppo@dePhync. and all
associated archives. It is crucial that the greater body ok werrecognized and
preserved so that assorted accounts might represent more of the #4t{iv8nies, and
avoid the oversimplification that will result by constraining tthgerse exile group under
an expurgated set of titles.

While OPP, Inc. persists in its active search for lost Pedrs,Ponly a limited
sample size of the Operation's 14,048 unaccompanied children—approxiansively of
these exiles—has been located for present-day evaluétioBeciologist José Goyos,
one of the children of the exodus, has conducted an analysis of theseeattalPans to

determine how the exile group has fared professionally in the Th8ugh the children

*"OPP, Inc.’s critical reception Matecumbend toHortensiais discussed in chapters 2 and 3 of this
dissertation.

“8 Lynn Guarch, Operation Pedro Pan Archives, Bamiversity, Miami Shores, FL; John Dorschner,
"The Pedro Pan GeneratiorGubaNet http://www.cubanet.org/CNews/y03/sep03/22e€6.h# ,
September 2003, Accessed 8 January 2009.
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began life in exile with no material advantage, Goyos arguéshidaducation and class
standing the unaccompanied children enjoyed in Cuba played a ghifole. The
privileged socioeconomic status of families who were able gefstrategic connections
is what originally allowed young sons and daughters to emigratklg@nd easily. This
point is stressed in Goyos’s 1996 dissertatidantifying Resiliency Factors in the Adult
"Pedro Pan" Childrencompleted at Barry Universify. His evaluation of the successes
of the young immigrant group also emphasizes other principal $adtwluding the
children’s accelerated maturity due to the circumstances of Hwd migration—
something that led them to become extraordinarily resourceful and selfesuffici

Some of the most visibly successful Pedro Pans include Eduardo eddinier
U.S. Ambassador to Spain and Andorra under the George W. Bush aditianstr
Florida Senator Mel Martinez; Leo Guzman, the first Hisparember of the New York
Stock Exchange; Carlos Saladrigas, founder of the Professional Em@loyanization
Vincam Group Incorporated, which, before its sale in 1998, was tgestaHispanic-
owned business in the U.S.; and brothers Carlos and Jorge de Cé$paaddsrs of
Pharmed, another leading Hispanic-owned business in the colntany other Pedro
Pan exiles have been able to duplicate a lifestyle that approtduhesocioeconomic
comfort representative of their Cuban lives. Ricardo Ortimesghat this phenomenon
may further complicate homecoming:

[Political] "change in Cuba" is far less likely to trigger erodus of
homesick exiles back to the island and instead will triggeroadflof

49 José Goyos, "Identifying Resiliency Factors in Atuilt Pedro Pan Children: A Retrospective Study”
(PhD diss., Barry University, Miami Shores, FL, 639

*0 After decades of financial success, the de Céspemithers were sentenced to prison for fraud inchla
2009. Jay Weavet,he Miami Herald 9 March 2009, http://www.miamiherald.com/news/mialade/
story/939690.html. Accessed 9 March 2009.
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immigrants from the island to the mainland, to join their relgtiveell-

heeled relatives in South Florida and parts north and west. What we’l

witness as a result of that eventually isn't, therefore, ser@@ibanization

of exiles, but an even more profound and complex Americanization,

Latinoization, and diasporization of the culturally still-Cuban populace.
Indeed, the 1959 Revolution was launched as a rebellion againgmnplosing U.S.
economic presence in Cuba during Batista’s reign. The range otity.Settings that
have provided backdrops for the performances discussed here in tlEgatizs—
including lowa City, Union City, Miami, California, and Minneapolis—begito
represent the wide dispersal of unaccompanied children who came of thgér exile
country. Today there are more than one million Cuban Americans vesteglished
residence in the U.S. accounts for 4% of the nation’s Latino population. dStheul
current thawing of US.-Cuban relations lead to an end of the U.Sargmbn Cuba,
permitting free travel and commerce between the two nationglémel’s near-depletion
of resources will likely be revived with strong influence fromSUbusinesses. 1.5
generation exiles who have reestablished their family’s ssitdesocioeconomic status
in the U.S. may exert a unique force in determining the cultureembmy of the post-
communist nation. Many of these exiles—represented by tivdeged Pedro Pan
characters in the plays discussed in the preceding chaptersfeddtiitrong ties to lost
properties on the island.

Ortiz analyzes the Cuban exile condition in relationship to Eduarddhadats

plays, noting that Machado’s characters, like many U.S.-Cubdeseare addicted to

three C’s: "café, culpa [guilt], and capitaf." He argues that materialistic exiles’ often

*L Ricardo L. OrtizCultural Erotics in Cuban AmericéMinneapolis: University of Minnesota Press,
2007), 275.

52 Ortiz, 134-55.
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"stubborn, compulsive refusal to surrender their claim to lost proped lost capital
may persist in delaying, if not preventing...their own still-possibleirre home.*
Cuba’s new economy will not likely permit homecomings in whycisanoscan crawl
back through the keyholes of their former houses. Furthermore, whil®mes remain
intact in the minds of the exiles who are still dwelling onrfer dwelling places, most
homes on the island are crumbling in states of disrepair. "Latidibiaitizens may be
more reluctant to trade their comfortable exile accommodafimnshese dilapidated
dwellings, finding themselves equipped to participate in a rebuildindpeof former,
now-devastated, nation only from a safe economic distance. Uvg§oGlaO86 play
Con todos y para el bien de tod@#/ith All and for the Good of All) depicts a diverse
group of Cuban exiles stranded on a mythical island whose citizeresgperate for aid
in establishing a new democracy. The Cuban-Americans dole outeadbt prove
unwilling to remain once they are rescued. Each possessingegoraddl name to
represent their political or class standings, charactersecimmwith excuses in response
to the natives’ appeals: "doctors...and children and grandchildrethare...it's very
difficult to leave one’s things behind...[when] one has struggled mudate a few
pennies to now begin again...if we were younger?. Mistorian Marfa Cristina Garcia
contextualizes the playwright’s palpable analogy:

Clavijo implies that for all their talk of returning to Cuba wh&astro

falls, the majority of exiles will more than likely staythe United States.

Building the new Cuban society will require commitment and Seeri

and most émigrés will not want to uproot themselves from their
comfortable lives in the U.S. to deal with uncertainty and instabflity.

53 Ortiz, 155.

>4 Uva Clavijo,With All and For the Good of Alin Rodolfo J. Cortifia, edGuban American Theatre
(Houston: Arte Puablico Press, 1991), 190-91.

%> Maria Cristina Garcidiavana USABerkeley: University of California Press, 199T31.
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Garcia’s image of these Cuban-Americans "uproot[ing] themselugsrts the exile
terminology employed by many nostalgic artists (especidiindieta and Brito, who
employ the term most explicitly) and characters examinethis dissertation. Roots
have grown in another direction, despite the exile’s resistant transmlantati

"The children of Pedro Pan," Mirta Ojito announced inNlesv York Times'now
live quiet lives all over the United States. Most are subwessen and women who
managed to put painful memories behind [theth] Mel Martinez declares that "[b]eing
sent around the country allowed us to really become the most Amieed of all
Cubans...we spread our wings and were able to assimilatéifiancial success seemed
to be associated with assimilation, no matter how hard exilegesto maintain their
cubania Many who remained on the island felt the vacancy left byanigcounterparts,
and (as evidenced by Tania Bruguera's work and the Elian Gorstéliggle) future
generations are absorbing the impact of the island's 14,048 abseinerchilOn the
island, they are in exile longing to go "home" to the U.S., wheredeal 'Cuba"—
signified by creative, free, and thriving citizens—has been digplaetists abroad have
been able to do something that they could not do at "home" on the island—their work.

By staging representations of and reflections on the past, Padr@xiles have
journeyed through time and space as desterrados and destempados)gpsishgelves
and resolving interrupted childhoods. Some of these performances, however

achieved the closure they seek, producing instead a perpetuatdtinatisis,” as Kuspit

* Mirta Qijito, "Cubans Face Past as Stranded YomthsS.,” The New York Time&2 January 1998, Al.

*""Business Monday,The Miami Heralgl 22 September 2003, 27.
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observes in Mendieta’s work. Still, these performers and dramatists have realized,
through performance, the only homecomings possible. Succeedin@gtgererthose
who have inherited exile, are finding themselves able to visit ffagents’ homelands
through stagings as well—especially after visits to thendklarove that the pre-
revolutionary Cuba expressed in paintings and oral histories no longer exists.

Pedro Pan exiles may travel back through performance, whetedtamatize a
physical return to Cuba (as khortensiaor Havana is Waitinyj a psychic return (as in
characters’ reveries, hallucinations, and flashbacKglatecumbeor Sonia Flew, or a
symbolic return produced through surrogate spaces (as in Mendiktatasin Mexico
and Brito's gallery replications of her house in Cuba). A physiealrn—where
characters actually "go" to Cuba— is attempted more throughs'play performance
art, rather than posing a scene in an imagined reality @uba, "Cuba" is represented by
environments unframed by a formal stage, potently retaining thesatz status,
displaying their inferiority to a lost "original.” Machado aviéndieta both created and
presented work in their former homeland only to discover that attermptedsions
through actual travel accomplished far less than was possible hhdyagatizations.
Mendieta vowed never to return to Cuba after airpgticianos confiscated items she
wished to bring back "home" with her from her former "home," agdido insists that
the new memories he has constructed as a visitor to the islaacttiaved the ones that
had remembered it as "home." Critic Cris Hassold calaithe sentiments expressed in
Pedro Pan sculptor Mario Petrirena’s work, noting "the impodyilafi separating what

is remembered from what is invented in a past which, as tis¢ says, seems more a

8 Donald B. Kuspit and Gloria Moure, ed&na MendietgGalicia, Spain: Centro Galego de Arte
Contemporanea, 1996), 48.



206

dream than a memory® José Quiroga declares that Mendieta and others did not "really
[go] 'home' to Cuba in 1980; too many events had already happened pretieeling
twenty years, and home was in many ways a constructed fiahamaginary landscape,
an alternate past in the present that lived on memories rdpaatest mechanically’®
This assessment recalls Oscar’'s most memorable declaradachado’Kissing Fide)
when he insists that though he was only eight years old when hsalasit, he can
remember his Cuban homeland so well because it is "ficton."

The performances prove that Cuba can be neither lost nor recoeerBedro
Pans and successive generations of inherited and interior exfle€uba has been
"composed" in the memories of unaccompanied children, and it is neesaah by artists
and dramatists, without existing; it is a simulacrum, an ide&€wuja, and often an
idealized Cuba. Because of the island’s radical metamorphosis Gpemtion Pedro
Pan’s final flight in 1962, even an "accurate" recollection ofrpu@lutionary Cuba,
including the times and places of childhoods lost, renders as a fartdmable only
through performance. A multitude of perspectives on Pedro Pan cantioube
expressed through dramatic and visual art as well as through synoemporations,
industries, street signs, national archives, and historic parks. Gbmg®sitions of Cuba

remain imperishable illusionBke the liminal condition of lifelong exile.

%9 Cris HassoldRemnants: Installations by Five Cuban Americanststxhibition catalogue (Clearwater,
FL: Shillard Smith Gallery, Florida Gulf Coast A@enter, 1993), n.p.

€9 José QuirogaCuban Palimpsest@inneapolis: University of Minnesota Press, 2Q0%56.

®1 MachadoKissing Fide] 41-42.
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Figure 1. The Lost Apple PlaysBack row L to R: Guillermo Linares, Nilo Cruz, Frank Robles, Alina
Troyano, Melinda Lépez, Carmen Pelaez, Felipe Gordiga, Gilberto Arribas, Jason Ramirez. Front
Row L to R: Kimberly del Busto, Miriam Cruz, Glenda Pezuela.

Dan Gerould: Welcome to the Segal Theatre, | am Daniel Gerould the Executive
Director. We are very pleased this evening to present as part of our Series of
International and World Theatre The Lost Apple Plays: PerformangasOperation

Pedro Pan. Curated by Dos Alas Theatre with the Martin E. Segal Theatre Odmte
co-Artistic Founders of Dos Alas Theatre are Kimberly del Busto and Jasoitdz who

are Ph.D. candidates in our Ph.D. program in theatre. We are very proud to have them
here this evening presenting The Lost Apple Plays. | will turn things over todhk F
Hentschker, Director of Programs, who will say a little bit more about tigram.

Frank Hentschker: Thank you all for coming to the Martin E. Segal Theatre at the
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Graduate Center, CUNY. The Segal Center bridges academia and profebgaina] t
international and American theatre. This is as true an example of the kind of wddg we
being as close to our mission as it can be. On top of it as Daniel mentioned Kiamukrly
Jason are very close to us, in the Ph.D. program in Theatre. | would like to welcome now
Carmen Pelaez who is going to give us a special introduction froRum & Coke

[Carmen Pelaez performs Alicia’s monologue froRum & Coke:]

Alicia: (Alicia’s voice is old but strong. Like a raspy horn. She stands
erect but her body naturally tilts to the side. She is hard but her
vulnerability is as obvious as her General-like quality. Sounds of protest
are in the background as she walks onstage with her chair.)

Camila! So nice of you to finally show uf$he sees a reporteey

that's Jorge Martinez! Jorgélfo Camila)l haven’t seen him since he left
Univision! Jorge ven, ven, interview me. What do you mean who am 1? |
just finished my hunger strike shift and I'm starting on my prayer shift
now. What do you mean you don’t do hunger strikes in shifts? Oye, we
are here to protest the starvation of the Cuban people, not show them how
it's done. There are eleven million people starving in Cuba because of that
demon and you expect us to starve ourselves voluntarily! Comunistal
(Alicia crosses to chairAsi mismo te lo digo! No, no, no! Now you can

go interview your grandmother. Camila, sit down. | saved you a seat. Do
you expect me to believe you missed the hunger strike shift by mistake?
Please! When have you ever missed a meal? Don't get mad? Don’t get
mad.(She sticks out her tongue. Realizing Camila came aluvigeye’s
Juana? She forgot! How nice it must be to forget? | wish | could forget.
Today is 44 years since your Abuelo & | left la Habana. We thought two
or three months, maximum. We'll bring back the kids, step back into our
lives again and 44 years later I'm missing my soap opera because of that
demon. No, | don't want to talk about it. No, no, no, talking about it
doesn't make me feel better. I'm not that mod@oetices her husband.)
Ramoén! Para de comer mierda chi¢bb Camila)Look at your

grandfather. He gets so excited when he sees your little cousins! Put him
down. Te va dar un patatus! Niki, come here. You left your Barbie doll at
the house(Holds up the Barbie Dolll.ook at this, this isn't a children's
doll, it's a prostitute! Sorry Niki, ballerina Barb{g.ooks at Camila like

Niki is crazy.) Sometimes | wonder what the people in Cuba that got our
house after we left did with everything. Nada. With the toys, our clothes,
the pictures. What could those things have meant to anybody? Look at
Elenita! (Yells to her.Since when are you using a walker! It's the climate!
| don't care if we're only 90 miles away from Cuba ? I'm telling you, the
climate here kills you. Caballero, in Cuba it only rained when we wanted
it to! Eh? Ay Elenita, you and me both. I'm like the Queen of England
destroyed and just for sho@.o Camila.)l have to yell because she can't
hear anymore. She probably doesn’t want to, her son is(@ayns back

to Elenita, loudly.Elenita, how’s Tony? Such a good boy. Don’t worry,
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he’ll get married sogn(Barely speaks itfp Jonathan(To Elenita.)Sit

down, sit down, pray with ugl.ooks at Camila and laughsGamila,

don’t joke around like that. That’'s not funr(in shock.)Can you please
explain what business you have going to Cuba? To find beauty? Get your
head out of that cloud, mi vida! How you could ever consider going is
beyond me! Why? Because it's dangerous, gorda! Don’t you think they
have records of how people left and why? Don't be cute, Camila, not
about this, you know why we left. They tried to take away your father?
Oh, si. But | recognized the miliciano that came to get him. | was his
second grade teacher. | jumped in front of your father and | said, “You're
not taking my son anywhere, descarado. | taught you how to read! Get out
of my house!” Within hours, your grandfather put your father and the
other four kids on a plane to New Orleans.

Figure 2: Carmen Peldez performs as “Alicia” fromRum & Coke

| was sure they were going to come back and arrest me. Everybody was
scared. The random assassinations. The violent, ridiculous arrests. We had
built this life together and just when we're living what we earned, Castro
comes along and says that we are the enemy. That we deserve to lose it all.
If you don't like it, take the next flight out with nothing but the clothes on
your back and a nullified Cuban passport in your hand. And be thankful

for it. There was nothing to say, nothing to do. Cuba was beautiful. 'm

not saying it was perfect? No caballero, every country has its problems

and we had ours and big. But it was our home. We spoke our language.
Then from one day to the next, everything changed. The months after we
sent the kids away were endless. Half of everybody we knew had left. You
couldn't talk to your friends anymore because you didn't know who was on
whose side. Your Abuelo and | were afraid to talk to each other. La
Habana got so cold. In my backyard, | used to have five trees. One for
each child. When they bloomed, you would swear the sun was sitting on
top of our house. | would spend hours looking at each tree. Wondering
what was happening to each one of my children. Mis hijos. | wondered if
my brother and sisters had places to live yet. If they had food to eat. I'll

tell you this, I never knew how beautiful those trees were until Castro took
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over.(She chants.)“Castro, Traidor, Assesino y Dictador”. Wait a

minute, wait a minute! In English, cofio! So that they understand us! No
wonder they think we're crazy! Yes, they think we’re crazy! The other
day | got into a fight with this Canadian. He said he didn't know why we
were still complaining. That he had been to Cuba many times and it was
fine. A paradise. That we were a bunch of nostalgic aristocrats. The “Jews
of the Caribbean”. So | said to him, “Jews of the Caribbean?” That's
right, that’s right we are the Jews of the Caribbean and you, you let my
people go! You animal. Don’t you see? You can go to Cuba all the times
you want, and do God knows what, but | will never step foot in my
country again! Of course | can’'t go back Camila, | am politicdeeki

didn’t get permission to leave Cuba and | will not ask for permission to go
back to my country{in utter disgust.).et me pray because now I'm mad!
(She crosses herselfGod | wish | had a cigarette! Si, Elenita, si! | quit
smoking a year ago! You were there! We were on the cruise ship and
Ramon got sick and we had to take that dingy boat to shore and | promised
God that if he cured him, | would quit smoking. The second we walked
into the emergency room, prah, he was fine. He had gas! Where is he?
Every time | want a cigarette now | want to kill him. Nostalgic
AristocratsATurns quickly to Camilaljm nostalgic because | need to be.
When your grandfather retired, he insisted on planting the same garden
that we had in Cuba. We had such a fight over it. “Chico no comas
mierda. Our garden is fine! You don't know what you're doing and you're
going to have a heat stroke!” “Cofio Alicia! | think | can plant a simple
garden!” “Aya ta! I'm not saying another word. | don't want it! And God
save you if anything happens because I've already quit smoking.? Eh! Es
gue why did he want it.” He started with the plants. They looked
beautiful! Then the flower beds. They looked beautiful. Then he planted
the same five trees. | was so excited. | could hardly wait for them to grow.
| don't think | had ever let myself look forward to anything as much as |
did to those trees. But they wouldn't take root. Camila, no matter where
you go or how good you're doing, you're not free because you're Cuban
and you're not home and the home you knew doesn't exist anymore. And
now you tell me you are going to go to Cuba to find bea{8yPprised by

her admission.) hope you do.(Music plays.)t's over. Niki, go get your
Abo! (Sees RamonBamon, suelta el mojonete ya, Chico! (Bends over
slowly.) Michael, come here! Give Aba a kiss. | love you {&lle takes a
look around focuses on Camila and winks as she pulls her chair off to the
right as music plays.)

Kimberly del Busto: Thank you Carmen for that special introduction fieom & Coke
which just had its recent run at the Abingdon Theatre. Carmen and | have sonmmething i
common. We are both the daughters of Pedro Pan exiles. Her mother, Alicia Rdlaez a
my mother Marta del Busto are two of the 14,048 who emigrated on those flights from
1960-62. Others include some of the playwrights whose work we’re featuring tonight,
Eduardo Machado and Mario Ernesto Sanchez. Nilo Cruz and Melinda L6épez who join



211

us tonight both have cousins who emigrated on those flights. Other Pedro Pan exiles you
may recognize include Willy Chirino and Lisette—whose music was part of etshow
lineup, the U.S. Ambassador to Spain and Andorra Eduardo Aguirre, visual artists Ana
Mendieta and Maria Brito, and the late Elly Chovel who was the President of iOperat
Pedro Pan, Incorporated, now a national charitable organization. From 1960 to 1962,
more than 14,000 unaccompanied minors took flight from Cuba to the United States,
establishing the largest recorded exodus in the Western Hemisphere. The underground
operation designed a desperate alternative to the isolation, indoctrination, and labor
assignments that faced the post-revolutionary nation’s youth. Conceived bygalgsiin
Priest, Father Bryan Walsh, Operation Pedro Pan ensured prompt, safe migration and
guaranteed lodging conditions for an urgent child exodus that had already begun. Afte
assisting one desperate child, Pedro, who had arrived alone from Cuba to search for
relatives in the U.S., Father Walsh, director of the Catholic Welfare 8 wfddiami,

created the program with funds from President Eisenhower—the Departmerteof Sta
waiving visa requirements for all Cuban children. The young diaspora of Operation
Pedro Pan turned simultaneously from their mothers and from their motherland to occupy
places in camps and foster homes in various parts of the U.S. Many locatedsrebative
reunited with parents, though sometimes not for months or years. But nearhhalef t
children believed that their displacement was temporary, like a trip to Neverdand,

that they would return to Cuba. Separated from their country in a boundless wait for
return, the displaced children’s feelings are encapsulated by a poputeAiredrican

nursery rhyme “La Manzana Perdida” (The Lost Apple). "La Manzana Pestdags

as a kind of emblem for the exodus, providing the title for one PBS documentary about
the Operation as well as for a book by political scientist and Pedro Pan Maria de los
Angeles Torres. The nursery rhyme begins by posing a question that is subsequently
answered but never solved: “Sefiora Santana, ¢ por qué llora el nino?”...Sefora Santana,
why is the boy crying? “Por una manzana que se la perdido.”...Because hd has los
apple. “Yo le daré una, yo le daré dos” | will give him one. | will give him; wne for

him and another for you. “Yo no quiero uno; Yo no quiero dos”...l don’t want one; |
don't want two... “Yo quiero la mia, la que se perdid.”...l want mine, the one that | lost.
This vivid image of a lost, irrecoverable possession stalls both the child and the
narrative's progression as they resist resolution. The quality becoread #t persists

45 years later, characterizing the Operation through a body of performanceraatiara
literature about a nation’s exiled children. Irresolution marks charactarsatic

structures, concerts, sculptural installations, and performance art. Thisgeggamines

the dramatic work created by playwrights about those flights, revealingyparice as a
primary, ongoing mode in attempting to resolve the displaced child self. Wepolbe

a variety of dramatic interpretations in response a common migration, glisgritiis

group, and the vast groups of Cuban exiles—separated by years, class, motivadions, a
circumstances—who are often lumped together and flattened by such stereotypes
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Figure 3: Kimberly del Busto describes "la Pecera'while introducing a scene from Teatro Avante’s
Matecumbe

Along these lines, Mario Ernesto Sanchez sends a particular messageudidmnseathis
evening. Mario Ernesto sends regrets; he’s at the Festival de las ASes), José, Costa
Rica. He asks us to remember that the title of his playasecumbe: the Flight of a

Pedro Pan / el vuelo de uRedro Pan He says, and | quote him, “I have underlined the
aand the urbecause it's very important for audiences to know my play is solely based on
my experiences and no one else's. Not everyone felt the same way.” Tlagisscer

Mario Ernesto has done because it used to be dalledgelo de Pedro Pamaking it

more universal, but as audiences have responded to it, he is punctuating it as his own
biographical interpretation. He was born in San Antonio de Las Vegas, Cuba and
emigrated to the US via Operation Pedro Pan in 1961. Of Camp Matecumbe, he says:
"We were young boys, unaware of the magnitude of the crisis going on arouncids, afr
of being alone, but trying our best to turn around our fate into an adventure never to be
forgotten. A lifetime educational experience that shaped our characterrandagiigy,

that taught us "empowerment” years later, to eat everything on our plagepatient

when waiting for a wish, to appreciate family life, and to realize thatuhean race was

not perfect." This iFeatro Avante's 1994 production ofMatecumbe which is the

name of the camp that most of the Operation Pedro Pan boys were sent to. So here we’re
going to see a dramatization of him leaving his mother in the airport when hébags a
And one very prominent feature of José Marti Airport—the International Airport in
Havana—was that it had this area, it had a glass partition, the parentegregated on
one side and saying goodbye, heart-wrenching goodbyes to their youth yhaighe

never see again. So this was called the pecera, the fishbowl. So here be tries t
dramatize that through silent scenes and through light at the end. And we’ll see the
pecera come to life on the stage.

[Video projection of a silent scene from Teatro Avante's 1994 production of
Matecumbe BOY and MOTHER share an extended goodbye in the airport, separated
by 2 MILITIAMEN who strip search the BOY and rob articles from his pack.

MOTHER and BOY gaze through the glass of the pecera.]

Kimberly del Busto: Matecumbe ends with a poetic reversal of the opening scene, in
which the boy and his mother are happily reunited when she arrives to rescue him from
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Camp Matecumbe, ending his temporary but protracted orphanhood. Unlike the boy in
Matecumbe, the character of Soniégionia Flewnever reunites with her parents.

Melinda Lopez dramatizes what in psychology is called "Delayed Grief Syndrome" as
Sonia is forced to recollect a past she has suppressed. She never forgave hepparents f
sending her away, and it is not until she has children of her own--When her son Zak
enlists in the Marines and goes to war--that she revisits the horrible mehimiyng sent
away from her family forever on Operation Pedro Pan. The action proceeds
achronologically: The first act is set in Minneapolis, December 2001. The sedosd ac
set in Havana, April, 1961. At two different points in the play, Mother and Son deliver
almost identical monologues about how they were read the story of Peter Pan during thei
childhoods.Jason Ramirez performs Zak's monologue from Act I:

Zak: My mother used to read me Peter Pan. The boy who could fly. He
lived in Never Land with all the lost children. And one day, Peter got sad,
and he missed home so much that he flew back there, across the ocean. He
flew to the window of his bedroom. But his mother had locked it. And he
couldn’t get back in. | always used to wonder, what kind of a terrible

mother would do that? Even after years and years, wouldn’t you keep the
window open? Even through blizzard and rain and heat and locusts,
wouldn’t you keep the window open? In case? Just in case?

Kimberly del Busto: The company will now present a scene fidoh 2, Scene 4 from
Sonia Flewby Melinda Lopez

[Frank Robles performs as Orfeo; Miriam Cruz as Pilar; Glenda Pezuela as Ypun
Sonia]

Orfeo: They came early in the morning. My students—in uniform. With
guns—do you see? To my lecture. Cellular division—do you know? They
asked to address the hall—I said of course, and | offered them the lectern.
Other members of the faculty had not been cooperative, they said. Other
members of the faculty had resigned. But they wanted to assure the
student body that Professor Santiago was on the list of the approved
faculty. And they wanted the students to know that my classes would
continue uninterrupted through this difficult period. That the
understanding of science, hard science, was elemental to our progress as a
nation. They gave me a pin, and | put it on my lapel.

Pilar: Orfeo, no....

Orfeo: Even Galileo bowed his head. Of course | don’'t mean to suggest
that | am Galileo. He was a great man. But even Galileo. Even he.

Pilar: The other faculty?

Orfeo: Collected their things in boxes. Went home. Others—the
soldiers—my god—in a truck, Pilar, the faculty in chains—In chains! Our
director. (He weeps)s lost. A great man he was.

Pilar: Shhh, my darling.

Orfeo: He is lost. PilarParedon
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Pilar: What next?

Orfeo: They looked so scared. And then at —the rally, | thought they
would sing songs. And Sonia there, my god she saw it all.

Pilar: She hasn’t come out of her room since she came back. She won't
speak to me.

Orfeo: Sonia.

Pilar: She watches us now. Do you know? Watches everything. Like
she’s taking notes. Dear God am | saying this? | think she talks to Tito. |
think she tells him things.

Orfeo: No.

Pilar: Forgive me. To even think—She talks constantly of leaving us.
Marrying, or going to the provinces, of the future constantly. | am losing
her.

Orfeo: As it must be.

Pilar: No! Not this way! Not her mind—her heart yes, her heart, to a boy,
to a man who loves her. A man we know, that we know his family, his
background, his education, but not like this. Not stolen from us like this.
Orfeo: She has to go. She is expected to go. You understand that, Pilar?
To the provinces. All girls, all patriots must go to teach—

Pilar: Patriots! Damn them to hell, the thieves who stole that word and
turned it filth.

Orfeo: She is expected to go to the provinces.

Pilar: No! | won't allow it. There is another option.

Orfeo: They’ll come for me. Don’t you see that? If we show any
weakness, any sign of doubt, they’ll come for me. They are already
watching me, reading my papers, reviewing my publications. Sonia has to
go to teach—three months no more. She has to go.

Pilar: You'll trade her flesh for your position?

Orfeo: To keep us safe? To see her marry, to hold my grandchildren? To
keep her here? Oh yes, Pilar. I'll trade whatever | have. What God gave
me, I'll trade for the chance to live peacefully and die an old man,
surrounded by my wife and daughter, and grandchildren. We can live—
here—quietly. Stay here, live quietly. I'm not proud, Pilar, forgive me. |
am not too proud. To keep her?

Pilar: To keep her. Yes. And if they say three more months, and another
six cutting cane. And another year in the provinces, and another? How
long will we stay quiet? Until the air isn’t ours to breathe anymore?
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Figure 4: Miriam Cruz, Glenda Pezuela, and Frank Rbles perform a scene fronSonia Flew

Orfeo: Not long. It won't be long, that's what | tell you. There will be an
invasion. A coup. No one is going to sit back and watch us go the way of
Moscow—no one will do that—

Pilar: You will.

Orfeo: Not so. Not so.

Pilar: We’'ll wait it out. We’'ll stay quiet. We'll cut cane, and you will stop
your research, and | will trade kisses for luxuries. | can do it. | need so
little.

Pilar: | can survive this. You can survive this. Of course we can. But not
Sonia. Not her. It's our fault, Orfeo, because we loved her too well. What
will happen when she starts to see, to ask why? What happens to those of
us who can’t stop asking questions?

Orfeo: What happens to those that do?

Pilar: It takes years to learn to be quiet. God help us.

Orfeo: You said there is another option.

Pilar: Yes.

Orfeo: What?

Pilar: Marta has been helping me all afternoon. My darling. My darling. |
think we have a way to get Sonia out—this madness can't last, it won't
last, I know, | believe that with all my heart. | do. But | am so afraid.
Forgive me. | have done something—something—

Orfeo: What have you done, Pilar?
(YOUNG SONIA enters, still wearing her uniform)

Young Sonia:What are you whispering about? Why is everyone always
whispering in this house?

Pilar: We thought you were sleeping.

Young Sonia:I'm sorry | ran away at the rally, Papa. | know you must be
upset about that. But | don’t want any lecture from you.

Orfeo: | was worried about you.

Young Sonia:Why? I'm not a china doll.

Orfeo: | know that.
Young Sonia: They shot Professor Waldman.
Orfeo: | know.
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Young Sonia: Why?

Orfeo: | don’t know.

Young Sonia:He must have done something. He was teaching somgétWas he
smuggling? Sedition? He must have done somethingat-did he do?
Pilar: You mustn’t look at your father like that.

Young Sonia:You knew him—he was your colleague, what did he do
Orfeo: | don't know. He taught. He told bad jokes. Madgible coffee.
Young Sonia: Papi? Are they coming for you?

Orfeo: Why would they?

(Beat)

Young Sonia:l want to go to the country to cut cane.

Pilar: No.

Young Sonia: The schools are closed down. There is nothing for me to
do. The cane is rotting in the fields, and we all have to help in this difficult
time.

Pilar: There are ways to help besides cutting cane.

Young Sonia: Then | could join the literacy campaign. Tito goes to the
Provinces next week.

Pilar: Why go to the provinces? You can stay here and teach Marta.
Young Sonia:l already talked to Tito about it, and he has signed me up.
Orfeo: Tito said this? Our Tito?

Young Sonia:Yes. He is counting on me. It's only for the summer.

Pilar: The summer?

Young Sonia:Yes. The summer! What's wrong with you? Tito! The
summer! It's happening all over the place.

Pilar: Over my dead body. Over your fathers dead body, and mine.
Young Sonia:You sound just like the nuns!

Pilar: That is not what you are here for.

Young Sonia:What do you mean here? Do you mean on the planet?
Pilar: You know what | mean.

Young Sonia:What am | on the planet for, Mama? Can you tell me that?
What have you done? I'm not going to end up like you, | know that much.
I’'m going to do something with my life. Things are changing everywhere,
and | am part of it. And if | don’t go this summer, I'll go next summer, or
I'll just get out of the house soon, and get married and then | can do what |
want. PILAR finds this incredibly funnyyhat? What?

Pilar: (Laughing)Get married and do what you want? Oh mother of God.
Young Sonia:Stop it! You always do that? What? What is it?

Pilar: Oh my dear, my dear oné&le is erupting again, laughing.)

Orfeo: Enough.

Young Sonia:Fine. Don’t tell me anything.

Pilar: I'm sorry. | am sorry. I'm sorry. We were only trying to give you

some good news.... Let me, Orfeo.
(Beat.)

Orfeo: Yes. Tell her. Wonderful news, Sonia. Listen.

Pilar: Your father and | have found you a scholarship to attend school in
the United States. They can take you right away.

Young Sonia:l don’t understand.



217

Pilar: Study abroad.

Orfeo: (To PILAR) For a year.

Pilar: Anything you like. And then come back. You'll be sixteen by then.

Old enough to make your own decisions. Go to the country. Or get

married and ruin your own lifeSpe starts laughing againl)m sorry.

Run your own life.

Young Sonia:l can’t go. | need—

Pilar: We have a visa.

Young Sonia:How did you—the embassy is closed—how?

Pilar: A student visa. For students. For studying.

Young Sonia:Papa?

Orfeo: My dove?

Young Sonia:You're sending me away?

Orfeo: Never! This is to school. For a year.

Young Sonia:But what about Tito—can | go in the fall?

Pilar: We've decided.
Young Sonia:You haven't even talked to me—I won’t go—You can’t make
me go.

[applause]

Kimberly del Busto: Like Sonia inSonia Flewthe character of Oscar in Eduardo
Machado's Kissing Fidel has unresolved feelings about his past. Whereas &h& w
Oscar was only 8 when he flew alone on Operation Pedro Pan. The play takes place 33
years later, in a Cuban funeral parlor in Miami. Oscar's grandmother has died, but
arrives with the shocking announcement that he is going back to Cuba to kiss and forgive
Fidel. Chaos ensues, and hundreds of cups of Cuban coffee are drunk from jittery hands,
continually dispensed from two large urns center stage. Playwright Eduardoddacha

was born in 1953 and emigrated to the US on Operation Pedro Pan in 1961. He was
received immediately by relatives, so he did not go into an orphanage like neo$ &et
children. Eduardo was engaged to be with us tonight but had a dental emergency at the
last minute. He sends his regrets with this statement: "I have written@pé&xy® about

Cuba; | have struggled to find enlightenment and peace in doing this. Cuba is too
complex for just one play or one simplistic sentence. Fifty years of politiagally one
hundred fifty years--takes a lifetime to exprd€ssing Fidell consider a minor play,

written out of my not understanding why my father refused to love me and my brother
and sisters. That is all it is about. It was a plea from me so he would listen toisis. He

now dead, and all | hear from him now is what | heard always: absolute silencge. Enjo

the scene.” With those, Machado's wordscene from the first Act ofKissing Fidel

[Gilberto Arribas as Oscar; Miriam Cruz as Miriam; Felipe Gorostiza aaiel, Alina
Troyano as Yolanda:]

Oscar: | have to find something that saves me. | can’t keep living in the
past. I'm always this scared kid on an airplane leaving
it...home...island..Cu...Cu...Cojimar...Coji-ma(starts to cry.)

Miriam: Don’t cry again.
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Daniel: Listen, cousin. We have an opportunity to bury the past and live
here happily.

Oscar: What would you know? You were born here.

Daniel: So what?

Oscar: You're a dentist, right? What would a dentist know about
passion?

Daniel: I'm an architect.

Oscar: Right. Your father is the one that’s a dentist.

Daniel: Why are you being mean?

Oscar: Cause | jump into emotion... | need a drink. How can there be
nothing to sedate one at a funeral?

Daniel: | can steal a Valium from my mother’s purse.

Oscar: You're a sweetheart. Thanks.

Daniel: Oh. You're welcome.

Oscar: Go steal for me.

Daniel: Okay. Maybe later?

Oscar: Anything can happen.

Daniel: You couldn’t tell by looking at me, could you?

Oscar: No, you are “muy macho.”

Daniel: | practice a manly walk all the time. No one can tell, right?
(He walks up and down in a manly fashion.)

Daniel: Right?

Oscar: Absolutely, no one can tell. Only me cause I'm so sensitive.
Daniel: About the subject.

Oscar: Got a built in radar.

Daniel: Why did you get married?

Oscar: Tradition?

Daniel: I'm thinking of getting married myself.

(DANIEL exits.)

Oscar: Silly queen. Because | loved her. Not everything is black and
white.

(OSCAR takes out a gold pen and a small notebook. He writes. Then
reads.)

Oscar: “If | write ‘please forgive my father” a hundred times. Would |
have paid my penance?”

(YOLANDA enters.)

Yolanda: Well, hello OscafShe kisses him politel\Such a long time.
Oscar: Hello, hello Tia. Are you alright?

Yolanda: Of course it's not my mother that died. You should come in.
They're doing a rosary soon.

Oscar: In a minute.

(He starts to shake.)

Oscar: Sorry.

Yolanda: Sit down.

Oscar: No.

(The shaking gets worse.)
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Yolanda: You're not having a seizure are you?

Oscar: | haven’t had one of those since... | was eighteen and the vampire
came in, and | said, “OK, do it.” And it felt good.

Yolanda: The vampire?

Oscar: Yes. The men with canes were vampires. Don’t you remember?
Yolanda: | thought they were zombies.

Oscar: They were every fear known to man. | let him bite me. And they
never came back. I'm sorry. | can not stop it. I'm sorry. It must be my
body’s reaction to Miami.

Yolanda: Should | get a doctor? Your cousin the doctor is inside...
Oscar: No.

Yolanda: But.

Oscar : It's just anxiety and panic.

Yolanda: About Cuba

Oscar: Even at her mother’s funeral Miriam can gossip. And fast.
Yolanda: Actually your mother told me and I told her.

Oscar: My mother is not here, is she?

Yolanda: No.

Oscar: Thank God.

Yolanda: | understand why you think you have to go.

Oscar: You do?

Yolanda: To finish a story.

Oscar: Partly, yes.

Yolanda: But go quietly please.

Oscar: Why?

Yolanda: We have to live in Miami.

Oscar: | remember when you lived in New York, in Jackson Heights. |
remember being stuck with you on the express in the middle of a snow
storm.

Yolanda: Blizzard.

Oscar: My first.

Yolanda: Yes.

Oscar: You remember?

Yolanda: Yes.

Oscar: You remember me?

Yolanda: Of course. I love you.

Oscar: You do?

Yolanda: In the blizzard yes...we had fun.

Oscar: | remember you friends there.

Yolanda: In New York?

Oscar: Yes.

Yolanda: You liked them.

Oscar: They were intelligent. They wrote and painted and went to the
theater.

Yolanda: Why did you turn away from me?

Oscar: Because you of all people should have understood.
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Yolanda: Understood what?

Oscar: You tell me.

Yolanda: You got jealous when | had my own children, because you were
used to being the favorite.

Oscar: You could have saved me.

Yolanda: From what.

Oscar: Loneliness at least.

Yolanda: You're not lonely anymore.

Oscar: How do you know?

Yolanda: Men don't allow themselves to get lonely.
Oscar: Maybe | am not really a man.

Yolanda: Don't you ever say that.

Oscar: Maybe I'll always be a boy being sent away alone.
Yolanda: It's been thirty years it's time to get over that.
Oscar: It's been thirty years it's time to end the embargo.
Yolanda: Don't you dare start talking about that.

(MIRIAM and DANIEL enter.)

Figure 5: Gilberto Arribas, Felipe Gorostiza, Alina Troyano (aka Carmelita Tropicana),
and Miriam Cruz perform a scene fromKissing Fidel

Oscar: Where is my father?

Daniel: Praying.

Miriam: You could have asked me for a Valium. | would have given it to
you. You don’t have to sneak one.

Oscar: So generous with your drugs.

Miriam: They're legal. They're medicine.

Yolanda: He hasn’t stopped shaking.

Miriam: Guilt.

Oscar: Never.

Miriam: Remorse.

Daniel: I'll get you water.

(DANIEL goes to get water.)

Miriam: You know when he was a kid, he loved you. My son.
Oscar: Why? 1 didn’t know him.
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Miriam: When you were in “Time” magazine, he put the photo up on his
wall.

Oscar: | heard.

Miriam: What?

Oscar: Very sweet, your son.

Miriam: And very handsome and extremely manly.

Oscar: Like his Mama.

Miriam: Very funny.

Oscar: But true.

Miriam: | guess what | am trying to say is that...

Yolanda: For better or for worse we are your family.

Miriam: So don’t turn your grandmother’s funeral, who you didn’t speak
to for twenty years into...

Oscar: She never called me.

Miriam: She didn’t know your number.

Oscar: Miriam!

Yolanda: Call her Tia.

Oscar: Tia Miriam. You gotta be kidding. Didn’t know my number!
Miriam: All I am saying is, keep the Cuba crap to yourself. Tonight.
Oscar: Where is my water!

Daniel: Here.

(OSCAR takes the Valium.)

Miriam: Now go inside.

Yolanda: Yes.

Oscar: No.

Yolanda: Come on.

Oscar: No. | have an embargo against that room. We don’t agree
ideologically about life. So | will not enter the room. Till there are no
differences between us.

Miriam: The rosary is starting soon. You can kneel. Pray. And not talk.
Oscar: No.

Yolanda: Do a rosary, and you'll feel better.

Oscar: No.

Miriam: My mother’s life was destroyed by communism. | won'’t let you
ruin her funeral with that same bullshit.

Yolanda: Please Oscar; pay your respects to your grandmother.

Oscar: Who am I!

Yolanda: You were the most polite little boy | ever knew.

Oscar: Then why did you let them send me away on Peter Pan...
Miriam: You were not Peter Pan!

Oscar: Yes | was. That was the visa they sent me on.

Miriam: But | was here waiting for you. You did not go to an orphanage.
Oscar: You were worse than an orphanage.

Miriam: Bastard.

Yolanda: Stop it!

Oscar: You told me my parents were never going to come here.
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Yolanda: How could you Miriam?

Miriam: | was young.

Yolanda: You were mean.

Miriam: | was only twenty one. | was confused.
Yolanda: But you took it out on a child?

Miriam: Leave me alone.

Yolanda: What else did she tell you?

Miriam: | locked him out of the house.

Yolanda: | see.

Miriam: | was young, | was broke, | was alone. Don't judge me. You
were not here at the beginning, Yolanda. So don’t judge me.
Daniel: Poor Mama.

Miriam: It's all so sad.

Oscar: Yes itis.

Yolanda: That's what that bastard did to us.
Daniel: Fidel?

Yolanda: Yes.

Oscar: Sometimes | think we did it to ourselves.
Yolanda: Never.

(YOLANDA exits.)

Oscar: It wasn’t all his fault, and you know that.
Miriam: It was.

Daniel: All his fault?

Miriam: Absolutely. Fidel destroyed our family.
Oscar: How can you be so sure?

Miriam: Because my life depends on it.

Oscar: Not mine.

Miriam: Lucky you.

Oscar: Yes.

Miriam: I'll see you inside.

Oscar: | am staying out here.

Miriam: Why?

Oscar: He doesn’t want me with him.

Miriam: Who?

Oscar: Your brother.

Miriam: The rosary is starting soon.

(MIRIAM exits.)

Oscar: Now they’re worried.

Daniel: Good.

Oscar: You're enjoying this?

Daniel: Hypocrites, liars.

Oscar: He who is without sin cast the first stone.
Daniel: What?

Oscar: Everybody is a hypocrite, everybody is a liar.
Daniel: Including you?

Oscar: And you.
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Daniel: | love your books.

Oscar: They're not me.

Daniel: You wrote them.

Oscar: Yes | did.

Daniel: They have insight.

Oscar: But they are not me.

Daniel: Oh.

Oscar: They're all of us.

Daniel: How can you remember Cuba so clearly?

Oscar: Because, because. Because... Because it's the only happiness I've
known.

Daniel: What?

Oscar: Fiction.

Daniel: There has to be a way to be happy.

Oscar: Is that what you are looking for?

Daniel: Yes.

Oscar: Then it's good that you are an architect. That you can define
structure.

Daniel: Sometimes.

Oscar: You want to be stable?

Daniel: Sometimes.

Oscar: You want to be destroyed.

Daniel: Yes, like the people in your novels.

Oscar: While 1 lived in fiction and you learned to build shopping malls,
we were both blind to our country. And it's hungry now. Hungry and
dying and the houses are falling down. And it does not matter anymore
whose fault it is. And if | can make them see that it's time to forgive, if |
can convince the people in there praying... It will mean more than any
novel | have ever read or written. Or any woman or man | have ever
wanted, or gotten. | don’t want us to be blind, Daniel. | want us—for
once—to see clearly. Daniel help me.

Daniel: | hate Cuba.

Oscar: What!

Daniel: | don’t want it to have anything to do with me.

Oscar: Why do you like my novels?

Daniel: Because of the sex.

Oscar: Really?

Daniel: Because of the incest.

Oscar: That's just a subplot.

(OSCAR takes out a cigar case.)

Daniel: Not to me.

(OSCAR cuts a cigar with a cigar cutter.)

Oscar: Want one? Cuban!

Daniel: Never!

Oscar: Never say never.

(He starts to light the cigar.)
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Daniel: Don’t smoke those terrible cigars please.
Oscar: Our heritage.

(The cigar goes out.)

Daniel: I'm glad you can't light it.

(He starts to light it.)

Oscar: You have to keep sucking to get it to stay alive.
Daniel: You'll never light it.

[applause]

Kimberly del Busto: Oscar does not return to Cuba during the action of the play.

Nilo Cruz'sHortensia and the Museum of Dreaimshe only play tonight in which

grown Pedro Pan exiles return to the lost homes of their childhood. The action takes
place entirely in Cuba. Estranged siblings Luca and Luciana return to the islémel for

first time since their Operation Pedro Pan departure, arriving during the Pigjiefs

1998. In a casting note in the playscript, Nilo Cruz calls for actors much younger tha

the characters they are portraying--a visual metaphor for the epi¢ydars. He writes
"Luciana and Luca should look younger than their actual age as if their lost childhood has
stopped them from agingWe begin with an excerpt that is the play's first scene,

entitled "Traveling” from Hortensia and the Museum of Dreantsy Nilo Cruz:

[Gilberto Arribas as Luca, Glenda Pezuela as Luciana, Miriam Cruz as Mama Fefa,
Frank Robles as General Viamonte, Alina Troyano as Delita, Carmen Peldez as
Hortensia, Jason Ramirez reads stage directions and scene titles:]

The music of an Afro-Cuban lullaby plays. In darkness we hear the sound
of an airplane flying. A slide of a boy and a girl holding suitcases is
projected on a wall. Spotlight on Luciana and Luca, each sitting on their
suitcase. They are in different spaces and don't relate to one another.
Both hold travel journals and address the audience.

TRAVELING

Luca: January second: The Airport.

Luciana: January second: The Plane.

Luca: My mother gave me this travel journal.

Luciana: (Looks at the journal in her handShe said write everything
down.

Luca: Write everything down, she said.

Luciana: Because the island will never be the same.

Luca: (Opens the journal. Laughd\)y mother.

Luciana: (Holds journal close to her chesMy mother.

Luca: (Looks at the journal in his hand/hat do | do with a journal? Do

| write that | don’t know how to begin? Should | write that I'm looking
for my sister?

Luciana: (Reading from journal.) | am a traveler about to disembark on
the land | left with my brother when | was eleven.

Luca: Should I write that | have to find my sister? Should | write that it's
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been so long since | saw her last?

Luciana: In case you find this journal, please get rid of it—throw it into
the sea...

(Sound of a large wave drowning the scene. Airport sounds. Two men
dressed in militia clothes enter the stage and approach Luca and Luciana
in their separate spaces. The officers face the audience.)

THE ARRIVAL

Officer 1. Passport sefior?

Officer 2: Passport sefiora?

Officer 1: Where are you coming from?

Luciana: The U.S.

Luca: The U.S.

Officer 1: (Flips through passport pages/jsiting relatives?

Luciana: No, | am a journalist.

Luca: Visiting relatives, officer.

Officer 2: Documenting the visit of the Pope?

Luca: No.

Luciana: That's correct.

Officer 1: Where are you staying?

Luciana: Hotel Capri.

Luca: Staying with relatives, officer.

Officer 2: Proceed.

Officer 1: Proceed(Sound of drums.)

IN THE CITY

Luciana: January second: Havana.

Luca: If I close my eyes | can see it like before...

Luciana: The seawall...

Luca: Same old streets.

Luciana: Same old blue...

Luca: Same cars.

Luciana: Nothing like this blue.

Luca: Just like yesterday.

Luciana: This is the place we went to school!

Luca: This is the park we used to go to every afternoon!

Luciana: | can remember Mama@'’s voice the day we left...

(Lights up on Mama Fefa wearing a 1950s dress and a scarf. She holds a
red suitcase.)

Mama Fefa: Never let go of your brother’s hand. Hold on to your ticket.
Over there you'll be in different surroundings... Never forget me and your
father, and take care of your new shoes...

Luciana: But | didn’t come here to retrace the past, | came to see the new
generation... The new island...

A PLACE CALLED HOME

Lights up on Tio Lalo. He’s a man in his sixties. He wears glasses and
looks disheveled. He is hard of hearing. He holds an old cigar box full of
photographs. He stands next to Luca.
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Tio Lalo: Here are some old photographs of you and your sister.

(Lights come up on a Hotel Receptionist. She hands Luciana the key to
her room.)

Hotel Receptionist:Here’s the key to your room, sefiora. Here are some
papers for you to sign. And | will need your passport again.

Luciana: My passport?

Hotel Receptionist: Part of the procedure, sefiora.

Tio Lalo: Here's a towel and soap. It's better to bathe in the morning
because the electricity is cut off after six.

Hotel Receptionist:Here’s your itinerary for tomorrow... Wake-up call is
at eight... Your tour guide is Ramén.

Luciana: But | don’t want a tour guide.

Hotel Receptionist:It's all been arranged for your convenience, sefiora.
Tio Lalo: If you want to bathe in the evening, you'll have to heat up water
in this bucket. And if you want hot water, you have to take the bucket
across the street and buy some charcoal.

Luca: Tio Lalo.

Tio Lalo: I'll go get you a pillow.

Luciana: (Facing the audiencel)was told about the organized tours for
visitors.

Luca: (Facing the audiencel)was told about the power outages.
Luciana: | wasn’t going to take part in any of this.

Luca: But a bucket of water!

Luciana: | never liked tours to begin with...

Luca: A bucket of charcoallLuciana and Luca open a couple of maps
and spread them on the floor.)

MAPS AND THE CITY

Luciana: If I make a right on N Street... If | walk down L Street.

Luca: If I walk straight through La Rampa Boulevard...

Luciana: If | make a left on K Street | can cut through the park...

Luca: (Folds the map.)m remembering the streets...

Luciana: (Folds the map.The streets are remembering me...

Luca: Blue skies, faded awnings, orange tiles...

Luciana: The world is not forgetful... A sidewalk never forgets to be a
sidewalk... A tree never forgets to be a tree.

Luca: If | stop at the Coppelia...

Luciana: If | stop at the university.

Luca: No, I don’'t need a map.(Lights come up on the Hotel
Receptionist.)

Hotel Receptionist:I'm sorry, sefior, but the guest you're looking for is
not in her room.

Luca: Can | leave her a note?

Hotel Receptionist:If you wish.(Luciana turns around and faces the
audience. Slide projection of a young boy holding a suitcase.)

Luca: My Dear Sister, I've only been here for a day and | was wondering
if it's possible to see you. After all these years we should talk again and
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settle the past. I'm staying at Tio Lalo’s house. | must confess to you
that this morning there was once again a kind of hope in me for a new
beginning. | could see the two of us traveling together and visiting our old
house. In some ways | was arranging all the furniture in my mind and
telling them: Shsh! Soon she’ll be coming back. Love, your brother, Luca.
Luciana: (Astonished.My brother...(Lights up on Mama Fefa with a
small red suitcase. Sound of an airplane. Luciana looks into the
distance.)

Mama Fefa: (Waving and crying out to her childrefNever let go of

your brother’'s hand. When you go up the stairs to the airplane, look for
my polka-dotted scarf in the crowd and wave good-bye, so | know you're
safe. So | know you're leaving, my love. Never let go of your brother’s
hand!

DELITA AFTER LOVE

Luca and Delita. He’s barefoot, wearing only a T-Shirt and pants. He
walks forward with a drink in his hand. Delita remains standing in the
back.

Delita: Don'’t leave yet.

Luca: | have to go back to my uncle’s house.

Delita: You look sad.

Luca: I'm not.

Delita: (Approaches him.f's always like this when you do it in the
afternoon. | get blue just the same. Maybe because there’s too much
light. Would you like me to make you some café? | always drink some
after | make love, or | stand on my head. | do it to thin the blood... The
blood gets crazy, it starts palpitating on its own, forming little hearts
everywhere in the bodyHolds him.}- You know, you never told me how
old you are. Let me guess, twenty-eidhte shakes his headlhirty.

Luca: No.

Delita: Thirty-three.

Luca: Sometimes | don’t know how old | am.

Delita: What do you mean?

Luca: I don’'t know. | mean, my body has stopped recognizing my age.
Delita: God, don’t tell me I've slept with a vampire!

Luca: (Laughs.)No. A doctor told me that | suffer from an aging disorder.
My sister, too.

Delita: Is it contagious? Will it make me be young for the rest of my life?
Luca: (Laughs.Maybe.
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Figure 6: Alina Troyano (aka Carmelita Tropicana) and Gilberto Arribas
perform a scene fromHortensia and the Museum of Dreams

Delita: 1 like it when you smile. Why don’t you stay longer?

Luca: | ought to go... My uncles...

Delita: You look like you need to talk.

Luca: What makes you think that?

Delita: 1 know these things. I'd be dead if it wasn’t for my mouth.

Luca: So you think talking helps.

Delita: (Nods.)Come on, tell me. Why are you so gloomy?

Luca: Just trying to adjust. Everybody tried to prepare me for this trip.
They told me about the power being cut off, the shortage of food. How
buildings are falling apart. How people live double lives.

Delita: Is that what it is?

Luca: Well, nobedy can ever tell you how it affects you inside.

Delita: Don’t leave yet. Stay a while longefSound of a large wave.

The wave takes Luca and Delita away.)

STROLLING THROUGH HAVANA

Luca and Tio Lalo enter talking. They stand in front of a church.

Tio Lalo: This section is called the Angel’s Hill. And this is the church
where you and your sister were baptized.

Luca: Is this the same place where the parents would come and sign off
the children?

Tio Lalo: What children?

Luca: You know, all the kids that were sent to America. The Pedro Pan
kids, like me and my sister.

Tio Lalo: I don’'t know. |didn’t take part in any of that. | was opposed to
the whole thing for the beginning. But your mother was afraid for you and
your sister, with your father being in prison and all. Everybody thought
there was going to be a war, you see. And there were rumors that the
government planned to send children to work on Soviet farms, so she
wanted to protect you. And when she found out there was a way of
sending the two of you to America through the Catholic Church, your
mother was one of the first ones to put your names on the list. And no one
could stop her, | tell you. No one. — It's curious how the church took you
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away and now it has brought you back.

Luca: Do you want to go inside?

Tio Lalo: 1don’t pray anymore. But if you want to.

Luca: 1 do. (Angelic music plays.)

THE FUTURE OF THE MUSEUM

Luciana: January fifteenth: Midday. A meeting with General Viamonte.
(General Viamonte enters. Luciana covers herself with a shawl. A desk
and two chairs are brought on. Luciana and Hortensia sit to the left of the
desk. The General walks around as he interrogates Luciana and
Hortensia.)

General Viamonte: When | heard from my daughter Melva that you were
going to help with the museum, | thought to myself we seem to have an
important foreigner in our town.

Hortensia: She’s not a foreigner, Viamonte... She was born here.
General Viamonte: She’s a foreigner to me! When did you leave the
country, sefiora?

Luciana: 1961.

General Viamonte: Ah! The Pedro Pan flights. The 14,000 children that
were shipped away to the States...

Hortensia: Compafiero Viamonte...

General Viamonte: Don't interrupt me, compariera. I'm talking to
Luciana Maria. So, the Pedro Pan project, they called it, like the
children’s book about the boy who runs away to never-never land and
never grows up... That's a young age to have a child fly alone on an
airplane...

Luciana: | wasn’t alone. | was with my brother.

General Viamonte: Even worse — two children.

Luciana: | thought we were going to talk about the museum!

General Viamonte: We are — It's very Christian of Hortensia to think that
you could do something for this museum... It shows that we haven’t
managed to abolish the colonial mentality of having foreigners taking care
of our problems—

Luciana: I think you’re mistaken. | took it upon myself—

General Viamonte: No I'm not mistaken... When Hortensia came to us
with the idea of this museum, it appealed to us. Anybody would want to
finance a Museum of Dreams... But then—

Hortensia: You funded the Museum of Humor that was opened down the
road!... I'm sure it took plenty of money to build it.

General Viamonte: We need to laugh, compafiera. We need to laugh at
how we live despite all the difficulties imposed on us... It's what keeps us
going, our humor.

Hortensia: Our faith, compairiero...Faith...Go to the river...Go to the
seawall in Havana and you’ll see how many oblations have been offered to
the Virgin of Regla...There’s the Procession of Miracles every year.
General Viamonte: That's once a year, compaiiera... And it involves a
few locals celebrating an old tradition...
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Hortensia: Tradition! It has to do with people who pray who have
dreams.

General Viamonte: But it has nothing to do with tourists coming from
afar... It's certainly not about exposing things which tend to be
overdrawn, like those silly miracles that have been documented in books.
Hortensia: You know well my miracles are simple acts—

General Viamonte: All miracles have an element of exaggeration! In
every religion: Buddha making five hundred elephants grow out of a lotus
flower, Mohammed cutting the moon in two pieces...

Luciana: For a man who doesn’t believe in miracles, you know more
about then than | do.

General Viamonte: | read about things | dislike, compariera, so | can
understand why | feel resistance and avergi@ause.)We live in an age

of reason, of natural science. We take pride in the real. Our system gave
me a pair of shoes, a home, a refrigerator. If compafiera Hortensia wants
to call our accomplishments miracles, then these are the miracles that need
to be exhibited in her museum...

Luciana: Those are not miracles.

General Viamonte: Then what are miracles?

Hortensia: It's a pity, compafiero, but | don’t think you will ever
understand.

Luciana: It has to do with faith, compafiero.

General Viamonte: Faith. Faith... And what do you know about faith?
You come from a so-called religious land, dollar bills that read: “In God
We Trust.” What Devil do they worship there? It can’t be in the name of
God that your country has tried to blockade and starve a small island like
ours for years.

Luciana: | didn’t come here to talk about politics.

General Viamonte: But you certainly have opinions! How did you get
involved in all this religious hysterigPicks up her passport.Your visa

is strictly for journalistic purposes. Why aren’t you in Havana following
the Pope?

Luciana: Well, | got a letter from Hortensia.

Hortensia: My letters, compafiero... She responded to one of my letters...
General Viamonte: (To Luciana)You're lying!

Hortensia: The letters we sent abroad when we found out the Pope was
coming.

General Viamonte: What letters? All the letters you tried to send never
left this country.

Hortensia: What do you mean?

General Viamonte: We weren’t going to have any commotion around
here, compafera. Did you actually think we were going to have the Pope
in this town?

Hortensia: (Looks at Luciana in disbelielyhat are you talking about,
compafero?

General Viamonte: You live in a world of fantasy, with angels and
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spirits, and you don’t want to face reality...

Hortensia: No. What happened to my letters! What happened to my
letters!

General Viamonte: Don’t get emotional.

Hortensia: What happened to my letters!

General Viamonte: Maybe one letter slipped by, but most of them are in
our possession. We have a democratic process in this country, Luciana...
A meeting was held in this town as to whether this museum should be
made into a public building and most people voted against it.

Hortensia: Lies...Lies... That's a bunch of lies...

General Viamonte: She knows well that we're not interested in tourist
attractions.

Luciana: But her museum—

General Viamonte: Nobody wants tourists in this town. You can see
what’s happening in Havana: prostitution, corruption. That's why we
voted against it...

Hortensia: It's a bunch of lies... You passed around a few papers... Who
knows how many were signed! Who knows how many were kept away—
like my letters...

General Viamonte: You see? Hysteria. That’s all... Religious
hysteria...(Lights a cigar.)

Hortensia: (Gathers her strength and ragé\)l these years you've tried

to sink me down, to bury me alive. A few days from now all the
ceremonies of the Pope will end. Luciana will leave and the two of us will
have to live long after all of this is over, in this small town, on this little
island. But let me tell you something, compafiero, for thirty years I've
wanted to spit in your face. Thirty years building up the courage... This
froth, and bitter spit in my mouth... But now that | face you, | believe my
spit is too clean for your face. If ever | curse anybody in my litetinen

let it be you, Agusto Viamontg(Trying to show his indifference, he

smokes his cigarMay those cigars you smoke burn a hole on your tongue
and in your lungs, and may those holes fester. Death | don’t wish you. |
leave that to God. May you continue to breathe the same simple beautiful
air | breathe in this town. Good day, compariero!

[Applause]

Kimberly del Busto: | want to thank the wonderful cast we have for this evening, as well
as Guillermo Linares, Commissioner of the New York City Mayor’s @f6t Immigrant
Affairs for accepting this event into this the first day of New York Qitynigrant

History Week. | would also like to thank Teatro Avante, who has invited Dos Alas
Theatre to be part of a special panel this summer at the InternationtteTestival in

Miami to discuss Nilo Cruz’s work. At this time | would like to invite Nilo Cruz and
Melinda Lopez if they would be so generous in the educational spirit of the event to
answer any questions that the audience might have HooteinsiaandSonia Flewor
Operation Pedro Pan in general, or sharing your reactions and impressions.
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Jason Ramirez:l would also like to invite Carmen Pelaez to please come up for her
work onRum & Cokeif the 3 playwrights would care to join us in the middle of the
room. In general before we engage in this | would just like to say that iiie &reat for

me to be in a place where I'm honored—I don’t know how much you’re aware of this—
not only to have these 3 incredible playwrights here but we have Latino theatrg distor
that side of the stage, with some of the most incredible actors. I'm just in shamkidl w
just like to thank...I'll go from the back, Gilberto Arribas, would you please stand.
Glenda Pezuela. Felipe Gorostiza. And then...I finally got to direct these 8asalie

very happy: the incredible Frank Robles, the incomparable Miriam Cruz, and finally m
great honor Alina Troyano. Questions from the audience for the playwrights...wa have
mic coming around.

Figure 7: Q & A session. Foreground L to R: Melind Lépez, Carmen Peléaez, Nilo Cruz;
Background L to R: Frank Roblez, Miriam Cruz, Alina Troyano, Glenda Pezuela.

Audience Member 1:1 think that these plays have caught the complexity of the issues so
well. I've become very involved in issues pertaining to Cuba and happened to pick up a
book in a bookstore callaaiting for Snow in Havanand I'm wondering if you've

read it by Carlos Eire and I'm wondering if you've read it...

Melinda Lopez Carmen PelaezandNilo Cruz all nod emphatically.

Audience Member 1:Everything that he talked about with Peter Pan was of course in all
the plays so thank you so much...

Audience Member 2: Have you had any response from Havana or Cuba in general on
any of your accomplishments or any of your writing?

Carmen Pelédez: | have. When | was visiting my aunt—My great aunt Amelia was a
painter—so when | went to visit her sister Ninita | would stay in the house, there w
always Cuban Cultural people around and | was very surprised on my second trip when
they came and asked me about my play because | knew Ninita hadn’t told themganyt
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And they offered actually after a very good run in Miami to bring the playat@hh.

But they said | would have to incorporate a few e@itslience laughsand then | said

well fortunately my grandparents had the foresight to put me in a country indearesay
whatever | want and this play really belongs to them. | don’t really needtto ¢l

United States I'm not going to edit it here. But they did invite me to go to Havana to do
it. And | had absolutely no interest because of that—I didn’t want them to own me. That
was my choice. Other playwrights do their work over there—great—~but...

Audience Member 2: Was that...do you know which theatre it was?

Carmen Pelaez: It wasn't a theatre. It was through the government. It was a...you

know whenever I'd show up people would show up out of nowhere. So it was such every
time | came there was always a like a little swarm of people atefitféimes... so |

know, | mean | can tell you...l know what he looks like; | could do a police sketch of

him. Pero el nombre...I'm not going to remember exactly which part of the government
he was from—some cultural something of some ministry of culture...

Melilnda Lépez: My work hasn’'t been translated into Spanish and it hasn’t ever been
performed...but | was doing a show in Miami and when my mother saw it she said “Pero
cuando tu tia Consuela viene you have to cut that part out” so you don’t have to go to
Cuba for...you can’'t say that when your family comes.

Carmen Pelaez: | expected more of that when | did my play in Miami for the first time
there was definitely not as much open mindedness or...and understandably, I'm not
going to take away their tragedy...but there wasn’t as much willingnessen Wh

going to Cuba people in New York actually said | was a little “pink” where as@eéopl
Miami understood it and | was very surprised...l don’t know why though because | grew
up there and | know the duality...aftd Nilo Cruz] I'm sure you find it, too, Miami’s

much more moderate than people assume it is, but nobody ever told me—I mean there
were people that didn’'t come see my play because it had to do with me going to Cuba
which is their choice—I don’t begrudge them that—but nobody ever told me “you
shouldn’t say that” or “you should say ” you know... | was fortunate...l thought it was
pretty commonplace, but...

Melinda Lopez: Well that was just about telling tales...family secrets...

Carmen Pelaez:That's always difficult, isn’t it? When all of a sudden you’re saying
something and you're like... really, am | going to say that?”

Nilo Cruz: One of my plays was read in Culhayca in a Green DressWhich had
nothing to do with Cuba, it had to do with Lorca’s death, and of course during the
Spanish Civil War, and in the beginning the play was censored because the Mfnister
Culture said that | had written against the government. And then at the end tloeygldeci
to do the reading, so... that’'s my experience.
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Figure 8: Q&A. Nilo Cruz elaborates on the Pedro Bn protagonists he created irHortensia

Audience Member 3:Going through the lists of children that came and that grew up to

be writers, musicians, very successful people, uh, what in your experience andgknowi

the individuals who came in that period, what was it that you think that they grasped to
come here at twelve, a foreign country, not knowing the language, in many cases not
seeing the parents again and yet be able to adapt in a miraculous way...almosgand be
very successful. What do you think they were able to grasp to, hang on to, and that drove
them and guided them?

Melinda Lopez: | met my cousin in Miami, she was in her early 50s | guess. It was the
first time | had ever heard the Pedro Pan story. That was my first exgeleanaing

about it and what she said was, she came at 10, she spent four years in an orphanage in
Boulder, and the way | heard about it was my parents were already living cothitry

and they drove from Massachusetts to Boulder to try and get her out, but the orphanage
wouldn’t release her because they weren’t her parents and she didn’t, you knowsso that’
how | came to hear the story. She said, “I'm not afraid of anything.” She runsiner ow
business she’s an incredibly conscientious one of these survivors, and so | was so
captivated by that, um, that really balls out kind of approach to life. But because I'm
interested in what happens inside people, | was very curious about what that cost the
person, what's the cost of that. And I think it's both things, that you can be feartess a
still it costs you something and so that's what | wanted to explore in my playgrwa
accomplished successful, fully Americanized, fully integrated, ambitietrsfjd woman,

who, you know, the cost is what's catching up with her.

Carmen Peléaez:l was going to say because they didn't think it was forever. So you do
day to day what you need to survive. They didn’t think it was forever, they thought it

was temporary, some still do, after fifty years. | still think “el ano queeven Cuba.”

[To Melinda Lopezpnd you said something that was really...the last lifeurh & Coke

is to survive (?), because there is a cost to survival. But what you earn when you survive
is so much more than the price that you pay to survive it, that when you come out with it,
and | think that once you go through that there’s nothing you can’t do and it's almost like
now in hind sight, we can think and we can analyze and we can wonder, but in that
moment it's “what do | have to do today?” and | think when you’re forced to live in the
moment like that, the years go by in a heartbeat, and all of a sudden, you survived. But |
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also think que el caracter Cubano is fearless in a way, and is very, very g apitédi
is why | think the revolution has lasted so long. Those people will improvise anything to
survive.

Nilo Cruz: | think there is a difference between an immigrant and an exile. An
immigrant can always go back to their country but an exile doesn’t have that option. So
these kids, even though at one point they thought they would unite with their parents,
they would realize later on that they were not able to go back to their coumtryy |

play, | can only speak for my play and based on the interviews that | did, and in my work
| am very interested in human behavior. In my play it's a brother and sister sécour
which you saw, and they're really holding on to each other to the point that even at one
point they cross boundaries, they even, they not only want to be a brother and sister to
each other, they almost want to be lovers. And even though they are successfut, becaus
it is a journalist and—he’s not as successful as she is—but he does work, he’s a
merchant, the wound is still there, it's still open, and they're still tryingotardi it out.

And of course when they go back to Cuba during the Pope’s visit, that wound opens up
again. And then they sort of go back to the memory of leaving and the unfinished
business.

Figure 9: Q & A. René Buchreacts with thoughts orexile, Pedro Pan, and Repertorio Espafiol.

René Buch [from audience]: What poses the distinction that some of the exiles do with
the resentment to the parents. That is the most important element. | founchieéxktre
moving because Hell is paved with the best intentions. And | don’t say that...l have
lived in this country much longer than | had lived in Cuba. I've been here for 50
something years. And when we were invited, the company, Repertorio [Espafiol], to play
in Havana, Matanzas, and Santa Clara, by the UNEAC, the Union of writers arsdimrtist
Cuba, | was terrified. Fortunately, | was directing a play in NYU, so l'didwve to go.

But the company went, and they were very successful. Of course the same people
appeared in every stage as you said. And a big hit of the company, we took Eduardo
Machado’s playBroken Eggswhich | thought had to be done in Cuba, because itis a
family in California. And it was...there was one line, there was one scene in \vhich t
sister-in-law and the mother are talking, and they are society peopleegird thiddle-
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aged, and one says, while smoking a cigarette, “Do you remember when we thought Fide
was sexy?” And the whole theatre went into the biggest laugh of the whole tour. So, |
don’t agree with the embargo; | don’t agree with the separation. I'm not for the
government of Cuba; I'm not pink. I'm not even yellow. But this has been a very great
experience for me. To see what you are doing. And | know Nilo and we’ve done two of
his plays, and I think he’s brilliant. | want more plays.

Jason Ramirez:If there are any Pedro Pans in the house, would you please staad? |
audience members stand; audience applautlée have time for one or two more
guestions.

Audience member 4: Of the 14,000 kids that were brought here, they all obviously
eventually got out of interim camps, to me it's almost kind of akin to...it's almosalike
prison-type camp, and it's just amazing the spirit that survived, of those childfenk | t

| should kind of relate a little bit to what we kids going through the Holocaust and being
separated from their parents might of felt, or their parents pushing theniasae

them. It's the same type of thing that happened when the Cubans tried to save their
children. And I'm just amazed by the spirit of the survived.

Figure 10: Playwright Melinda Lépez reveals how sh(érst learned of Operation Pedro Pan.

Melinda Lopez: | think that the American authorities—I’'m not an expert—were
unprepared for the numbers that started arriving when they thought there would be 50
kids, 100 kids, there were more and more, thousands, and they were panicking, calling,
where, and finding this old military base, and finding...and suddenly the desp@fation

“it's full...we need more housing.” And so going to Nebraska and Kansas and Colorado,
and Oklahoma, and Maine, and finding any orphanage, any house of worship, any place
that would take foster children. It so quickly escalated beyond what any of the
American—I don’t mean authorities—or any of the people who were starting this bal
rolling...

Audience Member 4: Was it well publicized? | was in college...l don’t recall any
publicity about it.

Audience Member 5:You weren’t in Cuba.

René Buch:We all knew. My niece and nephew came out in 51, not on Peter Pan but—
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&

Figure 11: Jason Ramirez and Alina Troyan (aka Canelita Tropicana) with distinguished
audience member Luis Santeiro, playwright and write/creator of ¢ Qué Pasa USA?

Carmen Peléaez:l think we all take for granted how quickly we find everything out, |

mean, when Fidel...Raul actually resigned we knew before the Cuban people did because
we had access to the AP before they did, um, but like when my mom, she went to New
Orleans with her sister, and then somebody came to pick up her sister...I don’t know why
mami and ... got separated, but mami got sent to....My mother when to this house, and
when they took her to church—in Mississippi | think—they brought her to church and

they stood her in front of everybody, and said “this is our Cuban.” And people in school
asked her if she wore shoes, if her family lived in trees. So we’re takingafttied now

that we have, again, we have perspective, we have history, we have informatien, we
taking for granted “how could we not have known.” | mean now, a lot of the atrocities

that have happened in Cuba over the past 50 years are starting to come out thanks to these
new information channels and people are kind of shrugging their shoulders and saying,
“we didn’t know,” but like René said, “Cubans knew.” We tried to tell ya’ll but ya

didn't listen.

René Buch:This is the only international country that is very proud to be ignorant.

Jason Ramirez:l know we have one more question, but | would just like to introduce
Commissioner Guillermo Linares who is here with us today.

[applausé

Guillermo Linares: Thanks for the wonderful presentation kicking off Immigrant

Heritage Week which has now been going for 5 years and this year has grové®foom

so events last year to 130 events. And it is wonderful to have an opportunity to highlight
what Immigration has meant historically for this country. What it means today
particularly, and how it is tied to the future of the greatness of this countryl tAimd

what is most powerful is that we’re able to share the multiple dimension of whesiism

for you to disconnect from your home country. Whether you come from the Caribbean,
the former Soviet Union, any country, Africa, any corner of the world, we neésbto a
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celebrate that which has made this country, but also share it and apprecidtzlktesit

in. I think we need to do that with people who have many generations of parents that
arrived here and makes you think somewhat different but it is the powerful mdssiage t
your story brings that needs to continue to be shared. Because it is an unfolding story as
you speak and as we are here sharing. So | want to commend you and say thank you on
behalf of the Mayor. And on behalf of all New Yorkers, but especially on the behalf of
immigrants and New Yorkers, | think we've learned tremendously from whataxith

share. | personally have appreciation because | met someone, one of tha ohiRbeer

Pan who is a great friend ... Martinez. | mention him because | learned@madtin

and what the story was like for him and I’'m sure that for every child that left @wdsx

those circumstances there is a story to be told. And it is an unfolding story still. But
thank you very much and we appreciate your being part of Immigrant Heritagle We

[applausé

Figure 12: NYC Commissioner of Immigrant Affairs Guillermo Linares addresses the audience.

Audience Member 6:Have any of these plays been performed to the younger generation
of Cubans. And by that | mean at this point we're probably dealing almost in the third
generation. And do they have any kind of visceral connection to Cuba, and if they do
what form does it take and how do they think about that? | know we’re a country of
immigrants but | was wondering, Cuba being so much a part of the currenigpstiene

still, whether they get involved with it politically, or culturally...

Carmen Peldez: They very much do. I've been invited to speak to Cuban-American
students at NYU, at Wellesley I've gone. There’s an incredible studaunp galled

Raices de Esperanzhat actually reinvigorated my hope and my passion that there can
actually be a solution. And I think you have this incredible generation that iseg ra
here and was raised with democracy from day one, and was raised with pracedayr
one, and they’ve seen what their parents and their grandparents have lived, and their
passion is actually very inspiring to me and the way at least that thege®d to my

work has been...it keeps me going. But the kids | find are very well informed. How to
use the internet, how to organize...it's in their blood, it’s in their upbringing and | find
them incredibly inspiring.

END OF TRANSCRIPT
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