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Critical Introduction
Carla Della Gatta

Entering the LATC’s blackbox theatre, audience members walked onto a runway stage,
with a window set toward the small back wall and rows of seats on each side. A live band
played a cumbia, and although it was only 10:30 a.m., shots of rum were handed to us so
1hat.We could drink and dance our way to our seats. The rhythms of the acoustic band
carried the festivity of the Encuentro de las Américas into the fiesta atmosphere of Miss
J"/ia-.People clapped and danced, and eventually sat down, only to realize that we
Occupied the position of the partygoers just outside where the dramatic action takes place.

J.Ed Araiza’s Miss Julia is a compressed tale of power dynamics between servant
and Master, confounded by gender, cultural, and linguistic differentiation. The gravity
of thf} themes and the realistic premise of the struggles between dominance and
:}‘:brfmssion are set in the kitchen of a mansion during La Noche de Sz}n Juan, the eve of
00?1 ﬂe'ast day for Saint John the Baptist, and the contrast bet.ween the ?nd(.)or(and inner)

Ict and the celebration outside elevates the stakes to high theatricality.

W




96 Miss Julia

An z.adaptation of A}xg}xst Strindberg.’s 1898 play Miss Julie, Miss Juli .
terse dialogue, naturalistic set, pantomimed choreography, and class ‘a Metaing th
original. Strindberg dramatizes the disastrous results of competing psyggnamlcs lh:
of free will and natural selection through a story of class disparity. M 0S€s ang o
her male servant, who is already married to fellow servant Cristina tossh Julie Enticeg
her, bl}t gender and class dyr_lamics intersect to result in her downfali, Ve sex Wity

Strindberg’s pl.ay was written in Swedish, set in Scandinavia, and firsy perf,
Copenhagen. While Latinx adaptations and appropriations of European ¢| Ormeg
increased in quantity and complexity over the last decade, the strategies 0;13 :;cs
vary widely. Araiza abbreviates the already tense one-act Strindberg play intoapta“"n
person play with an optional Greek chorus who appeared once in perfonnana fhree
transposition is clear: Strindberg’s setting of Midsummer’s Eve becomes 15 Nf;'h“\e
San Juan and the characters’ names and some of the dialogue are translated into Sp ¢
Complicating class difference by adding on ethnic and linguistic difference, Missaer}-1
brings forth a more contemporary inter-ethnic dynamic. In so doing, Araiza pult‘sm
white Western standard-bearer such as Strindberg in direct conversation with Lax‘mi
culture and the Spanish language.

Here the servants, Juan and Cristina, are Colombian and Miss Julia is of “Anglo
European heritage.” While Miss Julia can speak Spanish, albeit with an unpractiseg
accent, and both servants can understand and speak English, language and ethnicity
amplify the class distinctions. The clear divide between the Colombian servants and the
Anglo Miss Julia is evident in every moment. From Miss Julia’s attempts to speak
Spanish, her attire, movements, and sometimes confusion at what the peasants are
singing, she is distinct from Juan and Cristina. But the dialogue does not include one
line explicitly acknowledging ethnic difference. Ethnicity is understood as an implici
foundation for Miss Julia’s entitlement of superiority rather than made a priori.

Questions of translation arose throughout the Encuentro and became an ongoing
discussion point. Productions at the 2017 Encuentro de las Américas were in English or
Spanish, and some were bilingual. When Culture Clash’s predominantly English
production employed some Spanish, translations in English were projected onto the wall.
El Apagon switched back and forth between languages, with translations in both languages
projected on the wall throughout. Other productions such as La razon blindada were
entirely in Spanish with no translations into English. But Miss Julia, twice translated from
Swedish to English, then from English to partly in Spanish, required its audiences to b¢
fully bilingual to understand the action of the play.! The play begins in an exchangt
between Juan and Cristina, entirely in Spanish. Like bilingual speakers, they begin to S“?
between languages, by the ninth line of the play, with Juan saying, “En serio. l‘ 5{’“;
everything!” and Cristina replying, ““; What??? ;Que pas6?”’* When Juan reports to Crtsme
on Miss Julia’s behavior, he does so in Spanish, so that the Spanish-speaking audienc
knows what has happened before the monolingual English-speaking audienc.e does. e

In Strindberg’s play, Miss Julie is first heard speaking to someone OUtSlde,:‘:e"an
speaks to Christine about the abortion elixir she is making for the pregna“lt Af;;iw's
only after Jean interrupts the women does she ask/command him to dance. nbaila con
play, she enters “with a strong intent” and speaks Spanish, *Juan, COTC‘; p accent
migo.”? Her Spanish is (mostly) grammatically correct, pu.nctuated by a °rcd adidress®
and simplistic in sentence structure. She begins the play with a command an
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Critical Introduction 97
ess her formally.
ks, no orders.”®
she responds,

n continues to addr

uan?’*® as Jua
o ran

ht we are all the saine, nI ren

linguistic formal tense, Sp!
"]?c’i” ;\?ligss Julia’s desire to be lingu:stlcally
r becomes defunct when
her be master or equ_al.
e formal and familiar
ampli €b this

o e me restaSJ
familiar. ¢No tin: “Tonig
Jass distinction a
me too
the class hierarchy late
y her ability to eit
ces the clear distinction between th

ili | Spanish-English play therefore am _
2 S e throws hrases in French and is surprised

t of intimacy and elevates his

ec
't you have so
reinforcing
n the culture betra

arl 7
whe? Jiu , y usted. won
o ile simultaneous]y.

v . . S l
iSOgyI'IIStIC structure :
e nish Janguage tor

Spa

he d
; address. an

f diree nal, Miss Julie throws out some p

tense€s igi ’
fference: 17 e e i . This provides a momen : .
S‘Ia‘ Jean 1 or:ﬁf)l;ﬂige?:ahn has w};rked in Switzerland and shows his aptltuc:Ie ar}lld

rceive.d Classiring a speaking command of another language. Jean responc!s that he
interes’ 7 a(|:1qu'*biggest hotel in Lucerne”® and when he serves her a drink says,
warked & tllee'”9 French comes up between them again, as flirtation, cqmmand, but
M en o.f shared experience/status and in short form. Whereas Str'mdberg uses
alwaysastlg denote experience, education, and travel, Araiza plays with language
g an lusion. At the end of the first act, Miss Julia cannot understand the

inti exc
?J[I;i%/ ?tfithe campesino song in Spanish, and Juan serves as her translator to
information about the people she supposedly outranks .and emplo;fs.

Reviewing the Encuentro de las Ameéricas in its entirety, Marci R. McMahon and I
i1l not inhibit us from communicating with each other

wrote, “language differences wi
across regions and countries.”'® The sessions at the Encuentro were simultaneously

translated in English and Spanish. The dominant languages of the US and Latin
American theater were a process point (translators sat in the back of all large sessions),
a debate (how should we communicate across communities), and a dramaturgical
theme. When Juan tells Miss Julia that he wants to start a hotel, she asks about capital.
He responds, “I’ve got my expertise, my professional experiencia, my knowledge of
English, I think that’s a lot of capital” (20).

Along with this realistic comment about the benefits of bilingualism and multilingualism,
pTysncz?l Latnguage figured prominently as a means of expression and communication. The
‘;;ue}l)./:vngw and tlf1e actors met at a SITI Summer Intensive in Saratoga Springs, and Miss
infonﬁ é)ut o thls_expenence. l-\/lovement., physicality, and intemational collaboration

‘ he ITI experience, and Miss Julia bridges any confusion resulting from lan
shifts with choreography, no-dial i ghage
gesture. Strindb gr phy, no-dialogue scenes set to instrumental music, and physical
dialogué andn erg s.play Incorporated pantomime as to not interrupt the naturalistic
comiast madsecfl::s::wth stet cpanges and cumbersome actor entrances and exits Araiza, by

» antomimes “somehow ritualisti i .
Encuentro cony, P itualistic and out of time.”"! R di
ersations, Olga Sanchez S i ¢ o cgarding the
¢ : , Olg chez Saltveit wrote, i
?e {heatre, and mixing languages can affect audi Language is an essential element
M’PPos, cadences, implications.'2 This im:ludesu lencesbd]lt’ferently with their different
5 Julia, the mixt ' non-verbal langua i
S u : . . ges, and m th
affectively (o roq X re of Spanish, English, music, and physicalit S oase of
o ch a culturally and linguisti : : y worked together
rindberg ends - guistically diverse audience
ean s with the sounds of outsid i )
Says, “It’s horr: ¢ outside authority. “Two Joud ri
MY and do o}:rnble. Butit’s the only possible ending. Go!” Z gmgs on the beli>1s
« ough the &, 14 . > . Go! nd Miss ie ¢
h e door . A Julie
at would youdo ifyou Ara'z;‘? ends his play with Miss Julia aski W?Iks
were me?”'s and Juli L Ing a question
ia and Juan fight insilence. wi .
€, with perhaps
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Julia prevailing as stron

but still engaged in the action.
Encuentro—languages, ' ha '
theater door—cohered in this adaptation of a familiar tale. And Miss Julia theatrica“Ze:

the interplay between them.
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ger.'s Miss Julia remains onstage to fight, stopping anq ...

Ultimately, many of the conversation topics atln&
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The Encuentro program said that subtitles would be included, but I sat through 5
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