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6 Masculinity and Class Conflict

Busiuel’s Macho-Dramas

I am pure Mexican, and I have made a pledge with the land where

I was born, to be a macho among machos.
—José Alfredo Jiménez, from the corrido, “Soy Puro Mexicano”

The critical portrayal of men in Bufiuel’s films El Bruto (The Brute), El (This
Strange Passion), and Ensayo de un crimen (The Criminal Life of Archi-
baldo de la Cruz) turns the instability of national politics and the economy
into metaphoric renditions of troubled men. These three male protagonists
engage respectively in homicidal, paranoid, and surrogate homosexual
behavior: all clear violations of the Mexican patriarchal image of “wisdom,
strength, courage, perseverance, self-control, dignified reserve, protection
of the weak, punishment of wrongdoing.”" Bufiuel’s leading men are evi-
dently troubled in these movies, and because of an “agreement” that implic-
itly regulates the man’s image vis-a-vis that of the state, the provocation of
centering on male protagonists who are clearly “unstable” is another way of
referring to the crisis of the 1950s. Not only is there an apparent crisis of the
image of patriarchy in these films, but also and perhaps even more signifi-
cant, there is a crisis of masculinity. Bufiuel addresses these issues in his
macho-dramas EI bruto (1952), El (1952), and Ensayo de un crimen (1955),
emphasizing the correlations between his troubled men and the image ofa
state in crisis. Because the dramatic plight of these characters involves nego-
tiations of masculinity, I have chosen the term macho-dramas to character-
ize the films in which they appear. One is a comedy (Ensayo de un crimen),
and the others are melodramas, but they are all about men in crisis.
Scholars of the Mexican Revolution and Mexican culture have defined
machismo as something that is closely associated with the nation’s identity.
From the misogynist implications inscribed in the nation’s foundational
myth of the treacherous mother, La Malinche, to the construction of a male-
centered historical discourse around the heroes of the Revolution, Mexican
culture and politics have granted to the macho male the banners of national
stability and political power? Ilene V. O'Malley has analyzed some of the

124

ﬁ

Masculinity and Class Conflict
125

»Yorkings of political propaganda around
ticularly the “bandit,” or outlaw,
Pancho Villa, O’'Malley writes: "
heroes for their manliness, attrib
them, and set them up as fath
heroes of the regime encourage
to the government itself.”? As

work for the good of the nation (represented by a seemingly “st,
a

]‘;};e‘iea:den, women,.and servants—the latter oft.
but benefj . eipect t.helr Pla'ce in the hierarchy), T

o 1c(;a }}:ractlces. This is the case, for example, of the lon 1}’ acceptable

played the benevolent patriarchs of the family me}odfa rl:e og a;tors

as (where

the heroes of the Revoly;
types exemplified by Emiliano 7,
The propagandists frequently pr,
uted all the virtues of the jdea] pa
er figures. . .. This masculinizatj
d a transference of the feelings the
long as patriarchy and machismo

ion, par-
pata and
aised the
triarch to
on of the
Y inspired
ljllre put to
e” h
en played by Indian(:ie

MeXICan CIn . i ’ g
.

n with and allegi i
e on wit giance to it. . . ,
i ;(;htlonkmachlsmo is the ideological fuel driving Mexi
nation,.s .S.e if.i nrslpea of the .male image in Mexico is to speak of tlican
age and ultimately to speak of the state itself 5 .

Not only is there an “agreement”
Ramirez Berg, but the male image
and consequently we can say that
It’s up to women to provide the
their status and thus legitimize
The Macho is often tested throu
in his life.
According to Jean Franco,
national culture because Mex;

l.Jetween men and the state, according to
Is a stand-in for that of the nation-state
what we do to a man, we do to the nation’
means, the locus for men to test and prove.
the nation, whether they want to or not
gh his exercise of power over the women.

tion), as well as part of the rati
book, Plotting Women, Franco writes:
The problem of national i

problem of male identity,
defects and psychoanalyz

der;qry Wwas presented primarily as the
and it was male authors who debated its

ed the nation. In national allegories, women




126 /  Chapter 6

became the territory over which the quest for (male) national identity
passed, or at best . . . the space of loss and of all that lies outside the
male games of rivalry and revenge.’

Thus, the violation of the male figure as symbolic of balance, justice, pros-
perity, and stability necessarily speaks about the nation, in the same way
that female figures become the symbols of crisis and trauma. Berg also
states that in Mexican cinema of the 1970s (the focus of his book) the male
image was in crisis, in response to the political and economic instability that
followed the (second) oil boom of the 1970s. Years earlier, however, Budiuel’s
macho-dramas were questioning the theme of male crisis as a form of
national narrative.

El bruto

El bruto was written directly for the screen by Bufiuel and Luis Alcoriza,
who also co-wrote El gran calavera, Los olvidados, and La hija del engatio.
Buiiuel gave the title role to one of the major figures of classic Mexican cin-
ema, Emilio Fernandez’s favorite leading man, Pedro Armendariz (star of I
Am Pure Mexican, the movie, as well as Flor Silvestre, Maria Candelaria,
and many others). In this movie, however, Armendariz played a villain from
the slums. The decision to cast Armendériz completely against type (and,
uncharacteristically, without his mustache) was already a form of revision:
he inevitably brought with him many years of stardom as the quintessen-
tial noble, manly, virtuous, handsome, almost picture-perfect, masculine
hero in dozens of films. In EI bruto (which in Spanish also means dumb, or
slow-witted), by contrast, Armendariz plays a slow-thinking thug who is
hired by an evil landlord to bully his rebellious tenants, who are resisting
his eviction orders.

In the tradition of the arrabalera melodramas of directors like Ismael
Rodriguez (Nosotros los pobres) and Alejandro Galindo ( Campedn sin
corona), Bufiuel’s El bruto explored a number of fashionable social topics.
Like some of Galindo’s movies, El bruto is about the impotence of the urban
poor against the law and private interests, and the need for poor people to
organize themselves to fight injustice. But what seems more provocative in
this film is the tampering with the image of the male protagonist, both
through Pedro Armendariz’s star-persona and through the character’s rela-
tionship with women (significantly, the character’s name is also Pedro).

In the movie, Pedro, “the Brute,” is a butcher at Mexico City’s major
slaughterhouse, El Rastro. He is hired by the landlord Andrés (Andrés Soler,
of El gran calavera) through the intervention of Andrés’s young wife,
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antiques dealer in Una mujer sin amor, like don Guadalupe in Susana, like
don Eladio in Subido al cielo, and like the evil blind man don Carmelo in Los
olvidados, don Andrés is a character who represents reaction, backwardness,
and moral ambiguity. Also like his predecessors, Andrés faces some kind of
sexual dysfunction that characterizes his frustration and triggers his actions.
In this case, his young wife Paloma, probably half his age, denies him sex-
ual favors while at the same time she tries to seduce the Brute.

In order to serve his boss properly and to be closer to Paloma, Pedro

abandons his “family” in the poor neighborhood where he lives. His fam-
ily is actually composed of a very young mistress, her bedridden, chain-
smoking mother, her crippled uncle, her brother who is a bum, and some
unidentified children, all of whom live off of the Brute. There is no sympa-
thy for this family when Pedro picks up his things and leaves with no expla-
nation. On the contrary, they are portrayed as parasites. The sickness and
unemployment that surrounds them seems to be a matter of their own
choice: as long as someone will keep them, there is no need for work. The
interesting thing here is that, unlike the children in Los olvidados, the
grownups in El bruto seem to have some options, like work and organiza-
tion, as demonstrated by the tenants’ alliance against don Andrés. The law
protects the powerful, though, which makes the complaints of don Andrés
somewhat moot. But don Andrés is old, weak, bitter, and attached to a
young, unfaithful woman, all of which makes him an unlikely patriarchal
figure. Furthermore, Andrés still lives with his father, a buffoonish charac-
ter who is senile, silly, foul-mouthed, and childish all at the same time. The
old man runs around in his pajamas and a beret, speaking with a thick
peninsular Spanish accent. The father (played by the Spanish actor Paco
Martinez) is clearly a caricature and his Iberian origin marks Andrés as a
creole, a Mexican of direct Spanish descent (which was, indeed, the actor
Andrés Soler’s origin; he had been born in Mexico to Spanish immigrant
parents). Andrés’s lineage emphasizes his class difference with his tenants
and the Brute. Andrés’s patriarchal role is in crisis: his masculinity is in
question, his property is endangered, his lineage is a joke. He needs Pedro to
complement for his lack, especially since it is suggested that Pedro is actu-
ally Andrés’s illegitimate son, the result of an illicit affair with a long-gone
domestic servant.

Pedro supplies the sexual and physical power that Andrés is lacking. He
intimidates the tenants with his brutal force and becomes Paloma’s lover in
the process. Making matters even more melodramatic, Pedro then falls in
love with Meche, the daughter of the tenants’ rebellious leader, whom he
accidentally killed. (“Meche” and “Pedro” are the same names as the protag-
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identity suggests two things: first, that with the foreign critical and com-
mercial success of Los olvidados and Subida al cielo, Bufiuel had achieved a
comfortable position within Mexican cinema that allowed him to attract top
talent (Armendariz and Katy Jurado, for instance) and to take certain liber-
ties; and second, that Bufiuel was now less hesitant to articulate in his films
his concerns about the image of the macho Mexican.

Before El bruto Buiiuel had already depicted machismo, in a joking man-
ner in La hija del engafio and as an irrational instinct in Susana. Further-
more, in his autobiographical account, My Last Sigh, he frames his discus-
sion of El rio y la muerte as well as his personal impressions of Emilio
Fernandez and Pedro Armendariz by digressing on the subjects of Mexico’s
macho image and its “gun culture.”® This character of “The Brute” was
somewhat misleading when it came to his male personality: he was physi-
cally strong but slow-witted, “masculine” but easily manipulated by women,
powerful yet only able to exert his strength on women and sick old men.
Pedro fails in the role of the lower-class male who protects those who depend
on him (his first concubine, the sick mother, the children), as he takes sides
(temporarily) with the sexually disempowered petty bourgeois patriarch.

This attitude stands in opposition to the image of men of Pedro’s own
class seen in Mexican culture at the height of the Revolution. According to
Tlene O’'Malley, “Tales of class abuse were frequently portrayed as the
usurpation of a man’s patriarchal rights. ... Lower-class men recovered
their manhood during the Revolution by assaulting the socioeconomic

structures that had oppressed them.”’® Masculinity and class conflict were
closely associated issues during the Revolution. Don Andrés, the middle-
class but disempowered patriarch, blames the Revolution specifically for
giving the lower classes the impression that they had the right to question
Porfirian patriarchal authority and class differences. Ultimately, however,
don Andrés’s defeat occurs in the sexual arena (Paloma denies him her sex-
ual favors but grants them to the Brute) rather than as a result of his legal
problems. Interestingly, O’Malley suggests that the Revolution allowed all
men (rich and poor, creole and mestizo) to believe that they had the right to
claim a place in the patriarchal structure. Thus, in a cynical way don Andrés
is right about his class worries, as is Bufiuel’s interpretation of his fears.
Later, Pedro, in an attempt to redeem himself in the eyes of Meche,
switches sides to help the tenants in their struggle to stay on the property.
He is inevitably led to his death, betrayed by Paloma and ungratefully for-
gotten by the people that he tried to protect. It is relevant to note that
Pedro’s change of heart is not a response to any sudden awakening of class
consciousness, as would be more acceptable in Mexican cinema, but is
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(Ernesto Cortézar, 1947), it is aggressively incompatible with his role as a
star-persona in the nation’s cinema.
Moreover, by 1952, Bufiuel was starting to work his way around censor-

ship with apparent ease. The censorship laws of 1949 made it illegal in

Mexican films to portray national institutions as ineffective, to celebrate

illicit sexual affairs, or to use profane language in film. All of these forbid-

den topics are thinly disguised in El bruto. Pedro, for example, abandons
what seem to be his illegitimate children and lives out of wedlock with two
women. The police arbitrarily serve the needs of a “villain” in this film, at
the expense of the dispossessed. And don Andres’s father, the buffoonish old
Spaniard, is constantly cursing. His words are doctored with slight syllabic
variations that turn pufieta, or “jerk-off” (a common Spanish curse word)
into puiales, or “knives” (which has no meaning as a curse word). These
deceptive pleasures, along with the specific and implied references to class
conflict and revolutionary politics, situate El bruto as a turning point in
Bufiuel’s Mexican career.

Buiiuel’s next project was The Adventures of Robinson Crusoe (1952), a
U.S.—Mexico co-production in which Bufiuel, for the first time since Gran
Casino, departed from the genre models of Mexican cinema. With the
biggest budget and the longest production schedule of his entire career, The
Adventures of Robinson Crusoe became Bufiuel’s first color film, his biggest
commercial success to date, and his first movie since 1946 that was not lim-
ited by the genres of Mexican cinema." Robinson Crusoe was a clear depar-
ture, and one of the films that Bufiuel clearly did not make specifically for

the domestic market.

El
Upon returning to Mexican cinema after The Adventures of Robinson
Crusoe, Bufiuel made El, one of his own favorite films, and one in which he
retook the issues of masculinity and class conflict dramatized in El bruto.
Like Una mujer sin amor, El was based on foreign literature, the semi-auto-
biographical novel of the same title by Spanish author Mercedes Pinto. Yet,
Bufiuel’s interest in the crisis of Mexican male identity in Los olvidados and
Una mujer sin amor, his commentary on machismo and class in EI bruto,
along with inevitable questions of context, make El a careful look at
machismo and patriarchy, this time as a psychological ailment, as paranoia.
Because of the implied weight of machismo and patriarchy in Mexican pol-
itics and identity, El becomes a very critical look at those issues, since, para-
phrasing Charles Ramirez Berg, what Buiiuel did to the male image in
Mexican cinema, he also did to the nation’s image.
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Interestingly, in what seems like a trend in Bufiuel’s Mexican movies of
the 1950s, the paranoid don Francisco in El is something of an old
Porfirista”: he is a devout Catholic, a “Knight of the Sacred Sacrament,” and
the wealthy, conservative, tradition-minded heir of an “old” family for-
tune.’® Yet, Francisco, who seems too mature to be a bachelor, soon shows
signs of an arbitrary character flaw: in discovering an affair between his
valet and a maid, he fires the maid. Francisco is further emotionally dis-
tressed by an old lawsuit that his lawyers tell him he is going to lose. The
lawsuit, which we learn Francisco has been fighting for years, concerns the
restitution of lands expropriated from his family in the city of Guanajuato.
Indeed, our first glimpse of Francisco’s erratic temperament comes in the
second scene of the movie, when his lawyer tells him that the documents
upon which Francisco is basing his claim are “too old” and that the lawyer
fears there is no way they can win. Francisco fires the lawyer on the spot.
The choice of Guanajuato as the site of Francisco’s claims is also significant:
since the 1700s the city has been an enclave of silver mining and had also
served as the administrative and economic center of the Bajio region, both
of which accounted for the aristocratic aura and enormous wealth of the
city’s “old” families . Therefore, Francisco’s origins certainly mark him as
someone from a privileged background, and consequently as someone who
sees the Revolution as a threat. It is implicit that his lawsuit concerns lands
expropriated by the government, especially in light of Buiiuel’s use of char-
acters with similar social concerns in El bruto, Una mujer sin amor, and
Subida al cielo. Francisco is one of the wealthy landed elite directly and
adversely affected by the Revolution’s land reforms of the 1930s.

Francisco’s family home—a baroque-styled mansion with a taste of
Antonio Gaudi, that gives the decor an expressionist function,” seems to
reflect his skewed perception of reality. But the house, designed by his
grandfather and decorated with objects purchased at the Paris exposition of
1900, like Francisco’s moot lawsuit and his nostalgic honeymoon trip to
Guanajuato, also signifies his propensity toward living in the past. By con-
trast, Francisco’s romantic rival, Gloria’s former fiancé Radl, is a young
engineer who builds bridges and dams out in the country. These distinctions
between “old guard” and “modern” Mexican men are not only common in
Bufiuel’s movies, but they are also surprisingly consistent. As we saw ear-
lier in Susana, La hija del engafio, Una mujer sin amor, El El rio y la
muerte, and Ensayo de un crimen, the younger heroes of Bufiuel's films are
men educated in implicitly progressive occupations, like agronomy, mechan-
ics, and engineering, especially significant in the decade of modernization.
Furthermore, don Guadalupe in Susana, Quintin in La hija del engafio,
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FIGURE 14. Patriarchy, masculinity, and insani i
‘  m 7 ty are the same thing in Bufiuel’
tErIa ;ngesdzl)) F}rﬁnasco 1?alvan de Montemayor (Arturo de Cérdova) isgsymbzrliilcl:lllil
y his past, his present, and by the schizophreni i i
home. Museum of Modern Art/ Film Stills Archi\i. T

Rosario’s husband in Una mujer sin amor, and Francisco in El all t b
bornly to hold on to their moral positions and the mode of roidy o
prevalent before the Revolution. By contrast, the younger pme ucnﬁ“
threaten the old ways and the old masculinity are all immersid in th: ‘;V ;
of progress and modernization. This is most clearly suggested by the choa' i
of two bridge-building engineers of the same age group to med?lfle with tl}f:
marriages of young women to older men in the similarly structured |
dramas Una mujer sin amor and El. ; s
Fraflcisco’s diagnosis of paranoia is well founded and documented
according to the analyses essayed by critics such as Fernando Césarman anci
Charles Tesson. But, whereas in Mercedes Pinto’s novel the anonymous
.mar.ried couple’s crisis seems to take place in a time and place vacuu:\m iv-
ing it a strictly psychological angle , in Bufiuel’s film Francisco and G/liria
are unmisjcakably placed in a Mexican context in the 1950s. Francisco is still
a man going insane, but as written by Buifiuel and his collaborator Luis
Alcoriza, he is also a man whose masculinity is threatened, both by women




136/ Chapter 6

and by the presence of younger men (to whom Francisco seems attracted).
He is, moreover, a failed Mexican patriarch who has lost his land and (also
in contrast to Pinto’s novel, in which the couple has a child) who does not
produce an heir.

Francisco is implicitly feminized by impotence, and he is disempowered
by the loss of his property and the end of his family name. He also repre-
sents the crisis of machismo: he is written as an unmistakably Mexican man
(from an old, Catholic, landed Guanajuato family) and, by extension, he
dramatizes the crisis of the Mexican state. Indeed, the suggestion in El of
Francisco’s homosexual inclinations (which are confirmed by Freud’s own
study on paranoia),® along with the brief family history that the movie sup-
plies, portrays the psychological crisis of one Mexican man as the trauma of
the entire Mexican patriarchy.

By the time he directed EI, Bufiuel’s inclination to treat Mexican issues
or crises metaphorically as personal traumas had become a pattern in his
Mexican films. We see it in the relationship of Pedro and Jaibo in Los olvi-
dados, in dofia Carmen and the aging patriarch don Guadalupe in Susana, in
Rosario’s traumatized older son in Una mujer sin amor, and in Pedro’s
homicidal impulses in EI bruto. In 1954 Bufiuel utilized this national cri-

sis/male trauma scenario in depicting the mother/son relationship in EI rio
y la muerte. A year later, Bufiuel would give us the amusing portrayal of the
decadent aristocrat Archibaldo de la Cruz, played by Ernesto Alonso, in a
version of Rodolfo Usigli’s elegant novel, Ensayo de un crimen.

Ensayo de un crimen

Rodolfo Usigli’s novel—in which the main character is actually named

Roberto de la Cruz—was published in 1944, and the author intended it to be

a profile of a gratuitous, brilliant murderer set in the “real” Mexico City of
gentlemen, well-dressed ladies, and tea rooms of the 1940s. That is, the loca-

tion was to have been a “more European” Mexico City—the city as it was
before the urban boom of the 1950s brought the poor to the city from the
hinterlands, before the advent of Los olvidados®' In spite of its snobbish
tone, the novel has been praised for its remarkable re-creation of Mexico City
landmarks and of upper-class genteel customs. Usigli describes in painstaking
detail many of the daily traditions of the Mexico City of the 1940s—like
breakfasting at the Casa de los Azulejos, and leisurely afternoon walks from
the Alameda Central along Paseo de la Reforma to the Chapultepec forest.
The author even sometimes used the real names and addresses of people and
places from the period, describing the particularities of a restaurant’s menu
or the doings of crowds and people with journalistic accuracy.
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juxtaposition that Bufiuel exploited in Las Hurdes and El rio y la muerte.
Unlike Roberto de la Cruz in the novel, in Bufiuel’s film Archibaldo’s homi-
cidal desires are specifically linked to the Revolution. Archibaldo’s governess
finds him hidden inside an armoire, wearing his mother’s clothes and shoes.
At the same moment, an armed skirmish between indistinct factions in the
war is occurring on the street outside. A stray bullet comes in through the
window and accidentally kills the pretty young governess. Archi’s nanny
dies right in his presence. She falls dead on the floor, displaying her legs and
thighs, which attract Archi’s attention even more than the bleeding bullet
wound on her neck. Seconds before, the governess had been telling
Archibaldo a made-up story about a king who killed people with the sheer
force of his desire, and now Archi is convinced that he caused the nanny’s
death because the thought crossed his mind.
In this original introduction, Bufiuel has given Archibaldo a psychologi-
cal history that includes an aristocratic family that “benefited from the
Porfiriato and was made destitute by the Revolution,”* an early propensity
for cross-dressing, and the impressive memory of a woman'’s death that
takes place under erotic circumstances. The result is that Archi will forever
connect, or confuse, sexual desire with death and vice versa. Out of this first
scene comes the association between the political turmoil of the 1910,
Archi’s latent homosexuality, and his desire to kill women (as well as the
comical impossibility that he will ever realize that desire). Here, Bufiuel
seems to be completing the picture of the Mexican male crisis begun in
Susana, A Woman Without Love, and El, but now with a more systematic
feminization of the leading man. Like Francisco in El, Archibaldo is por-
trayed as someone with a disturbed personality, but whereas Francisco’s
character is understood through a serious clinical study on paranoia, Archi-
baldo’s is more of a cartoon: effeminate, frustrated, impotent.

None of this is explicit in Usigli’s novel. Roberto de la Cruz is certainly
egomaniacal and narcissistic, but he is not completely sexually dysfunc-
tional with women. In fact, in the novel, Roberto occasionally relates
with women, and he also wants to kill men, specifically, the old count
Schwartzemberg, who Roberto suspects to be a homosexual. Therefore, in
the movie, Archibaldo de la Cruz’s one-sided fixation against women makes
the character somewhat less complex, his trauma more explicit, and the
diagnosis more certain. Archibaldo is most likely a repressed homosexual,
the antithesis of the masculine hero demanded by Mexican machismo. We
know that Bufiuel did not have very kind words for homosexuals, and he
often used the term pédéraste in his writings, which implies he found a
direct connection between homosexuality and pedophilia.” Thus, the choice
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of Archibaldo as a parody of Mexican machis
straightforward.
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hf)mosexual inclinations, since his misogynist attitudes arez 10j et
his }.mmoerotic desires. Like Francisco in £I, Archibaldo also io JF .
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Archibaldo channels his frustrations by picking visible fetishes, such as a
music b.ox, and a mannequin that resembles Lavinia, one of his pot;ntial vic-
tims. His plans to strangle Lavinia (played by the actress Miroslava Stern)
are interrupted by the arrival of a group of American tourists who have
come to see his ceramic vases. Archi instead burns the mannequin in his kiln

mo 1s as prejudiced as it is

not
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and watches in ecstatic fascination as it melts in the flames. The mannequin
and its obvious fetishistic value is probably the most-talked-about aspect of
Ensayo de un crimen. More than a fetish, however, the mannequin is an
actual “dead” version of the desired woman, and Archibaldo’s “healing”
process begins with the elaborate ritual of seeing her burn in the kiln. This
is, indeed, as close as Archibaldo gets to fulfilling his desire. In a way, he suc-
ceeds in “killing” Lavinia, and the next time he meets with her, he is in fact
“cured.” The meeting occurs at the end of the film, after he has tossed his
music box into the lake at Chapultepec forest, and Archibaldo and Lavinia
walk away together. Unlike Francisco’s famous lonely zigzagging walk at the
end of El, Archi walks away “straight” and in the company of a woman,
showing that he is in fact “cured.”

Archibaldo conforms to a psychological profile that seems to be resolved
with the negotiation of his homicidal and homosexual leanings through the
cleansing ritual of burning the mannequin. Nevertheless, Bufiuel and
Ugarte also emphasize the context of the Mexican Revolution in giving
Archibaldo a psychological history. Archi’s desire to kill and his homosexu-
ality are linked to the death of the governess in the middle of a revolution-
ary battle. So, we also have to see this character as a version of Mexican
masculinity in crisis. The first images shown in the film are photographs of
the carnage of the Revolution as little Archi thumbs through a history book,
and those are the images that frame Archibaldo’s confession of his awaken-
ing as a killer. The editing of the film takes us from seeing the pictures of
dead soldiers, to hearing the tune from the music box, to seeing the gov-
erness killed by a revolutionary’s bullet. The final shot in the sequence is of
Archi’s morbid arousal, triggered by the sight of the dead woman’s exposed
legs. That sequence of events inevitably provides the explanation for
Archibaldo’s neurosis: sex and death, sure, but first of all, the Mexican
Revolution.

In their film, Bufiuel and Ugarte effectively heightened the specific his-
torical context. They gave Archibaldo an added dimension: his neurosis may
be drawn from a Freudian textbook, but he is also, unmistakably, a former
Mexican aristocrat whose family was deprived of its wealth, position, and
title by the Mexican Revolution. Ultimately, the traumatic experiences of
the Revolution are at the root of Archi’s problems. Like Pedro in EI bruto
and Francisco in El, Archibaldo is a type of male leading character who is
somewhat emasculated by the turn of events against his family and social
class in the years since the Mexican Revolution. It is significant that Bufiuel
created these characters only after his immersion in the Mexican film
industry had been solidified by the foreign success of Los olvidados, Subida
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Conclusion

From Busiuel to “Nuevo Cine”

In a way, Buiiuel was the antipode of Emilio Fernandez,
—Alberto Isaac, in Conversaciones con Gabriel Figueroa

BUNUEL AT THE MARGINS OF THE NATION

With The Adventures of Robinson Crusoe in 1952, Luis Bufiuel broke new
ground. By experimenting with a movie that was formally unlike anything
in classic Mexican cinema, he earned respect for the adventure genre which
belonged to the realm of B-type swashbucklers. The Adventures of Robin-
son Crusoe, co-produced by Producciones Tepeyac (Oscar Dancigers) and
United Artists (USA) opened the way for a number of international co-pro-
ductions in the following decade. These, Bugiuel made with foreign talent
and usually released abroad, or they went directly to film festivals before
being released in Mexico.

In 1952, for example, the original version of The Adventures of Robinson
Crusoe was filmed in English and released in Paris, New York, London, Rio
de Janeiro, and other major cities before it was dubbed into Spanish and
released in Mexico in 1955. The Spanish version went on to achieve great
recognition in Mexico, winning “Ariel” awards for best picture, director,
screenplay adaptation (by Buiiuel and Phillip Ansel Roll), production
design, film editing, and supporting actor.!

After The Adventures of Robinson Crusoe, Bufiuel made three
Mexican-French collaborations, Cela s'appelle I'aurore (That Is Called
Dawn) in 1953, immediately followed by La mort en ce jardin (Death in
the Garden) in 1956 and La fiévre monte 4 El Pdo (Fever Mounts at El
Pio) in 1959, and another Mexico—U.S, co-production, The Young One, in
1960, in which he collaborated with Hugo Butler. The critical and com-
mercial success of The Adventures of Robinson Crusoe and Viridiana
(which won the Palme d’Or at the Cannes Film Festival in 1961) allowed
Bufiuel to confirm the viability and marketability of his style in the inter-

143




