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Introduction

There are times when an individual can make a significant
change to a whole community. Josep Trueta i Raspall (Barcelona
1897-1977) was one of those rare few who managed to make a
difference to two: the Spanish (more specifically the Catalan)
until the Spanish Civil War, and the British, from the time he
reached London as a consultant in 1939 until he went back to
Catalonia in 1976. For his pioneering research in the treatment
of war wounds (the Trueta Method) and the study of the double
renal blood circulation (the Trueta Shunt) he obtained a profes-
sorship in Oxford, a nomination for the Nobel prize in the
1950s and several honours in Barcelona (many of them post-
humous). However, he has not been as widely remembered as
one would have expected either in Catalonia or in the UK. In
this context, Angels Aymar’s play Trueta has been praised as an
important reminder of the contribution made by this devoted
surgeon to both the world of medicine and to the spirit of
Catalonia. The translation of Tiueta into English is intended to
bring back to the readers the life of a man who, during his many
years as an exile, also made a valuable contribution to the
British community.'

Angels Aymar’s Trueta — a sensitive recreation of the key
moments in the life of the orthopaedic surgeon Josep Trueta i
Raspall — premiered at the Teatre Nacional de Catalunya in
Barcelona on 30th January 2009.> Aymar, born in Barcelona in
1958, is one of the playwrights of the 4th edition (2006-2009)
of the T6 project organised by the Teatre Nacional de Catalunya
which employs six resident authors to write two plays each over
a period of 3 years and gives the authors free choice of topic and
style.” But the TNC, as its name implies, stands for the Catalan
Establishment in terms of Theatre and Aymar’s play has been
seen as a good fit to its remit of fostering Catalan culture,
playing as it does an important role in piecing together modern
Catalan self-identity.* As Aymar declared:
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When | decided to write a play for the TNC it was very clear to
me that | wanted to pay homage to a universal Catalan man or
woman and, looking through the names, his came to me. Now |
know a lot more about the doctor, surgeon, researcher, and
learned gentleman who was twice proposed for the Nobel prize
and who always spoke about Catalonia. | know a lot more about
his virtues and weaknesses and, especially, | have understood
why, as a young girl, | could not keep my eyes off him. (Aymar
Dossier 9)

En proposar-me escriure una obra per al TNC tenia clar que
volia retre homenatge a una catalana o a un catala universal; i, tot
revisant alguns noms, em va venir al cap el seu. Ara sé molt més
sobre el metge, el cirurgia, I'investigador, 'home culte i afable
que va ser dues vegades candidat al premi Nobel, i que sempre
parlava de Catalunya. Sé molt més sobre les seves virtuts i les
seves febleses i, sobretot, he entés per qué de petita no podia
deixar de mirar-lo. (Aymar Dossier 9)

Indeed, not only did Aymar exploit her personal fascination of
Dr Josep Trueta and benefited from his daughters’ help in order
to reconstruct their family past, but she ‘also researched his life
and work from memoirs, interviews, biographies and some 600
letters from the doctor’s personal correspondence (Doncel 1),
spending a full year researching the life and work of Josep
Trueta before starting to write a play which has been tagged as
a ‘biopic, which is what the documentary drama genre is called’
(Bruna 41).

Despite that, however, Aymar claims that what she intended
was ‘not to put together a chronology but to use a paint stroke
approach and also enclose real documents (including Trueta’s
recorded voice)’ (Aymar Tall 3). In this respect, it soon becomes
clear that Aymar has made a personal selection of the episodes
she judged most relevant in the life and work of Josep Trueta
and developed them according to her own view of the eminent
Catalan surgeon. She chooses to start the play with the finding
of his medical vocation and abandonment of his artistic career,
and from here onwards, the play follows both the personal and
the professional events of Trueta’s life.’
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The work is divided somewhat conventionally into three
parts placed in roughly chronological order. The first covering
1924 to 1938 is set in Barcelona but the second, which covers
1938 to 1943, alternates its settings between London and
Oxford in the sense that those in Oxford represent the actual
time of the action, while those in London are flash-backs; and
finally, there is an epilogue set in Barcelona at the time of
Amelia’s death in 1975.

The first part of Tiueta is directly anchored in Catalan culture
by its setting in Barcelona and by the insertion of historical
events like, for instance, a brief discussion of the tragic accident
that cost the great Modernista architect Antoni Gaudi his life in
June 1926; several exchanges deploring the life of the exploited
Andalucian workers in Barcelona and the growing unrest
amongst the population in general; numerous allusions to the
cruelty of the civil war through the specific instance of two
brothers who have been injured fighting against each other and
references to the surgeon’s family and to himself.

It is also through carefully selected events that Aymar
describes not only the basic principles of the surgeon’s revolu-
tionary technique, now known as ‘the Trueta method™®
developed by him while treating war injuries during the Spanish
Civil War, but also the controversies and impact that it subse-
quently generated. Likewise, this fragmentary portrayal shows
how, because of the positive results produced by the treatment,
Trueta attracted the attention of the British surgeon Miss
Josephine Collier and, pressured by the ever-deteriorating situ-
ation in Barcelona, was lured out of Spain in 1938. The play
then follows the years he spent working as a British
Government health consultant, first in London and later in
Oxford, through the Second World War and the work that he
did in Britain where he remained until 1967.

By showing Trueta survive a considerable number of
personal, political and professional ordeals, Aymar’s main
character (known in the play through the familiar diminutive
of Pep) comes across as a caring, religiously-minded, tender
man, full of integrity and so totally devoted to his work that
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he even reaches the point of neglecting his own family. Aymar
achieves this through the very effective use of direct testimo-
nial evidence, such as extracts from personal letters read out
off stage by Pep (or by his wife Amelia); the projection of
family pictures (tracing the births of their children) and
recorded radio broadcasts, etc., as well as of highly evocative
music reflecting and emphasising the protagonist’s moods at
critical times.’

The story itself is of personal and political significance and
the play gives the audience a multilevel biography as it deals
with an international itinerary: a civil war, a European war, a
family in exile, a return to the beloved homeland, a professional
task, a scientific vocation and the inner need to serve and to
teach (Soler-Durall 1/4). But in addition, Tiueta is also an educa-
tional play in that it brings to the Catalan public of today the
story of one of their national icons, for Trueta, like many other
scientists and intellectuals of his time was forced into exile
precisely because of his democratic and Catalanist (i.e. Catalan
nationalist) ideas. As Gomis explains:

Dr Trueta was a cornerstone in orthopaedics and fracture treat-
ments during the second half of the 20th century. But he was also
point of reference in the defence of democratic values and
Catalan thought. In the dark years of Franco’s dictatorship, from
exile in Oxford and an influential position, he denounced day
after day, indefatigably, the social and cultural mistreatment
suffered in Catalonia. (Gomis)

El Doctor Trueta fou una referéncia en la traumatologia i
'ortopedia a la segona meitat del segle XX. Pero també ho fou
per a la defensa dels valors democratics i del pensament
catalanista. En els foscos anys de la dictadura de Franco, des de
Pexili d’Oxford, des d’una atalaia influent i privilegiada, va
denunciar dia rere dia, infatigable, el maltractament social i
cultural que patia Catalunya. (Gomis)

It can be argued therefore, that looking at Josep Trueta as one
of the big names of Catalan medical culture (others being
Duran-Reynals, Trias Pujol, Pi i Sunyer, Folch i Pi, Oriol
Anguera, Mira Lopez and Duran Jorda), gives the Catalan



public, as Soler Durall states, ‘the universal dimension of the
Catalan archetype we so eagerly seek to find ourselves as an
ideal country, the existence of which is sometimes doubted
and other times totally denied’ (Soler-Durall 2/4). But, as
Aymar has mentioned, because of the professional success
achieved by Trueta, the story of this universal Catalan ‘has
provided me {and we could extend this to mean all Catalans}
with the material to take an in-depth look at the Spanish Civil
War from a medical perspective’ (Doncel 1). In this respect,
the medium of theatre is particularly apt. In fact, according to
Massip:

Angels Aymar is the only playwright of today who has had the
courage to roam around the mined territory of historic
memory and managed to bring it to the stage without hang ups.
(Massip)

Angels Aymar és 'inica dramaturga d’avui que ha tingut el valor
de transitar el terreny minat de la memoria historica i dur-la a
escena sense complexos. (Massip)

Aymar’s play can also be seen as presenting the contribution
made by Trueta and other exiles to the survival of their ideals.
This is often transmitted through the testimonial extracts (off
voices and letter extracts), many of which can be directly traced
to the surgeon’s autobiography. A good example of this can be
found when Pep’s off voice declares with conviction his duty to
the Catalan nation and the need to represent it while in the UK
because, he says, ‘As an individual and in my own individuality,
I have felt that being there I represented myself and all of you
as well’ — an assertion which reflects fully the view expressed in
the section called ‘Sintesi del meu pensament en deixar
Catalunya’ {Synthesis of my thoughts when leaving Catalonia}
of his autobiography Fragments d'una vida, where he explains
that:

Many of us, be it future scientists or artisans or artists, carried a
desire of personal self-improvement which also included a social
element. Despite being considered different as citizens and
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having different habits from the Spaniards, we believed that
through our work we would achieve the recognition of our exis-
tence as a people and that the characteristics described by the
best Castilian writers —Pidal, Ganivet, Madariaga, Sanchez
Albornoz, Américo Castro and others— characteristics partly
represented by the Castilian language called Spanish since the
Primo de Rivera dictatorship, were not applicable to the
Catalans. (Trueta 1978 191-92)

Molts de nosaltres, tant els futurs cientistes com els artistes o
artesans, duiem un desig de superacié personal que comportava
també un contingut social. Malgrat que ens consideressin
ciutadans d’una altra mena i amb cos-//ftums diferents dels
espanyols, créiem que pel nostre treball arribariem a assolir el
reconeixement que encara existiem com a poble i que les
caracteristiques descrites pels millors escriptors castellans
—Pidal, Ganivet, Madariaga, Sanchez Albornoz, Américo Castro i
altres—, unes caracteristiques que en part se sintetitzen en
lidioma castella, anomenat espanyol d’en¢a de la dictadura de
Primo de Rivera, no sén atribuibles als catalans. (Trueta 1978
191-92)

This wider socio-political picture is developed and reflected
upon in Aymar’s play through her choice of characters (fourteen
in total). As stated by Bruna:

Besides the doctor, played by Pep Munné, there are five char-
acters ‘each of them representing one of the collectives that
were touched by Trueta’s presence’, says Elena Fortuny
(Amelia, Trueta’s spouse). She is the family. Roser Batalla plays
two roles: one is unnamed, and reminds us of the nuns and
nurses who worked with him; the other is inspired by Miss
Collier, a surgeon who played an important part in Trueta’s
life. ‘She was fascinated by his persona and the way he under-
stood his vocation, and she fought against everything in order
to get the doctor, threatened with death in Spain and on the
run in France, thin and emaciated, to go and work in Britain’,
Aymar explains. (Bruna 41)

A més a més del metge, que interpreta Pep Munné, hi ha cinc
personatges “que representen cada un dels col lectius que han
quedat tocats per 'existéncia de Trueta”, diu Elena Fortuny
(Amélia, esposa de Trueta). Ella és la familia. Roser Batalla fa
dos papers: un no té nom, i recorda totes les monges i

Xii



infermeres que van treballar amb ell; l'altre esta inspirat en
Miss Collier, una cirurgiana que va tenir molt a veure en la vida
de Trueta. “Estava fascinada per la seva persona i la manera
d’entendre la vocacio, i va lluitar contra tot perque el doctor,
amenagat de mort a Espanya i fugit a Franga, prim i desnodrit,
anés a treballar a Anglaterra”, explica Aymar. (Bruna 41)

But more specifically in the second part of the play set in the
UK, this is done through the five main characters based on real
people: Pep, Amelia, Miss Collier (referred to as the Miss),
Salvador and the Reporter (inspired by an unnamed photogra-
pher mentioned by Trueta in his biography who was supposed
to have taken his best portraits). No matter how we interpret
them, it is through their dialogues and actions that Trueta’s
struggles within both the Catalan and the British social and
professional contexts and the complex and changing political
circumstances in which he had to work are sensitively
portrayed.

Indeed, the Miss (the British surgeon Miss Josephine D.
Collier), for instance, is mentioned in the first part of the play
in the dialogue between Pep and his assistant Nun when the
latter comments on Miss Collier’s earlier visit to the hospital.
She is described, incidentally, not only as having arrived in
Barcelona with the latest consignment of international sanitary
supplies, but also as being able to speak some Catalan — a
highly significant detail, especially when in real life she spoke
Castilian.® Not only does this character become the actual link
between the first part of the play and what is to follow, given
that she is the one who organises Trueta’s short visit to the UK,
which ends up becoming a 29-year stay, but through her Aymar
also gives the audience a glimpse into the workings of the
British health and intelligence systems during and after the
Second World War.

On the other hand, in introducing the character of Salvador
(based on the Republican diplomat and writer Salvador de
Madariaga), Aymar brings to the fore the conflicting stance of
Spanish and Catalan republicanism. In this sense Trueta is
presented as
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A man who, like Pau Casals, never had a quiver in his voice when
the time came to testify in favour of Catalan identity around the
world in spite of the pressure imposed upon him by Spanish
diplomacy and the reticence of some of his close friends, such as
Madariaga himself. (Massip)

Un home que, com Pau Casals, no li tremola la veu per donar
testimoni de catalanitat arreu del moén, malgrat les pressions de
la diplomacia espanyola i la reticéncia de bons amics com el
mateix Madariaga. (Massip)

Indeed, Salvador de Madariaga (Spain 1888 — Switzerland
1978) was a

[W]riter, diplomat, and historian, noted for his service at the
League of Nations and for his prolific writing as a journalist in
English, German, and French, as well as Spanish. In 1921 he joined
the Secretariat of the League of Nations at Geneva as a press
member and the following year was appointed head of its disar-
mament section. From 1928 to 1931 he was professor of Spanish
studies at the University of Oxford. After the Spanish monarchy
fell in 1931, the Spanish republic appointed him ambassador to
the United States (1931) and then to France (1932-34), and he
was Spain’s permanent delegate to the League of Nations from
1931 to 1936. When the Spanish Civil War broke out in July
1936, Madariaga — “equally distant from both sides,” as he
wrote at the time — resigned and left for England. (Ocafa)'

Once in Britain, he became an active militant pro-European
integration and in 1947 he was a key contributor to the Liberal
Oxford Manifesto, the key points of which included in its
section IV a description of the conditions required prior to the
abolition of war and the achievement of world peace. That
section asked specifically for:
a) Loyal adherence to a world organisation of all nations, great
and small, under the same law and equity, and with power to

enforce strict observance of all international obligations
freely entered into;

b) Respect for the right of every nation to enjoy the essential
human liberties;
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c) Respect for the language, faith, laws and customs of national
minorities;

d) The free exchange of ideas, news, goods and services
between nations, as well as freedom of travel within and
between all countries, unhampered by censorship, protective
trade barriers and exchange regulations;

e) The development of the backward areas of the world, with
the collaboration of their inhabitants, in their true interests
and in the interests of the world at large. (Madariaga)’

However, as clearly portrayed by Aymar in Tiueta, even though
the two friends shared their concerns for the situation of Spain
and their desire for democracy, Madariaga would not extend his
Europeanism to the point of understanding the need for Catalan
national identity to be recognised as different to that of the rest
of the Spaniards or his friend’s zeal in preserving the Catalan
language. It is in this respect that Aymar emphasises how
Madariaga and Trueta ‘saw things very differently, but were
united by a very close friendship’ (Bruna 41) and how Salvador
and Pep are shown joking over their differences of opinion,
specifically when talking about Trueta’s writing in 1941 and
publication in 1946 of The Spirit of Catalonia and Madariaga’s
writings as well. Other issues mentioned which met with
Madariaga’s disapproval are: the broadcasting of a programme
on Catalan literature and music by the BBC in which Trueta
was involved and Trueta’s political role as prospective president
of the Catalan Council in London.

The character of the reporter on the other hand, serves a
markedly different purpose in Aymart’s play as he has been
devised to fill in information voids and to give the audience the
public exposure that Trueta was denied in his day. The play-
wright, in fact stated that ‘Pep Planas, the reporter, is the
historical gaze: he represents those reporters who roam around
the world gathering information and testifying to what is going
on, so that it doesn’t get lost’ (Bruna 41). As with Miss Collier,
in the first part of the play, the reporter is present but has no
direct contribution to the action other than that of collecting his
dead father’s possessions and making frequent appearances to
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take the photographs that will appear on screen. It is not until
the second part that he becomes proactive as someone who, of
his own volition and at high personal cost, undertakes the
project of putting together a program documenting the work of
Catalan exiles, having already visited key personalities in France
and Germany and at this stage concluding his research by gath-
ering all the details on Trueta’s contribution much to the
anguish of the Miss who suspects him of being a spy.'’

Aymar thus singles out events which she regards as
needing either recognition (like the appearance in the press of
Trueta’s achievements) and the award of Doctor Honoris
Causa at the University of Oxford in 1943 or clarification
(like the fact that Trueta, who appeared in the famous photo-
graph that accompanied the announcement in the press of
Chain and Florey’s discovery of antibiotics, was not involved
in their research and only happened to be the man who
injected the mice in the final trial). These events will follow
the surgeon’s life until the time when Pep and Amelia decide
to return to Catalonia at which point the story is poignantly
but succinctly brought to a close in the play’s epilogue, set in
Barcelona some years later. At the end of his life, Aymar
portrays Trueta as bitterly disappointed — an attitude that
can be justified by the fact that:

In Barcelona, and in Spain, his name was proscribed in the press
by the successive Francoist regimes. It was not until 1969 that he
was given the Virgili prize by the Royal Academy of Medicine in
Barcelona, and November 1976 that he was awarded the
Doctorate Honoris Causa by the Autonomous University of
Barcelona — the same University which had offered him a Chair
in 1935 and which he had turned down because he wanted to
visit some foreign surgical universities before becoming an acad-
emic. (Biografia Dossier 18)

A Barcelona, a Espanya, el seu nom va ser proscrit a la premsa
per ordre dels successius govern franquistes. Fins I'any 1969 no
se li va atorgar el premi Virgili, de la Societat de Cirurgia de
Barcelona. El 1970 el van designar Académic d’Honor de la Reial
Académia de Medicina de Barcelona. | fins el novembre de 1976
no va ser nomenat doctor Honoris Causa de la UAB, la mateixa
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universitat que el 1935 li havia ofert una catedra a la qual Trueta
va renunciar de moment perque tenia el proposit de visitar abans
algunes institucions quirdrgiques universitaries estrangeres.
(Biografia Dossier 18)

Indeed, by the time Trueta returned to Catalonia he had
already demonstrated his talents but he was denied the
Research environment he had hoped for (Gomis) and ‘his work
failed to win the recognition it had abroad’ and ‘He died alone
and ignored’ (Doncel 1). Trueta’s profound sadness — a disap-
pointment that would have been compounded by the fact that
for almost 30 years Trueta had been a relentless ambassador of
Catalan culture in exile and, ultimately, his country let him
down. This is displayed by Aymar at the close of the play, in
the short final section set in Barcelona in 1975, where his
sadness extends to an even greater feeling of displacement. In
effect, a work such as Aymar’s Trueta serves to fill in the gaps
in the population’s knowledge of their own culture and, in a
sense, vindicates the importance of figures who, like Trueta,
are a constitutive part of contemporary Catalan identity. In
fact, as Massip states, Aymar

Researches one of the key figures of last century’s medicine,
Josep Trueta, who, on his return from exile when the dictator
died, experienced the disappointment of finding himself in a
devastated country and faced with the fallacy of a Transition
which, despite the recognition of his innovative surgical and
orthopaedic methods, did not allow him to set up the Research
Institute that he had proposed. (Massip 43)

Ara indaga en una figura cabdal de la medicina del segle passat,
Josep Trueta, que, en tornar de 'exili amb la mort del dictador,
va experimentar la decepcié de trobar-se un pais desarborat i
amb la falflacia d’una Transici6 que, malgrat els
reconeixements pels seus innovadors métodes de cirurgia i
traumatologia, no li va permetre I'Institut de Recerca que havia
proposat. (Massip 43)

And that neglect must have been particularly painful for Trueta
because, even though he had always longed to go back to

Barcelona, he ‘loved England and England loved him’ and in
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the UK he had found ‘what he expected: facilities and under-
standing for his scientific work’ (Soler-Durall 2/4). But the
reasons for this neglect cannot be disassociated from politics for,
as Massip reminds us:

There can only be two reasons to explain the lack of knowledge
of such a key character in medical science and in the democratic
spirit of the XXth century: the forced exile imposed by Franco’s
victorious Coup d’état and the lack of care in Catalonia towards
preserving its basic cultural referents — typical of a country emas-
culated by 300 years of subordination to a belligerent State
strongly opposed to its culture. (Massip 43)

Aquest desconeixement d’un personatge clau per a la ciéncia
medica i I'esperit democratic del segle XX només té dos motius:
I'exili obligat que va suposar la victoria colpista de Franco i la
deixadesa de Catalunya envers els seus referents basics, propia
d‘un pais emasculat per 300 anys de subordinacié a un Estat
bel ligerant contra la cultura d’aquest tros de mén. (Massip 43) '

In fact, according to {Pep Munné}, (the actor who played Trueta
in Aymar’s work), if Trueta didn’t obtain the Nobel prize, it was
not because he did not deserve it but because ‘he didn’t have a
country to back him up’ (Doncel 1) and, somehow, there is still
an unresolved conscience issue which the Catalan Government,
through the TNC and through Angels Aymar, needs and wants
to redress. It is in this respect, in the role played by the play as
a public apology and acknowledgement of Trueta’s worth as an
icon of Catalan culture, that Aymar’s work has been most
welcome, because, as Bruna reports:

Josep Trueta, one of the most important figures of the XXth
Century: Scientist, convinced Catalanist, who was an essential
doctor during the Spanish Civil War, the Second World War and
the Vietnam War, will now be finally known by new generations
(Bruna 41).

Josep Trueta, una de les figures més importants del segle XX,
cientific, catalanista convengut, que va ser metge imprescindible
a les guerres civil, mundial i del Vietnam, sera finalment conegut
per les noves generacions. (Bruna 41)
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And, according to Company, this public acknowledgement is
enhanced not only by its historical value but also by its rele-
vance to the present for, as he says:

The play is a homage to this universal Catalan with whom the
author and director coincided in her childhood, but it is also
an emotional journey through a black historical period which
we need to keep in our present in order to ensure that it stays
forever in the past. In moments such as today (when crisis is
threatening us with hardship, hardship with intolerance and
intolerance with aggression or maybe even worse), in which
wars, even if far away on the map, are once again bringing
down our hopes for evolution, it becomes necessary and
opportune to bring on stage a documentary such as Trueta, to
remind us of what we have been and what we may become.
(Company 1)

L'obra és un homenatge a aquest catala universal, amb qui
lautora i directora va arribar a coincidir durant la seva infancia,
pero també un repas emocionant d’un periode historic negre que
hem de tenir present perqué mai deixi de ser només passat. En
uns moments com els que vivim, en els quals la crisi amenaga amb
I'escassetat, i 'escassetat amb la intolerancia i la intolerancia amb
I'agressivitat o una cosa pitjor, en que les guerres, tot i que
encara lluny al mapa, tornen a ensorrar les esperances
d’evolucionar, resulta necessari i oportu fer pujar als escenaris un
documental que, com Trueta, ens recorda qui hem estat i qui
podriem ser. (Company |)

In this respect, and significantly, Aymar sees that type of diffi-
culty as one which is still very much alive today when she states
that ‘Reading their letters one realises that the situation
between Castillians and Catalans has not changed at all and this
gives reality a sad dimension” (Bruna 41).

From another perspective, the January 2009 scenography of
the play seems to have evoked the right type of imagery and
was commended for the simplicity, austerity, suggestive and
evocative nature of the single stage, designed by Sebastia Brosa
and for its stylised portrayal of Trueta amongst the wounded,
but fighting his own “war against war” in a way that ‘gets us
subliminally into [Catalan} history and it is a valid support for
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the different situations that take place’ (Soler-Durall 2/4). In
Massip’s words, it is

An accurate and elegant mise en scéne, with the staging of a city
torn apart by bombs, supported by the projection of expressive
audio-visual documents [which is] an absolutely essential histor-
ical and human vindication! (Massip 43)

Una posada en escena elegant i acurada, amb una escenografia de
ciutat esventrada per les bombes que es recolza amb la projeccié
d’expressius documents audiovisuals. Una reivindicacio historica
i humana absolutament imprescindible! (Massip 43)

However, because of its biographical nature and the theatrical
techniques used by Aymar, some spectators may feel that Tineta
does not quite reflect their own personal selection of key events
in the surgeon’s life or that the generalised use of realistic details
falls apart when issues such as the ageing of the characters over
the years, seem to have been forgotten.'” One has to admit that
the play is a linear piece and that because of this it could be seen
as conservative and mainstream as:

Linearity and clear narrative structures have been associated
with conventional or ‘mainstream’ theatre. Politically they have
been associated with totalitarianism or, on the softer side,
simple conservatism. The performance invited by linearity (as
either actor or citizen) is one of ‘following the line’. Whether
this be dictated by tradition, a political party or a playwright.
(Kozel 258)

And we must not forget that this is a play written under the
auspices of the Teatre Nacional de Catalunya and that it has
been intended, as Aymar declared, ‘for the young, so that they
learn to appreciate the state of peace and democracy in which
we live today’."> As Diamond says:

Performances [may be seen] as cultural practices that conserva-
tively reinscribe or passionately reinvent the ideas, symbols, and
gestures that shape social life. Such reinscriptions or reinventions
are, inevitably, negotiations with regimes of power. [...] Thus
while a performance embeds traces of other performances, it



also produces experiences whose interpretation only partly
depends on previous experience. This creates the terminology
‘re’ in discussions of performance, as in reembody, reinscribe,
reconfigure, resignify. ‘Re’ acknowledges the pre-existing discur-
sive field, the repetition —and the desire to repeat- within the
performative present[...]. (Diamond 67)

Nonetheless, we can say that in Tiweta Aymar deploys great
effort in presenting the surgeon’s personal, professional and
political dilemmas and convincingly shows us ‘a serious man,
not devoid of frequent flashes of humour, but {with a} formal
attitude {which] was an expression of his inner life, centred in
transcendent projects’; a man who ‘was elegant and contented
in his gestural expression’, ‘a vocational teacher’, ‘a high level
communicator’ (Soler-Durall 2/4) and a devoted Catalan. In the
words of Munné, the play ‘shows the people of today a great
Catalan personality’ (Munné Tall 2) and it is in this sense that
we could reach the conclusion that, by writing a play like this
under the auspices of the Teatre Nacional de Catalunya,
Aymar’s work is in agreement with Diamond’s view that perfor-
mance is intrinsically related to political power and that
‘Viewing performance within a complex matrix of power,
serving diverse cultural desires, encourages a permeable under-
standing of history and change’ (Diamond 67).
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About the Translation

As the initial purpose of this edition is the diffusion of Catalan
culture, by common agreement between the playwright and the
translator it was decided that, given the high relevance of the
dynamics of multilingualism in the play, the translation was not
going to attempt a transculturalisation. In the event of a perfor-
mance of the play, the director will need to take a stance with
regard to this issue and act accordingly.

Amelia, Pep and the Nun always speak in Catalan unless they
find themselves in specific circumstances. For instance, private
conversations between Pep and Salvador take place in Spanish and
those between the Miss and Salvador in English but when these
characters are in public Pep and Salvador speak Catalan and
Spanish respectively and the Miss speaks broken Catalan.

In the play Aymar refrains from introducing any National
soldiers but concentrates instead in portraying the inner disagree-
ments of the Republicans thus showing that both diversity in ideas
and bilingualism were present amongst the revolutionaries as
much as they were amongst the civilian population. The young-
ster, representing the immigrant Andalusian working family, does
not understand Catalan and speaks Spanish with an Andalusian
accent and Don Salvador, who is Spanish but understands Catalan,
always speaks in cultured Castilian Spanish.

The translation assumes that the characters are speaking
Catalan all the time. However, when the language of communica-
tion of any character changes from his or her native language into
another one, this will be noted in the stage directions. In this
respect, Salvador’s spoken English is better than Pep’s and the
latter’s improves as the play progresses while the Miss’ Catalan has
a strong British accent and remains the same throughout.

In the translation Castilian has been translated as Spanish and
punctuation has been adapted to British conventions.

Montserrat Roser i Puig
University of Kent
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Footnotes

For a detailed biographical summary of Trueta’s life in Spanish, see
http://www.historiadelamedicina.org/trueta. html

For information on the aims and objectives of the Teatre Nacional de
Catalunya (TNC for short), see http://www.tnc. cat/ca/presentacio-tnc and
http://www.tnc.cat/ca/projecte-artistic-tnc. For the play’s technical details,
see http://www. tnc.cat/ca/trueta-fitxa-artistica. The play’s length was 1 hr
and 30 mins.

The others are Eva Hibernia, Albert Mestres, Pau Mir6, Mercé Sarrias and
Jordi Silva.

Soler-Durall declares: ‘I think it would be very good to see theatrical pieces
like this one beginning a series to familiarise and get to know by the public
the outstanding figures like Trueta and the mentioned others as well as
others coming from different fields as Bartra himself, Pere Calders, etc. etc.
A high mission and absolutely adequate for the Teatre Nacional de
Catalunya. This line of action would induce reflection on ourselves and at
last the young would get to know and get fond of who we are. Just as
Trueta surely would approve.’ (Soler-Durall 3/4)

There is, for instance, a highly poignant scene representing the death of
their newly born son and a reminder of the ever-present pain produced by
the event in the burning memorial candle that stays on stage for the rest of
the play.

This involved immediate surgical intervention; the cleaning and extirpation
of the wound; and the drainage and immobilisation of the affected limb in
a plaster cast (Biografia Dossier 16).

Especially effective are the quintessentially Catalan ‘Cant dels ocells’ by Pau
Casal’s, some of Robert Gerhard’s pieces, and several of Trueta’s favourite
operas and waltzes. Robert Gerhard was also a Catalan exile and one of
Trueta’s friends who lived in Cambridge. Aymar’s intention in using
Gerhard’s compositions was to vindicate the figure of this highly accom-
plished musician who, like Trueta, is hardly known in Catalonia outside
specialised music circles.

Aymar explains that she made her speak Catalan to differentiate her from
the character of Salvador.

In the play, as staged last January, Josep Costa, took the role of Salvador
de Madariaga. ‘As a member of the European Union of Federalists,
[Madariaga} took a prominent role in the founding in 1949 of the College
of Europe in Bruges.[...} He became a vocal opponent of the Francisco
Franco regime and did not return to Spain until April 1976, following
Franco’s death 