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1. Introduction 

 

Pier Paolo Pasolini is a renowned film director, writer and, but his plays have not 

gained much attention so far: a generally accepted reason for this fact is that his plays are very 

hard to stage, as in their case we cannot talk about psychological character development 

meant in the traditional way, it is always the author whom we can find behind the text. 

Pasolini talks about his theatrical ars poetica in the Manifesto for a New Theatre, where he 

calls his own theatre the Theatre of the Word (Teatro di parola). In his Calderón he 

concentrates on one of the most important motifs of his art, the fight of the proletariat and the 

bourgeoisie, this time in the historical period of the student and worker revolts of 68’. 

However, according to the final message of the play liberation is impossible, as by this time 

the bourgeoisie, which created the consumer society empowered by the economic boom of the 

60s, forces its own will on the lower classes, homogenizing thus the different layers of 

society. We can call this act a violent colonization, in the course of which both the oppressor 

and the oppressed lose their original social identity. 

We can follow the protagonist, Rosaura, through her three dreams, as each time she 

wakes up in a different social environment: first as a daughter in an aristocratic family, in her 

second dream is a prostitute living in a suburban slum, and for the third time she appears as a 

wife in a middle-class family. The story takes place in Spain in 1967, at the dawn of a new 

age predicted by Pasolini with a prophetic sense, when the formation of the consumer society 

starts social homogenization, but at the same time a redistribution in the positions of the social 

and economic powers and the appearance of the old power in a new form take place as well. 

Pasolini himself in the articles of his Lettere luterane talks about the homogenization of 

society, which in his opinion will be reduced into a conformist, petty bourgeois crowd. 

The liberation from the boundaries defined by birth, the fight for the liberation of the 

self appears on two levels in the play: the first is the social level, where according to the final 

message of the Calderón there is no mobility in any directions, the aristocrat Rosaura cannot 

escape from her golden cage, not even by her madness, nor the prostitute of the second dream 

cannot break out from her miserable state, just as the student and worker revolts of the third 

dream are completely useless. Freedom remains merely an unachievable dream. 

The other level is the level of sexuality, the impossibility of changing the positions 

assigned by the Oedipal triangle: in the first dream Rosaura is infatuated with her own father, 

in the second one with her son, while in the third dream with a student, who could even be her 

son. As Silvia Giuliani claims in her essay entitled Calderón, bertween the Power of Dream 
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and the Dream of Power, Rosaura on occasion of all her dreams and awakenings is the 

scandal and social difference itself, with her incestuous passions, both as a daughter and a 

mother.1 The liberating love cannot be fulfilled in any of the dreams: on the one hand because 

of the incest taboo, on the other hand because of the lack of social mobility. The hierarchies in 

the society and inside the family are unchangeable power structures in each of the dreams, 

and the levels overlap: the figure of the father, Basilio, in all cases incarnates power both on 

the social level and inside the intimate sphere of the family, he is the one who overthrows 

each attempt for transgressing the taboos. The fear from the father and his power is 

manifested in the relationship between Rosaura and Basilio. This latter is so powerful that 

according to Luca Ronconi the prostitute in the Calderón is only the dream of another 

Rosaura, of the bourgeois daughter, who would like to imagine herself as a worker in her 

dreams. The true protagonist of the play is Basilio.2 

One of the leitmotifs of the Calderón is rooted in Pasolini’s life. The depiction of the 

Oedipus complex can be found most obviously in his film entitled Oedipus the King: the 

director was well-known for his very affectionate relationship with his mother. In the opening 

frame the father figure wearing an officer’s uniform is a reference to Pasolini’s own father, 

with whom he always had a very ambivalent relationship. Both the life of Oedipus and 

Pasolini were overshadowed by their father figures. As Pasolini himself declared: “In the 

Oedipus the King I tell the story of my own Oedipus compex. I am the child in the prologue, 

his father is mine, an infantry officer, and the mother, a teacher, is my own mother.”34 The 

desire to escape from the situation in the Calderón appears in the act of Rosaura’s fleeing 

from one dream to the other. No matter if she is a mother, wife or daughter, her efforts are 

meaningless, as power makes her obey all the time. In all three dreams of the Calderón the 

Oedipal structure and its connotations of power are emphasized, which are manifested in 

Basilio’s character, who first appears as a sovereign and father, then in the scene based on 

Velázquez’s Las meninas he is a fascist military officer, in Rosaura’s second dream as a 

celestial being he sends his assassins for Rosaura, and at last in the social role of the husband 

he denounces the student before declaring that the triumph of the proletariat will remain a 

dream forever. The tragedy happens on the social and oedipal level, which are intertwined, the 

                                                 
1Giuliani, Silvia: „Calderón”, tra potere del sogno e sogno di potere, In: Pasolini e il teatro, Ed.: Stefano Casi, 

Angela Felice, Gerardo Guccini. Marsilio Editori, Venice, 2012., p.164. 
2Siti, Walter: „Un teatro borghese” - Intervista a Luca Ronconi, In: Pier Paolo Pasolini: Teatro, Ed.: Walter Siti. 

Arnoldo Mondadori Editore, Milan, 2001., p. XX. 
3 Naldini, Nico: Cronologia, In: Pier Paolo Pasolini: Teatro, Ed.: Walter Siti. Arnoldo Mondadori Editore, 

Milan, 2001., p. XCVII. 
4 In Edipo io racconto la storia del mio complesso di Edipo. Il bambino del prologo sono io, suo padre é mio 

padre, ufficiale di fanteria, é la madre, una maestra, é mia madre 
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power-structures are mutually reflected in each other. The tragic hero is the author himself, 

who projects the social changes of his time and his personal emotions into the characters, who 

cannot be understood this way inside the framework of the play: they are always connected to 

an external reference point, to the tragedy of the author as a hero. 

One of the central questions of the Calderón from the theatrical point of view is how 

the language of the play materialises on the stage and how it finds the characters who can 

utter the words in an authentic way. In my thesis I try to outline those significant reference 

points concerning the language which led Pasolini to the reality of the Calderón on the level 

of the words. According to one of his linguistic concepts Pasolini tried to understand the real 

linguistic functioning through the dialects and then attempted to translate this experience to 

the standard Italian language. One of his most significant experiences was his encounter with 

the Neapolitan dialect during the shooting of The Decameron, which experience is of utmost 

importance concerning also the North-South relation. According to Pasolini the formation of 

the consumer society leads to the crisis of the language even more. (The Question of the 

Language – La questione della lingua – in the Italian discourses is not a postmodern turn at 

all, it is one of the basic questions of literature. All of Pasolini’s works can be understood 

most relevantly in the cultural and linguistic space oscillating between the so-called dialectal 

languages and standard Italian language.) The idea to react to the problem of the language in 

form of creating theatrical characters comes from his realization of this crisis. For his theatre 

Pasolini chooses the poetic language, as in his opinion the word is present with its fullest 

expressivity in it. In his opinion even if poetry is in crisis, the poetic language is not. For a 

theatrical reform according to Pasolini a reform concerning language itself is inevitable, and 

such a language must be found/created, which reflects reality on a higher level. The question 

of the language is reflected in Pasolini’s decision to return to the Greek theatre, which in his 

understanding is based mostly on language. Myth for him is no other than a narrative existing 

in the dimension of remembrance, which spreads orally. In his plays he did not want to 

reconstruct the Greek tragedies (only one of the six tragedies recalls openly the genre of the 

Greek tragedy: the Pilade), instead he adapts the genre to the social circumstances of the era, 

to the characters representing oppression and submission, the acculturalization of the fascism 

and the consumer society, so to the characters symbolizing the endeavour for a homogeneous 

culture. The Greek model helps Pasolini find a possible solution for his problems concerning 

consumer society, it gives him a method to represent the tragedy of society. As it can be found 

in the Manifesto for a New Theatre as well, Pasolini reacting to the blames after the theatrical 

failure of the Orgy declares that the negative reception of the performance is not his fault, as 
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the audience „do not understand the word, because they do not have the means for it in an 

oppressive society, they do not have the necessary education to understand the language of 

poetry”.5 According to Pasolini the poetic language of the tragedies is the most powerful 

protestation in a country where the koine, the common language never refers to reality, as it is 

a non-existing language, “however, if the text is in a poetic form, then this absurd and mad 

contradiction between naturalism, the everyday language and the uttered word disappears. So 

the conventionality of the poetic language bears in itself a certain conventionality in the 

diction as well”.6 In conclusion, the workable solutions of Pasolini for the problem of the 

language are the following: using dialectal language, parodying the language of the 

bourgeoisie with the help of the dialects, and elevating the language to the poetic level: the 

Calderón is as example for this latter. 

 

2. Subject and objectives, methodology and theses of the dissertation 

 

The aim of my thesis is to prove that even though according to the general opinion of 

theatre professionals Pier Paolo Pasolini’s tragedy entitled Calderón (with the other five 

tragedies considered Pasolini’s masterworks as a playwright) lacks a well-elaborated, coherent 

plot and character development, and in consequence it is hard to make it work on the stage, 

with a different approach, however, it can be relevant for theatres. In my opinion Pasolini’s 

personal conflicts appear through his characters, which makes his plays fragmented, pastiche-

like, and can be read as themes – this is already a proven fact, so concerning this part of my 

dissertation my objective is to summarize the relevant international researches that will serve 

as a starting point for my research, but this mainly philological research also fills a gap, as in 

Hungary presently there are no such major academic works available which would summarize 

the main directions and results of the researches concerning Pasolini’s theatre. 

Pasolini’s tragedies can work well in post-dramatic theatrical systems. As my thesis 

fundamentally has a literary and cultural approach I do not analyse neither theatrical 

performances nor try to build up a fictional performance. However, Pasolini builds up one of 

the scenes of the Calderón as a theatrical representation of Diego Velázquez’s Las meninas, 

and this medial reinterpretation can lead to many possible intermedial readings of the text. 

                                                 
5 Pasolini, Pier Paolo: Dibattito al teatro Gobetti, In: Pier Paolo Pasolini: Teatro 2, Ed.: Oliviero Ponte di Pino. 

Garzanti, Milan, 2014., p. 346 
6 Ibid., p. 346. 
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Pasolini’s works can be read in a very fertile way with the methodology of the cultural 

studies, as Pasolini’s artistic point of view is very close to the phenomenon of the cultural 

turn, but at the same time there are many differences between the two. They are similar in 

their critical approach towards culture, as Pasolini is very critical of the western modernity, 

but he turns towards the premodern instead of the postmodern as a possible way of reform. As 

I claim in my thesis, the common origin can be the works of Gramsci and Freud and there can 

be parallels with Michel Foucault through the discourses of body-power, sex-power, and the 

discourses of biopolitics and cultural studies. Numerous turns can be relevant in the case of 

Pasolini, among which the methodology of the Gender Studies (in the Calderón through 

Rosaura’s character), the body turn, and even though I mention the links to these possible 

readings in my thesis, I choose the postcolonial theory as a reference horizon, from the results 

of which I can read Pasolini’s Calderón productively. Although I do not consider this reading 

an exclusive possibility, but integrative, connected to which other aspects can be brought into 

play. I define the concepts of homogenization, acculturalization, the Other, and the in-between 

situation specifically as they appear on the contemporary Italian cultural horizon and through 

the results of the latest Italian postcolonial researches. 

The fact that Pasolini’s poetry, fiction and films have gradually more postcolonial 

readings originates from the phenomenon that presently Italy is attempting to face its colonial 

past from several aspects: besides the traditional interpretations (connected to the relatively 

small colonial empire of Italy) such an aspect can be considered here as the situation of the 

emigrants leaving Italy (just to mention the most significant diasporas: the United States, 

Brazil). According to the statistics, a very small number of immigrants arrive in Italy from the 

countries of its former colonial empire, they receive significantly more immigrants from the 

ex-colonies of other countries of the European Union. There appeared the first- and second-

generation immigrant writers, mostly female writers, which offers a fertile ground for the 

researches conducted in the field of Gender Studies. The postcolonial theory has a specifically 

Italian field, the so-called Southern Question, which deals with the territory of Italy as two 

separate countries, and creates the concept of the Panmediterraneum, which categorizes the 

South of Italy rather as part of the Mediterranean region, moving this geographical and 

cultural area closer to Africa than Europe. Pasolini himself often wandered in the suburbs of 

Rome and Naples looking for people of the oppressed working class for forming his 

characters (similarly to Leonardo Da Vinci, who looked for characters for his Last Supper 

fresco in the suburbs of Milan, just to find the perfect face for Judas), whom he thought to 
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find later in Africa. These hierarchical power relations create different desire games which 

appear in the Calderón, and which I examine through excerpts from the play. 

The Italian postcolonialism is in a special situation, as Cristina Lombardi-Diop and 

Caterina Romeo claim in the introduction of their L’Italia postcoloniale (Postcolonial Italy) 

published in 20147, as opposed to the Anglo-Saxon world, the starting point of the Italian 

postcolonial context is not the re-reading of the national canon, but borrowing the critical 

approaches of the major colonizing powers of Europe. The postcolonial theory is a new 

academic phenomenon in Italy, which has been present in the country from the 90s, but which 

became significant after the year 2000 in the institutes of English and American languages, in 

collective publications and pioneer monographies.8 The Italian postcolonialism is in a 

marginal place in the dominant postcolonial theories, just as the Italian language compared to 

the available sources in English. The progress made in the last years concerning the 

researches of the transformation of the contemporary Italy in the international critical 

discourses and academic debates put in the centre of the researches the relation of Italy and 

Mediterraneum by creating a fictional Mediterranean area. This discourse reflects the situation 

of Italy, the Italian identity in a new European and global scene, furthermore the country’s 

position in the Mediterranean region, which can be viewed as a geopolitical unity, an area of 

outstanding importance from the aspect of colonization but even from the present day 

migration.9 One of the objectives of the Italian postcolonial theory is to put the colonial 

memory back into the contemporary Italian cultural discourses by finding the related memory 

places in the different cultural products, such as the contemporary Italian cinema, music and 

popular culture, furthermore the exotic-erotic films of the 70s, or the music of the immigrants 

in the Italian cities, the imperial symbols of the football supporters and the metaphors deriving 

from the nationalist biopolitics which can be traced back to such canonical writers as 

D’Annunzio. 

The unification of the Italian peninsula in the second part of the 19th century is a 

widely known historical fact, but the Hungarian public might not be familiar with the 

problematic process of the integration of the South (Sud) continuing very intensively up to the 

present. In the period of the Risorgimento the dream of creating a unified Italy was convenient 

only for a narrow northern elite, while the South for a significant number of the northern 

                                                 
7 Lombardi - Diop, Cristina – Romeo, Caterina: Introduzione. Il postcoloniale italiano. Costruzione di un 

paradigma, In: L’Italia postcoloniale, Ed.: Cristina Lombardi-Diop, Catarina Romeo. Le Monnier Università, 

Florence, 2014., p. 13. 
8 Ibid., p. 15. 
9 Ibid., p. 17-18. 
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Italian population is still a drawback for the development – it is enough to think of the 

endeavours of the political party called Lega Nord, which literally wants to divide the country 

into two parts under Rome. Awakening from the intoxication of the glorious unification of the 

nation, there are gradually more works in the Italian literature which show us the downside of 

this historical period and also the researchers attempt to re-read the literary canon from new 

aspects. 

The Southern Question, the first pre-fascist colonization and the emigration are three 

key issues that define the Italian racial question and biopolitics. In order to be able to present 

other important turning points in the development of the ideas and in the historical 

development of the biopolitics of the contemporary Italy, we have to concentrate on the post-

unitarian period which makes it possible to find the roots of the present-day ideas. That 

recently Italy has opened up towards the biopolitical theories is partially due to the fact that 

the history of the country as a postcolonial nation-state was highly influenced by some 

fractures in the crucial period between the official political creation of the nation and the rise 

of the fascism. These fractures can be discovered in numerous phenomena, for instance in the 

linguistic pluralism of the different Italian regions. The phenomenon of the emigration 

responsible for many useful arms (in Crispis’s term) leaving the production in the country is 

the myth that was lamented and abused by many, and is claimed to be one of the causes of the 

division of the country into northern and southern part. The Italian colonization wants to 

restore the arms of a mutilated geopolitical body.10 

One of the reference points of the Italian postcolonial theory is the art of Pier Paolo 

Pasolini. In the second part of my thesis I would like to prove that Pasolini’s Calderón can be 

read productively through the postcolonial theory, especially because in this reading we can 

get results that can absolutely reshape a possible theatrical representation of Pasolini’s play. 

Concerning the protagonist, Rosaura, the other fertile field of research can be connected to the 

Gender Studies, which has many common points with the postcolonial theory. The field of the 

Gender Studies in Italy was greatly affected by the feminist discourse of the 60s and 80s, and 

is still characterised by a certain essentialism which does not ask questions concerning the 

male/female dichotomy. In Italy the method of the Gender Studies has not been significantly 

integrated, but if so, it is applied very rarely in the Italian context. As a result, the different 

categories of oppression are dealt with independently from one another, thus weakening the 

                                                 
10 Welch, Rhiannon Noel: Razza e (ri)produttività. Per una lettura biopolitica della razza nell’Italia postunitaria 

e contemporanea, In: L’Italia postcoloniale, Ed.: Cristina Lombardi-Diop, Catarina Romeo. Le Monnier 

Università, Florence, 2014., p. 81. 
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analysis of the various hierarchical systems, including the Gender category as well. In the last 

ten years racial issues and postcolonialism have appeared in the Italian feminist discourses 

concerning both Italian and international questions.11 

The Freudian reading of the power relations and games represented in the play is 

relevant even if we ignore the autobiographical data of the author, so we do not read the play 

in an autobiographical context, but in a political-social-cultural coordinate system based on 

the concept of Deleuze and Guattari presented in their Anti-oedipus, according to which 

Oedipal triangle generates such a structure of authority and complexes, which works not only 

inside the family structure, but also on the general level of society.”12 Pasolini’s work can be 

read through the Freudian Oedipus complex, and the postcolonial theory using its results 

regarding the relationship of the colonizing power and the oppressed. In case of Pasolini the 

beloved working class and hated bourgeoisie can be the projections of the beloved mother and 

the hated-feared father. However, also the opposite of these emotions are always present: the 

exaggerated love can generate the desire to escape, just as fear can create the desire to be 

accepted. Maybe the reader can feel ambivalence in the play because of this contradiction. 

The social changes taking place in Pasolini’s era, the disintegration of the hitherto well-

determined class system and its re-formation in consumer groups of various purchasing power 

created ambivalence from the aspect of sociology as well. The well-defined friends and 

enemies ceased to exist and the new power capable of colonizing society appeared in the form 

of consumption, which for Pasolini took the place of the dictatorships of the 20th century and 

the fascism. In the Calderón we can observe the fall of the great regimes of the past era, as the 

generation of the new form of power takes its place at the top of the triangle. 

 

3. Results, fields of application of the research 

 

The aim of my thesis was the analysis of Pier Paolo Pasolini’s Calderón with the help of 

cultural studies and furthermore the translation of the text into Hungarian. The Calderón is 

among Pasolini’s most significant plays, which can often be found in the repertoires of the 

stages of the world. I attempted to make a translation that satisfies the dramaturgical needs of 

the theatre and the relevant publications contribute to the Hungarian Pasolini-reception not 

only in literature but in theatre studies as well. The Kalligram editor has published seven 

volumes by Pier Paolo Pasolini in Hungarian and there might be a volume also for his 

                                                 
11 Lombardi - Diop, Cristina – Romeo, Caterina, p. 21. 
12 Deleuze, Gilles – Guattari, Felix: Anti Oedipus: A Thousand Plateus, Continuum, London, 2004., p. 69. 
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tragedies, out of which two have a translation (Affabulazione, Orgia) by Dr. Szkárosi Endre. 

In my thesis I attempted to elaborate such a methodology for reading Pasolini’s play, which 

helps with its interpretation and with the unveiling of the different social and personal 

relations embedded in it. The method received feedback through the publications and 

conferences, which helped improving it. Furthermore, the translation of Pasolini’s Calderón 

has also been completed and is ready to be published in a volume with the other tragedies of 

Pasolini. By publishing Pasolini’s plays a very important segment of the work of an 

internationally renowned artist would become available for the Hungarian public, while the 

relevant publications help to understand its contemporary significance, furthermore the 

translation can be relevant in case of an eventual theatrical production of Pasolini’s play in 

Hungary. 
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