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playwright was not the result of a sudden, inexplicable and
uncontroliable revolt. It will show that the measure of its
coherence, in spite of the tragic gap between a utopian wish
and realistic possibilities, lies in the acceptance of the great-
est, but, paradoxically, most frequently applied theoretical
utopia of the times, Machiavelli's Prince.

From artistic vision to conspiratory reality, from the prologue
of Long Nose o the letter to Cosimo de' Medici, Pomet's
Machiavellism has remained only a poet's dream.

22 L. Vomomc Nikola Machiavelli, the intended secretary of Lubrovnik
(1521), special reprint from Bock 1, Dubrevacke uéeno drustvo -3v.

Vlahow, Dubrownik, 1927, pp. 1-21 {The textquoted hercison pp. 20 and
21).

The ]
Thematic_
Conflicts Iin
Marin
Drzic’s
Dundo
Maroje

Edward Stankiewicz

Creat literary works are open to multiple interpretations.

The sense of excitement, discovery, and pleasure that we
derive from such works are rarely due tc the novelty ot their Y
content or form for they can easily be assimilated and ;
become standard ware. The true and lasting value of such
works lies in the richness of their texture, the coexistence of
conflicting if not antagonistic strands, and the inevitable c
tension between the autonomy of the parts and the unifying,
centripetal movement of the whole.

Literary, artistic criteria should also guide the analy§is of the
works of one of the greatest playwrights of the Renaissance,
son of the Dubrovnik Republic, Marin Drzic. o

While the question of the innovations which we brought to 5 |
the traditional comedies of Terence and Plautus or to those | 1.
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of the contemporary Italians should certainly not be ignored
— and I shall touch upon them in due course — we must
recognize that the significance of his plays lies not in the
novelty of his themes, or in the elements of folklore, lan-
guage, or descriptions of the local scene which permeate his
works, but in the way he molds them intc new and artistically
Integrated wholes. But the importance of literary works de-
pends not only on their intrinsic qualities, but alsc on the way
they are perceived and interpreted by critics and readers,
and these are notoriously subject to changes of fashions and
taste. The opinion of Dr#i¢’s works has, fortunately not suf-
fered from the vicissitudes of taste, for it is generally agreed
that they represent a level of excellence which is hardly
matched by the works of his contemporaries. The growing
fame and popularity of his plays attests also to the fact that
they have lost none of their originality, energy, and verve,

This opinion applies above all to DrZi¢'s comedy Dundo
Maroje, which has been analyzed and celebrated by a num-
ber of Yugoslav and foreign scholars. But like any outstand-
ing work, Dundo Maroje will continue to invite new
interpretations which will deepen and broaden our under-
standing of its art. Such Interpretations seem to me the more
timely because Yugosiav scholarship, learned and well-in-
tentioned as it might have been, has gravitated towardsa type

| of analysis that has flattened and reduced the complexities

ard playfulness of the work. Notable in this respect have
been the studies by Zivko Jeli¢i¢ and Leo Kosuta whose
political, sociclogical and biographicalinterests have almost
totally obscured the artistic qualities of the work. Thus it ig
somewhat surprising that even such a perceptive critic as

. Cale should claim that the discoveries of these scholars must

lie at the basis of every serious analysis of the play (1971:
44). We should rather ask ourselves whether the conclusions
of these scholars do justice to the play as one of the great
literary achievements of its times. I believe they do not. In
the first place, one should object to the mixing of literary and
bicgraphical criteria, which has marked the analysis of the
text. All toc much, in my opinion, has beer made of Drzi¢’s
conspiratorial letters to Cosimo Medici, which were written

about 18 years after the production of the play. The play itself,
including the Prologue, which flatters the zlatni ljudi of Dub-
rovnik as being the descendants of Saturn, bears not the
slightest allusion to DrZi¢’s subversive designs norto his late
condemnation of the Dubrovnik ruling class. The bicgraphi-
cal fallacy and the ideological premises of the critics have
led them to overlook the deeper literary and historical sig-
nificance of the Prologue, the ambiguity of the Negromant's
tale and its actuat relation to the play. The one-sided inter-
pretation of the Negromant’s tale about the origin of the jjudi
nazbilj and ljudi nahvac and the ideclegically tinged reading
of the play have obscured many of its literary aspects, and
have threatened to reduce it to a political or moralizing tract.
For where, indeed, do we find in the play the oStre klasne
karakterisitike Drziceve umjetnosti aparn from the interplay
between masters and servants which had been one of co-
medy’s most traditional themes? And is Dr#i¢'s picture of the
servants merely one of an oppressed mréavi narod? Or is
there any reason to treat Pomet as a narodni borac, as one
who kreée upornec do konaénog obracuna; and where in-
deed is this konacni obracun in a comedy which ends hap-

pily for all because of the fortunate turn of events? The |

treatment Dundo Maroje as an ideclogical or moralizing play
and the flat division of its characters into villains and heroes
has also taken out the life of most protagonists of the play.
There seems to be no reason to claim that Ugo Tudesak, the

drunkard and hedonist of the play, is rich but does not know :
how to enjoy life, or that Bokéilo's »popular common sense«

is diametrically opposed to the »deformed character of his
master«, the stari skrtac. I am rather inclined tc agree with
Svelec to whom Dundo Maroje’s behavior appears perfectly
reasonable. For who can fault a father for attempting to divert

his son from the path of sin, or a Dubrovnik merchant for |

trying to salvage his money, especially if he can, as he says,

pull it out iz morske pucine, i. e, from the greedy hands of a _

Roman courtesan. Equally strained, it appears to me, is the

attempt to characterise Maroasa (f'ovjek nahvao: we should :

rather feel pity for the young, vain man who trembles with

fear at the prospect of all at once lesing his pride, his in- | 15’
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heritance and his mistress, and who in time of trouble i
totally dependent on his servant. Particularly misleadin s:
ems o me the interpretation of Pomet. To view him asg the-
Iepresentative of a class that »will share power with the
mlgs of Dubrovnik in accordance with the utopian vision of
Drzi¢’sletter« isto reduceto a stereotype this versatile fiqure
;ahs well as the rich complex{ty and wit of the play. [ assume
at nf: one who has read Cale’s excellent disquisition on
Mz'icluavelh"s Prince can fail 10 be impressed by the paral-
lelism wthich he discovered between Machiavelli's ideas
concle{mng fate (fortuna) and the dignity of man (dignitas
hg@n:s) and Pomet's ruminations about sreca and kako se
trijeba b:ib’remenom akomodovat. But can we possibly agree
that D{zzceva urotnicka zamisac i machiaveilifeva tecrija
under_he the basic conception of the comedy (p. 70), or lhgl

Machiavell’s ideas on the tactics of a prince may ha’we an
releﬂvance for the behavior of Pomet who, as he h.imseli;
remm@s us, is only na brijeme doktur i filozof? To believe
that this gstute wheeler and dealer who had served tim:e for
-Some minor thievery, to whom only his stomach is krajj j
gospgdfn: and who finds the fulfillment of his dreams jin
: wearing, like Maro, a neckdace and sword, is DrZié¢’s ideal of

| .. .
4 pravi covjek of a covjek nazbilj strains somewhat our

] lrhrilsagmation a.nd prevents us from seeing the true nature of
this protean figure and Figaro of Drzié's theatre,

| Anothfar author who was left behind the crude Marxian inter-
7)) | pr-etatlc.)ns of the play is Franjo Svelec. Unlike Cale who
i primarily dwelled on the moral and philosophical aspects of
! Fhe play and on the significance of the heroes Svelec's mai
i| mteres? lies in.the performance qualities of t};e play, Dréic’:l’lrsl
o .! use of unprp\nsation and of multiple actors who ap’pear on
| the stage simultaneously. But, like everyone else, Svelec
| _seem..-; to accept the established division of the ch’aracrers
| mto jjudi nahvao and ljudi nazbilj. No less questionable
! ?ppga:s o me his claim that Pomet is a sinteza potcéinjeno
E covjeka uopce (271) for, as | have said, it loses sight of Ihg
. protean and m@iwom dimensions of his character. Of for
158 gz?é?;t:zlhlﬁ, n my opinion, is Svelec’s observation that
que is based on the orchestration of o i
pposites

{orkestracija suprotnosti}. It is precisely this aspect that
deserves for deeper exploration and to which I shall devote
most of my following remarks. In conclusion I shall also
advance some cbservations on the historical and literary

significance of the Prologue.

Dundo Maroje is a tightly stuctured play in which all the
parts and principal characters are closely intertwined.
Like any classical comedy, it is built on a plot with zigzag
peripeties which create the elements of humor and of sur-
prise and which find their resolution through a happy turn of
even!s thanks to which Laura, the central cbject of the
intrigque, can become the heiressto a German fortune and the
wife of Ugo. This deus ex machina resolves the accumulated
tensions of the play and restores, as befits a comedy, the
original order: it returns to Cundo Maroje most of his ducats,
it saves the position of the servants, and makes it possible for
Maroc to marry Pera and fo settle into a comfortable bourgecis
existence. But behind this more or less traditional plot pul-
sates the true life of the comedy, which is made up cf several
thematic conflicts or oppositions. Some of them belong to the
traditicnal repertory of the theater, while others consist of
themes that reflect some of the major national and phi-
losophical concerns of the time. The traditional oppositions
involve (1) the relation of fathers and sons, or more broadly,
of old age vs. youth; (2) the relation of servants and masters,

and (3) the perennial tension between the sexes to which !

Marin Drzi¢ gives a new and original twist, for he deals not
with the stock theme of »boy chases girl«, but with the [ove
of an innocent but profligate son for a Roman courtesan. But

the love itself is by no means innocent, for the young man is

not only the hunter but also the prey of Laura’s obsession with
money which colors the entire episode of love with the tint

and tinkle of pecuniary greed.

The motif of money reverberates throughout the play, reflect-

ing not only the rise of a new bowrgeois society but, no doubt,
one of the deepest concems of l6th—century Dubrovnik.
Vlaho's jingle Dukat mi, dukat kralj i car [ dukat djevojci |
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Castan dar vivifies the moves of all the protagonists of the
play regardless of sex, age, or social class, and is the ultimate
spring of the entire comedy. The motif of money enables
Drzi¢ to present a wide spectrum of contemporary society
including merchants, wastrels, servants, money lenders, in-
nkeepers, courtesans and even the poor Dubrovnik whores.
The obsession with food, jewels, and clothing as the outer
accouterments of money defines not only the character of the
actors but the eminently bourgeois character of the play. In
addition to the above stated oppositions and the obsession
with money, Drfi¢ introduces two more oppositions that
deepen the artistic significance of the play even though they
are cnly a reflection of some of the topical problems of his
time. These are the questions of fate vs. free will and of
national identity, While the first question preoccupied the
leading contemporary thinkers of Italy, the problem of na-
tional identity was another overriding concern of the Renais-
sance, which witnessed the rise of sovereign cities and
states, of national languages, and of modern literatures. Dr-
Zi¢’s work is itself the most eloquent expression of these
epochal developments, whereas the awareness of local or
national identity is translated in Dundo Maroje into the con-
trast between foreigners (ltalians, Germans and Jews) and
nasfenci. Drzi¢ highlighted this contrast by the astute device
of placing the action of his Dubrovnik characters in the midst
of Rome, and by exhibiting cosmopolitan but decadent Rome
cn a Dubrovnik stage.

AsIstated above, the enumerated cppositions do not appear
independently, but interlock with and modify each other in
the unfolding of the play. They enrich the significance of the
plot and lend roundness to the characters both through their
dialogues and actions, as well as through the monologues
which make up a significant part of the play.

But it would be deceptive to think that the oppositions alone -

suffice to define Dr#i¢’s art. As in any work of art, the opposi-
tions acquire deeper significance by revealing their unifying
bond and by implying that beneath each opposition there
lurks a fundamental resemblance. The tensicn between op-
positions and resemblances is encapsulated even in the

[

smallest form of verbal art, in a single metaphor in which the
confrontation of opposites compels us to look for the deeper
resemblance and where the resemblance itself sharpens
and heightens the quality of the opposites. A work of art is
thus a creative process, in which the reader participates no
less than the author, for the recognition that the ostensive
oppositions conceal deeper similarities is a process of dis-
covery and a source of aesthetic delight.

The conjunction of opposites and similarities, the coinciden-
tia oppositorum which [ have elsewhere called the com-
plementarity of opposites was early and cogently formulated
by the near contemporary of Drzi¢ Pico della Mirandola. In
reading the comedy of Drzi¢ it might be worthwhile to keep
his words in mind: »Nor do contrariety and discord between
various elements,« he wrote, »suffice to constitute {beauty],
but by due proportion the contrariety must become united
and the discord made concordant; and this may be offered
as the true definition of Beauty, namely that it is nothing eise
than amicable enmity and concordant discorde.

Iwould like to point out that the concept of unity of opposites

defines not cnly the thematic conflicts of Dundo Maroje, but ;
also its use of stylistic and linguistic components which are

no less fascinating than the principal thematic conflicts. Dun-
do Maroje is a remarkably polyphonous work because it
combines learned and popular elements, poetry and prose,
Latin and Slavic proverbs, and a mixture of lanquages and

styles which reflect only in part the multilingual situation of !
16th—century Dubrovnik. The use of these elementshasbeen

studied by a number of scholars, but we miss something of
their significance if we treat them in isolation or only for their
origin. Their true literary value arises only in context and
from the way they interact with each other and other elements
of the play. It is not by chance that the passages of verse are
interspersed among the dialogues in prose, and that they are
used mostly by the servants (particularly by Petrunjela) and
primarily for the purpose of playful and erctic play. Special
affects derive from the juxtaposition of Latin and Croatian
proverbs, which resemble but modify each other tc create
changes of meaning and humorous surprise. The use of
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diverse languages and dialects serves not only to define the
origin of the protagonists, but also for changes of scene and
forblason populaire. The play with language is exploited not
only by the author but also by the actors, who assert thereby
their linguistic consciousness and local pride.

Like any local comedy, Dundo Maroje has central and peri-
Pheralcharacters. The central characters are the objectsand
carriers of the action, while the peripheral characters have
secondary, supportive roles or deliver themselves (like
Tripte and DZivo) of soliloquies that express the views of the
author. But here, too, [ would like to point out a characteristic
feature of Dr2i¢’s art, namely his predilection for asymmetri-
cal symmetry, or symmetrical asymmetry. The central cha-
racters are organized into triplets according to social status
and gender. They include the masters Dundo Maroje, Maro,

and Ugo; the servants Bokéilo, Popiva, Pomet, and the female -

characters Pera, Laura, and Petrunjela. This symmetry is
broken up in a number of ways. One of the main plots hinges
around the triplet Marocje, Maro, and Pera, while a second,
competing plot involves the relations of Maro, Laura, and
Ugo. However, a clear binary opposition separates the prin-
cipal figures, for some of them are, to use E. M. Foster’s term,
»rounde«, whereas others are »flat«. The round figures include
the Dubrovnik natives; the nasijenci, Dundo Maroje, Maro,
Popiva, Pomet, and Petrunjela, whereas the flat figures are
Ugo and Laura who, despite their importance for the plot, are
undimensional and dull. Ugo is a boorish glutton and drunk-
ard, while Laura’s only concern is money. The two are thus
not only »flat«, but also the only negative characters of the
play. An asymmetrical relation holds alsoc between the main
Dubrovnik characters. Dundo Marcje, Maro, and Popiva
pursue but a single goal, while Pomet advances not only the
interests of Ugo, but also his perscnal ambitions. In addition
to pulling the strings of the piot, ke is also a thinker and
dreamer and the porte parole of the author. He is, in other
words, the roundest figure of all. & separate position is also
occupied by Petrunjela, who with her charm, playfulness,

| and virtue is the diametrical opposite of her mistress. Having

thus covered the asymmetrical symmetry of the characters

st

we may now turn to our main subject: the thematic conflicts
or polarities of the play.

3 Our primary polarity is that between starost and miadost,
which is concretized in the conflict between Dundo
Maroje and his son. The first is to all appearances interested
only in recouping his 5000 ducats, while Maro is seemingly
interested only in having a good time, to the chagrin and at
the expense of his father. According to standard criticism,
both represent the Jjudi od nista or nahvao because one is a
rich miser ard the other a wastrel. However, in Drzié’s
conception both characters are far more nnanced. The very
terms mahnitost and ludost which Drzi¢ applies equally to
father and son are bound to soften their image and to show
that they are fundamentally alike. The father reclaims not
only his money, but alsc his son, the only heir to his fortune,
for as DrZi¢ reminds us in the Prologue, many a tragedy has
befallen a Dubrovnik household for entrusting money to
inexperienced and fun-seeking sons. If the father goes crazy
(deve essere pazzo questo vecchio, say the shirri), it is not
only over the loss of meney but also because of the trickery
of his son, which he pays back in kind. The son, too, is mahnit
because of his single-minded obsession with Laura and his
reckless waste of the money. But the madness is not only his
owm, but that of youth and of his social class. This »collective«

madness is recognized by the bystanders of the action, Baba, |

Sadi, and the two Dubrovnik youths, Nike and Pjero, who
envy Maro his money and his mistress. Ah, miadosti, luda
miadosti, says Baba: one has to get cld to realize kako vas
vietar nife ino, nego ludost, nego malo vidjenje, nego
nespoznanje. The collective nature of the madness is also
recognized by Sadi when he says: Sti giovans spendono alla
cleca, si indebitano, inbrogliano e poi danno suizo (11, 7).
But that this kind of behavior was not a madness but partofa
social norm is also suggested by Popiva when he slyly
assures Laura that Dundo himself recognizes the rights of the
young and that he himself was not much different in his youth

(veli, mlados je taka i ja jam u miados gori bioc). However, |

- Maro is motivated not only by sensual passion, butby a quest
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for prestige and social standing, which derive from the ability
to support a Roman courtesan. For what upsets Maro more
than the loss of his mistress is the loss of face. Ti je neotac,
he complains (111, 8), doSao je za osramotit me, za ruinat me
u Rimu. The quest for social standing, which goes with the
ability to pendZat dukate, is then, at the end, another aspect
of menetary possession which also inspires the actions of the
old man, except that in his case the money is to be accumu-
lated and kept. The inextricable union of the two is further
emphasized by their resemblance and mutual dependence.
Smijesni su ovi oci, says Pjero (II, 1), ne spominjaju se er su
oni u mlados mahnitiji od nas bili, which is summarized by
the amusing oxymoron Ah, da se ljudi bez otaca radaju,
dobro bi | mladijem bilo. That the relation between father
and son is both antagonistic and complementary is finally
berne out by the fact that they play each other the same trick.
If the son at first coutmaneuvers the father, the father at the end
outfoxes the son in a breezy reversal of roles. Sin mi je
mestar, Maroje says (IV, 1), rormu mi &ni.. igrat ¢emo §
njim al pit saper. But although he claims that medu lisicom
ihrtom nije ugedaja (IV, 6), the similarity of their characters
is poignantly recognized by their servants. Lisice otac i sin,
says Popiva and Bok¢ilo echoes him: stuéise se dvije vuhve
ne male . For at the end father and son must be reconciled not
cnly because they are ¢ado | sin, but becanse of their
comumon interests and social roles.

From classical comedy Drzi¢ has also inherited the theme of
antagonistic and complementary relationship between mas-
ters and servants, which he developed again in a new and
original way. The major representatives of this relationship
are the pairs Maro and Popiva and Ugo and Pomet. A less
proeminent role is assigned to the pair Maroje—Boké&ilo and

! Laura-Petrunjela.

The first two pairs are poised against each other in a relent-
less but uneven battle, which shows again Drzi¢’s predilec-
tion for asymmetrical symmetry. While both servants pursue
the interests of their masters with all possible subterfuge and
means, Pomet is head and shoulders over Popiva, not only

164 | because of his bigger bag of tricks, but because of his
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greater astuteness, drive, and vindictiveness. Nothing but a
mean streak can explain Pomet’s desire to see his defeated
opponent hang (na tebe ako ne vidim na vjesalijeh, necu
muiran umrijet; U, 1) and to put Maro in jail (Bog dao da mu
jos Pomet donosi u lonéicu na tamnicu). His paradoxical
condition of a virtuoz and an underdeqg should also explain
his contempt for most people around him, his tirade against
the higher professions (the merchant, the soldier, the poet,
the doktur, the muZik), and his ambition to claw his way from
the lowly condition of servant tc an illusory top symbolized
by such outward trappings as veiut, kolajina and mad, the
irony of which does not escape Petrunjela (Nut gdje se je
nagalantao, [ s kolajinom na grhi, kako da ide na pir; U, 3).
His change of fortunes from Dubrovnik pauper to Roman
man-about—town, his servility and pride, his intrigues and
fantasies make him intc a quintessential representative of the
Renaissance man, enterprising but tossed by fate, a figure of
dignity and of laughter all at the same time. But both he and
Popiva are first of all servants who depend on the will and
whim of their masters. Popiva’s declarations (IV, 12) siuga je
za siusat gospodara and (IV, 4) gosparu, na smrt na zZivot,

ovo sam, slijedim te! resemble Pomet's own words tc Ugo ;
Con vof andar in inferno et star bene. The attitude of the |

masters towards the servants is basically one of selfishness,
rudeness, and cruelty. While they depend on the servants for
the satisfaction of all their needs, they are ready to blame
them for all their misfortunes. Thus Ugo unceremonicusly
chases out Pomet from his house (Traditor, fuggir casa mia,
IV, 3) and threatens him with a weapon, just as Marc abuses
Popiva in the vilest terms (fradifuru, pse jedan, smrti moja,
ribaode...and gdje mi Je punjao da zakoljem ovoga asasina;
IV, 13). Neither Bokéilo nor Petrunjela are treated with any
greater finesse. Bok¢ilc is kept hungry and dry by the old
miser, Dundc Maroje, while Petrunjeia is rewarded for her
faithful service (ja sam joj vjerna sluga, she says, but ne
smijem joj ni u kamaru ulfesti, ja kuham i perem i joste z
drugom; I11, 9) with invectives and threats (/di, osfico (V, 3)
and avral delle bastonate, disgraziata). This is, however,
only one side of the coin. On the other side, the servants are
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asco (gospodfhe,
- SVemu je remedijjo
ts that the 1oles of

{antasy, as a free man. Pomet's addresses to his stomach are
a true tour de force and make up one of the most moving and
witty passages of the play. Za tebe, he says, Pome!l sve
stenta, za tebe se ovo spravlja, kralju i gospodine! Ti sf moj,
jasam tvoj! Timeni gospodar, aja tvoj sluga. His faithfulness
to this master is unqualified even when the going gets tough,
that is, when Ugo banishes him from his house and his table.
Trbuse, moj dragi gospodine, he says, Ja te i sad u adver-
sitati s baretom u ruci cnoram, and nijesam kao i njeki ki u
dobru prijatelje ljube, u ziu ne ¢ine ga se vidjet.

Petrunjela too gains a moral edge over her mistress by
comparing the life of a Roman courtesan with that of the poor
whores and potistenice of Dubrovnik. Ove, she says about
the Roman courtisans, odre od svile... sve u srijebru... ifedu
vazda letuste; svako hoce dvije kamarijere, whereas the
girls of Dubrovnik, one vase od Polila I cd Podmirja ke se
vazda od buha pudaju (Ill, 17) or the dubrovacke potis-
tenice $tono se ¢ersaju bulom... kad opfoku koja od dzete-
nina ima na koretu, para joj da je njeka gospoda velika —
u cokulicah, 111, 9). The contrast and parallels between mas-
ters and servants are finally underscored by the simulta-
neous, yvet differently motivated complaints of Bokéilo and
Marcje, and by the latter's remark tebi je fesko | meni je

tesko i ja to brjeme nosim (IV, 1).

The third opposition, that between the sexes, is ostensibly

the spring of the entire action, though it is closely linked with

the other elements of the plot. But the motif of love is above

all tied up with the theme of money which animates all the
protagonists and where their similarities come most con-

spicuously ta the fore. Thus, Maro is aware that only infusions |

of money can secure the favors of Laura, though he himself
is propelied not only by lust but by his desire to cut a fine
figure. But the moment his affair with Laura is over he rants

and raves against his mistress, as well as against the social
cordition that set him on his course: O Zivotu moj ludi... AR, |

sinjore, ah kurve... Prid moje kompanje s kojijern obrazom
imam pristupit... §to se ¢e po Rimu od mene govorit... Oh,
Popiva, dinara veée nije, éastizgubih, ereditavece ne mogu
imat (IV, 13); Ah, kurve, kurve, tko s vam! ima sto &init (V,




rises in expressing his love for and uncertainty about this
mistress deserves to be quoted in full: Fortunu pisu Zenom
ne zaman... ako se obrée sad ovamo sad onamo, sad na ziu
sad na dobru; sad te kareca, a sad te dusi. Tko joj je kriv?
Ma bogme, je ona meni krival Da vrag uzine lu nje mo¢
kojom na ¢as &ini smijejat ljudi, na ¢as plakat. VraZija njeka
Fenska narav! Scijenim da aposta ¢ini, da se ja sad malo
proplacem, a da se ona nasmije. Nasmijej se, nasrmijej se!
Bogme pladem srcem, plaem ocima, (IV, 3). And when
fortune smiles at him, he waxes almost ecstatic: Ah, srjeco,
moja srjeéo, fortuno draga, sad poznam er se mnom sSpotas;
odito vidim er se sa mnom salacas, i vidim er me ljubis;
bogme me ljubis; a ja, Zimi, ja tvoj, mahnit sam za tobom...
A sad me malc poognjijevi, — zasto? Za ucinit me svasma
Cestita | blaZena: dala si mi po ruke okazijon da deventam

Sto ne bih vede mogao Zudjet.

4 As 1 suggested, Dundo Maroje is a bourgeois comedy
because the theme of money dominates and colors all
aspects of the play. At the same time it explores two subjects
that acquired singular importance in the political and intel-
lectual life of the century: the problem of national identity, ,
and the question of necessity and personal freedorn. In the
hands of Dr2i¢ these subjects too are raised to the level of
art because they are treated in a playful and contrapuntal
way. The first subject is couched in terms of the opposition
between sus« and »theme, or nasijenci and foreigners, and in
the contrast between Dubrovnik and Rome. But Rome, which
is introduced in the Prologue as malo mirakulo, is treated
throughout as a peculiar and far from miraculous place. This
impression is, no doubt, strengthened by the fact that the only
Roman inhabitants in the play are the sbirri, the greedy
innkeepers (the owners of alla grassezza, alla sciochezza

and alla miseria), and the equally greedy foreigners who are
all too ready to exploit and bamboozle the innocent and

not-so-innocent visitors from across the sea. Rome is lifep i .

vele veli¢ak, a city of joy (injesto toliko delicfjozo), butinits

essence it is corrupted by sin and debased by the hustling
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| - But Drié’s main sting is directed agaj , 1:108 o,
i gainst the German

| Pomet, fndas g'utions and drunkards (only the Germ
i et, know how to pasteds N ans, says
| Zat and trink ide ;
9. :’?rr_l vaura had 1o hide and change her 2:1(:;02;) St
i| mglel;:!se pc:(;lwl,i iut of fear of being killed by her father. 3301,13'
I with the words: ;s the anger of Tripée who castigates him
| Ugo’s final uniO.n If}fi essere in terra tudeska e bravar
! ; with Laur . :
eriona je Tudesks. a seems then perfectly justified,

| sound of thei ]
e tt:I;eutnamre rongvrPe. The most frequently repeated
170 F “yu ter are nasyenac, pravi nasien Sjeni
' da smo $tavi sangue tira: ljenac, nasjenica;
ira; istom krv potese na svoga,

dubrovacko dijete, blaeno miijeko, koje sisa; kotorska
slatka krvi: nasega ti mi nasega; nije ti bez svoga; ovi je od
nasijeh and istom se obeselim, kad dujem koga od nasego
jezika. With this sense of solidarity goes the disdain for the
adoption of Italian customs and names (Laura for Mande,
Petrurjela for Milica). Even Laura reminds Petrunjela at a
moment of tension sad mi govoris toskano, a nasi smo, i
hocemo ili ne¢emo. A sense of belonging and national pride
overrides even the local differences. Triple expresses this
attitude by saying ja ne kuramda samu tudem mjestu signor
i misser, gdje me ne znaju, ma da sam na mon domu
gospodar poctovan § svijetao, gdje sam poznan (, 1).

But Drzi¢'s art does not stop with mere contrasts. He at-
tenuates the contrast by the very act of placing Dubrovnikin
Rome and by revealing the pettiness, foibles, vindictiveness,
and machinations of the Slavs. He also makes it perfectly
clear that Laura’s profession flourishes, albeit on a lesser
scale, also in the side streets of Dubrovnik, and that in matters
of virtue and deceit the two cities are not that far apart.

Our final opposition deals with the question of fate and free
will, or man's capacity to controi the vicissitudes of fate.
References to this problem are scattered throughout the play
and all the major participants stake their hopes on the turns

of luck. While some of them are passive (e. g. Bok¢ilo: dokii |

nasa srec¢a hoce tako), others lament their fate (e. g., Popiva
and Maro: fortuna nas u veliko zlo sbila and nesreéo, na Ste
me si dovela). Diivo is more philosophical: he recognizes
the futility of free will (his volja and prozuncifan), the sup-

remacy of pure luck (brijeme je mestar) and the painful :

uncerainties of living (znuéno je umjet Zivjet na svijetu, I,
2). But the most challenging and philosophical attitude is
adopted by Pomet. According to him, only men of brilliance
and determination, such as he himself, can surmount the
obstacles life puts in their way. He is Covjek virtuoz, vir-
tutibus praedutus who runs the affairs of men (bez mene se
ljudi ne umiju obrnut), and he is bound to prevail because s
razumijem sreca stoji, s fovjekom i umijem ju karecat. He
has no doubts that (fortuna) namurala se na mene-nije ina-

ko! But what is the reality of the thing? Although he compares




his faccende to a triunfys caesarinus which could not be
matched by a Cezar, Silo and Marijo, and although he sees
himself as anabate, konf and kavalijer he is keenly aware of
the limitations of his state, His great ambition is to acquire,
like Maro, a haljina, kolajina and ma¢ which will not alter in
the least his social condition. Despite his bravado he, too,
suffers, as we have seen, from anxieties over his fate for he
is both reminded of his poverty in Dubrovnik and he can
hardly be sure of what the future may bring. The vicissitudes
of fate cannot but fil} him with concemn and Angst, which he
conveysto Laura in a chain of proverbs: nece vazda jednako
brifeme bit: za sla tkifem ljetom dode gorka zima; za lijepom
godinom dode das. Pomet’s great deeds belong to a world
of dreams which together with his passionate Pleadings with
fortune and ecstatic addressees to food (his Jarebicice, slat-
ke jetrice, guske, kapuni¢), make him a figure of charm,
fantasy, and pathos. Pomet's ruminations about sreca and
kako se trijeba s vremenom akomodovat may indeed recail
some of Machiavelli’s ideas about destiny and free will, but
in the pushy and circumscribed world in which he lives he
can hardly be expected to become a prav; covjek, a Covjek
! nazbilj let alone a master of his fate oraruler of men. If Pomet
and Dundo Maroje as a play cocme close to Machiavelli's
- philosophy concerning the human condition, it is rather to its
gloomy, pessimistic component. Eugenic Garin summarized
this outlook as follows: [Machiavelli] annula in partenza
ogni effettivo processo e riduce il mutare dejle vicende
L2 umane a un ondeggiare senza SCopo, a un ritorno ciclico
che fa dell'avventura dell'uomo nelmondo una favolavana...
Neppure il »salire« deve Ingannarci, ma anzj farci DI timo-
rosi del prossimo inevitabile croflo. Similar views on the
o tenuous situation of man, on his exalted position and his
earthly frailty, were voiced by other thinkers of the Renais-
sance (Alberti, Ficino, Pico, Pomponazzi) who recognized
. that they lived in a heroic but most difficult age. According to
Pico, man himself is a changeable and ambivalent creature
E | for he contains both the substances of animat and those of a
| spiritual, celestia] being. As shown by Giulio Ferroni, Ma-
172 | chiavell, t00, brushed aside the humanistic notion of dig-

itas hominis, replacing it with the concept of uor.tzo b;tif;
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any fantastic or literary theme. The Negromant’s story is a

" typical example of this literary form for it combined the

popular tradition of fantastic tales with the most exciting and
tepical story of that age: the travels of discovery. The place
where the wo stories could meet was India the medieval
account ¢f which {in particular the legend of its riches,
monsters, and of Prester John) has left an indelible {race in
the folidore of all Slavic countries (but above all in the South),
whereas the geographical traveis of the !6th century must
have made the most {ascinating bulletins of the day {espe-
cially in a3 maritime city like Dubrovnik).

I shall conciude my paper by saying that Dundo Maroje
Ieveals to us Driic’s art at its fullest bloom. It is undoubtedly
not orly cne of the most learned and masterful plays of its
time, but aiso a werk that shows us the many-sided faceis of
man, his eternal cenilicts, and the most absorbing problems
of the age. 3ut iis maicr gift is that it makes us not only think,
but that it makes us laugh,




