 In this work we will write about the theatre of the Absurd. We will elaborate our work with several authors.

We will begin by analyzing the term the theatre of the Absurd, used by Martin Esselin in 1962 to classify certain playwrights who wrote during the decade of the 1950s whose work is considered a reaction against the traditional concepts of the western theatre.  The theatre of the absurd is not a movement or a school and the authors present a heterogeneous panorama. What they have in common is the rejection against the realistic theatre and their base of psychological characterization, coherent structures, schemes and trust in communication.
Camus has been able to appear as the symbol of the absurd with L'état of siège(1948), daily from any point, because of this, Claude Bernard says: " Life is the group of the forces that lead to the death." He privated of all metaphysical depth by modern materialism, limited in time and in space, he finds the painful surprise of existing again, a line of weakness that has gone from Agustín to the existentialists, going by Pascal and Malebranche. This idea is in a character of Armand Salacrou, in A man as the other ones (1937): "Our existence appears as a sad absurdity… only solitude and the death make sense. This perspective on the world requires media to express it, for that reason a great number of authors have used a language and some situations that can be interpreted in a rational way. Jean Anouilh, in his first work Humulus el mudo (1929), wrote about the drama of the isolation, he characterized the absurdity.  Also in the tragedy field, Calígula (1945) of Campus: "It is not understood what is the destination, I have become the destination. I have adopted the beast face and at the same time the gods misunderstand face."  In his last stage, the absurdity is projected in a rational way in the final scene of The kidnappers of Altona (1960) by J.-P Sartre: "It can be that there are not more centuries after ours. It can be that a bomb turns off the lights. Everything will be dead: the eyes, the judges, the time. Night. ¡Oh night tribunal, what were you, what will be you, what are you; I will have been!”. But it is not possible to justify the use of rational media to express the absurdity; Alfred Jarry: "I believe that a reason does not exist to write a work in a dramatic way, unless the vision of a character is not possessed, therefore is easier to lose it on a scenario than to analyze it in a book." Eugène Ionesco said: "I dream in an irrational theater", an idea that can be translated as a non aristotelian theatre. Since his beginnings, a director, Jorge Lavelli (born 1933),  affirmed: "I am attracted by the theatre of  violence and of  anxiety."

The theatre is limited by the reality limitation, condemned by Chateaubriand: " This accuracy in the representation of the inanimate object is the literature spirit and the our time arts; it announces the best poetry decadence and the true drama." For that reason it is not strange to read in Notes et contrenotes (Ionesco, 1962): "The realism is on this side of the reality. The realism deforms it; attenuates it and falsifies it. The realism does not take in account our truths and our fundamental obsessions: the death, the love, the chance.” The victim of this offensive illogic is the language. To this permanent violation, Antonin Artaud preferred the complete annihilation, speculating with a pure theatrical language that escapes from the word. "It can be remembered the Samuel Beckett’s famous sentence: "To name, no, anything is nameable; to say, no, because anything can be said", approaching it to with adopted attitude by Eugène Ionesco: " The language of the men that I perceive and that is hermetic or empty, invented arbitrarily in their demarcations, everything breaks down, everything is strayed in the folly, becoming unerringly ridiculous or in burlesque, in painful, and from this existential hole the comedies can be born." This conception approached him to the ideal letrista, Isidore Isou (born 1926) who bases his differing theatre in diverse successions of phenomenons, which seem to be auditory. Arthur Adamo described in this way his work: "The idea has come to me after showing on the scenario, in the rudest and in the most explicit way possible, the human solitude, the communication absence." He did not want to destroy or ridicule the language, he wanted to condemn it. It lauds heroes of Samuel Beckett, Vladimir and Tarragon, Pozzo and Lucky (Waiting for Godot), they represent some pitiful puppets, reduced to interpret their nonexistent life.  In this way the theatre is near to the Shakesperian perspective: " The world is a history of crazyness, counted by an idiot and empties of meaning." The Sastre's lineal and dramatic progression, Genet substituted it for a disordered succession of abrupt blows of effect, with games of dissonant images and with cartoons, culminating in a human sacrifice: the imaginary white woman murdered by black men, desirous of conforming with the image that a perverted language has created of them. A second phase, a racial war with slaughters of black and white men, they use language as a detonator. In other words, the theatre rites are a obstacle: "We will have the courtesy, learned by you, of getting that the communication becomes impossible. The distance that separates us, we will increase it with our ways, our insolence, because we are comedians." 
Resourses:  Nueva Larousse P45, volumen 1.

