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PREFACE

All of the works presented in this volume were read at the XIV
Cincineati Confer¢oce gn Romance Languages and Literatures. In a
certain way, therefore, these 24 articles represent the 290 papers
defended during the mentioned event. Each ore of them has a
unique purpose and merit, and as a whole they serve 10 reflect the
wide range of topics covered in our conference.

Since the risks of misinterpretation are implicit in overy metonymy,
the objective sought by the process of selection was to produce a
balanced and synthesized image of last year’s conference. This
meant that the diversity that traditionally defines our anaual meeting
would sometimes decide the exclusion of works otherwise worthy
and excellent. With such a large span of topics to cover, obly a few
articles could represent each area. This has been, with no doubt,
the most painful part of the editors’ job. Although the Cincinnati
Romagnee Review has been growing in size for the last couple of
years, the task of self-limitation is still our most difficult.

We would like to express our appreciation and gratifude to Prof,
Jean-Charles Seigneuret--our Execulive Editor--and to ali the
members of the Editorial Board for their generous collaboration.
Special thanks must be made to Donna R, Taylor, responsible for
the formatting, layout and word processing of this issue.

Luis Gabriel-Stheeman
Heng Li

Lydia Allen

Nancy Applegate



COMIC REBIRTH IN MACHIAVELLI’'S
PRINCE AND CLIZIA

Bertina Loeffler

Renaissance scholars widely acknowledge Niccold Machiavelli’s
challenge to traditional notions of morality. They likewise concur that
Machiawelli informs bolh his political wrilings and his comedies with
moralities distincl from those of his classical and mcdieval
predecessors. In both genres, hie does not aim at the aflirmation of
Christian virtue, but instead, virta. Usually defined as the strength of
mind and thc ability to meet challenges, virtid calls for a flexible
reaction to the ever-changing forces of fortuna that threaten to
undermine the security of both the state and subject, While
acknowledging the interscctions ol “heroic” and *civic” virtd which
inform Machiavelli’s writings (Plamcnatz 218), scholarship has
maintained the traditional distinction between Lthe polilical and comic
genres within his opies. This paper will contest preciscly Lhe notion of
comic allerily in Machiavelli’s writing. Spccifically, [ will argue thal
The Prince (1513), his most widely known political treatise, funchions
as a comedy by means of its regeneralive end. For the genre of
comedy makes manifest the agenda of Machiavell’s political wrilings.
Only as a comic hero may Machiavelli’s prince Mlfill the desired
objcetive of unitmg and redeeming the Italian peninsula from foreign
domination,

The final chapter of The Prince makes Machiavelli’s reformative
inientions especially clear. The chapter's title, *An Exhortation to
Grasp Italy and Set her free from the Buarbarians® (“Exhortation ad
capesendam lealiam in libertatemaquie e barbaris vindicandami®) already
underscores the need for Ttalian liberation from the forcign forces on
the peninsula.! Throughout the chapter, he implores his envisioncd
*savior,” Lorenzo de’ Medici, Lo adapt his political maxims and to
“cure” a "sickened” Ttaly by liberating her from *barbarian tyranny”
(“barbaro dominie®) (Works 1: 96). Likewise, his repeated use of the
word “redemption,” or *redenzione®, and its cognates accentuates
The Prince’s optimistic conclusion.

The salvation of ltaly and elevated status of de’ Medici projected by
The Prince coincide almost completely with the characteristics of the
Western comic tradition.  For example, comic resolution in the form
of “wish-fulfillment” (Frye 167) traditionally materiahzes in thc [inal
act and resulls in a *higher,” new socicty that “carries the promise of
a new beginning in life* (Salingar 13). Renewal, the telos and final
cause of comedy, in turn produces the “inevitable” comic *happy
end” (Frye 170). By imitating the literary princc, de’ Mcdici [ulfills
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Machiavelli's *wish” for [talian unity and thereby transforms Italy
from its “beaten, despoiled . . . and devastated” condition to the
dominant power on the peninsula (Works 1: 93). 1o The Prince’s
concluding chapter, Machiavelli envisions a newly united and redeemed
Italian society crystallizing around its founder, de’ Medici.

Ironically, the comic renewal projected by both his pofitical comedy
The Prince, and Clizia, the latter of Machiavelli's two domestic
comedies (1525), necessitates death. 1n both cases, only the Fall of one
generation and the rise of another makes new birth possible. For
cxample, the prince establishes his new kingdom only after the
*death” of once powerful and competing kingdoms, while Cleandro,
the son of Nicomaco and Sofronia, assures familial regeneration
through his marriage to Clizia and replacing his allegorically
*deceased” father as family patriarch.

Unlike Clizia however, The FPrince must be considercd a “problem”
comedy, since the potentially cruel and violent means of political death,
requisite to ensure political regeneration, remain absent from the
domestic comedy. An analysis of the pature and function of death in
The Prince and Clizig reveals how violence distinguishes political from
domestic succession. At the same time, the distinction suggests an
intersection of public and private space that problematizes the apparent
division between them.

The transfer of power from father Lo son was the well-established
means of domestic succession in Renaissanee Florence. The strong
patrilinearity of Florentine families assured a relatively uninterrupted
and undisputed continuum of male authority, The allegorical *death”
of Nicomacg, for example, neither ruptures the smooth continuation of
the human experience, nor prematurely alters possession of power. As
the newlywed son, Florcntine-society expects Cleandro to replace his
father as the head of the domestic hicrarchy. As such, Nicomaco's
“death” becomes an anticipated reality of human experience and
represents an integral element of the human life cycle, not a violent
interruption of it.

Generational succession of political power, on the other hand, was
neither uninterrupted nor undisputed. Machiavelli refutes its validity.
In the political sphere, he argues, the position of the father guarantees
cothing about the cffectiveness of his succcssor. Generational
succession, according to Machiavelli, usually results in de-generation.
As he explains in Chapter Two of the [irst Discourse, when a society
“set up princes by inheritance and not by choice, the heirs guickly
degenerated from their ancestors . . ." (Works 1 19?).2 Historical
examples confirm his distrust of hereditary succession, He writes in
The Prince that Commodus, son of the great Roman emperor Marcus
Aurelius, and Antonius, hereditary successor to the skilled Emperor
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Severus, failed to rule as effectively as their fathers and quickly lost
their empires due to their own ineptitude.

Machiuvelli insists that patrilinearity contributes nothing to the
transfer of power in the political sphere. Instead, he repeatedly
valorizes innate ability and virft: as the only reliable source of securing
power. He writes in The Prince, “Those defenses alonc arc good, are
certain, arc durable, that depend on yourself and your own abilities.™
The most ellective prince relics not on his lineage, but on his own
ability, or “heroic® virtiz, Lo crcate a position for himself by first
destroying established powers. The “generalional rupture® (Schoapp
663) necessary to ensure political rebirth and dependent on the prince’s
own skills, diametrically opposes the continmty of domestic patrilincar
SUCCession.

However despitc the constancy of domestic succession in sixteenth-
century Florence, the continuum of the privale power-transfer was nat
exempt from potential “rupture.” The plot of Clizia for example,
centers around the "crisis of succession® in which the satisfaction of
Nicomaco's sexual desire for the young ward Clizia, and the conscquent
*unnatural pairing of an clder man with a younger woman [,] would
lead to ... the dissipation of patrimony” (Schnapp 674). By
prioritizing the [ulflillment of his own sexual desire over his son’s
marriage to Clizia, Nicomaco threatens not only to compromise his
patriarchal authority both in and outside thc home, but also Lo disrupt
the continuum of familial succession. Without a bride and subsequent
offspring, Cleandro canuot regenerate the family name.

Unlike the opposing military forces which threaten political
succession, abercant sexual desire which threatens familial succession
can be non-violently *conquered.” By means of her civic virts,
Sofronia is able to cool Nicomaca’s desire and cosure patrilinearity.
By humiliating him before the entire household and threatening
publicly to disclase his *dishonorable® pursuits, Sofronia coerces him
into resuming his duty as patriarch, This in turn secures the comic
rebirth that precludes any potentially “tragic® consequences of his
fixation for the young girl. If Nicomaco complies with Sofronia’s
demands, she in turn promises the returned allcgiance of all household
members, which his single-minded sexual pursuits have alienated from
him, “We’'ll all return to you,” she assurcs him (Works 2; 861).“
Skillfully and non-violently she dissipates the threat 1o generational
succession resulting from the potential disruption of *the continual
flow from old 1o young® (Di Maria 209). She spoils Nicomaco’s
attempt to reclaim youth and vitality and thereby "invert the [amilial
hicrarchy by playing the role of the male in a fertility rite naturally
reserved” for youth (Raimondi 232).

The comic rebirth inherent in political suceession relics on violence



1 Bermina Loelfler

not only to destroy established power, but also to maintain newly
acquired power. The “theatricality” of prineely violence, Machiavelli
argues, strengthens the allegiances of the new prince’s subjects and
military forces to him, Throughout his writings, Machiavelli maintains
the importance of *appearances,” and the dichotomy between
appearance and reality. Representation, and the “politics of image”
become primary means of power for the prince. By staging spectacles
of violence, the prince makes himself appear viciously brutal. In doing
s0, he inspires fear in his subjects that consequently ensures their
allegiance to him. As a rcsult, *power becomes in part, if not entirely,
an effect of the representational illusion of truth” about the prince
(Kaha 199). Nevertheless, this illusion of power ensures the obedience
of both the populace and the militia to him,

Machiavelli again confirms his conviction with historical examples.
Hannibal, he writes in The Prince, was well-known for his displays of
*inhuman cruelty.” This viciousness made him feared aad
consequently *respected in his soldier’s eyes® (Works 1: 63),5 Like
Hannibal, Machiavclli’s prince “theatrically” ensures his rulc by using
*carefully caleulated displays of violence to makc himself appear a
figure of fearsome, awe-inspiring® power (Rebhorn 127). As the
comic hero, the prince acknowledges and capitalizes on the benefits of
both representational and real acts of violence to unite and restore the
ltahan peninsula.

In the domestic sphere, the theatricality of *honor” replaces that
of “violence" as the most effective means of strengthening the
allegiances which ensure suecession. The soecial importance of the
family's idealized public “appearance” provides enough incentive to
contain patential discord and unite all househeld allegiances around the
patriareh. The importance of public image derives directly from the
particular social circumstances of Renaissance Florcnce. Already m the
fifteenth century, Florentine males *frcquently established [their] own
independent household and possessed [their] own property privately”
(Goldthwaite 257). The independcnce from previous generations
provided a unigue opportunity for non-aristocratic citizens to
‘ennoble”® themselves by means of capital gain and self-madc
reputation. Gradually, the “family” became a representational ideal
rather than a reality of social life. By the sixteenth century, the
fictionalized, aristocracized notion of “family” became the “principal
criterion® for social nobility in Florence (Goldthwaite 268). This
concern for reputation, an extension of the “Renaissance cult of
personal fame" (Martinez 142), became intrinsically valuable for the
identity of the Florentine family and the continuity not only of the
family name, but also of the community at large.

The danger of public humilistion for the middle-class family directly
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informs Niecomaco’s decision 1o cnd his pursuit of Clizia and acquiesce
to Sofronia. QOnly the threat of *going public® with the “private”
convinces him to resume his rightful position and duty as family
patriarch. Public disclosnre of his licentiousness and domestic
*shamc,” or “vergogna,” would irrevocably damage not only his
*appearancc” as a noble Florentine merchant, bul also his family's
public imagc, both of which would compromise their valuted social
status. For this reason, when Sofronia threatens pnblic exposure he
immediately ccases his sexual pursuits and resumes his *honorable”
dutics. He promises her, “I'm prepared not Lo go beyond Lhe limits
you sel, if only the thing doesn't get known,” or "non si risappia”
(Works 2: 861). The vital importance of public image to a (amily's
position in Florentine society priwides enough incentive for Nicomaco
to resume his rolc as an *honorable® Florentine gentleman.
Thercafter, he dutilully returns 1o his bnsincss affairs and his
*dignified and honorable pastimes,” his “diporti grve e onesti.”

Consequently, Nicomaco calls off the active pursuit of his scxual
desire and his son Cleandro marrics Clizia. Their marriage assures
patrilinear succession, extends the family “honor” to the next
gencralion, and in so doing, aggrandizcs it all the more. Linking the
name of the Florentine famdy with Clizia’s noble Neapolitan ancestry
simultaneously strengthens the “appearance” of nobilily and expands
it beyond (he parameters of Florentine socicty. As with the prince, the
illusion of image strengthens the family’s “appearance” which in turn
ensures snccession and regencration.

The conscious exercise of violence differentiates the political from
the domestic sphere for Machiavelli. Howewer, the reformative aim of
his political comedy unites it with his domestic comedy, and as such,
problematizes the distinction between pubhic and privale space. As a
comic writer, Machiavelli’s political idcas take on a different light. He
was greatly influenced by the Polybian (heory of historical events; the
circularity of their growth, ruin, and recurring growth. Indeed, both
comcdies revolve around the concern for succession. However, the
exclusion of individuals [rom this cycle due to their mortality led (o
Machiavelli’s anxiety about regenerating both the Florentine and Italian
polity. As he writes in the third Discourse, Tt is most certain thal
there is a limit for the existence of all things in the world” (Works 1:
419).% Yet the *happy end” of comedy asscrts an optimism for the
fuiure and for the human ability te exercise control over the
malignancy of time, ncgative forfitna, and exclusion from the Polybian
eontinuum. Although the lifc of the individual and the state both have
a beginning, a middlc and cnd, ncither restricts its life to the time-
scrics of physical events. Both the state and its subjects can ensurc the
“projcction of self into the future through offspring® in the form of
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citizen-sons and familial heirs (Pitkin 250). “Heroie® and “civic”
virn} attest to Machiavelli’s affirmation of human agency to produce the
political and domestic heirs that cnsure the regeneration of the
individual and the Florentine state, respectively. 1nformed by virn,
both comedies attest to Machiavelli’s conviclion of rcality, self, and
Florence. Their projected renewal confirms lis belicf that human
beings can indeed sustain both social and private order. Intrinsically
redemptive, the comic genre provides the vehicle through which
Machiavelli extends this optimism and ensures both political and
domestic rebirth.

University of Califomie, San Diego

NOTES

1 All translations of Machiavelli’s works have been taken from Allan
Gilbert's 3 Volume collection, The Chief Works and Others (Durham:
Duke UP, 1989). Citations are parenthetically referred to as Works,
followed by the appropriate volume and page number. Original Italian
cited from Feltrinelli's 8 volume Opere (Milano: 1965} and referred to
parenthctically as Opere.

2 *Ma come dipoi si comincid a fare 1l principe per successione €
non per elezione, subito cominciarono li eredi a degenerare dai loro
antichi, . . . "(Opere 1: 131).

3. quelle difese solamente sono buone, sono certe, sono durabili,
che dependano da te proprio e dalla virtit tua” (Opere 1. 948).

4% . tutti noi vi torneremo® (Opere 8: 162).

S« .. suainumana crudelia, la quale, . . . lo fece sempre nel
conspette de’ suoi soldati venerando e temibile® (Opere 1: 71).

"Egli é cosa verissima come lutte le cose del mondo hanno il
termine delle vita loro; . . . * (Opere 1: 379),
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GRISEL Y MIRABELLA:
A LA LUZ DEL DEBATE MEDIEVAL

Mercedes Roffé

La pregunta por los rasgos distintivos del género ha preocupado a
casi todos los criticos gue abordaron la ficcién sentimental. En cuanto
a la delimitaci6n del corpus, el haber agrupado textos tan dis{miles
como Sierve libre, Processo de cartas y Question de amor bajo un
mismo rétulo ha resultado hasta ahora un recurso falsamente
econ6mico. No parece casnal que entre los criticos que propusieron
desistir de la tan mentada unidad genérica se encuentre Antonio
Gargano, editor de Trunfo de Amor, obra habitualmente soslayada en
los trabajos de conjuato.

Lo que me propongo en este trabajo ¢s encarar una sola de las
obras consideradas mis representativas del género, Grisel y Mimbella,
de mado que el imperativo de dar cuenta de una variedad de obras no
me prive de la posibilidad de analizar un texto en particular, si se
quiere en su atipicidad, e¢n su uuicidad, o er lo que considero su
pertenencia a una hermandad genérica diferente: el debate Literario.

El debate ocupa en Grisel una notable proporcién del espacio
textual--Patricia Grieve calcul6 )as dos terceras partes. Sie embargo,
los estudiosos de Flores no Ie han dedicado, hasta ahora, una pareja
atencion critica. Barbara Matulka fue la dnica que estudié el debate
en profundidad, en especial el debate central entre Torrellas y
Bragayda: rastre6 la procedencia de los 2bogados; desmont6 gran parte
de los argumentos que los personajes esgrimen, y abord6 su
significaci6n ideol6gica en el marco de lo que ella lama "the feminist
quarrel in fifteenth century Spain" (5). En menor medida, Menéndez
Pelayo (58) y Carmelo Samona (121) reconocieron también la
importancia del debate en ¢l texto.

Antonio Gargaao observa aun ¢l equilibrio que se da en Grisel
entre debate y elemento narrativa. En ¢l otro extremo del espectro
critica, Dinko Cvitanovic concluye que "el epigono del debate feminista
en si no aporta nada realmente decisivo a la novela de Flores” (206),
opinién con la que Patricia Grieve y Marina Brownlee parecen
coincidir. Segin Grieve, "[t]he accnsations which each debater
4{Bragayda y Torrellas] hurls at the other have nothing to do with the
actual case at hand” (58); segiin Brownlee, el debate entre los abogados
“have literally nothing to do with the attitudes projecied by Grisel and
Mirabella® (202).

Estas opiniones nos enfrentan con dos hechos relevantes para la
historia critica del género sentimental y de Grisel. Por un lado, los
trabajos de conjunto sobre la ficcién sentimental que incluyeron a
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Grisel como pieza clave del género obliteraron més de la mitad de la
obra. Por otro, parece evidente que cada vez que se intenta analizar
Grisel como ficcion sentimental, hay algo de Ja coherencia interna del
texto que se pierde o no se percibe. {Qué repercusiones tiene la
obliteracién de todo aquello que en Grisel es debate a 1a hora de
considerar la pertenencia genérica del texto y a la hora de delimitar los
rasgos que definirian el género sentimental? Grisel y Mirabella ies una
ficci6n qne incluye un debate? ées un debate "envuelto” en un marco
narrativo? En todo caso, écudles son los elementos provenientes de la
tradicién de la disputa que se incorporan al relato? M4s aun ihasta
qné punto es necesariamente el componente narrativo el que estructura
la secnencia de debates?

Los libros de texto de literatura espaiola suelen hacer mcncxbn de
los debates medievales que han sobrevivido en nuestra lengua.! Tanto
en ¢l caso de lo que Alan Deyermond ha llamado "el género perdido,”
como en el caso especifico de los textos acerca de la condicién de las
mujeres, los debates en espaiol confirman la pertenencia de una parte
importante de la literatura de la Peninsula al acervo cultural europeo.
Con antecedentes esporddicos desde el siglo iv, y tras un primer auge
durante el renacimiento carolingio, el debate literario floreee en
Europa a partir del siglo xii, cuando la disputa se institucionaliza como
método de investigacién y ensefianza universitaria. Desde entonces, los
debates sobre distintos temas proliferan en lat{n tanto como en lenguas
romances, anglosajonas y eslavas.

Una tradicién muy temprana es la de los debates entre el Invierno
y el Verano, que se inicia con €l poema atribuido a Alcuino, Conflicts
veris et hiemis (Poetae latini, 1. 270-4). En debates entre estaciones,
flores o bebidas, el poeta suele balancear los pros dc elementos
pertenecientes a una misma catcgor[a,2 En ocasiones, sin embargo, el
debate empieza con la loa de uno de los elementos y termina con el
panegirico del otro (Hanford, "Debate" 328), una estructura que serd
frecuente y a partir de la cual se podrfa llegar a predecir el resultado
de una disputa desde el mismo comienzo. Fs el orden que sigue Santo
Tomds en la Suma teolégica y es, también, el orden seguido por Juan
de Flores en cl debale central entre Bragayda y Torrellas. El lector
familiarizado con la estructura del debate podria prever desde el
primer parlamento de Bragayda, y precisamente por ser ella la primera
en exponer sus razopes, la vlterior derrota de las mujeres.

También se conservan en diferentes lenguas distintas versiones de
dJ.sputas entre el Agua y el Vino, el Alma y el Cuerpo y el Corazén y
el 0jo.? Latradici6n acepta, junto a debates sobre problemas
filosoficos o legales, una serie de disputas entre pmfesmncs--la
Navegacién y la Agricultura, el Cura y el Logico--o entre monjes dc
dos 6rdenes rivales--como el De Clarevallensibus et Cluniacensibus.*
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Estos textos suelen incluir secciones de muy distinto tenor, que
rechazan cualquier separacién tajante entre lo cSmico y lo serio, la
doctrina y lo trivial. En clertos casos, disputas consideradas hasta
ahora meros ejercicios escolares, admiten anélisis, como ¢l de Michel-
André Bossy, que recuperan la significacién de esos textos como
vehiculos de la confrontacién entre los distintos sectores de la
burgues{a naciente en el seno de la sociedad medieval (xiv-xv).

Si nos remontamos a la primera realizaci6n del debate sobre el
tema del clérigo y el caballero, nos encontramos con el bellisimo lcno
latino Altercatio Phyllidis et Fiorae, de la segunda mitad del siglo xii.®
El poema empieza con una referencia a la estacion (la primavera) y la
hora del dfa (la aurora). Sigue la descripcién de las dos jévenes,
semejantes en todo--en estirpe, en belleza, en edad, en hibitos y
costumbres--: "sola differentia modus est amoris." Luego de sentarse
alaorilla de un rio, en un lugar tépicamente ameno, las das
muchachas empiezan a conversar: Phyllis suspira por su amante, un
caballero; Flora responde, enlre risas, que su amiga ama a un mendigo,
y alaba en cambio la gracia de su propio enamorado, un clérigo. La
disputa se desencadena, cada muchacha rebate lo que sostiene su
compafiera y afirma segnidamente los pros de su propio amante. Al
cabo de una veintena de estrofas, Flora propone someter el caso al
juicio de Cupido, y ambas se trasladan al Parafso donde reside el dios.
Amor tiene sus propios jueces: “Usus et Natura," que fallan a favor del
clérigo, como el mis apto para el amor.

De la segunda mitad del siglo, o de principios del xiii, es la
reelaboracién francesa Le jugement d’ Amour. Las doncellas se laman
aquf Florence y Blanchefleur. El autor s¢ extiende en la descripcidn
de los vestidos y del palacio del dios Amor, y agrega un episodio que
Menéndez Pidal sintetiza asf:

¢l dios Amor retine los barones de sv corte para que juzguen
¢l pleito de las dos doncellas, y el Esperver, el Ruiseiior, la
Alondra y dem4s aves entablan una segunda discusion del
tema, la cual termina con un doelo, en que el pequedo
Ruiseiior, campeén del clérigo, vence al corpulento Papagayo,
campeodn del caballero. (70)

Menéndez Pidal observa que las distintas versiones de los textos sobre
el clérigo y el caballero siguen una doble vertiente: mientras algunas
reducen la contienda verbal y se explayan en los elementos descriptivos
y narrativos, otras lienden a desarrollar miés la disputa. En todas ellas,
sin embargo, se empieza con una disputa individual y luego, anle la
imposibilidad de llegar a un acuerdo, se somete el caso a una segunda
instancia, un juicio pablico. En la versién latina el dios Amor confia
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sentencia a sus jueces. En el Jugement y en las versiones anglosajonas
y romances, ¢l dios la delega a un tribunal de barones. El Jugement
introduce una variacién relevante: en el debate piiblico no son ya las
doncellas sino sus representantes, las aves, las que toman la defensa de
un bando u otro.

Este tipo de estructnra en dos partes, donde a la primera
corresponde la discusién de un caso individual a cargo de los directos
interesados, y a la segunda un juicio phblico ante un juez o una corte,
en que ¢l tema se eleva a una categorfa general, y cuyas partes sc
delegan a la pericia de representantes, es la gne encontramos en Grised.
En esta obra la disputa individual sobre quién Fue m4s responsable de
la conquista amorosa ticne lugar en ¢l combale de generosidad entre
Grisel y Mirabella, donde cada enamorado se culpa a sf mismo. Al no
arribar a la verdad esperada por el Rey, el consejo propone una
segunda disputa, ahora piiblica, sobre quiénes tienen, en general, mayor
responsabilidad en la conquista, si los hombres o las mujeres. Aquf no
son ya los enamorados los que debaten sino sus representantes, el
poeta misbgino por la parte de los varones, Bragayda por Ia de las
mujeres. La relacién entre el combate de generosidad y el debate-
juicio queda motivada no sélo por las necesidades de la trama sino
también por ciertas constantes del debate como género literario.

La derivacién del debate en un juicio o proceso, como la que
encontramos en Grisel, no se conoce antes del siglo xi, pero ya en el
siglo siguiente, sefiala Batiouchkof, il fut mis en vogue par Rutebeuf,
par Cardri et autres trouvéres” (517). Los debates en que la disputa
se somete a la autoridad de un juez o una corte son numerosos.
Cupido, Jipiter, Dios o un rey son los personajes que con mayor
frecuencia garanlizan con su autoridad la solemnidad de la escena y la
ecuanimidad de la decision S

La ewlucién del debate literario también da cuenta de otra de las
caracterfsticas formales de Grisel que no ha hallado satisfactoria
repercusidn entre los criticos. Me refiero a la articulacién, en un
mismo texto, y alrededor de un debate eentral, de otros debates
menores, como el que precede, en Grisel, al duelo entre Grisel y el
otro caballero, o el intercambio de réplicas entre el Rey y la Reina tras
la determinaci6n de la sentencia contra Mirabella. En sus pAginas
sobre el debate del Alma y el Cuerpo en la tradicién anglosajona,
Rosemary Woolf observa que

... in the twelfth century a development took place in the
Body and Soul tradition--a development perhaps even more
important than the transformation of monologue into
dialogue--whereby the theme, instead of being a short and
isolated anecdote, became a large and flexible framework, with
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all the traditional death themes accumulated into the reproach
of the soul. This transition was of very great literary
importance, firstly, because through it separate themes became
organized into a dramatic whole . . . . (93)

La integracién que observa Woolf en los debates anglosajones sobre el
Alma y el Cuerpo de varios tépicos relacionados con el tema de la
muerte--la descripcion del entierro, el ubi sunt, y el quid gmcnﬁ.u'r--,-‘r es
paralela a la que se opera en Grisef cuando alrededor del debate
central sobre la responsabilidad en la conquista amorosa se incluye un
motiva cortés como los temores y los riesgos a los que se expone ¢l
enamorado, tema de la disputa inicial entre Grisel y ¢l otro caballero.
Eldebale entre la Reina y el Reysobre el cumplimiento de la
sentencia queda asoeiado a la tradici6bn como confluencia de otros
motivos tépicos de dispula. En primera instancia, ese debate
constituye un ejemplo més de la confrontacién entre Piedad y Tusticia,
otro tema tépico de debale en la Edad Media. La intercesion de la
Reyna ante el Rey por la vida de Mirabella no puede sino recordar la
intercesién de Mar(a ante Cristo por la salvacién del Alma en los
debates del Alma y el Cuerpo. La asociacién de la Reyna con Maria
se estrecha aun m4s si pensamos er el lamento de la Reyna por su hija
como reelaboracion del plancius de Maria en los debates entre Marla
yla Cruz®

Quedan por trazar otras relaciones menos cbvias entre la guaestio
central de Grisel y Mimbella y la quaestio topica de los debates entre
el Alma y el Cuerpo. Batiouchkof sefiala que los debates entre el
Alma y el Cuerpo que tienen lugar durante la vida del hombre se
remontan a una tradici6n cristiana, basada en la Epfstola a los Gélatas
(5,17), en la que se oponen las obras de la carne--los vicios--a los
frutos del Espiritu--las virtudes. La relacion entre el Cuerpo y el Alma
en los debates anglosajones se expresa, segn Woolf, a través de dos
im4genes recurrentes: una es la del caballo y el jinete; otra es [a del
Alma y el Cuerpo como esposo y esposa o como pareja de amantes.
Lo que subyace bajo esta imagen es, como bien sefiala Wooll, el
presupuesto patrfstico de que la mujer debe ser gobernada por el
marido, como el cuerpo por el alma, y el peligro que implicarfa la
inversion de esas jerarqufas. Las oposiciones paulinas cuerpo/espfritu,
vicios/virtudes se homologan asf a otra oposici6n tdpica:
espasa/esposo. Los debates literarios que, como el de Flores, plantean
una oposicién entre hombres y mujeres, asimilan la ecuacién patristica
cuerpo:vicios:mujer: esplritu:virtudesthombre.

La polémica entre el Alma y el Cuerpo suele girar alrededor de ua
motivo: el grado de responsabilidad que a cada uno le toca en relacién
con el pecado, de lo cual se derivaré el castigo que se le impondré a
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cada una de las partes después de la muerte. El debate planteado en
Grisel y Mirabella sobte quién tiene la mayor responsabilidad en la
persecucion amorosa, si el var6n o la mujer, y de acuerdo con ello, qué
castigo se le impondrd a cada uno, reelabora, pues, la quaestio central
de los debates del Alma y del Cuerpo. Tanto en estos debates como
en el de Flores se plantea el problema de la responsabilidad ante el
pecado, uno en el seno del individuo (¢l alma o ¢l cuerpo), otro en el
seno de una pareja o de la sociedad (Grisel o Mirabella, varones o
mujeres). Ambas cuestiones caben cn el marco de una concepeidn de
ascendencia paulino-agustiniana, segfin la cual los elementos de ambos
pares de opuestos se corresponden uno a uno, como los elementos de
una homologia. El texto de Flores queda de este modo asociado no
solamente al debate como género, sino tambiéu, mis especificamente,
a una de sus vertientes més enraizadas en el problema religioso-moral
del pecado y Ja culpa.

La estrnctura del lexto de Flores s¢ comprende asf en ¢l marco de
la tradicién del debate literario. El combate de generosidad, en tanto
debate individual, deriva en el juicio pfiblico en la corte, siguiendo la
estructura de tantos otros debates anteriores. La relacién entre el
debate individual entre Grisel y Mirabella y el debate central entre
Bragayda y Torrellas y, sobre todo, la tan cuestionada pertinencia de
éste, se aclara ahora, a la luz de los miltiples debates que se inician
como un enlrentamiento entre dos personas, tipos o elementos que,
incapaces de legar a un acuerdo, deciden someter ¢l caso a un juicio
piblico. El hecho de que en el segundo debate no sean Grisel y
Mirabella sus propios abogados sino que a cada parte se le asigne un
defensor id6neo--Torrellas y Bragayda--, tiene, como hemos visto,
antecedentes tales como las aves del Jugement francés, o el diablo y el
dngel en los debates del Alma y el Cuerpo. El debate literario informa
el texto de Flores procurandole a la historia de Grisel y Mirabella un
modelo estructural en el cual los pasajes narrativos y los cuatro grandes
médulos dialégicos quedan motivados no sélo por el deveair de la
fabula sino también por la tradicién del debate eomo género literario.

Vassar College

NOTAS

1 véanse el debate del Cuerpo y el Alma y sus sucesores, la Disputa
entre un Cristiano y un Judfo, Elena y Maria, las diversas versiones de
la Disputa entre el Amory un viejo, el debate del Agua y el Vino
incluido en Razén de amor, enlre Seso y Corazén en ¢l Suedo de
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Santillana, entre Pobreza y Fortuna en el Corbacho, y entre Razén y
Voluntat en Triste Deleytacion.

2 Véanse el Rosae Liliique Certamen de Sedulio Scoto (Poetae
Latini, 3: 230-1), y el poema de Walafrid Strabo (s.ix) (Raby, Oxfond
316-7).

3 Véanse en edici6n de Wright el Golige Dialogus inter Agquam et
Vinum (87-92), una version francesa del siglo xiii (299-306) y un poema
espafol de! s, xvii (306-10); una versién latina (95-106), una anglo-
normanda (321-333) y tres versiones inglesas (334-49) del debate entre
el Alma y el Cueerpo; y las versiones del debate entre el Corazén y el
Ojo publicadas por Wright (93-5) y por Raby (Oxford, 389-%0 y 310-21).

4 Véanse el debate De Navigio et Agricultura (Poetae Latini, Vol. 4,
part. 1, 244-6) y en Wright (251-7 y 237-42) ua debate entre el Cura y
¢l Logico ¥ otro entre monjes de dos 6érdenes contrarias,

3 Véase Raby, History 290-4; Menéndez Pidal, 69.

S En La Disputoison du Vin et de IIaue la disputa tiene lugar en la
corte de Cupido (Hanford, "Debate" 330); la Bataille des Vins, de Henrt
d’Andeli, se desarrolla ante el Rey Felipe (332); en Goliae Dialogus
inter Aquam et Vinum, Tetis y Liaeus llevan su cansa ante un tribunal.

7 En dos versiones del debate sobre el Alma y el Cuerpo, se incluye
una arenga final sobre el Dogma de la Redenci6n (Bationchkof 525);
en una version provenzal, al debate entre ¢l Alma y el Cuerpo sigue un
debate de los 6rganos contra el Cuerpo, y un tercer debate entre el
angel y el disblo (535); en una versién de Bonwesin da Riva, al debate
entre el Alma y el Cuerpo le sigue un debate entre los 6rganos, y
derivado de éste otro entre el corazén y el ojo (341).

8 Sobre los debales entre Marfa y 1a Cruz y el plantus de Maria
véase Yeager.
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LE MOYEN DE PARVENIR
DE FRANCOIS BEROALDE DE VERVILLE:
UNE ENCYCLOPEDIE A L’ENVERS

Bernd Renner

Le moyen de parvenir de Frangois Béroalde de Verville est une
ceuvre extrémement complexe. Dans le titre, I'auteur nous dit ki-méme
qu'il s’agit d'une sorte d’encyclopédie. C'est avant tout le sous-titre qui
souligne cette entreprise ambiticuse: Euvre contenant la raison de tout
ce qui a esté, est & sera: avec demonslrations certaines & necessaires,
selan la rencontre des effets de VERTU.” Le cas ¢st cependant loin
d’étre aussi facile que le titre le laisse supposer puisque I'encyclopédie
en question s¢ distingue considérablement de tout texte de ce genre qui
fut €crit avant ou sera écrit aprés. Nous proposons pae étude de la
table des matidres de la premitre partie du Moyen--qui comporte 62
chapitres--pour élucider le probleme de catégorisation que pose cette
B uvre.

En guise de remarque préliminaire, il serait avantageux de comparer
brievement cetle lameuse table avec les ¢léments structurants des
*romans” de Rabelais, un précurseur, d’un cdté, et ceux de
I'Encyclopédie de Diderot el D’Alembert, des successeurs, de autre
cHté. Chez Rabelais, les titres des chapitres sont descriptifs, voire de
véritables résumés de Paction tandis que ['Encyclopédie est schématisée
3 un trés haut dégré car les entrées, consistant en général d'un seul
mot, suivent I'alphabete. Béroalde s¢ situe entre ces deux grands textes,
non seulement temporellement mais aussi épistémologiquement, Ses
titres ne soat plus descriptifs comme ceux de Rabelais, mais ils ne
shivent pas dordre logique apparent non plus comme chez Diderot.

La seule table des matieéres de Béroalde conslitue une encyclopédie
en elle-méme car il 'agit, & gquelques exceptions prés, d'un recyeil de
termes techniques et de mots-clés pris des différentes catégorics du
savoir universel de I’époque: rhétorique, gramnmaire, lingnistique,
mathématiques et religion pour n’en énumérer que les plus
importantes. Tous les termes semblent se suivre sans aueun ordre
préétabli. Au premier abord, il parait donc justifié de constater quon
a affaire & une encyclopédie "anti-encyclopédiste® dans le sens
traditionnel du terme, qui suppose la présence structurante d’un
schéma assez rigide. Par conséquent, on pourrait dire, au moins en tant
que point de départ, que le sysiéme de notre autevr repose sur le
mangue gpparen{ de tout systéme.

Ceal dit, il faut tout de suite eonstater que l'on peut bel et bien
dégager un cerlain systéme, aussi codé et anti-traditionnel qu’il soit, si
l'on quitte la surface et se met & regarder cette fameuse table de plus
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pres. Sa structure générale est la premidre chose A sauter aux yeux
gréce a la place plus au mains étrange d’un grand nombre de titres. On
sattendrait par exemple A la “Conclusion”® 3 la fin de l'ouvrage tout
en sen apercevant plutdt au début (chap. 13); en ontre, le *Résultat”
(chap. 25) précede la “Cause” (chap. 31), le “Pomct” (chap. 2) ouvre
le livre au lieu de le cldturer et le “Sommaire® (chap, 57) est suivi de
cinq <hapitres.

Ce procédé d’arranger les chapitres semble choisiau hasard.
Pourtant, si I'on se souvient de la prédilection des humanistes pour
I'encodage de leurs textes, on peut tout de méme essayer de discerner
ua systéme, au moins jusqu'a un certain dégré, dans cette table appelée
complétement obscure par la plupart des critiques.

“Cause” (chap.31) et “Minute” (chap. 32), parexemple, se
trouvent tout au milieu du texte, les deux érant reliés par la phrase
*[...] €'est assez causé [...] (137) au début du chapitre 32. La *cause”
et, par conséquent, I'origine sont donc situées au point de fuite de
cette premidre partie, entourées symétrignement par d'autres symboles
de la genese tels que le *Chapitre général® (29) et la “Généalogie”
34).

Aprés cette excursion au centre du texte, on va proposer et essayer
de justifier la division suivante: Les chapitres un a douze
constitueraient une sorte d'introduction, la partie principale s’étendrait
du chapitre 14 ay chapitre 49 tandis que les chapitres 51 & 62
formeraient la fin, la *Conclusion” (13) et le “Commentaire® (50)
fonctionnant comme des transitions entre les différentes parties. Cela
nous donnerait une symétrie parfaite (12+1+36+ 1+ 12), qui ne détruit
pourtant pas la thése de l'enwers, la seule position de la *Conclusion”
(et de beaucoup d’autres chapitres) soulignant cet aspect.

La qualification du chapitre 13 comme transitoire est assez évidente.
A la fin du chapitre précédent (“Vidimus®, 51), on apprend que *CE
LIVRE EST LE CENTRE DE TOUS LES LIVRES" juste avant
d’accéder a la partie principale. La *Conclusion” méme nous prépare
davantage a ce qui attend le lecteur:;

Recevez donc ce present, ce passé, ce futur, beaux & fidelles
esprits, vous y trouverez un insigne profit; altendu que tous les
livres qui furent jamais faits, ou sercat faits par hommes ou
femmes, filles ou gargons, ou newtres, sont signez, ou marquez,
ou paraphrasez, ou predictions de cestuy<y tant naif, clair &
evident, lequel est la fin finale & intelligible de tous; & ainsi
tous ne sont & ne seront que interpretations des secrets icy
exposez, & qui ne se trouvent que par dessein en ce beau petit
abondant moule de perfection exemplaire. (54)
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Aprés awoir esquissé son projet encyclopédique--et implicitement celui
de I'envers, déja par la seule position de la "Conclusion”--Béroalde
est donc 4 méme d’entamer la partie principale de son livre. Pour
soutenir cette thése, il ne faut pas manquer de voir que la conversation
du banquet ne commence véritablement qu’au chapitre suivant,
*Correlaire”, et que les personnages célebres ne se mettent A parler
qu'au chapitre 15, "Dessein”,

Le chapitre symétrique 4 la “Conclusion” serait alors le
*Commentaire”, qui terminerait la partie principalc. A nouveau, la fin
du chapitre précédent fait une allusion A ce qui va suivre lorsque
Petronius dit: “Cela me fait souvenir de la fortune de frere I[an de
Laillee nostre amy defunct; il sera possible Lantost icy” (247). Ces
remarques s'enchainent 3 la fin d’une des multiples histoires dans
I'histoire et illustrent ainsi le probl2me principal de Pauteur et des
célebres invités en nous fournissant implicitement le titre du chapitre
suivant, un des leitmotive de I'ouvrage: comment (se) taire? Tout
énoncé, toute histoire en évoque d’autres. Evidemment, Béroalde ne
trouve pas la bonne réponse non plus et, par conséquent, continue 2
écrire.

Le chapitre 51, *Distinction®, donc le début de la Ffin, fournit un
excellent exemple du cbté anti-encyclopédique du texte A travers la
satire de la recherche de la vérité absolue qui se manifeste dans le
renversement et [a déconstruction du concept de la pierre philosophale:

A cause dequoi il advient toujours quelque disgrace a ces
pauvres innocens, & leur tombe quelque eschet, tesmoin celui
qui preschoit A Dampierre quand nous y cherchions la pierre
Philosophale, avec tous ces barons de Normandie, & que nous
beusmes le bon vin que Nabot avail persuadé & Monsieur de
Chansegré d’y faire apporter pour en faire la poudre de
projection; il y avait blanc & rouge, c'estoit Faire la pierre pour
la projection de I'argent & de l'or potable; j’avais avec moy
mon Fierre, qui estoit un bon Vaurien. Le Dimanche venu nous
ouismes Je sermon d'un Cordelier, qui awoit un ulcdre en une
jambe; & le theme de son preschement estoit: modicum, qu'il
repeta plusieurs fois; ce qui fut cause que mon valet fortit,
disant; *Que diable avons-nous affaire si le maudit con lui a
fait tort: les faucons engendrent les mauvis, & les mauvis les
fawxcons. Quand ce moine fut guari, il s’en alla, & prit congé
du cul & de la teste, comme c’est la coutume. (250-251, mes
italiques)

Comme partout dans ce livre, tous les ingrédients se mélangent: les
causes, les résulltats, les pierres et méme lcs cons! La vérité absolue
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n’est qu’un mythe dont lc cerveau humain n'est pas 3 méme de venir
au bout. La plupart des titres de la partie finale suggérent absence de
cette vérité, d'un Lout homogéne qu'on peut maitriser: “Distinction”,
“Partie”, “Section”, "Epistre®, “Théorédme”, “Stance”. Mais
Béroalde ne serait pas Béroalde s'il se laissait calégoriser si facilement,
On n’est donc gudre étonné de voir au moins trois titres qui vont A
Pencontre de notre théorie, A savoir *Canon” (53), *Sommaire® (57)
et "Absolution" (59). [ls peuvent néanmoins étre interprétés comme
Pexploration des limites extrémes de l'incertitude en laissant méme
celle-ci meertaine.

De pareils éléments sc trouvent déja dans “I'introduction®, ce qui
renforce 'aspect symétrique. Les doux seuls termes mathématiques des
parties initialcs ct finales respectivement suffisent pour démontrer la
progression vers 'incertitude, *Axiome” étant remplacé par
“Théoréme®.En outre, des chapitres tels que “Question 1” (1),
"Parafrase” (3), “Coqalasne” (9) et “Circoncision” (10) donnent
une description plus adéquate dc ce quc I'autcur tache de faire, c'est-a-
dire dc tourner autour du centre inaccessible d’une vérité absolue et
d’intégrer tous les sujets possibles sans nécessairement créer des
transitions ou un ordre logique.

Enregardant de plus pres les chapitres 9 et 10, on trouvera
d’amples illustrations de ce qui fut dit au cours de cette étude. En fait,
*Cogalasne” décrit le style du texte tellement bien qu'il pourrait servir
comme sous-titre du livre. Le chapitre méme est une excellente
illustration de son Litre. Janis Pallister a bien vu cette qualité du Moyen
et remarque; “Le M de p is a long series of digressions” (67). Voil
le lien avec la notion de la paraphrase, elle aussi un trait
caractéristique du style de Béroalde et le titre du chapitre 3, qui,
comme la plupart des titres de I’introduction, sert 3 annoncer la
couleur tout en se trouvant exemplifiée aun sein du chapitre qu'il
ntitule. En I'occurence, la grande paraphrase qu'est le chapitre 3 esl
due au manque de sawoir du narrateur: “[...] les petaradcs sentoient je
ne sgay quoy de la musique ancienne [...]" (9). En plus, "L'Autre®,
incarnation de lincertitude et de Pinstabilité, y parait pour la premitre
fois. Neil Kenny fait une observation trés intéressante A son sujet:

Diffcrence has cven invaded the stable identity of the
interlocutors, for Lheir voices are different from the
historical personae they designate. Moreover, one of Lthe
‘voices’, enigmalically called 'L’Autrc’, may be different each
time it recurs. (Kenmy 145)

Le concept de I'eavers, qui nous fail woir le manque de certitude et de
stabifité cn renversant notre ordre artificicl, se refléte donc égalemcnti
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dans les personnages du texte. La maniére béroaldienne de se servir
des “célébrités historiques® fait évidemment penser au chapitre XXX
du Pantagruel, ot Rabelais présente des personnages historiques d'une
fa¢on similaire. Dans les deux textes, le renversement dv savoir
commun, des idées regues el, par conséquent, de la certitude est
exprimé par la divergence entre, d’un c¢dté, la présentation et les
paroles des interlocuteurs célebres, telles que les deux autenrs les
fournissent, ainsi que, de Pautre coté, 'attente du lecteur.

Terminons par le chapitre-clé du texte, "Circoncision”, qui illustre
Pargumentation de notre étude et fournit 2 la fois un coancept théorique
important de I'écriture:

[Vous] trouverez en ces textes & memoires meslees de toute
sapience, moyens, elemens, & enseignemens 3 bien vivre, les
mesianges que vous trouverez sont survenus A cause de
I’antiquité de ce volume, & des annotations, apostilles, &
interpretations qui y estoient mises, & le Gentilhomme qui le
transcrivit ponr vostre avancement en toute sagesse a tout escrit
d’une suite, mesiant sans distinction glose & lexte; ainsi que
quand vous estes A table, vous qui ne jusnez pas, wous mangez
des viandes prises dega & dela, selon 'occurence. Quant aux
jusneurs de Caresme, ils mangent par couches, comme les
bonnes femmes qui mettent des herbes A distiller; ils mangent
le potage, puis des eschaudez au beurre frais, des entrees, des
pois, des feves, des harangs, des pruneaux, puis le poisson, puis
le dessert, & tout A cause du jusne. Je vous asseure que ce livre
estoit simple & nel, beau comme le jour, amsi qu'il est encores,
bien qu'il soit pes/e-mesie de notes & considerations A la fagon
du bon homme Guyon, qui 2 I'dge de cent ans se mit a vivre
capuchinement; il avait esté page de chez le Roy, puis il
estudia, fut A la guerre, se fit Cordelier, s'en retira pour estre
buguenot, se fit sgavant, devint Ministre, mangea tout, puis se
mit 3 demander sa vie: on luy donnoit de tout ce qui luy falloit,
qu'il mettoit en son escnelle, pain, chair, souppe, potage, vin,
sert, dessert ensemble; & on luy disoit, “Pourquoy ne mangez-
vous & boivez d'ordre & A part? - Ha ha, disoit-il, ...puis qu'ils
s¢ doivent mesler au ventre, il n'y a point de danger de luy
envoyer tout déja meslé." De mesme cecy doit estre meslé en
vostre cervelle, 1l le vous faut bailler tout mes/é; le personnage
qui vous produit en toute honneur ces saincts memoires de
perfection, a pensé que le texte ne valioit pas mieur que le
commentaire, parquoy il les a fait aller ensemble. Dongues soit
que vous le lisiez ou non, ou que vous commenciez icy ou I3,
n'importe, c¢ livre est par tout plein de fidelles instructions &
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sens parfait, tellement que ¢’est tout un par o vous le lisiez, Tl
est un globe d'infinie doctrine, il y a autant 3 apprendre en heu
qu'en l'autre. (35-37, mes italiques)

Ce passage résume parfaitement la nature du Moyen. Il se distingue
des livres traditionnels par son manque de schéma traditionnel. Ceci
dit, i devient logique de présenier tout d’'une mani2re mélangée et non
pas linéaire. La fagon béroaldicnne d’écrire semble donc plus proche
d’une véritable réflexion de la vie, qui ressemble plutdt & un chaos qu'a
une construction clairement organisée. Il crée son propre univers sur
le modele du monde dans lequel il wvit. Cette comparaison est renforcée
par la métaphore du globe. Kenny de remarquer que I’écriture de
Béroalde "represents increasingly the mesignges of the human mind
itself. The mind comes to be conceived as yet another area of sublunar
nature in which flux and variety outweigh order and uniformity. The
mixed, fragmented strueture of the miscellanies represents explicitly
and implicitly the mind of both reader and author" (145).2

L'auteur donne alors I'impression d’avoir accds au cerveau humain
ol tout le savoir de ’humanité est emmagasiné sans étre dans un ordre
net qui faciliterait sa disponibilité. C'est *I'état naturel® du savoir
acevmulé qui, dans tonte sa richesse, exige uu effort considérable de
tout usager pour le rendre accessible. Nous revoila 2 la notion d’une
encyclopédie anti-encyclopédique.

L'aspect de la “satyre universelle®, eomme dit Pallister citant
Béroalde dans Le palais des curieux, se trouve renforcé par le fait que
“meslange” fut souvent ulilisé pour désigner la “satire” (Pallister 43-
44). Kenny de conclure:

The Guyon passage elaborates the traditional delirition of
satura as a dish of mixed foods. Satire is so commonly
associated with mixture in the period that it can even be
denoted simply by the term meslange. The satura metaphor can
designate a mixture either of genres . . . or else of tones . . . Le
moyen is a safurg in the sense of a mesiange of both tones and
genres. Satire becomes, like the miscellany, a meta-genre which
can contain a range of heterogeneous forms: symposium,
dialogue, conte, question, . . .

Béroalde’s sarum metaphor does not designate Le moyen as a
mixture which will be neatly unravelled when it eaters the
reader’s mind. (152)

Ces observations relévent en méme temps du caractére paraphrastique
du texte, qui se distingue par ses énumérations encyclopédiques de
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synonymes. De cette maniere, I'auteur accomplit son but de tourner
autour d'un centre inaccessible, qui ne se laisse exprimer que par
Pintermédiaire d'euphémismes, qui ont fréquemment tendance a
souligner le cbté satirique du Moyen. La discussion des "Membres
d'Amour® (37), prise également de la “Circoncision®, va élucider ce
probleme et en méme temps illustrer A nouveau les multiples rapports
entre titre et contenu des chapitres:

[N]ous wetillons pres le feu, & la belle pour se chauffer haussa
un peu la euisse & sa chemise pour faire cott-woi-tison, parce
qu'elle y avait froid, dont je m'estonne, pource qu'il fait bien
chaud /a o il ne fit jamais froid, & od il y a toujours du feu. Je
luy dy, "Belle, eachez vostre Cela;" elle me dit, *Qu’est-ce
que mon Cela? - C'est vostre minon. - Qu'est-ce que mon
minon? - C'est vostre petiot de delectation. - Qu'est-ce que mon
petiot de delectation? - C'est celuy qui g perdu de 'argent. -
Qu’est-ce qui a perdu de Pargent? - C'est celuy qui regarde
conire bas. - Qui est celuy qui regande contre bas? - C'est vostre
petit crot & faire bon bon. - Qu'est-ce que mon petit crot & faire
bon bon? - C’est vostre chose. - Qu'est-ce que mon chose? -
C’est vostre Con, - Qu'est-ce, qu'est-ce? - Je le diray A
Madame.” (38, mes italiques)

Voild un exemple excellent de synonymes et de jeux de mots tournant
autour d'une seule chose.

En conclusion, on peut constater que deux des aspects-clés du texte,
a savoir I'impossibilité d’accéder a une vérité absclue ainsi que 'envers,
qui réétablit un ordre plus naturel des choses et fonctionne donc
comme une sorte de révolte contre la linéarité et la clarté artificielles
imposées A la vie, se réfldtent déji dans la table des matieres, dont les
titres témoignent bel et bien d'un rapport avec le contenu des
chapitres. Il résulte presque logiquement de tout cela que I’écriture
fragmentaire de Béroalde a été qualifiée comme “postmoderac®, ce
qui a certainement coatribué a la redécouverte de son ceuvre au
vingti¢me sidcle.

Princeton University
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NOTES

! Voir par exemple les commentaires de Janis Pallister.

2 Kenmy 148. Voir anssi son commentaire A la page 150, qui souligne
I'analogie entre les tAches de Pestomac et du cervean: "This separation
and ordering of mixed food is analogous to the graduval processing of
the mixed and heterogeneons text by Lthe reader's mind.”
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LA CRONICA DE CHAC-XULUB CHEN:

EL SUJETO PRACTICO DEL 'A SABER’

COMO ESTRATEGIA NARRATIVA DEL
DISCURSO DE LA CONQUISTA

Matias P-Miriambres

El objeto cognoscitivo,! “los saberes” que circulan en ¢l eje de la
comunicacion discursiva entre el narrador/narratario de La crénica de
Chac-Xulub Chen de Ah Nakuk Pech, consiste--como nos asegura
Miguel Leén-Portilla, compilador de esta crénica maya del Reverso de
la conquista®--en referir, contar, relatar *algunos de los hechos
principales de la Conquista” (85). El autor de esta crénica, escrita en
la segunda mitad del siglo XV, fue un testigo ocular de los hechos que
refiere. La presencia directa del narrador durante los sucesos narrados
no evita, no obstante, la necesidad del uso de estrategias legitimadoras
de su versi6n de la Conquista. Vamos a tratar de mostrar c6mo el
narrador empuja y manipula al narratario con el latiguillo del "a saber:"
"Asf vista, la manipulacién se define por una dimensi6n contractual”
(Lozano 82). Dicho con otras palabras: la fuerza del "a saber" permite
al narrador de esta crénica poner al narratario en una posicién de no-
poder no-aceptar la verdad de su versién de los hechos narrados.

Aquf lo que nos interesa es la "jugada” que el narrador pone en
juego con €l fin de legitimar “el objeto de valor" intercambiado: su
version de la Conquista y/o la verdad de la version de los hechos
narrados. Mis concretamente, tratamos de ver la actitud del narrador-
destinador en su relacién, o “contrato fiduciario,”® con el narratario-
destinatario, la cual “pone en juego un hacer persuasivo" (Greimas y
Courtés 174). El "decir-verdad” del narrador necesita de una
manipulaci6n de su discurso cognoscitivo para que sea efectiva la
comunicacién y por consiguiente el "creer-verdad” del narratario se
haga efectivo: "El saber no encuentra su validez en sf mismo, en un
sujeto que se desarrolla al actualizar sus posibilidades de conocimiento,
5ino en un sujeto prictico que es la humanidad* (Lyotard, La condicion
69). Humanidad representada aquf en el "a saber” que abarearfa a
todos los integrantes de la comunidad a la que pertenece el narrador.

Resumiendo, el "haeer persuasivo” del narrador Liene que elegir
una estrategia narrativa en la "operacién cognoscitiva” que se lleva a
cabo obligatoriamente en el eje de la comunicaciébn de toda préetica
diseursiva. Nuestra proposici6n localiza este "sujeto préctico” del saber
dentro de la expresién textual “a saber” que validarfa la versi6n de la
Conquista del narrador de La crénica de Chac-Xulub Chen,

Queremos mostrar que la estrategia narrativa usada en esta crénica,
el "hacer persuasivo," sustenta y/o legitima "los hechos de la Conquista*
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desde una posicién manipuladora o locus epunciativo de poder
anclado en el "sujeto prictico” del "a saber.” Esta estratégica jugada
del narrador fuerza a aceptar el objeto de conocimiento intercambiado
en su simulacro de comunicacién con el narratario. La intrusién-
Funci6n del "a saber” en la relacion de la historia contada por el
parrador est4 localizada en ¢l nivel de comunicacién del discurso: entre
las dos instancias del "contrato fiduciario,” entre el "hacer persnasivo”
del narrador y el "hacer interpretalivo™ del narratario.

La instancia legitimadora desde la gue se posiciona el narrador para
comunicar su saber coincide muy significativamente con la isotopfa-
recurrencia central materializada en el "a saber." Recurrencia que, por
otra parte, da coherencia al texto. Los diccionarios definen esta
expresion como: "gsto es, que se sepa, como sabes muy bien, esto es asf
..." Expresion que se hace eco del saber social-colectivo del "sujeto
prictico que es la humanidad" del mundo de la comunidad donde
habita el narrador. *Mundo natural" que es incorporado a través del
"a saber" al "mundo ficticio y/o posible" de la narracién de los hechos
de la Conquista. Esta citacién impersonal-universal "tiene como Gnica
funcién afirmar--mant¢niendo la ¢xigencia de correferencialidad
semaintica con ¢l yo de la cliusula performativa--la realidad del mundo
ficticio" (Reyes 98). Citaci6n estratégica que legitima "la competencia"
del narrador cuya jugada se apoya en la sabidurfa colectiva-impersonal
encarnada en el “a saber.

La fuerza de la colectividad que habita el "a saber" desalia y seduce
la competencia del narratario presiondudole a aceptar la versitn de los
hechos narrados a partir de una doble estrategia. Jean Baudrillard
describe brillantemente las dos caras de la estrategia del narrador
afirmando que:

Challenge and seduction are extremely similar. And yet is
there not a difference? The challenge consists in drawing the
other within your area of strength, given that there can be an
unlimited escalation. Whereas the strategy of seduction
consists in drawing the other within your arca of weakness,
which will also be his or bers. (162)

El narratario no esti en posicién de enfrentarse a las dos caras del
"sujeto préctico” que habita ¢l "a saber” esgrimido por ¢l narrador. Es
decir, la manipulacién es doble y por tanto el “efecto de verdad”
buscado por ¢l narrador més efectivo,

Esta frase, "a saber," “es una [rase descriptiva, . . . o sea, regida por
el criterio de lo verdadero y lo falso™ (Lyotard, La posmodemnidad 53).
Frase que, por otra parie, le vicne al narrador como anillo al dedo
para sus propositos. Tanto el valor semdntico, su significado universal,
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como su naturaleza pragmitica se adecGan a la perfecci6n con la
necesidad legitimadora y la naturaleza temftica de su discurso,

El narrador de esta croaica sednce y provoca a lo largo de su relato
al narratario con su "a saber." Esto es: "por un lado ¢l narrador
presupone la competencia de su lector Medelo; por otro lado, en
cambio, la instituye" (Eco 80-81). Esta expresion lexicalizada confirma
y legitima la autoridad del narrador y consecuentemente lo pone en
situacién de explicar "la causa y la razéa" primera de la Conquista
desde ¢l privilegio del poder narrativo autoconferido por el "a saber."
Esta causa-razon permitirfa explicar el cambio experimentado en su
mundo que condujo a la situacién presente desde la que se cnentan los
hechos de armas de los espafioles. La instancia narrativa de esta
erdnica est4 situada temporalmente después de la cristianizacién que
comenzé casi simultdnea a la conquista militar "en 1545" en "Zacf:"
‘Allf fue donde llegaron los padres que empuiiaban a nuestro redentor
Jesucristo en sus manos . . . aqul . . . estdbamos atrasados de que
viniera el cristianismo® {92).

Estas dos caras, esta doble estrategia persuasiva del "hacer-parecer-
verdad" del "a saber," el toma y daca del acicate legitimador del
narrador homodiegético, también recibe apoyo y/o se hace ayudar de
la colectividad convocada con el "desembrague cognoscitivo” del
"nosotros, aqu, en los cupules” (89). La manipulacién en la imposicién
de! "contrato fiduciario,” sintoma de actitud del discurso del narrador,
fuaciona como estrategia barrativa en consonancia con la focalizacién
snbjetiva-homodiegética de testigo de los hechos. Desde esta
perspectiva, el "a saber” se coavierte en una de las sefiales o marcas
pragmdilticas de la personalidad del narrador, de lo que hace al decir.

Se puede decir que la instancia manipuladora del "a saber" se
combina con la blisqueda de una relacién de causalidad de la
Conguista: "Y ésta, a saber, [ue la causa de que se conacieran [los
espaiioles] en la comarca . .."” (89). Laraz6n de "la causa" de la
llegada de los espafioles, el descubrimiento de Aguilar, pertenece “al
coojunto de las reglas que debe respetar un discurso si se propone
conocer y hacer conocer un objeto (su referente)" (Lyotard, La
posmodernidad 73). La Conquista de los espanoles es la cansa y razoéa
del estado actual de los cupules a los que pertenece el narrador.
Narrador que se supone esté tratando de explicar y comunicar su
version de los hechos a un narratario de sn comunidad que podria ser
colectivo,

El narrador indica su situacion intradiegética dentro de la accién de
la conquista en el primer p4rrafo: "Entonces yo conté ante el principe
que habfa venido . . ." (89). Este saber personal no es garante de la
firma del "contrato fiduciario® por el narratario, lo cval hace necesaria
la declaraci6n de verdad universal: "Y ésta, a saber, fue 1a causa de que
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s¢ conocieran en la comarca” los espafioles que trajeron el cambio a su
mundo.

Al afirmar que la aprebensién de Agnilar es la causa primera de lo
que vendr4 después, el narrador presupone que en otro tiempo la
existencia de los esparioles fue desconocida. Es decir, la llegada de los
espanoles presupone un cambio radical y dréstico en su mundo que se
trata de comunicar y explicar en esta y otras crénicas del Reverso de la
conquista. Esta presuposicién estd afirmando las diferencias ocurridas
en su mundo c¢on la introduccién del cambio a tratar, es decir, la
irrupcion de “los sefiores extranjeros en su mundo y el consiguiente
trastorno efectuado por el descubrimiento hecho por Jer6nimo de
Aguilar.

La autoridad que se arroga el narrador a través de la alirmaci6n
declarativa mencionada, "y ésta, a saber, fue la causa,” pretende ser
vélida en el mundo exterior a la narraci6n apoydndose en el "sujeto
prictico” que habita ¢l "a saber." Esta expresion conforma la base
desde la que se legitima La créonica de Chac Xulub Chen y desde la
cual se hace posible la aceptacion y lirma del "contrato hiduciario” sélo
posible desde el "creer-verdad" del narratario. El desafio del "a saber”
esgrimido por el narrador no excluye la seduccién del narratario, ya
que le da la oportunidad de intervenir en la narracién como posible
corrector disidente de su versién de los hechos. Intervenci6n sélo
posible en el caso de que tuviere algo que aiadir o negar. Posibilidad
dudosa debido a las caracteristicas pragmético-sem4nticas del “a saber:”
del latiguillo legitimador del narrador.

Esta postura ret6rica del narrador marca la importancia en la
transmisién historica de la “propia realidad" llevada a cabao en una
sociedad comunal, Es decir, el narrador combate la pasible duda que
se pudiere levantar en el narratario buscando al mismo tiempo el
consenso: "El consenso que permite circunscribir tal saber y diferenciar
al que sabe del que no sabe (el extrafio, el nifio) es lo que conslituye
la cultura de un pueblo® (Lyolard, La condicién 45). La duda sobre la
verdad de los hechos narrados echaria por tierra la [irma del "contrato
fiduciario" s6lo posible a partir del consenso. La posible duda tiene su
razén de ser en la relatividad (o arbitrariedad) inherente en la
presentacion de la "propia realidad” del narrador: "El discurso de la
verdad ya no funciona, pues, del antiguo modo en que la palabra
‘dada,’ el juramenio 'prestado’ bastaha para garantizarlo” {(Greimas
128). La fuerza del "a saber,” con su estrategia relativa a la seducci6n-
desaffo de los posibles "saberes” del narratario, combate esta posible
duda a lo largo de toda la relacion de los hechos narrados en La
crénica de Chac-Xulub Chen. Si el narratario, como suponcmos,
pertencce a la misma comunidad que el narrador, el acatamiento del
abjeto de valor intcrcambiado en el eje de la comunicacién discursiva
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liene que ser total. Si no fuera asf, el narratario se estarfa excluyendo
de su propio mundo, Exclusion que le pondrfa en situacién de extraiio,
"de extranjero,” al negarse a reconocer el saber social de la comunidad
expresado por el "sujeto prdctico” que habita ¢l "a saber.”

Las dos caras esgrimidas por el "a saber” del narrador, esto es, la
seduccidn y el desafio, son simétricas de dos posibles actitudes del
narratario en cuanto a los hechos narrados: la de 1a aceptacin o la del
rechazo de la firma del "contrato fiduciario." La densa sociabilidad que
preside las comunidades pre-modernas a las que pertenece el narrador,
las que para la mayorfa de sus miembros eran ¢l universo en el que la
totalidad de la vida estaba inscrita, no permitiria vivir deatro de su
scno a ninguno de sus miembros estigmatizado como extranjero; por
lo cual el narratario obviamente preferird la firma del contrato a la
autoexclusion que provocaria su negacién.

Este tipo de construccion recurrente, "a saber,” goza de gran
prestigio y relevancia dentro del marco de la discusi6n epistemoldgica
sobre la relatividad del marco de la transmisi6n del conocimiento que
se produce en la realizacién del "contrato fiduciario.” Su importancia
estd ligada tanto a la fuerza del infinitivo atemporal, en relacién con las
caracteristicas universalizadoras de este tipo de expresiones
lexicalizadas, como al uso pragmdtico que se hace de esta expresion en
¢l habla de todos los dias. No olvidemos que "la causa-efeclo” es
central a la explicaciéa-relacion de los hechos de [a Conquista de esta
y otras crénicas. Es decir:

Si entendemos "crénica” [como Reyes] en su sentido més
frecuente y general, ¢l de relato completo de unos
acontecimiceatos realmente sucedidos, contados en el orden
lineal del tiempo, de modo que la secuencia temporal explique
lasrelaciones de causa-efecto o al menos garantice la
comprensibilidad de los hechos. (215)

El determinar la causa primera de la Conquista se inserta, asl pues,
dentro del desco del narrador de querer explicar las razones que
desencadenaron el posterior aluvidn del "hombre de hierro" en
América, como dirfa Américo Castro,

La posicién narrativa creada por la invocacién a la autoridad del "a
saber" une al narrador y al narratario en up nGceo compacto que se
manifiesta, como ya observamos, por las referencias a "nuestra tierra”
(89), a "nasotros, aqui, en los cupules” (92). Este locus colectivo de la
enunciacién, fundamentado sobre las bases manipulativas del narrador,
puede asl pedir nna aeeptacién general de la legitimidad del juicio
acerca de la causa de la Conquista (el descubrimiento hecho por
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Aguilar) y las consecuencias-efecto del cambio sobre el mundo que
aparece en la historia.

A lo largo del relato el narrador est4 haciendo algo més que
decirnos cémo son las personas y los sucesos de la historia contada.
Su intrusi6én o intervenc6n con la expresion "a saber” estd mostrando
su autoridad narrativa que se sustenta en la complicidad y aceptacion
inapelable del narratario acerca de la autoridad del saber colectivo.

El prop6sito de la ret6rica del "a saber” consiste en crear un grupo
de iniciados: una audiencia que "sepa las cosas" para asf poder liegar
a una explicaci6én de los cambios experimentados en su mundo desde
la llegada de los "comedores de anonas:"

Este ado se termind de levar el katiin; a saber, se termin® de
poner la piedra pablica . ..  Se ponfa en pie la piedra pfiblica
aiios antes de que llegaran los seiiores extranjeros, los
cspafioles, aqui, a la comarca. Desde que vinieron los
esparoles fue que no se hizo nunca m4s, (89-90)

La llegada de los espafioles habria puesto punto final a una de las
actividades en las que la forma de vida comunal se reconoce més
intensamente, Vida comunal marcada en este ejemplo por el "se”
impersonal. Vida comunal que colapsaria sin duda con la Uegada de
"los sefiores extranjeros.”

El desaffo y la seduccién del "a saber,” asi pues, compensa la
focalizaciom interna de la instancia narrativa y compromete la verdad
individual del narrador con ¢l "decir-verdad" universal-comunal
legitimado desde el saber colectivo del "sujeto practico.” Este
distanciamiento de la instancia narrativa a través de la retorica del "a
saber” conecta, en fin, la experiencia exterior del texto con ¢l
narratario-oyente-kector puestos en situacién de aceplar sin rechistar
el mensaje-objeto transmitido. De esta manera ¢l narrador
homodiegético suple su relatividad individual, en cuanto al
conocimiento de los hechos, al mismo ticmpo que desarrolla la jugada
legitimadora de su relato. Y de esta manera también, el objeto de
valor intercambiado en el eje comunicativo del discurso, la relacion de
los sucesos de la Conquista, se transmite haciendo posible y efectiva la
firma de! “contrato fiduciario" de La cronica de Chac-Xulub Chen.

University of Tennessee, Knaxville
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NOTAS

1 "En semi6tica, el adjetivo cognoscitive sirve de término
especificador; remite a diversas formas de articulacion del saber:
produccién, manipulacion, organizacion, recepeion, asuncion” (Greimas
y Courtés 59). La mayor parte de nuestra nomenclatyra de andlisis, y
que aparece eatrecomillada en el texto, sigue de cerca el citado
Diccionario mazonado de la teorla del lenguaje de A. J. Greimas y J.
Courtés,

2 Todas las citas de La crénica de Chac-Xulub Chen las hacemos
sngulcndo El reverso de la conquisia de Miguel Le6n-Portilla.

3 *El coatrato fiduciario pone en juego un hacer persuasivo por
parte del destinador y, en conpensacitn, la adhesion del destinatario:
de esta manera, si el objeto del hacer persuasivo es la veridicci6n (el
decir-verdad) del enunciador, el contra-objeto--cuya obtcncion se da
por descontada--consiste er un creer-verdad que el enunciador olorga
al estatuto del discurso-enunciado’ (Greimas 174).

Aqu[ entendemos competencia como "conocimiento implicito o
explicito de las reglas psicolégicas, culturales, y sociales, presupuestas
por la comunicaci6n (Greimas 69).
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ON THE IMPORTANCE OF BEING HERACLIUS
IN CORNEILLE’S HERACLIUS OR THE
RELATIVE IMPORTANCE OF NOT BEING DEAD

James J. Bymes

In Héraclius Corneille continues his examination of what he termed
"implexe" dramatic situations, situations that permit him to explore the
functioning of desirc in all of its obluscatory power. The world
depicted in this play is eharaeterized by an ontological richness that
posits Being over circunistantial meaning. The constitution and
measure of values generated by the imbroglios of desire, the choice of
models and the "interdividual" erection of obstacles plunges the
universe of the play into an extreme confusion; a confusion from which
the final revelation can emerge after a crisis in which all individual and
socielal values are put in doubt, denied or mcnaced by a lack of
differcntiated identity--misapprehension, incest and parricide conjom
to threaten the ground of an intergenerational systemn of exchange.

Corneille’s tragic thealer shapes a discoursc of subjectivity that
brings into confrontation the mcaning of self, kinship, society, and
kingship, but is not simply reducible to this confrontation. Corneille’s
perceived role as propagandist of Statc order and social degree is
shown to be a truism in necd of conlinual intcrrogation. The world of
the play has to await what appcars to bc a providential moment at the
end of sustained disorder, a disorder from which can finally be
disentangled the imbricated relationships of power and family relation.
The logic of the tragedy is clearly a logic of the mimetic mechanism
that has as its felos the maximum "patural” imbrication of incest and
violence and its purgation. The final words of the play--*"Montrer
Héraclius au peuple qui Pattend” (Hénzclius V.7. 1916), summarize both
the action and the underlying sustaining collective momentum of the
play and its congruent dilemma. The cruxes of the play can only be
penetrated by an attention to the role of desire and violence within the
process of vietimization that negotiales a complex valuation of death
and desire in all of their interactions. The trauma of temporality and
mortality is dramatically resolved by the memorial, collective
reunification around a pivotal absent discourse that symbolically
constitutes the intcgrity and perpetuation of the community.

In Héraclius the threat of incest cxpresses the anarchic effect of the
mimnetic crisis that undermines the parentarchal® political order,
depriving it of the authority to adequately form essential distinctions
and to mediate between life and death. The temporal and ontological
dilemmas of Corneilles play are resolved in an overarching action that
individuates and re-identifies the characters along with their intentions
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and actions. The Byzantine confusions and exchanges of identity that
precede Héracling’ ascension to the throne are driven by the play of
desire as it erccts and (ransgresses the borders that delimit nomos and
phusis. The crisis of doubles inspired by the radical difference of the
usurped Maurice dead and the usurping Phocas alive is generated by
what Girard has explored as a seeruingly contradictory mythic fear of
samencss and symmetry. Hierarchic order breaks under the weight of
rivalry: the king sees heroes and subjects as rivals. The logic of
mimetic conflict emerges when the king 15 reduced to the category of
the same with his subjects. Exchanges with the other incline towards
indifferentiation and the attendant thirst for differences which flow
from it. When the ethos of self-sacrifice fails to promote emulation
there is a turn to sacrifice fout court. Corneille’s work depicts the
obscured entanglements of death in life through collective processes of
violence generating the foundations of social order.

The title of Calder6n’s play from which Comeille likely took several
ideas, En esta vida todo es vendad y todo mentira, fits this play which is
both logical and obscure; indeed obscured by its very logic--a logic of
imitation itself wherein values constitute themselves by rewcaling their
destruction, where a true discourse of verified relations is re-established
through noise, false report, and falsified relation. The disorder of the
world of the play permits Corneille to analyze Lhe way a political
sysiem can create itself out of the very disorder that secems to prevent
it from forming. The elements of disorder (from the necessary
perspective of a future equilibrium that emerges) appear necessary to
the establishment of the future equilibrium. All of the elements of this
disorder--the "bruit” of the crowd, the calls to vengeance, the desires
that call to acts of incest and parricide, the lack of stable identities
carry the world of the play to a crisis that crystalizes the demonstration
of a renewed truth. Only a subversive violence, finally a purgalive
violence, could assemble the collective force of the people around a
new and true authority by putting an end to the dedifferentiation in
which all tend to resemble one another, even those who represent the
spectacle of the uniqueness of 1he differentiated “royal” family.

The fall into dedifferentiation that follows upon the usurpation by
Phocas of his rival Maurice makes recogaition of the ties of
consanguinity impossibly complex. Phocas attempts to impose an
absolute perspective centered upon himself which would join a past
purged of crime and a foture built upon his designs. The impotent
attempt to install a counterfeit regime of silence is undone by the
counterpowers it pravoked. The range of forces in this political world
coptinuously eludes his will to dominate and to carry out his flawed
plans. The dizzying spiral of reciprocal ambivalence, generated by the
fear and desire of parricide and incest, governs the timing and structure
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of the resolution of the crisis. All law is thrown into question, leading
to the confusion that surrounds the anxiety focused on the taboos of
incest and parricide, Where kinship has become mystified, the violent
forces unleashed must either engulf all or else re-establish a new order
of siblinghood, parcnthood, and thus, a new order of state power that
delimits life m both the profane and sacred realms,

By trying to begin again in a mythic present day purged of his
violent crimes, by eliminating the legitimate royal family, by attempting
to assure a future dominated by his law, by attempting to re-establish
a social hierarchy that he himself violated--he insures not only his own
downfall but the re-establishment of a rencwed order. Phocas’ violence
generates a contagious counter-violence that threatens total confusion,
unknowing incest and parricide. He is obliged to hide the truth of his
lack of legitimacy. Phocas’ atlempt to judge the falsely loyal and loyally
false Leontine and to establish the truth of identities and the
communication of relations beneath the ruses is expressed in his
dialogue with Exupére, whose earlier evocation of the uncontrollable
meaning of the public execution of Héraclius has deferred Phocas’
desire for maximum public violence--he recognizes his inability to
control a display of power and vengence and to fully determine the
representational economy of that scene of public performance. The
dilemma that L&ontine’s anti-Solomonic choice presents delimits the
inflexible multiple bind to which Phocas has delivered himself up to.
Killing kin becomes the means of preserving the foundation of kinship.

The desired obseurity of the main elements of the play is clarified
in a more exphcit vocabulary by the work of Girard, which permits us
to decipher the logic of desire that Corneille has dramatized. The
generalized substitution of doubles incarnated in the scemingly infinite
regress hiding the truth of the birth of the enemies/friends, the
domination of violence and death over individual desires, the confusion
of orders and identities do not permit the full fiourishing of individual
heroism. Declared public motives serve as masks to personal ambition,
sacrificial goals and the darker purpose of vengeance. The desire to
follow an ethical model is realized in the explicit violation or
transgression of that model. The moral order ceases to cohere under
the usurping act of Phocas.

Death and the tomb dominate the world of the play. It is the work
of death that regulates the collective rite of passage, delimiting the
values and creating power; death that is "always already” at work,
whether in an idealized or "real” state. Death is associated with the
“bruit” of social disorder from the beginning and is the agent of its
renaissance--it is a by-product of social disorder and a sacred
disseminator of order. The spread of terror is coterminous with the
spread of social “noise”; nothing can silence the noise or tame death
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except a collective /social process. Despite the efforts of Phocas, the
social dimension of death is beyond the power of an individual to
control. The attempt to hide the distinctions between truth and
falsehood, guilt and innocence is frustrated by a redemptive collective
push to clarity that clears the exchange of communication which Phocas
bootlessly seeks to control. Even the late Maurice is able to
communicate explicitly through a letter, a letter that is, at first suspect,
as is all communication in this fallen world.

The unavoidable fact of Maurice's death and the fact that the choice
of a husband for Pulchérie is invested by death brings death into
dramatic and political syncbrony with life. This intricate exclusion/
inclusion of death is done against death in a world saturated by that
same death, The usurper recognizes the instability of his throne,
founded on the unquiet deaths of his rivals, Phocas has tried to put
death out of the way in the proper tombs in order to reign without
fear, But it is death that reigns posthumously, that determines the
possibilities of a post-morbid world, that decides the identities which
bind not only the living to the dead, but the living to cach other.

The foundation of his state cannot be hiddea, nor can it be silenced.
Death defines power; individual deaths are oot under an individual’s
control--it is the individual who is defined by death and subject to it.
The only stable classification of doubles is based on their core relation
to the dead and the idealized system of symbolization founded on it.
The lineage that passes through the tomb tends to obseure the
spectacle of power that Phocas seeks to display, He must instead hide
from the display of his excess of violence--the assassination of all the
members of the family of Maurice who could become obstacles. He
commands no countervailing power or ritual that could incorporate the
memory of that death to his advantage--except to co-opt it in an
idealized marriage.

He is in the classic situation of the impure, the poliuted--he is apart,
separated from all, for his protection, for their protcction--until that
moment when the violence that he had engendered is polarized back
onto him, Death is perceived as being the active agent within the
liminal world of the play. The legacy of vengeance is represented, not
only in the perpetuation of the surviving memory of that death in the
minds of the loyal subjects, but also in the authoritative letters
intruding upon the discourse of present conflict. The living cannot
communicate with the dead, but the dead ean communicate through
them. Life becomes the medium of deaths message. It is the public
noise that resuscitates Héraclius whose death was "trop certaine™; "I
nomme Héraclius celui qu'il ressuscite” (Héraclfus 1. 2. 34). This public
is a present danger whose undeejdability before the spectacle of death
convinces Phocas to forego a publie exccution of Héraclius. Dcath is
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also present as the solution to incest.

The dynamic of this process follows the mythic tracks of *la ronte
antique* made explicit in the works of René Girard. The doubles, the
transgressions of fundamental prohibitions, the destruction and
restoring of social equilibrium by the mechanism of victimage is seen
in the *anti-festival® unleashed by the crimes of Phocas, which resuits
in his expulsion and his death as those chaotic forces converge upon
him. Even the final exccution unfolds according to the classie stages,
with the usual rounded-up suspects (prisoners, conspirators--i.c. the
marginal) of a well-wrought collective murder that leaves no one guilty
--except the focus of evil of the dramatic world. At the right time, in
the right way, with the right people, in the right dose, with the right
victim, violence can, at least seem Lo, work i1s demystified magic
transforming all elements in a socially cathartic porification and
forgelting of a shared violence.

The paradigmatic process of rivalry, violence, crisis and victimization
that is occasioned by the snowballing transgression of essential taboos
and a hyperbolic degeneration of identity finally aborts the hubristic
designs of Phocas by the very excess of his desires: not just to usurp
power but to immortalize himsell symbolically by projecting his identity
into the fulure of the State and absorbing the identity of his rival
throngh the incorporation or elimination of Lhe next generation of his
hineal descendants. By doubling back oa the problem of heroic action,
it is shown by Corneille that heroic action is no longer be one of
dramatic Promethean effort, but the communication of the essence of
the heroic actor. The lucid consciousness of heroic merit and the
unconirived display of rayal pawer are shown Lo be dependent on the
ethos of social mediation and the palitical geometry that configures it.

The parallels between Phocas dcad and Maurice alive in his own
progeny imply the whirligig nature of time as it exhibits the different
stages and perspcctives of the processes of vengeance, expiation and
social order, Momenls of sterility, death and bereavemcnt are buried
under the desire for communal reconciliation underlying the dramatic
teleology of the polity. The molivaling valuations that the cbaracters
attach to life, death, kinship, love and loyally are shown to be radically
grounded in an overarching scheme of exchange that shifts within a
cycle of sacrifice. Phocas’ dreams of immortality are terminated in his
exclusion from power as Maurice is symbolically resvrrected in the
reconciliation of his descendant’s authority and his Kingdom. The
tomb of Maurice is the foundation stone of the political order; the
closing gesture is an opening to a nexus of peace, ordered
individuation, stable identity and legitimacy. Hierarchic distinctions are
affirmed by a violenee tamed and channeled outside the circle of
society and the cycle of rivalry. Ineorporating death through social
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rituals allows for a meramorphosis of values, a symbolic immortality
that cloaks the fact of death, and thus limits social violence,

State University of New York at Buffalc

NOTES

1 See Marc Shell 40, Parentarchy as order based on one’s
relationship to onel parents in a given political order.

WORKS CITED

Couton, Georges. Pierre Comneille, oeuvres complétes. Paris:
Gallimard, Bibliotheque de la Pléiade, 1980.

Couton, Georges and Rat, M., eds. Pierre Comneille: Le thédtre
complet. 3 wls. Paric: Garnier Fréres, 1971

Girard, René. La route antique des hommes pervers. Paris: Grassel,
1985.

---. La violence et le sacré. Paris: Grasset, 1973,

Greenberg, Mitchell. Corneille, Classicism, and the Ruses of
Symmetry. New York: Cambridge UF, 1986.

Nelson, Robert J. Comneille, His Heroes and Their Worlds.
Phijadelphia: U of Pennsylvania F, 1563,

Serres, Michel. Rome: le livre des fondations. Paris:
Grasset, 1983.

Shell, Marc. The End of Kinship: ‘Measure for Measure,” Incest, and
the Ideal of Universal Siblinghood. Stanford: Stanford UF, 1988.



LA MODERNIDAD DE EL QUIJOTE EN LA
CONCEPCION NOVELISTICA DE BAJTIN

Marcelo Paz

Todos los problemas ea tomo & la creacién
novelistica esida en esa novela inagotable
que es Bl Quijote, la mejor que se ha escrito
fanca

Paul Auster

El adjetivo "moderna” estd presente en la mayorfa de los trabajos
destinados a ponernos al tanto del sentido de la "inagotable" novela
espafiola. Ellos eoineiden ¢n que es éste uno de sus rasgos
sobresalientes, algunos llegan a seiialarlo como la contribucién que la
scpara de las que la precedicron. El niimero se reduce
considerablemente cuando, una vez utilizado el término, la critica debe
volearse a la incOmoda tarea de aclarar un concepto que parece
alimentarse y pervivir como una consecuencia natural de su oscuridad
o plurisignificacién. La respuesta al interrogante que se abre euando,
evitando ¢l reflejo tranquilizador de "hacer moderna” la nowla de
Cervantes, tratamos de precisar la palabra, supone lidiar no s6lo con
la temitica de lo moderno, sino también, y en su ramificacién
terminolGgica, con los conceptos de modernidad y modernismo,

A la larea de precisar se han abocado destacados estudiosos, en un
desarrollo que parece haber culminado con la creacién de un puevo
término: la postmodernidad. La cuestitn, lejos de haber sido resuelta,
reqniere una actitud critica consciente de la inestabilidad de los
espacios a poblar. Pido por tanto, que lo que sigue sea leido s6lo
como una de las infinitas lecturas que la inacabable novela de
Cervantes posibilita.

Proponemos lo moderno surgiendo de la comprobacién de una
manera de ver la vida y de la articulacién de esta “forma™ en el género
que nos ocupa. Intentamos un repensamicnto a partir de la flosofia
bajtiniana de la novela, mas que la aplicacién analitica de un corpus
te6rico cuya consecuencia fundamental seria ¢l abandono de los
substratos ideolégicos de su discurrir. En la concepei6n bajtiniana del
género novelfstico, la unién de la novela y lo moderno no es ajena a
sus ideas. Por el contrario se destaca la fntima relaci6n entre el
surgimiento de la novela como género literario y el advenimiento de lo
que llamamos era moderna. La contemporaneidad del género
novelistico lo convierte en ¢l Gnico, segin Bajtin, que contina en
desarrollo, que est4 todavia incompleto (7). La novels, a diferencia de
los otros géneros mayores, es posterior al acaecimiento de la escritura
y del libro (la novela eomo articulo de consumo: otro signo de lo
moderno). Teniendo en cuenta ese dato esclarecedor lo moderno del
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género se torna evidente. El caricter escritural y textual que posee la
novela, el cual no puede compartir con ningin otro género, introduce
un elemento sustancial a la idea moderna de Ja novela: la incursién del
lector y su actividad como consumidor de una nueva mercancia, es
decir el proceso de lectura,

La trascendencia del factor lectura es central en la novela de
Cervantes. Alonso Quijano es un "lector” que ha perdido el juicio
como consecuencia directa de la "lectura” de libros de caballer(a; hay
una segunda parte en la cual los personajes son "lectores” de un libro
que cuenta las aventuras de un tal Don Quijote, libro en el cual
inlentan cotejar su "lectura® con la “realidad® del caballero que se les
presenta ante sus ojos (una presencia no mediatizada, ahora, por el
texto). Sin olvidar, por supuesto, la lectura que nos permite estas
realizaciones, por dentro (a partir del "Desocupado lector”, en la
posibilidad de una inversi6n de la marginalidad del prélogo) o por
fuera (cuando nos enfrentamos a las tapas del libro para "abrirle” y
dejar asf de confiar en la exterioridad de la "desocupada lectura®)
nosotros lectores ejercitamos maravillados una actividad que nos hace
cuestionar el dentro-fuera de la tarea que nos (des)ocupa. El libro y
el ser humano como ente lector son esenciales en ¢l advenimiento de
la era moderna. La consideracitn de este factor es intrinseco al
surgimiento de un género que se va haciendo ¢n una nueva realidad
escritural cuya contracara es el procesa de lectura. Estos dos
componentes adquieren solida evidencia en Ef Quijofe, cuya afinidad
con lo moderng, en tanto novela, surge de su propia génesis. Ya que
la novela, segn Bajtin: "is not merely one genre among other genres
.. . [it] is the only developing genre . . . that was born and nourished
in a new era of the world history and therefore it is deeply akin to that
era"(4). Toda “desocupado lector” de EI Quijore, aunque como
nosotros esté ejercitando la lectura en las postrimer(as de la
modernidad ¢ incluso ya entrada su cuestionada sucesora, la
postmodernidad, no puede dejar de percibir el cardcter "novel” de este
relato. Estamos ante lo que Bajtin llama "the drama of literary
development,” que se estd produciendo en el discurrir de la historia,
una historia que refleja como ninguna las tendencias de un nuevo
mundo todavia en formacion (7). Segln Bajtin la novela es: “the only
genre born of this new world and in total affinity with it"(7) y sin duda
en E! Quijote la correspondencia entre ese nuevo mundo y su propia
conformacién (pensamos tanto en el acuerdo critico sobre el "realismo”
de la obra, como en los componentes que tienden a superar esa
estética) la convertirfa en la novela de todas las novelas. Ensu
desarrollo de una filosoffa del género nowvelistico, Bajtin es receptor y
propagador de la incuestionable importancia fundacional y
multiplicadora--en cuanto a sv proyeccién futura--que la novela de
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Cervantes va a e¢jercer dentro de la historia del género. Junto a
Rabelais constituyve uno de los miximos creadores del discurso
novelfstico.! Fueron ellos quiencs supieron recoger formas heredadas
de la antigiiedad clésica y del helenismo: la parodia, la ironla, las
formas transvestidas, lo que Bajtin llama "popular laughter," la sitira,
¢l elemento cémico, Jo carnavalesco... para plasmarlas a una realidad
que por primera vez no constituia el residno de una antigiiedad
glorificada, sino el centro dindmico de un mundo totalmente nuevo,
signado por el protagonismo del ser humano. Es EI Quijofe dentro de
los trabajos de Cervantes y de la novela en general, el que potencia con
més apertura las posibilidades del género.

Me interesa seiialar la importancia quc Bajtin le otorga a Ja povela
que nos ocupa, el modelo més puro y cldsico de novela. Quisiera
destacar, sin embargo, que la supuesta cristalizacién de E! Quijote
como modelo novellstico no la reduce a una categorfa puramente
candnica. La imposibilidad radica en la naturaleza misma de la novela,
en una afinidad anticanénica derivada de la flexibilidad formativa de un
género que, en tanto moderno, implica un cuestionamiento de la regla
de oro del desarrollo de los otros géneros Literarios: la canonizacifn,
En el nacimiento del discurso novelfstico tiene fundamental
importancia la desiruccion del canon; "The novelization of literature
does not imply attaching to already completed genres a generic canon

. The nowel . . . has no canon of its own, [t is, by its very nature
not canonic. Itis plasticity itself. Itis...ever questing, ever
examining itself and subjecting its established forms to review'(39). El
caracter modelo de E! Quijote no significa de ninguna manera la
cosificacién de formas narrativas que se van repitiendo a lo largo del
desarrollo literario. Contrariamente, la novela de Cervantes, en tanto
novela potencia las capacidades creativas, alejando lo que Bajtin llama
el "drama,” el devenir del desarrollo literario, de una mera repetici6n
de formas. El despegue se produce como resultado de una particular
reflexién sobre la existencia y el tiempo, seglin Bajtin: "1he inconclusive
present begins to sense a greater proximity to the future than to the
past"(40). Esto ocurre en su opinién desde el mundo antiguo y durante
el Helenismo, especialmente en las manifestaciones de lo carnavalesco
y en la conversién ahora "heroica” del presente.

Qué mejor ejemplo del presente y de la realidad sentidos como
beroico comienzo, como una nueva "caballerfa,” que la heroica figura
de Don Quijote y la real existencia--no por eso menos heroica--de
Sancho. Laincursién de larealidad es uno de los datos més
comnmerte sefalados para caracterizar la novela moderna; el aporte
bajtiniano, sin embargo, es ¢l que nos pone al tanto de lo inconcluso
de ese presente. En la visién del pensador ruso, la realidad deja de ser
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aprehensible por medio de sistemas unitarios y se despliega en toda su
inacabable capacidad creadora.

La filosoffa de la novela de Bajtin puede ser entendida a la luz de
tres conceptos globales, medianamente sistematizados por Morson y
Emerson. Su consideracion no implica una reduccién, por eso quisiera
que fueran entendidos aquf como propagadores de un haz de luz que,
wlcado sobre el pensamiento bajtiniano y luego vertido sobre la novela
de Cervantes, permita una mayor claridad a la hora de euestionar el
sentido de su particular concepcion novellstica. Traducidos al espafiol
¢slos conceptos son: "prosalsmo,” "infinidad” y "didlogo.” Los dos
altimos fueron extensamente utilizados por Bajtin, en tanto que
“prosafsmo” constituye un término de su propia creacién (15).

Los conceptos seialados aclaran €l proceso de nowvelizacion que
Bajtin percibe cn los géneros tradicionales y en la literatura toda, La
posibilidad de vna existencia aovelistica estarfa determinada por la
presencia rectora de estos tres contenidos, que habitantes de la
realidad y trasladados al 1exto, determinan un proceso de novelizacion.
Su presencia en la novela de Cervantes es de fécil reconocimiento y de
amplia extensién. Lo "novel,” el car4cter moderno de la novela, estarfa
dado por una profunda incursi6a de lo prosaico, del didlogo y de una
clara eonsciencia de lo inabarcable del mundo, de su invencible
infinitud. Estos clementos, si bicn presentes desde los orfgenes de la
literatura, adquieren su m4xima potencialidad con la llegada del mundo
moderno, en el cnal 1a novela de Cervantes funciona como el primer
exponente claro de esta nueva vision,

Consideremaos ahora individualmente y de manera breve cada uno
de los conceptos y el modo como se presentan en la novela, En cuanto
a Jo prosaico, un primer entendimiento habla de un tratamiento que
privilegia la prosa por sobre la forma poética, concepto central del
pensamiento bajtiniano. Esta elevacién de lo prosaico, por otra parte,
impone una forma de pensamiento que destaca la importancia de lo
ordinario, de la experiencia vivencial directa sobre ¢l acontecer comfin
diario. En cuanto al primer sentido, resulta de perogrullo destacar la
realidad prosaica de El Quijote; sin embargo, es importanie subrayar
en esta materia la necesidad de no trasladar las formas del anélisis
poético a una realidad tan diferente como la que constituye la prosa.
Esta impone una consideracién particular, "the prosaic of prose”
(Morson and Emerson 19). El favorecimiento de lo prosaico trae
aparejado también una atencién especial hacia el lenguaye cotidiano, lo
que determina la destruccion de una de las premisas de la poética; es
decir, la equivalencia entre lo artistico y lo poético y como
consecuencia de esto, la igualacion de la prosa a los discursos no
literarios. La visi6n del lenguaje ordinario--responsabilidad del
formalismo ruso--como algo autom4tico, homogéneo y no creativo
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choca inmediatamente con ¢l nivel artistico y la alta esteticidad que el
lenguaje comfin tiene en obras 'literarias" como EI Quijofe. La obra
de Cervantes e¢s una precursora destacada, una de las primeras en la
incursién de este elemento tan moderno y en esto ¢l "caballero” es
indudablemente Sancho. En cuanto al segundo entendimiento de lo
prosaico, Morson ¥ Emcrson explican: "If one thinks prosaically, one
doubts that any aspect of cuiture . . . could be organized tightly enough
to exhibit an all encompassing pattern”(28). La relacién cntre esta
logica y la obra de Cervantes es clara. Percibimos un pensamiento
prosaieo desplegado en la negacién, o al menos la sospecha, de un
mundo sistematizado. La inmensa apertura de Ef Quijote tiene que ver
con un cuestionamiento de los sistentas de valores de un pasado--el
ideal caballeresco, la escolédstica medieval, la primacfa del saber
elevado por sobre el vulgar, la suprema autoridad del soberano--que
tenian una intencidn totalizadora y que no pueden ahora en el espacio
moderno expresar nna realidad dindmica y desordenada. De una
manera andloga el proceso se produce metaliterariamente, en el
cuestionamiento de los sistemas (totalizantes) de modelos literarios
anteriores--la novela caballeresca, la novela picaresca, la novela
pastoril, la €pica, la lrica, etc.--a través de esta nueva consciencia
literaria que es la novela, que ¢s Ef Quijote mismo. Senalemos
brevemente algunos ¢jemplos de este euestionamiento literario: la
alteracién parddica del género caballeresco, lo que Jameson Uama “the
realistic demystification of the older kinds of transcendent narratives”
(410); la intencién parédica de los sonetos introductorios, que siendo
sonetos de la maxima perfeccién no pueden ser vistos eomo meros
sonelos, ya que en ellos, eomo destaea Bajtin, el soneto deja de ser
género para convertirse en "objeto de representacién,” para convertirse
en el "héroe de la parodia;"(51) y finalmente la ironfa que supone,
actuando lGdicamente sobre el concepto de erudicibn, la interposicién
de autores: Benengeli, el traductor, el sujeto de la narracién y
Cervantes ({padre o padrastro?). La sola lectura nos hace incursionar
en el camino de un creador que "pensaba prosaicamente” tanto en su
vida como en la conceptualizacién de la literatura.

En cuanto a la "infinidad," dicen Morson y Emerson que Bajtin no
s6lo sostenfa que ¢l mundo era un lugar en desorden, no explicable por
sistemas, por el cardcter cerrado y totalizaote que ellos padecen, sino
por sobre todas las cosas ua lugar abierto. Lo infinalizable se
relaciona con valores centrales a su pensamiento: innovacidn,
“surprisingness,” lo genuinamente nuevo, apertura, potencialidad,
libertad y creatividad. La nowela representa la textualizacién de estos
valores y El Quijote representa, quizd, uno de los primeros intentos de
discusi6n de la posibilidad de libertad en un mundo no sujeto a leyes
preestablecidas. Don Quijote y Sancho recorren un camino signado
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por la biisqueda de la libertad y un "orden" que estd mnds all4 de una
aplicacion ciega de valores. La libertad se actualiza en su absoluta
ocurrencia en cada una de las aventuras; por eso, Don Quijote puede
otorgarles la libertad a los galeotes que "merecen” (en otro mundo, uno
de entendimientos hnales) la condena que van a padecer. En este acto
hay un intento de contemporizar la existencia de un cierto orden y el
ejercicio de la libertad, lo que oeurre necesariamente en lo irrepetible
de cada suceso. Lo "inagolable” de esta povela est4 en la propia
magotabilidad del mundo y en ella beaen cabida “todos los problemas
en torno a la creaci6bn nowelistica.” Cervantes era conscicate de estar
fundando un género cuyo dato sobresaliente es la eapacidad
autorreflexiva, una escritura que se refiere a si misma, otra marca de
lo moderno.

El Gltimo eoncepto central de la eoncepci6n bajtiniana, segin
Morson y Emerson, es el didlogo. En su pensamiento, didlogo significa
"una clase espeeial de interaccidn” que no debe confundirse con la
argumentacién ni con el didlogo expresado composicionalmente a
través del signo que sedala el discurso directo. Bajtin se estd refiriendo
aquf al didlogo que surge necesariamente Jesde una confrontacién
externa, para provocar lo que denomina "creative underslanding.” Lo
esencial para la obtenci6n dec una comprension creativa es la existencia
de un didlogo entre distintas realidades y para que esto se produzca es
necesaria una vision desde afuera, desdc lo otro. En palabras de
Morson y Emerson: "Outsideness creates the possibility of dialogue,
and dialogue helps us understand a culture in a profound way*(55). La
palabra, un discurso, el lenguaje, se "relativizan" a través de un proceso
de dialogizacion. Su ausencia determinaria un lenguaje autoritario y
absoluto que es extrafio a la novela en su determinacion genérica. Son
numerosos los niveles dial6gicos existentes en la nowela guc nos ocupa.
Entre los maés elaros estd ¢l que existe enlre €] lenguaje propio del
género caballeresco y el lenguaje vulgar que predomina en las
embajadas de Sancho. De esta manera E! Quijote se coustituye en uno
de los modelos més puros de nowelas dialogizadas por la confluencia
de infinidad de registros, lenguajes y géneros que, dialogando entre sf,
se relativizan provocando en acto lo que potencialmente yacfa en la
propia identidad. El elemento dial6gico es aqui tan central, que la
elaboracién del prologo est4 realizada a manera de didlogo, didlogo
que s¢ produce no sblo con un amigo, sino literariamente con formas
canonizadas en la tradicién escritural y que son ahora cuestionadas ¢
ironizadas: la inclusi6n de sonetos, epigramas, elogios, alarde de
erudicion, actitud latinizante, cte. En ese didlogo "amistoso” hay un
didlogo, poco amigable a veces, con la tradici6n.

Pretendimos en este Irabajo revisar la etiqueta “moderna” de la obra
de Cervantes, ¢n un intento de leer lo moderno como ¢l resultado de
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una nueva ordenacion en las maneras del narrar. Manera prosaica,
infinalizada y dialogada que se fusiona en una economia cuestionadora
de la estabilidad de unos términos que en los comienzos del siglo XVI1
eran sumamente noveles (autor/lector), en el substrato de un muado
que empieza a engafiarse ejercitando una mirada de preteadida
inspiraei6n futurista y de impulso progresista {engafio y preteasion de
las cuales nos comunica la reflexion postmoderna). La participacion
en este engafio por parte del Quijote y del Sancho de Cervantes ¢s por
lo menos ambigua, sus posturas contribuyen de nna manera
problemética a la inspiracién y al impulso de ese nuewo orden que la
modernidad trae aparejada porque el oplimismo que viene con ella
comienza a ser minado juntamente con su aparicién. Cervantes intenta
resolver el conflicto planteado por la actitud moderna traduciéndolo al
ejercicio novelador, lo cual se converliri en uno de los datos mis
sobresalientes del mundo moderno, hasta cuando, llegado el fin de la
modernidad, se nos informe de la crisis de la novela moderna.
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SEMIOTICS, SIMULACRA, AND
THE CONSUMERIST RHETORIC OF STATUS IN
MOLIERE’S CEREMONIE TURQUE AND
FLAUBERT’S CHATEAU DE LA VAUBYESSARD

Larry W, Riggs

Terry Eaglcton has said that bourgeois dreams of power and status
tead to be foolish fantasies (100). This is certainly true of the
baurgeois fantasies lampooned by Molitre and Flaubert. Part of the
problem with these fantasies of social mobility is that the anisiocracy has
been the only available model for those aspiring to higher status or
greater powcr. As Lhe aristocracy ccased to be the functicnally
dominant class, it began to dominate semiotically, as a model of
consumption and display for those desiring high social status. Moligre
and Flaubert are among the writers who expose Lhe great irony of
modern social mobility: having destroyed the aristocracy as social
substance, the bourgeoisie rcslores it as style, as phantasm.

The enemy class provides, after all, the oaly availablc scmiotics of
status. Thus, ambitious French hbourgeois have found themselves
obliged both to vilify and to imitate aristocratic life, defining progress
as generalizing a level of material consumption that was rightly regarded
as abusive when it was the prerogative of a minority. The aristocracy
was dclincd by i1y relative frecdom [rom the material constraints of
common life (Ewen and Ewen 120). Generaliziog such freedom and
calling it "democratization” give rise to certain absurdities. By the way,
we must admit that somehow providing 10 cveryone the mcans to
consum¢ with the abandon ol aristocrals is also our social ideal.

Tu apprcciale Tully representiations of consumption and social
mobility in Molire, and especially in Le bourgeois gentilhomme, we
must remember that it is in the seventcenth century that Louis X1V’
minister, Jean-Baptiste Colbert, begins the commercial exploitation and
internalional markcting of the French aristocratic venecr or, as we
would call it, "lifestyle" (Ewen 27). Colbert’s family was in the cloth
trade in Reims, Molitre, too, of course, like his bourgeois
gentithomme, was from a cloth-merchant family,

We must see Monsieur Jourdain and, later, Emma Bovary, as
archetypal consumers who believe Lhey can “alchemize” their identitics
by acquiring and displaying the signs of higher social stalus. Thc
detachment, commodilicalion, and commercial circulabion of décar
associated with status are already discernible to Molitre as key
¢lements in the culture and economy of modernity. He joins La
Rocheloucauld and La Bruyre in showing that, in an already
somewhat vprooted, mobile society, individuals are judged more and
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more by their ability to display goods. Sumptuary laws become both
morz common and more impossible to enforce at the dawn of the
madern era. This reflects anxiety about the irreversible loss of an
order, the blurring of identities.

The rise of wealth and social status based on money and the
monarchies’ power to confer social mobility, often in direct exchange
for money, are concomitants of early modernity which concerned many
literary figures, Infact, mobility of all kinds is seen by several
seventeenth-century writers as threatening to destabilize both
individuals and society. La Rochefoucauld says, disapprovingly, that
kings can make new social identities the same way Lhey coin money.
La Bruygre describes the [renetic lives of those hungry for social
mobility. Such performative frenzy made the semiolic, arbitrary nature
of the social structure discernible. The theatrum mundi, a common
topos of the seventeenth century, comes, for some writers, to designate
both increasing agitation in the context of compelitive exchange and
decreasing real differentiation. The homogenizing effects of
centralization creale enormous anxiety and intensily competition for the
signs of increasingly marginal distinctions. In Le bourgeois
gentithomme, Molitre clearly elucidates the money-knowledge-mobility
nexus: his ridiculous wounld-be parveny hires teachers to teach him the
words and gestures--the exchangeable signs--which will make him
"noble.” Nobility itself has, in effect, become a commodity.

It is symptomatic that the seventeenth century was the heyday of
alchemy and other forms of instrumentalist magic and the historical
scene of modern science’s birth, as well as marking the advent of the
international markel in commodities. The inherent logic of modern
corisumption is that of instrumentalist magie, and modern ideas of
wealth have something in common with the desire Lo change lead into
gold. In the seventeenth century, with the development of a world
market, demand-creation became integral to ideas of prosperity.
Linkage of motive, desire, and dreams to consumplion as the means for
commoners to achieve a happier way of life is a major element in
modernization (Ewen 47). Though their judgments of this sort of
progress are diametrically opposed, Voltaire and Roussean will later
agree that civilization itself is driven by the constant ereation of new
desires.

Monsieur Jourdain tries to take advantage of the fact that identity is
a social, semiotie creation. He is a farcical Faust, and his maitres are
Mephistophelean figures who pander to his desire for a metamorphosis.
They purport to sell him "knowledge™ that will give him access to sex
and power by enabling bim to pass for a noble. He aspires to the
prestige and irresistibility of a Dom Juan.

The maitres are already funclionaries in a commodity economy of
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pimps and panders. They exploit Monsicur Jourdain’s “foolish fantasy"
of a world in which consumption, or the metaphorical ingestion of
semiotic "nourishment" through purchase, can achieve metamorphoses.
Monsieur Jourdain confidently believes 1hat the maftres® knowledge has
magical power and that he can buy it. Thus, of course, it is most
fundamentally money and the act of spending it that are invested with
the old ambitions of instrumentalist magijc.

Monsieur Jourdain is seduced by pander-teachers who exploit their
client-pupils’ belief that, in a world of signs, knowledge and display can
open the kingdoms of the imagination and make hallucinations real.
The commercial and psychological ncxus is named when the Maftre de
Musique says that Monsieur Jourdain’s "visions de noblcsse’ are "une
douce reate” (507) for the maitres.

The idea that metamorphosis through ingestion, and by extension
through the purchase of commodities, is an important modern fantasy
permits us more clearly to see consumption of commodities as
mctomymic feasting, The general modern conversion of the world into
resources, or maw material, thus appears to be metonymic hunting,
gathering, and cooking. The concomitant conversion of the material
world into a semiotic system or text seems to realize a fantasy of power
by "raising” us to the level of abstraction. The consumer of
commodified signs enacts the fantasy that it is possible to operate
above the ineluctably material world where supplies, and therefore
appetites, are limited. Monsieur Jourdain, by acquiring "knowledge”
directly from his mentors, expects to be transformed.

Thus, modern civilization should, as Rousseau argues, be seen as the
unleashing of limitless appetite: when appetile is sublimated or
removed from the physical realm of limits, it knows no bounds, since
bounds would have to be aspeets of physieal reality. As a device for
displaying the signs of appropriately disciplined {aste, the body becomes
the insirument of an insatiable appetite for commodities. We act as if
we really were living in a world of words. However, even the
produetion of words, and certainly the produetion of eommodified
objeets, consumes real energy and real matter. The use of burgeoning
technical power in the seventeenth eentury to eonstruct physical
environments that are also, or even primarily, symbols--Versailles is Lhe
leading example--accompanies the investment of the State with the
authority and the duty to produce social transformations. Versailles is
a theme park--Absclute Monarchyland--as well as a real place where
people kad to live, and which thus channelized their lives. Social
mobility takes place in, as it helps to create, a social and material world
which is a simulacrum. It is a semiotic system whose materialized
structure conditions the range of real possibility.

Not only does Monsieur Jourdain hire teachers to teach him the
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exchangeable signs of "nobilily,” but he also commissions a tailor to
make him clothes that will proclaim his new identity. He has already
learned the essential modern “skill* of regarding education as the key
to social mobility and commodified objects as the malerial from which
idcntity is made. He is trying to learn to focus his desire--his "taste"--on
the commodities for which he must yearn if his performance of a new
identity is to be persuasive. It is no accident that a key Lo his dlusory
social metamorphosis will be financing a banquet. Flaubert, too, will
explicitly link the consumption of signs with eating.

Le bourgeois gentithomme clearly argues that social dislocation and
the desire for social mobility permit and require the commeodification
of qualities aud create the modern consumer of signs. Moasieur
Jourdain’s teachers are in the business of training him for the
consumption of commodities, or of educating his taste. His
relationship with them is paradigmatic: he is their client, and he
transfers onto them his desire. His primordial need is precisely the
need for their expertise in guiding the formulation of his needs. He is
thus a protetype of the modern consumer of training for soeial
mobility, He believes that his body can function as the location for a
display: wearing the right costumc and speaking the right words ean
transform his social being,

In one of the plays most famous scenes, Monsieur Jourdain displays
his newly acquired knowledge of the terms prose and vers as elements
in the collection of purchased attributes he is amassing. His self-
flattering delight ia fragments of "knowledge” looks forward to
Flauberit’s Bouvard and Pécuchet, as his effort to buy the means to
social transformation and gratification of his desire looks forward to
Emma.

Monsicur Jourdain’s final “ascent" into the semiotic paradise is
accomplished by the cérémonie turque in Act IV. This Act begins with
the feast Monsieur Jourdain has been seduced into paying for, thus
cementing together the physical and metomymic forms of consumption.
The scene is set for the cérémonie in which Monsieur Jourdains avid
"swallowing” of signs will iransform him into a disembodied cloud of
credulity. This mock-ceremony, which uses exotic-seewning Janguage,
gestures, and costumes to persuade Monsieur Jourdain that he is being
ennobled, parodies actual mechanisms of social transformation. It
allows Monsieur Jourdain to believe that he is a free signilier whose
meaning is both powerfully substantial and easily transformed. At the
same time, it enables Moli2re to point out that socal mobility bas the
effect of detaching ethics from identity and undermining stability.
Monsieur Jourdain is ready to believe that a hyper-production of signs
creates transcendental power.

This semiotic fireworks show is both a comic celebration and a
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warning. It underlines the self-defeating aspect of mobility and its
power to destabilize relationships and undermine ethics. It also places
Molitre in the lineage that has led to Jean Baudrillard’s critique of
consumer culture as converling society into a system of meaningless but
impencirably real simulacra. The play both defines major issues in
1670 and looks forward to the treatment Flaubert will give to the
theme of mobility as a guiding value in the comedy of social desire,
When critics understand Molitre’s powerful crilique of emerging
modernism as mere conservatism, or as an apology for the status quo,
a golden opportunity to enrich our understanding of ourselves and our
culture is missed. What Moliere denounces is precisely the
foundation, and therefore the blind spot, of our own ideology: the
belief that progress, defined as substitution of a constructed world for
the given one, is both inevitable and desirable.

Emma Bovary is another Faustian clieat of seducers who pander (o
her social ambition. The effects of commeodified signs fabricated by
social manipulators are analyzed most thoroughly in the la Vaubyessard
incident of Madame Bovary. This episode is recounted m Chapter viii
of Part I. Here, Flaubert presents something that had been an
archetype of French social history since Colbert’s time: an
"aristocratic” veneer is used as a means of seduction and dominance.
In fact, this chapter brilliantly analyzes the construction and functioning
of simulacra, of illusions objectively manufactured by social forces and,
in effect, made real: 1a Vaubyessard shows that social representations
are both fictitious and powerfully real. Representation constitutes what
it signifies when the image is consented to--"swallowed"--by its
audience. The ball is a ritual, performed in a constructed environment,
whose essential purpose is to hide the means and motives of its
constitution. Indeed, its seductiveness makes its victims unable to think
of social constructs g5 motivaled manipulations. It is a particular
seduction that participates in a culture and politics of seductions.
Emma’s orgasmic waltz with the Vicomte reproduces in her the
vertiginous ecstasy of Monsieur Jourdain whea he is made a
"Mamamouchi” (532).

The la Vaubyessard chapter follows those wherein we discover how
Emma has learned to do what William Leiss calls constructing the
landscape of desire (6). The linkage among education, reading, and
consumption is established when the narrator says that the old maid
who passes romantic novels to the convent girls "gvalait de longs
chapitres” of the novels (my emphasis). The analogy between Emma’s
psychologieal processes and those of the commercial economy is
revealed when Flaubert says of her that 1l fallait qu'elle pdt retirer des
choses une sorte de profit personnel” (70).

Emma regards printed words and commercial commodities as
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talismanic tokens magically related to happiness. Her cducation and
Monsicur Jourdain’s have similar effects. The Churchs mythology and
the old maid’s nowels have encouraged Emma to regard herself as a
[ree signifier whose meaning can be transformed by the metaphorical
ingestion that is reading, purchase, and display. Her body-as-clothes-
horse is conceived as displaying the commodities she has bought--on
credit--as if they were the emanations of a process of nourishment.
Buying on credit, of course, is itsclf an element in the delusive
imitation of aristocratic habils. Emma learns a eultural “skili” whicli is
confuscd with natural perception: acting as if one lived in a “world”
madc of signs.

La Vaubyessard is a romantic novel in three-dimensional space. The
overture Lo the episode, whose link with the previous chapter is
emphasized by its theatricality--"1ls arrivérent A la nuit tombaate,
comme on commengait 3 allumcr des lampions dans le parc"--is a
sumptuous feast, Like Monsieur Jourdain, Emma is prepared for an
illusory metamorphosis by an actual banquet. Representations of
aristocratic life’s past glories abound in the chatcau’ decor. The flact
that the castlc is "dc construclion moderne” (80) and partially hides the
ruins of the original chateau emphasizes the aristocracy’s historical
transformation from function to phantasm, even [or the nobles
themselves. The ball is a representation, even as it is a real event. The
motives of this production are carcfully disguised. The Marquis
d’Andcrvilliers opens his castle to the public because he is running for
office. Having becen Secrétaire d’Etat in the Restoration--itself a
simulacrum!--he wants to reenter politics. Running for office, like any
merchant or manufacturer, is hardly aristocratic; the Marquis Lreats his
own nobility as an instrumentally valuable veneer.

Emma’s culturally induced disability, her entrapment in a factitious
reality, is underlined when Flaubert says of her Lhat she "fit sa toilette
avec la conscience méticuleuse d’une actrice a son début” (82). Emma
conceives of herself as both a consumer and an item on the menu at
a banquet of signs. Like Monsieur Jourdain in his mock-Turkish
costume, Emma, in her waltz with the Vicomte, spins toward a
semiotically-induced ecstasy in an orgy of display. The "trou” (89)
opened in her life by the ball, like the hole latcr burned through her
entrails by the poison she greedily swallows, admirably symbolizes the
lack, the abstract and therefore illimitable gpperite, 1hat obsesses the
consumer of signs. In Emma life, the simulacrum obhterates all else:
"aux fulgurations de I’heure présente, sa vie passce, si nette jusqualors,
s'évanouissait tout entiere" (85). This experience is explicitly tied to
literal consumption: at the moment being described, "Elle mangeait .
. .une glace au marasquin" (85). The scmiotics of social display is as
poisonous as the arsenic,
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So, the "post-modern” sclf, journeying ceaselessly through the
possibilities of identity, signification, and exchange, is born from the
carly modern coupling of mstrumentalist knowledge with a politics and
economy whose legitimacy depends on the generation ol cxchangeable
wealth. The desire for unlimited social fluidity depcnds on the constant
slippage of social signifiers. Consuming and exchanging signs of status
is the key skill in a culture of mobility. However, this competitive
desire for difference, as Rousscau certainly foresees, actually fuels a
relentless process of Aormogenization. The signs change, but the rituals
of consumption and exchange vary less and less. Freedom turns out to
be an iron discipline, and mobility is eireular. Monsieur Jourdain and
Emma, hypnotized by the "visionary lullaby" (Ewen and Ewen 14) of
modernity, live within the circle, the cultural and psychological
pirouette, traced by the semiotics of purely stylistic metamorphosis.

Butler University
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LOPE DE VEGA’S PEASANT HEROES

Deborah Compte

Thc Spanish Golden Age plays depicting the virtues of country
living, particularly thc pcasant honor plays such as Fuenteovejuna,
Feribaniez y el Comendador de Ocaria, and Ei alcalde de Zalamea arc
among the most well known and celcbrated works of Spanish theater,
part of the "canon" of Goldcn Age drama. The Spanish rustie hero
continues to be the subjcet of much critical attention as his appearance
on the seventcenth century stage is uniquc and distinguishes Spanish
thealer from the European dramatic tradition of the period. And it is
Lope de Vega in particular, in distinction from most of his
contemporaries, who offers us the most remarkable examples of a
humblc rustic character endowed with dignity and prestige.

Why did the peasant appear as an appealing and powerful figure on
the stage? And what were the dramatist’s intentions? To what can we
attribule the villano’s rise from the pastor bobo o a heroic figure? Ts
the praise of country living and its inhabitants a reflcction of Lope’s
personal lowe for the country, as Kathleen Gouldson suggests? Is Lope
motivated by a pioneering democratic spirit underscoring "the right of
every good-loving person to dignity, sclf-respect, and the respect of
others"(66) as Wison and Moir posit? Is the peasant exalted because
of his purity of blood, as Américo Castro has shown? Was Lope
simply echoing “tired literary clichés"(73) as Dian Fox states, drawing
from the pastoral tradition and the well known antithesis of city and
country? Are the plays essentially socio-political propaganda plays
designed to uphold the seigneurial-monarchical system and maintain
Lthe status quo, as Maravall, Diez Borque and others have affirmed?
Or do they reflect the need to return to the country, restore agriculture
and its revenues in response to Spain’s terrible economic climate of the
day, as Salomon shows in his landmark study of the literary peasant?

I will argue that while most of these mterpretations are m fact quite
valid, Lope was articulating and dramatizing deeper philosophical and
humanitarian issues. A moral ideal clearly underlies Lhe socio-political
and economic factors, and it is that which gives the philosophical
richness embodied in many of Lope’s rustic heroes. The doctrines that
some critics see as evidence of the conservative political agenda of
Lope’s drama and Spanish Golden Age theater in general are also tied
to venerated philosophical traditions. For example, "quedarse en su
estado”, "no asumir a mas" may havc the effect of propaganda in
supporting the stalus quo, but this is not their primary function in the
plays. In focusing on the man of humble origins, Lope was responding
to respected literary and philosophical traditions, accessible and
familiar to his audience. In this paper I will focus on two of Lope’s
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lesser known plays, Ef cuerdo en su casa and Los Tellos de Meneses.
Both deal with the peasant as hero and define him as a being capable
of moral rectitude and a model of virtue, reason and contentment. I
will examine the philosophieal and literary underpinnings of Lope's
characterization of these rustic figures and show that they emerge as
moral spokesmen whose exemplarity is found in their ethical values, the
values traditionally allied in antiquity with country living,

One of the most appealing characteristics of the rustic country
setting depicted in these works is the pervading sense of harmony
found therein. The countryside in its simplicity, vitality and productivity
reflects the perfection and order of the cosmos. Asan integral
component of this universal design of accord, man is happiest when he
regulates his life according to the rules of nature. The exaltation of the
simple, rustic life is an ideal celebrated ia antiquity by Horace, and
Lope does not hesitate to exploit the imaginative power of its most
dlustrious classical formulation in these works. Both Mende and Tello
¢l viejo, the rustic protagonists, enjoy the simple pleasures of the rural
environment and pattern their daily routines to the rhythms of nature.
In a central scene of Los Tellos, the protagonist’s description of his life
attuned to nature’s norms imitates the Horatian begtus ille:

iCu4n bienaventurado

Puede llamarse ¢l hombre
Que con escyro nombre
Vive en su casa, honrado . . .
Yo salgo con la aurora

Por eslos prados...

Vuelvo, y al medio dfa

La comida abundante

No me pone arrogaute . . .
Cuando la noche baja,

Y al dlaro sol se atreve,
Cena me aguarda breve,

De la salud ventaa; (518-19).

In this Jyric affirmation of the blessings of the simple life, Lope
underscores the peasant’s affinities with the natural rhythms of his
environment, arising at dawn, partaking of the rich abundance of his
surroundings, and actively participating iu its cultivation. The
glorification of the peasant in his affinities with nature recalls the
ancient Stoic ideal of the simple, unassuming life in which oue is
content with the modest provisions offered by one’s rural environmeat,
yet ever thankful for its beneficence. While the bountifulness of nature
is seen as a reflection of God’s providence, (he productivity of the land
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is explicitly linked to the industriousness of its inhabitants, and attests
to the strong work ethic of the rustic people. Both Tello el viejo and
Mendo farm their own plots, are vigilant over all aspects of its
cullivation, and contrast their tireless l[abor with the idleness of the
nobles. The daily diligent activity in which the protagonists are
continually engaged again recalls a Horatian ideal which surlaccs in his
Epodes and Epistles." Fray Luis dc Leén also oxpresses the satisfaction
derived from working one’s own land in his famous lyric poem, "La
vida relirada”.2

While the comedia may well have carricd oul the social function of
encouraging a new interest in agriculture and promoting the values of
labor, within the philosophical context of these works, Lope directs his
attention to the moral value of the virtue of work and how it avails
man’s inner character. The rustic protagonists are richly rewarded for
their industriousness, yet the benefits they reap are spiritual as well as
material. Because nature responds so liberally to their efforts, they are
ablc to providc amply for their families and live independently of
others. The satisfaclion of living by one’s own hand and of being
content with onc’s provisions has nothing (o do with malterial intcrests,
but points instead to the e¢xaltcd Stoic principle of spiritual sell-
sufficicncy: onc must follow nature and desire nothing. In the Epistulae
morales, Seneca discourses on the virtues of self-sufficiency:

Necessities are procured wilh little pains; it is the lwauries that
require labor. Seek nol out the makers ol arlificial things, but
follow Nature. Nature did not wish us to be distracted over
many things. She equipped us for whatever she forced upon us,
(270)

In Los Tellos Tello el viejo advises his ambitious son to ignore the
false attractions of the world and rather appreeiate the natural fruits of
his surroundings, as he himself does. Similarly, Mendo rcjects the
external signs of wealth and status that his Aidalge neighbor Leonardo
urges him to acquirc in favor of Lhe simple. yet ultimately more
satislying, provisions of his fields. The positive moral values attached
to the self-sufficiency of the peasants in these plays reveals Lope's
cancern for man’s inner nature. Because they esteem and are grateful
far the blessings of nature, the patriarchs emerge as exemplars of
cthical perfection. They wiselyset the proper priorities, live
independently, and conform (o the Stoic principles of nature as norm
and the virtue of personal autonomy.

The principal focus of these plays is the moral cxcmplarity of the
village patriarchs wha, in the idyllic confines of a solitary ruslic
environment, emerge as models of ¢xalted philosophical valucs. Lope
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takes pains to underscore the virlue, humility, gencrosity, and natural
wisdom of his protagonists.

The nobility of virtue is one of the basic tenets of the Stoic tradition,
championed in numerous classical and Renaissance philosophical
treatises.? Lope’s characters prove to be models of the Stoic patriarch
in their reiterated recognition of the importance of virtue over the
various false values which are held in high esteem by society. The
rational pursuit of virtue is considered the highest good and brings
about the inner peace which is prized so highly by the protagonists.
Tello el vicjo exalts the spiritual rewards reaped by righteonsness in an
carly monologue which establishes the moral tone pervading the entire
work, "Siempre de hacer la virtud / Resulté al alma quietud" (519).

The characters’ worth and ultimate contentment are based not on
transient externals such as wealth, power, or a patent of nobility, but
rather on the authentic merits of man, moral rectitude and the life
according to reason. The characters must therefore look within
themselves for the source of their well-being, and their heightened
concern for the quality of their interior lives is one of the prinicipal
features distinguishing them as ethical beings. The necessity of self-
knowledge as a guiding moral principle was a central tenet of classical
philosophy, and it was proclaimed widely in Renaissance humanist
treatises. Henry Ettinghausen notes that Erasmus emphasizes the
importance of self-knowledge in his Enchiridion militis christiani and
that Luis Vives expresses similar notions in his Ad sapienfiam
introductio (6). Lope's contemnporary, Francisco de Quevedo, is
perhaps the major Spanish proponent of the Senecan ideal of self-
knowledge, and Ettinghausen notes that in La cuna y la sepuituny: "
...we ... find the largely Stoical notions that the only worthwhile
object of study is to be sought ‘dentro de ti mismo™ (85). Lope’s
protagonists seem to embody the very essence of these principles.
They are wise men of integrity and virtue who strive to attain the Stoic
ideal of goodness through proper living.

The ethical ideals exalted in his patriarchal heroes are similarly
developed in Lope’s critical treatment of the theme of honor in these
works.* While honor in the Spanish theater is usually charged with
social resonances such as rank and lineage, both Mendo and Tello el
viejo exemplify a higher, less conventional kind of honor, which is
based entirely on the individual human dignity that accompanies and
distinguishes righteous hving. In EI cuerde Sancho and Mendo draw
attention to the distinction between true dignity and the specious honor
based on social status and supported by an ¢laborate program of
ceremonies within society. Such ceremonies may in fact be little more
than the display of empty pretensions, as Mendo affirms:
*Comedimientos fingidos/ Descomedimientos son. / Nunca tuve por
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valor / Que el hidalgo y caballero / Me quite, padre, ¢l sombrero, /
Para quitarme el honor" {456). Tello ¢l vigjo also cautions his son
agamst the foolishness of pursuing worldly gain and honor, “iAy, Tello!
la perdicion / De las reptblicas causa / El querer hacer los hombres
/ De sus estados mudanza® (512).

In his pursuit of moral excellence, the ethical man shows no concern
for social or economic advancement. Lope’s protagonists prefer the
peace of a humble existence in which they voluntarily reject luxuries
and sclf-serving ambitions. Indeed, the fundamental dramatic eonfliet
of El cuerdo en su casa derives from the eonsistently developed
interplay between the foolish ambitions of the /efmdo Leonardo and the
unassuming, practical wisdom of the nistico Mendo in his refusal to
follow the false dictates of honor through dress, furnishings, and
meaningless courtesics®> Mendok honor is based on persoaal worth
and individual integrity. While Leonardo urges him to bay a title with
the wealth he has amassed from his years of diligent labor, Meado has
no need for such external and ultimately vacuous displays of fortune.
In a comic, yet poignant conclusion Mendo cleverly rescucs (he social
reputation of the supposedly superior hidalgo Leonardo. Mendo’s
prudence, discretion, and right values distinguish him as the true cuerdo
en su casa, as Leonardo and all those around him affirm Mendo’s
natural goodness, sense and practical wisdom.

In considering the philosphical dimensions of the plays, the pursuit
of reason, moderation, temperance, and introspection stand out as
additional qualities which ennoble the rustic protagonists and enhance
their characterization as ethical men. The examination of man’ inner
nature, [ would argue, is one of Lthe primary issues of these works, and
Lope recalls very rich literary and philosphical traditions in creating a
humble figure who represents a higher moral order. As illustrated
above, Lope evokes the meditative tones of the Horatian and Stoie
traditions and successfully incorporates various of their fundamental
doctrines into these works. The peasant herocs emerge as models of
goodness, humility and classical moderation. They live their lives ia
accord with the natural rhythms of nature, are content with their status
as peasants, and emphatically reject all luxuries. Their daily existence
is one of virtuous industry and quickened mental activity, as they reflect
upon the true essence of man and represent it perfectly in their
excmplarity. While there is no doubt that the elevation of the peasant
is lied to historical, socio-political and economic circumstances as $0
amply documented by such emincnt Hispanists as Castro, Salomon, and
Maravall, I would agree with Rnano and Yarey who state, "Golden Age
plays are literary conccptualizations, and not socio-economic
documents" (28). The philosophical richness of such characters as
Mendo and Tello ¢l vicjo underscores the moral idcal underlying thesc
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works and Lope’s interest in exploring the spiritual essence of man.

Trenton State College

NOTES

1 gee, for example, Horace’s Episties, Book I, Epistle 14 and his
Second Epode.

2 Antonio de Guevara also comments on the bencfits of work in his
famous treatise, Menosprecio de corte y alabanza de aldea.

3 Hiram Haydn affirms, "Stoicism. . . held as its central ethical
principle the government of life by reason in the pursuit of virtue"
(473). The scholar points to the teachings of Cicero and Seneca in this
respect. Henry Ettinghausen also discusses the ideal of virtue as it
appears in Quevedo’s works and shows its basis in Christian thought
through the examples of Job and Paul (34,110). Ettinghausen also notes
the importance of virtue to Seneca, Epictetus, and Juan de Herrera in
his Epicteto espaiol (63,110).

* Zuckerman-Ingber considers Ef cuerdo en su casa in her
examination of Lope de Vegas honor plays (94-100).

5 See Jaime Fernandez’s article for an study of the importance of
the peasants discrecién in Ei cuerdo en su casa.
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"LOVERS OF SELF:"
INCEST IN THE ROMANTIC NOVEL

Allan H. Pasco

Although some have said that "incest is best kept within the family,”
I want to remove it from this intrafamilial privacy and consider it as a
part of what might be called a "social disease" in the French society of
the Prc-Romantics and Romantics. I shall suggest that because
incest~incest implied or inferred, incest averted, incest committed,
incest revealed-was onc of thc dominant themes in the art of the day,
we can conclude that Romantics were obsessed with imcest and that we
are probably justified in believing that it constituted a serious,
widespread, and destructive problem with significant impact on the
whole social organism. Such a study is not easy. Recorded history
from 1750 through 1850 has left us with little in the way of statistics
about much of anything. Figures on immigration are little more than
guesswork, Fignres on suicide until 1825 are cobbled together from
partial records, diaries, and a liberal use of Onija boards. But these
statistics arc modcls of cxactitude in comparison with what we have
concerning incest. Indeed, cven today with our admirable success at
designing, administering, and validating research instruments, whether
questionnaires or other kinds of surveys, the test samples and statistics
on incest remind one of physicians who were expecled to diagnose
favorite concubines by taking the sultan’s pulse. As Maisch put it,
"Whilst it can be said with certainty that incest occurs in all Western
societies, only very unsatisfactory and barely comparable data on the
frequency of its occurrcnce are available.”! The most common
statistical base comes from peoplc in analysis and counseling. Kinsey
built his sample from prisoners. Other sociologists pass out
questionnaires to Lheir students. The unreliability of such data are
clear and need no elaboration. Still, these samplcs of incest victims
provide far inore numerous and far more reliable data than what
remains from the period that interests me, where we have virtually
nothing. Jean Renvoizé has pointed out, "[W]e can never know for
sure exactly what used to happen behind the bushes, in the tent or
under the pile of skins, We don’t know what is happening today, so
how can we be certain of what happened some thousands of years
ago?" (32). Here, he is commentmg on anthropologists’ speeulations
about our primitive ancestors, but the general point remains true for
speculations about our grandfathers and grandmothers. It certainly
holds true for the inhabitants of France two hundred years ago.

The matter is not quite hopeless, however. For some things, as
rccent historians like Eugen Weber have demonstrated, we have a body
of cultural materials that in some areas at least, appears to be quite
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trustworthy. I refer to the novels of the day. Granted they are
presentcd as ficlion or, at bes(, romanticized autobiographies, and onc
must read between the lines, mterpreting im accordance with other faets
that come to us from other sources. And granted that they lack a good
deal in their ability to please today's sensibilitics. Fcw of the novels
that I shall refer to today can still be read with pleasure. But as I hope
to demonstrate, the social realities that are represented in great
novelists like Bernadin de Saint Picrrc, Balzac, and George Sand
appear in the work of less known writers, as well.

Incest was not invented by the Romantics. The myth that assumed
such importance in Freud’s assessment of the human psyche was given
its most important formulations in fifth century B.C. by Sophocles in
Oedipus Rex and Oedipus at Colonus. In France it was most notably
picked up by Corneille (1659}, though ihere was at least one previous
(Fdipe by Jean Prévost. And Vollaire’s (Fdipe (1718) attracted so much
attcntion that it elicited a parody by Dominique five months after the
first performance. Interest in incest was apparently growing, since the
title character of the Abbé Prévost’s Cleveland (1732-39) [alls in love
with Cécile, whom he later discovers to be his own daughtcr.
Nonetheless, one would hardly claim that either Qedipus or incest itsell
was a major subject and even less an obsession in the period’s
literature. By the late eighteenth century, however, when Ducdis wrote
his Edipe chez Adméte (1778) and (Ed:'ge a Cologne (1797), the theme
of incest had become a commonplace.

I turn to the period’s literature less as art than as an instrument for
understanding and, indeed, diagnosing one of the pathological ills of
Romanticism. I am convinced that no other means serves as well to
plumb the fantasies of an age, sinee no other artifacl strives so
consistently to express the incxpressible, to imply the unspeakable.
Nowels are particularly useful, for they include long passages of social
commentary and provide characters with the space to expand on their
feelings and fears. Often artists were nol conscious of the forces that
were driving them to be what they were. Nonetheless, their paintings,
poems, plays and novels leave little doubt of what people were really
like in a particular period, of the impulsions that characterize them for
future generations. We need to be sensitive to those images, attitudes,
characters, and stories that are repeated in works by the samc and
different artists, that overlay one another, that then form a consistent
pattern, a complex. For such purposes, the aesthetic value matters
little, Literature, however, is particularly important for a study of
incest, since incest is a shameful, hidden reality that seldom comes to
the surface except when il is read in the context of other literature and
other sociological realities.

By turning to Romanticism, T am condemned to immersion in the
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limpid pool that served Narcissus to fall in love with himself. Self-
interest, self-love, self-obsession, self-centeredness, such are the most
salient features of the age. No longer particularly concerned with the
general needs of humankind, Romanticism was the great age of the
individual, where the needs of the self were privileged, where liberty,
as Benjamin Constant would have it, became the "triumph of
individualism" (quoted from Waller 93). Romantics invented a
particularly tautological grammar. The grammatical subject was the
first person, the subjective ego, which moved m a regular way through
the verb “to be" to the verbal object, the objectified ego. While Louis
XIV supposedly said, "Aprés moi, le déluget” the Romantic was far
more absolute, "Apres moi, rien!" Though it is true that Romanticism
ean accurately be understood as an opposition to Classicism, the
opposition of imagination, feelings, and individualism to reason,
universals, and discipline, it is primarily the glorification of the self.
It is a cliehé of anthropology to notc that ineest is virtually a
universal laboo. It was a taboo for the Grecks, and it has been a taboo
for the French. Exceptions are wrapped up in otherworldly beings like
gods and pharaohs, or in those moments when the society temporarily
suspends the rules in celebratory festivals of worship or repentance.
There are exceptions in fantasy life, if Freud be believed, and one is
consequently not surprised to find that the lascivious fantasies of the
Marquis de Sade and other pornographers include this taboo among
the mamy violations.> There is no doubt that Restif de la Bretonne’s
fantasy life, and a signifieant part of his voluminous writings, are
dominated by ineest, especially by that of brother-sister and, later,
father-daughter. As Pierre Testud clarifies, while we cannot be certain
that incest was actoally committed with his sister, Genevigve, there is
no doubt of his attraction, and his incestuous relations with his
daughters Agnes and Marion are virtually certain (Réfif 636-52). Still,
although Restif wrote several things that seem to me important in
understanding the pathology of Romantic incest, he never joined Sade
and Diderot in an attempt to concoct a philosophical justifieation.
Sade has Roland explain to Justing, “[T]he more the restrictions that
we break scem respectable, the more the pleasure is enhanced. How
deleetable are the pleasures if it is his mother, if it is his sister, if it is
his daughter.”® In Lag philosophie dans le boudoir (1795), Dolmancé
reminds his student, Eugénie, that the families of Adam and Noah
were incestuous, and far from being repulsed he claims that incest is
very natural. After all, "If love . . . is born from resemblances, what
could be more perfect than that between brother and sister, between
father and daughter?” (3.420). Such reasoning pushcs Diderot’s
chaplain to agree with the Tahitian, "[I] grant you that perhaps incest
does not offend against anything in nature.”® It is worth noting,
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however, that when Sadc’s Crimes de Pamour (1800), particularly
"Emilie de Tourville" “Florville et Courval,” and "Eugénie de Franval,”
focus on incest, the thcme keys the destruction of characters' families,
the institution that the period took as the quintessential foundation of
society,

One cannot consider incest without turning to Rousseau. Here, 1
think his relationship with Maman detailed at length in Les confessions
is less important than the scminal, though implicit, description of an
ineestuovs family in Julie, ou la nouvelle Héloise (1761). As Bernard
Guyon says, La nouvelie Héloise is cxccptionally important to the
history of thc French navel. To somc degrec this is revealed by the
sales, which were unusually good. Rcy admits to having sold 10,000
copies in the first year, and there were hundreds of editions between
1761 and 1800 (2xvili-xix). But it is even inore important to note the
way its themes and devices dominatcd nineteenth-century literature.
As 15 most often the case with father-daughter incest, Julie d'Etrange’s
father is extremely authoritarian. His insecurity is perhaps revealed by
his fanatical insistence on the importance of hereditary nobility.
Certainly he will not entertain a marriage between the low-born Saint-
Preux and his daughter. Although only a minority of incestuous fathers
are violent, when M. d’Etranges becomes so agitated thal he beats his
daughter, one suspcets his real mative may be jealousy: “[M]y father .
. . whosc [ury was only waiting for a pretext, threw himself on your
poor friend. For the first time in my life, T received a slap, and it was
not the only one. Giving himself up to his anger . . . he beat me
mercilessly, although my mother had thrown herself between us, had
covered me with her body, and had received some of the blows meant
for me” (174-75). Finally Julie fell and hit her face on a table leg. She
began to bleed, and the father’s passion 1s spent. Tony Tanner is
correct to conclude, "The attack could hardly be more sexual” (124).

If what Julie calls "[m]y fall, my blood, my tears” (2175) does not
suffice to encourage the thought of rape, Roussean then shows us Lhe
reconciliation. M. d’Etranges pulls her onto his lap.

Al this was done so quiekly, and by such a seemingly
involualary movement, that he almost seemed sorry a moment
later. Bur I was on his lap; he could no longer change his
mind, and what was even more disconcerting for him, he had
to hold me in this embarrassing position. All this was done in
silence, but now and then [ felt his arms press against my sides
with a rather poorly suppressed sigh. 1do not know what
false shame kept these paternal arms from abandoning
themselves to these sweet embraces. There was a certain
reserve that he dared not give up, a certain confusion that he
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dared not overcome that put between the father and his
daughter this charming embarrassment that modesty and love
cause m lovers. . .. Tcould no longer ward off the tenderness
that was overwhelming me. [ pretended to slip, and to stop
myself 1 threw an arm around my father’s neck. I leaned my
face against his venerable cheek, and in a moment it was
covered with my kisses and bathed with my tears. [ sensed
from those that [lowed from his eyes that he himself was
relieved of a great distress. (175-76)

Later, in the post-script, Julie tells us that (he next day she became so
ill while in her mother’s room that "[I] was obliged to go back to bed.
Ieven noticed... Ifear...ah my dear!] am very afraid that
yesterday’s fall may have had a more fatal consequence than I had
thought. Thus everything is finished for me; all my hopes abandon me
at the same tiine" (178). Here, we join Tony Tanncr in understanding
that Julics and Saint-Preux’s love had progressed well beyond holding
hands, and we recognize that she has miscarried her and Saiat-Preux’s
baby. According to recent psychologists, the father in father-daughter
incest is often of the type Rousseau describes. The offender, like M.
d’Etranges, may have major difficulty in controlling his impulses and
have a low tolerance for intimacy. He frequently shows poor judgment,
may be abusive-perhaps physically abusive—and has frequent coaflicts
with people in and out of his family$ Certainly, tlie paternal characters
that we meet in Gothic nowels are most commonly of this variety, and
incest is one of the most important of the infractions around which the
plots turn. Literary incest may have nothing to do with blood
relationships, and indeed rhat is not necessary. Incest has recently
been defined as “any sexual activity-intimate physical contact Lhat is
sexually arousing-between nonmarried members of a family” Incest,
in short, may include both consanguineous and affinitative sex

As an example, one might think of Horace Walpole’s classic Castle
of Otranto, first published in 1767 and translated into French two years
later. There, Manfred, prince of Otranlo, decides to impose his will on
his dead son’s fiancée, Isabella. Even if the prinee had not already
been married to Hippolita, the Anglican Church of the day would not
have allowed Manfred to marry his son’s fianceé® The frisson comes
fromm Manfred’s determination Io break the laws of heaven and earth,
despite repeated warnings from family and friends, and have his
incestucus way with the girl, Finally, he stabs his daughter to death,
mistaking her for the stubbornly resistant Isabella; he is revealed as a
false claimant for his estate; and his castle soon crumbles about him.
Manfred’s justification resides in his need (or an heir, now (hat his son
has died and his wife has become sterile, but the impression grows that



*Lovers of Self:” Incest in the Romanlic Movel 63

he wants more than an heir, more than to satisfy his lust; basically
nareissistic, he wants to duplicate himself,

I do not wish to suggest that the abusive father-daughter pattern is
limited to the imported (Gothic novel and its French imitations. I've
already mentioned Sade’s Justine, where Roland took delight in abusing
his sister. Stendhal also exploited the topos in his account of "Les
Cenci” (1837). His narrator attributes Frangois Cenci’s abuse of his
sons and daughters, culminating in repeatedly raping his daughter while
his wife looks helplessly on, to rebellion against heaven. In such
instances incest is the "unforgiveable sin," the sin that rises above all
others to challenge God himself, the sin for whieh there was no
redemption. Still, despite these home-grown examples, without any
question, Lhe British Gothic novel was a major faetor in the wide-
spread appearance of incest in France at the end of the eighteenth
century. Malthew Lewiss The Monk (1796), translated in 1799, Ann
Radcliffe’s The Italian (1797), translated in 1798, Joseph Faxs Santa-
Maria, or, The Mysterious Pregnancy (1797), translated in 1800, and
many others all depend for much of their affectivity on incest.

The seduetive father is also common. Restif’s prurient imagination
provides the best model for this topos. With but few exceptions, his
writings catalogue his autobiographical narrator's winsome seduction
of legions of young ladies, of whom it turns out that a significant
nomber are his daughters. Usually the protagonist-narrator claims to
be unaware of the relationship during the seduclion proper, though late
in Restif life as his incestuous obsessions become acute, his writings
are considerably more explicit. Even when his protagonist is involved
with a young woman of no blood relationship, he cloaks the affair in
simulated paternity. Expressions like: "My dcar daughter! . .. "My
much loved papat™ abound (Nicolas 2.503).

A number of George Sand’s novels play diseretely on father-
daughter incest. Indiana (1832) opens to what is apparently a typical
evening at the home of Colonel Delamare, a choleric, aging
industrialist suffering from rheumalism and married to a lowely young
girl named Indiana. We learn gradually that her devoted friend, Sir
Ralph, knew her as a child on /¥/e Bourbon. When her father died, he
took her under his wing, determined to be a father for her. Here in
France, however, though completely devoted to Indiana, the phlegmatie
Sir Ralph is clearly out of his element, unable Lo protect the girl from
her desperate search for happiness that throws her in the unworthy
arms of a neighboring philanderer. Much later, after the death of her
husband and incredible trials, Sir Ralph and Indiana find each other
once again and return to Bourbon Isle, determined to commit suicide
together. Sir Ralph takes the last few moments before throwing
themselves off a promontory to reveal to her that beneath his cold
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exterior there lics a burning love for her. When he first saw her as a
child, he says, ‘I made you my sister, my daughter, my companion, my
student, my society” (/ndiana 322). Although he occasionally drcamed
that she would one day become his wife, he was content to be her
father. "My kisses were those of a father” (fndiana 324). "[Y]ou were
nothing but my child, or at most my little sister" (ibid.). He raised her
(Indiana 329). "I was happy; [ was a father" (/ndiana 325).
Unfortunately, his family forced him into an unhappy marriage, and
when his wife dicd, Indiana had been married off to Delamare. But all
is well, at last, for they have formed a suicide pact. Consequently, "1
am now your brother, your spouse, your lover for all eternity’ (Indiana
336). The chapter ends without any indication that suicide can be
avoided, and when the next one opens with them bappily married, we
are left to guess what might have snatched them from the abyss into
which they were ready to throw themselves, In a sort of second life,
Ralph, the father, has married his child. Of course, there is nothing
illegal about this marriage. Ralph and lndiana are not related by
blood, he is not her guardian, and she is not coerced. But the titillating
breath of incest walts across their adventure.

Although mother-son incest is rare in the Romantic Literature, and
indeed in reaJity,g it does occur, Ranked by awfulness, # is considered
the worst, which perhaps explains why Qedipus has had such power on
the collective imaginations of psychologists and psychiatrists, if not the
rest of socicty. Mentions of the "horror of incest” usually refer to
mother-son incest {Renvoizé 34), Authors struggle to make it
acceptable either by removing its sexuality or by having characters
avoid it by learning of their previously unknown relationship.
Beaumarchais makes good use of the topos in his Le mariage de Figaro
(1784) by rendering impossible the marriage with Marceline Lthat Count
Almaviva and the complicitous Judge Bridoison intend to force on
Figaro. When the engaging Figaro is saved for his much loved
Suzanne, the joy is only more complete on considering that, with the
revelation of Marceline as his mother, he is also preserved both from
an ugly, old hag and from the horror of incest.

Maternal incest is nothing if not obvious in George Sand's Frangois
le champi, though the author does what she can to make the close
mother-son bond unobjectionable. I will be his mother" (Francois
247), Madeleine says of Frangois, the abandoned child that she took in.
He continnally refers to her as his "dear mother” (Frangois 363); she
calls him “my child" (Frangois 372). Although as Richard B. Grant has
argued, Sand struggles to desexualize the relationship, among other
things by pulting the planned marriage off in “a nebulous future, after
the novels close,” readers will remember that early in their relationship
the boy "wound around her legs like a small snake” (Frangois 245).
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Grant appropriately emphasizes the phallic nature of the image, for it
prepares the incestuous outcome of their relationship.

By far the most common examples of French literary incest are
between siblings. Although psychologists long claimed that this was in
reality the most common variety, it is a striking fact that their
conclusion is not born out by Lheir data. This has been explained
primarily as an indicatioa that such incest may not cause the
psychological damage that brings palicnts into counseling and, thus,
into data bases.® While it is unquestionably true, as Leonhardt
claimed, that "For in all world literature intercourse between brother
and sister—in contrast to father-daughter relationships-is portrayed as
something perhaps socially undesirable, but basically moving and
lovable" (quoted from Maisch 20), it scems in this case, at least, that
litcralure may not reflect reality.

Madame de Souza’s Eugéne de Rothelin (1808) helps to understand
somewhat better the reasons why people of (he Romantic period were
so attracied by intrafamilial or, specifically, affinitative incest and why
they were so certain that it was incvitable, Eugene has fallen
desperately in love with his second cousin Athénais de Rieux, whom his
father forbids absolutely to marry. The young people’s love grows,
there seems little doubi that they are destined for one another, but the
elder M. de Rothelin remains adamant: "Never will Athénais be my
daughter” (386). He finally explains his reasons. Years before he
married Eugéne’s mother Amélie without knowing that she was
passionately in love with her first cousin Alfred. She was indeed so
much in love that she died on hearing of his death and while giving
birth to Eugéne. Amélie’s aunt, who raised ber, surely knew of this
love for her son, and she should have told M. de Rothelin. Not to
have done so was dishonorable.

The way Eugene’s problems are resolved so that he may marry
Aihénais is unimportant for our purposes. I want instead (o focus on
the love of Alfred and Amélie that caused all the (rouble, a love so
strong that it could be denied only at the cost of their lives. The
reasons for this passion are not emphasized. Had the key not
previously appeared in dozens upon dozens of navels, [ could easily
have passed it by. The explanation comes when Alfred’s mother
explains that "[fJrom his tenderest years, he . . . was admitted to our
salon. Alfred, Sophie, Amélie remained in their apartment, and only
came into mine when their father was absent, They established a sort
of family off on its own" (Rothelin 393).

People of eighteenth- and nineteenth-century France had a
conception about what made for a perfect love that differs significantly
from our own. For them truc love was a matter of likeness. If a boy
and girl were very similar, if they had bad common experiences, if they
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had the same likes and dislikes they stood a good chance of
establishing the kind of love that lasted. Today, we have a different
understanding. Although we do not really believe that opposites
attract, we have learned that the best marriages are between people of
similar cultural background who have complementary rather than
similar gifts and personalities. Talkers marry listeners, leaders need
followers, left brain domination seeks right brain talents. But the
Romantics felt that the very best marriages were made of mirror
images. In that age of individualism, they sought in effect to marry
themselves and in marriage to replicate themselves. Today we might
call it coning. Sade’s logic followed the prejudices of his day when he
wrote that love is born from resemblances, in a passage quoled above
(Philosophie 420). Restif, as well, shows rare insight in a similar
passage, "Could it be true that in lowe, it is not the object 1hat we love
but the momentary charm that it gives our own existence . . . So that
I loved myself through Jeannette, though Mme Parangon, through
Madelon Baron, through Zéphire, through Nécard, throngh Louise
and Thérise! ... Ah! we are all Narcissuses!" (Micolas 2.213). [tis
surely purposeful that Mme Parangon’ given name is Colette, which
as Pierre Testud points out is the feminine form of Colas, the
diminutive of Nicolas, or that another of Restif’s fictional mistresses
bears the name Edmée, which is the feminine form of Edme, Restil’s
second given name (Nicolas L1560-62n2). Because Restifs desire for
himself was so strong, he followed the ancient pattern and used his art
to create ar object for his love. Ovid might well have been talking
about Restif, and indeed about the whole period of the Romantics,
when he judges Narcissus: "Foolish boy,” he says. "He wants himself"
(Metamorphoses 3.30-31). None of them could, of course, do as René
dreamed: "Oh! if [ had been able to share the transports that 1
experienced with another! Oh God! if you had given me a woman that
met my desires; if, as with our first father, you had brought me an Eve
drawn from me" (René 215).

As the amazing frequency of incest in the literature of the day
reveals, Lthere can be little doubt that the perversion held sway in the
fantasy life of many who bought Romantic novels and tickels to
Romantic plays. Moreover, it seems possible, perhaps even probable,
that the model of incest Lhat appears in many Romantic works reflects
reality. I say probably since we have no accurate figures of incest.
There are good reasons for believing that the Romantic period had a
significant problem with incest. Numerous, recent studies make it
clear, for example, that the homes of sex criminals are usually filled
with hard-core pornography, thus indicating that while there may or
may not be a direct relationship of cause or perhaps even of elfect,
fantasy is in some way linked to actions and to reality. To this degree,
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recent cxperience would support Freud’s linking literature with the
dream life of authors. There is surely a similar relationship between
peoplc’s purchases and the imaginative Jife they live. Provious ages had
dependcd on complacent benefactors Lo subvention publicalion. As the
rcading public expanded in the latc cighteenth century and on through
the nineteenth century, publishers were forced to plcase a broad public
by providing them with what they wanted. This madc it possible for
writers like Victor Hugo, Honor¢ dc Balzac, and Eugénc Sue to make
fortunes, and it also gives us a reasonably reliable indication that
readers were willing to buy what the day’s authors wrote. The
prevalence of incest in Romantic literature leaves no doubt that readers
were clearly and indisputably altracted by the theme of incest, since
literature that represents inccst sold by the cartloads.

Furtherinore, we know that a number of the peried’s wrilers had
seriously suspect relationships. T have alrcady mentioned Restif de la
Bretonne’s life and fantasics. He is not alone. The consanguineous
and affinitative incest that imbucs Chateaubriand’s Atala, René, and
Natchez (1826) doubtless grows from the author’s affection for his
sister Lucile. Rémond has even suggested that for Chateaubriaad
“there is no love Lhat is not ineestuous” (7). Numerous critics have
wondered about the incestuousness of George Sands numerous affairs
with younger men and about the very questionable relationship that she
had with hcr son, Maurice. In a widely quoted text that he wrote in
1835 or 1836, Stendhal’s autobiographical narrator tells of his
childhood desire to cover his naked mother with kisses (Henry Bruland
29). The relationship of Bernadin de Saint-Pierre and his sister
Catherine was particularly intense, though perbaps not physically
incestuons (Spaas). And Balzac’s aflair with the oldcr Mme de Berny
whom he called "Maman" lastcd for many years. There are, in short,
a number of reasons for believing (hat ihe incest prevalent in Romantic
literature was a major factor in socicly.

Still, there is a curious fact that brings the literary unplication of
incest into question. It comes to mind because so many Romantie
novels mention that the passionate love they detail involves lovers who
were raised together from their earliest years. The work of E.
Westermarck, Melford E. Spiro, Havelock Ellis, Robin Fox, and others,
however, make love between such partners seem unlikely!! As Robin
Fox swnmarizes, "The inlensity of heterosexual attraction between co-
socialized children after puberty is inversely proportionate to the
intensity of heterosexual aetivity between them before puberty” (Red
Lamp 50). Put into mare comprehensible language this sentence
means simply that families that are closely knit from childhood rarely
develop incestuous relationships. Twitchell puts it very simply,
"Familiarity does not breed conlempt; it simply daes not breed at all"
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(247). Although the supporting evidence for this theory includes
anthropological work among a number of peoples, let me merely
mention the studies done on the kibbutzim, Yonipa Talman, in
particular, found not one case of two people reared in the same peer
group that had married. Moreower, she was unable to [ind any record
of a love affair between members of the same peer group. Joseph
Shephers later consideration of the records of 2,769 kibbutz marriages
comes to the same conclusion. As Fox concludes, *|Blearing in mind
that the elders of these kibbutzim wanted their children to marry, his
findings are slaggering” (Red Lamp 47-48).

The lack of exceplions in the kibbutz studies might raise significant
doubts about the conclusions 1 reached concerning incest among the
Romantics were it not for what we know about the way children were
raised in the cighteenth and early nineteenth centuries. If the children
were raised together from their carliest years, as the novelists so often
say, they would probably not have fallen in love and married. Had they
been co-socialized from their tenderist years, they would undoubtedly
have followed the pattern of the kibbutzim, but, as has been pointed
out in a series of studies on French wet-nursing practices, mosl
children were not raised together in the loving surroundings of their
families. They were instead sent away to the wet-nurse and were most
often out of the home for from two to four years of age.l? Chesnais
points to a decrease in child abuse after 1880 (183). It is perhaps
worth mentioning that the use of wet nurses had declined throughout
the second half of the nineteenth century and virtually ended in the
1890s with the Pasieurian revolution that lead to sterilized feeding
methods. The long paternal absences of significant portions of the
population as they moved around France in search of employment
would also have hindered eslablishing an appropriate relationship with
their children. As Roche points out, until mid-nineteenth century the
constant migrations include significant numbers of men that were
alone. Later their [amilies would more {requently accompany them.
[n short, there is a very good chance that incest was endcmic in the
France of the Romantics. While I would not want to suggest that the
Romantic novel was responsible, there seems little doubt that it
reflected an established social reality. It may even be that incest was
10 some degree responsible for creating readers that were willing to
spend hard earned francs to share the pathetic lot of incestuous and
pathologically depressed Romantie heroes. '

University of Kansas
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NOTES

1 Maisch, /ncest 86. See, also, Young 1-5.

2 [ am grateful to Robert Andersor who has gencrously shared his
knowledge of eighteenth-century theatre with me. See, also, Hesse-
Fink.

3 Henry Miles estimates that incest was the third most common
fantasy of the Victorian pornographers-Forbidden Fruif 6. For a bricf
listing of incest in 18th and 19th century English literature, see,
Montague Summers 391-92. 1t was also an important part of the Sturm
und Drang literature, and, of course, of Byron’s and Shelley’s writings.

43.282. Sade repeats the gist of several of the statements cited
below in his Aline et Valcour (1795, composed during his 1784-89 stay
at the Bastille) 5.121-22.

3 Supplément 496. Aceording to Vernier Diderot probably first
drafted the text in 1772 and revised it sometime in 1778-79, though it
was not published until after his death.

See, e.g., Anderson and Shafer; Renvoizé, Incest 85-87. For
additional studies of the characteristics of such offenders, which may
differ from those I cite in relation to M. d’Etranges, see, Dabney 1-13,

7 Justice 25. For a brief discussion of ather definitions, see, Mary
de Young 1-2,

8 The relevant page from a 1760 Book of Common Prayer is
reproduced in Appendix A of Sandra Dianne Sandell, "A Very Poetic
Circumstance’: lncest and the English Literary Imagination 1770-1830,"
diss. U of Minnesata, 1981, 176. If Manfred had not already been
married to Hippolita, his marriage to Isabella would not have been a
crimne in France, except insofar as he was coercing the girl to submit
to his will.

% Meiselman maintains, however, that it is rare (298-99), as do
others, e.g., M. de Young 66; Maisch 97.

10 Meiselman 75-79; Twitchell 249; Fox, Red Lamp 49-51, 162-63.

1 Fox, Red Lamp 50. The only objection that 1 have heen able to
find to this impressive body of work concludes that there would be no
taboo if there were a natural aversion (e.g., Maisch 45-46), which
strikes me as unconvincing unless one takes "natural® for "genetic®
which was not the meaning of any of the above work.

12 gussman 20-22, 101-29; Senior; Fay-Sallois; Crubellier 41-42;
Jacobus studies the importance of nursing to revolutionary rhetoric; my
article considers the effect of wet-nursing practices on literature.
"Rousseau’s Emile (1762), which praised the practice of mothers’
keeping, nursing and caring for their children, had a short term effect
on the upper classes, but by 1783, according to Louis-Sebastian
Mercier, the fashion of maternal nursing among Parisian women had
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passed" (Pasco 102), and maternal nursing was not the general practice
in either lower, middle, or upper-class families of late eighteenth- and
early nineteenth-century France—-Crubellier 39; Sussman 27. Stone
points out that contrary to France, the practice died out in England by
the end of the ¢ighteenth-century (431-32).

13 Gee, e.g., Benward and Densen-Gerber, and Wiehe. For a useful
bibliography concerned with the victims of incest, see, Dabney 14-47.
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ALBUM CUBANO DE GOMEZ
DE AVELLANEDA:
LA ESFERA PUBLICA Y LA
CRITICA A LA MODERNIDAD

Maria C. Albin

Gertrudis G6émez de Avellaneda inicia un articulo de la revista
Album cubano con la frase: "Mucho se ha escrito sobre la mujer y
mucho resta que decir todavia” (34). Estas palabras anticipan uno de
los desafios a que se enfrenta la critica hoy en dia: producir lecturas
nuevas de las obras de las escritoras canonizadas para develar su
dimensién phblica. Para lograr tal empresa, es menester restituir los
textos de estas escritoras al contexto histérico del que emengea.

El aporte de las mujeres al periodismo es una historia que atin
resta por escribirse, especialmente cn América Latina, donde la prensa
es el vehfculo que emplean las escritoras para entrar ¢n el didlogo
piiblico (Greenberg 173). Durante el siglo XIX, se da en las nuevas
naciones de la regién una estrecha relaci6n entre periodismo y
modernizacién. En el caso de Cuba y Puerto Rico, Gltimas colomias
espafiolas, la prensa se convierte en Grgano de la élite criolla ilustrada
para fomentar sus medidas reformistas y modernizadoras (Gonzilez
15).
Este trabajo estudiala revista que Avellaneda funda y dirige
durante su estancia en Cuba de 1859 a 1864: Album cubano de lo
bueno y de lo bello, publicada por la Impreata del Gobierno y la
Capitania General. Después de una larga ausencia de 23 afios, la
escritora criolla regresa a su isla natal en compafiia de su esposo, el
coronel espafiol Dominge Verdugo; ambos iategran la comiliva en que
viene el nuevo Capitdn General Francisco Serrano, cuya gestion
gubernativa facilité el desarrollo del movimiento reformista en la
colonia. 4lbum cubano debe ser estudiada en el contexto de esta etapa
reformista de la historia calonial de Cuba: la revista representa el
comentario de Gertrudis G6mez de Avellaneda al proyecto nacional,
en su estatuto de discurso siempre reactualizable. La publicaci6n, al
acupar el lugar de un texto secundario, produce un desfase en el
discurso (lo cual, a su vez, instaura una posibilidad abierta para hablar)
desde el que pueden formularse discursos nacionales alternativos.

En el "Prospeeto,” Avellaneda revela que la revista constituye un
humilde aporte a la artieulacién del proyeeto nacional, cuyos pilares
son la obtencién de reformas [rente al gobierno metropolitano, y la
modermzacidén de lodos los ramos econdmicos:
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Mas vemoas que mientras la industria viene 4 auxiliar con
sustriunfos los triunfos de las 1deas, que el telégrafo, el
vapor, los ferracarriles, enlazando al mundo, difunden las
luces, . . . resaltan igyalmente revelaciones de adelantos de un
Orden superior, que completan el gran cuadro de la
civilizacion cristiana . .. y por eso cuando anhelantes de llevar
nuestro humilde dbolo al tesoro de progresos que enriquece
a Cuba, nos decidimos a fundar un modesto periddico . . ..
(cit. en Escoto 166)

La publicacién cumple dos propésitos: sirve de medio de difusida de
la comunidad imaginada de 1a nacidn; y crea una esfera pablica
alternativa ("counter-public sphere”)! que permite el acceso del género
femenino a un espacio discursivo contestalario, desde el cual participa
en el debate nacional y euestiona el proyecto modernizador.

La critica al proyecto modernizador no se hace esperar: en el
"Prospecto” se arguye que el progreso en {a agricultura, la industria y
el comercio, es decir, la prosperidad material, debe ser complementada
con adelantos de orden intelectval (cit. en Escoto 166), y m4s adelante
se declara que la moral preside el programa de la revista (166-7).
Desde las primeras paginas de la revista, la escritora criolla destaea
que Aibum cubano es uaa publicacion redactada por mujeres y dirigida
principalmente a una audiencia femenina (cit. en Escoto 167). Con su
poema "A las Cubanas" inaugura la publicacion: texto escrito como un
prolongado apdstrofe a sus compatriotas en que concierta un paeto
fraterpal eatre ella y las mujeres de la isla. El editorial "Lo bueno y
lo bello,” escrito por Avellaneda, abre Album cubano con una
explicacién del titnlo de la revista: lo bueno corresponde al mundo
moral en su relacidn con la libertad humana; esta filtina es regida por
la ley divina que ilumina la raz6n y establece la armonia, Se deduce
que “Lo bueno ... estodo aquello que la ley moral muestra 4 la
razén como verdadero, justo y conveniente” (A/bum 3). En cambio, lo
bello pertenece al dominio intelectual porque el artista, por medio de
su obra, imita la belleza perfecta creada por Dios (3), pero lo que
capta la atenci6n del lector en el editorial es la declaracién de que en
Album cubano "dominar4 . . . un pensamiento esencialmente religioso”
(4).

Awellaneda emplea como estrategia retérica el discurso religioso
para emitir su critica al proyecto modernizador basado exclusivamente
en la filosofia positivista. Cita a coatro fl6sofos, historiadores y poetas
franceses para legitimar su saber sobre ¢] mundo moderae, a la vez
que éstos le sirven de fundamento en su cuestionamiento del proyecto
nacional. La primera autoridad en la que se apoya es el historiador de
filosofia Victor Cousin (1792-1877). Es muy probable que la escritora
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derivara el titulo de su revista de la obra teGrica mas importante de
Cousin: Du vzi, du beau et du bien (1853), ya que sus definiciones de
Io bugno y de lo bello parceen ser extraldas dc la misma.

Cousin, promotor dcl ccleeticismo, afirma cn el prefacio de su obra
que £ste es un método hist6rico y una aplicacién de la verdadcra
flosofia: el espiritualismo (9}. El pensador francés fue ¢l primero cn
utilizar ¢l término "espiritualismo” para definir su postura polémica
frentc al posilivismo; de ahf que condene el atefsmo y el materialismo.
Alega que el espiritualismo cs cl aliado natural de Lodas las causas
noblcs; suberdina los scntidos al espiritu, restiluye ¢l sentimiento
religioso y conduee al arte genuino, as{ como a la forma de gobierno
autéetica (9). Como vwemos, en el pensamiento cousiniano confluyen
cspirilualismo y politica, sicndo csta lilosofia la basc del buen gobierno.

El gesto dc cilar al pensador francés cn cl editarial con que sc
inicia la revista, implica la voluntad de Awllaneda dc incorporarse al
debatc nacional, ya que en torno a las doctrinas propagadas por
Cousin, se da en Cuba una dc las més importantes polémicas filosdfico-
politicas del siglo X1X. José de la Luz y Caballero (1800-62),
considecrado cl introductor del positivismo en Cuba, protagonizé cl
debate filosdfico-politico que se inicié cn 1838 y durd basta 1840, con
una serie de articulos refutando las ensefianzas de Cousin en el Diario
de la Habana. En el Elenco de 1840, obra destinada cn gran parte a
combatir a Cousin, escribc quc ¢l despertar el interés cn la juventud
cubana por el estudio dc las ciencias naturales y las matcmélicas es una
"tendeneia, a un tiempo cientifica y patriética de nuestras doctrinas”
(cit. en Vitier 2: 117). Llev6 la negacion del eclecticismo al dominio
de la politiea alarmado por Ia doctrina del "optimismo histérico”
cousiniana que veia en Ja historia la forma en que sc manifestaba el
gobierno de Dios en la Lierra. Para Luz las ideas de Cousin resultaban
perjudiciales para la nucva generacion porquc detenian el desarrollo de
los estudios cientificos del pais, adem4s de fomentar la aceptacion
pasiva del régimen colonial ¢n la isla.

Laespecificidad ideol6gica de Avellaneda frente al proyecto
civilizador propugnado por los ide6logos de la modernizacion consiste
en adoptar el espiritualismo de Cousm como el discurso filosdlico que
subyace en ¢l programa de la revista y ¢l asumir la postura del
catolicismo liberal. Es signilicativa que Avcllaneda concluya el editorial
que da comienzo a la publicacién de Album cubano con una reflexién
en torno a una cita de Lacordaire, quien al asumir una postura de
catolicismo liberal favorcce ¢l nexo entre la cicncia moderna y la
religion. De ah( que ¢l espiritualismo y ¢l catolicismo liberal de
Awellaneda se constituyan en estrategias retéricas para incorporarse al
debate del proyecto nacional, a la vez quc pone en entrcdicho la
mcipiente sccularizacion de la sociedad burgucsa.
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El articulo que sigue al que inaugura la publicacién Album cubano
se titula "La Cruz," escrito por Virginia Felicia Auber: comienza
mostrando la cruz como un simbolo del programa que sustenta la
revista, pues declara "/Nada simboliza taato lo bueno y lo bello como
el sagrado signo de la Redencidn!" La cruz se erige en emblema de la
modernidad al reemplazar a sus iconos: el ferrocarril, el vapor, ¢l
telégrafo y otros adelantas tecnoldgicos. Elsigno religioso se
traasforma en un medio para expresar un contenido profano: un
proyccto alternativo de progreso basado en la moral cristiana que se
contrapone a los que formulan los patricios modernizadores de
América Latina, en especial al proyecto civilizador de Sarmiento (1811-
88). En el articulo, la cruz se erige en estandarte del progreso, ya que
"no solo ejerce la cruz una misién dc paz y de consuelo; tambien la
ejerce de civilizacidn. Los misioneros la toman en una mano . . . y van
por su medio 4 derramar la luz en las tiniechlas de la barbarie" (8).

El proyecto civilizador de Sarmiento consiste ¢n regenerar la
barbarie por medio de la educaci6n secular y de la politica inmigratoria
que colonice los desiertos para crcar una nueva raza, ¢xeata de los
vicios de la herencia cultural espafiola. La base moral del proyecto
sarmientino es laica: tiene sus fundamentos en la asociacién y el
contrato, principios politico-morales que rigen la sociedad anglosajona.
Por lo tanto, el plan civilizador de Sarmiento combina el liberalismo
racionalista con ua positivismo prictico que no se ampara en la
filosofia espintualista.

La educacion popular y secular, cimiento del proyecto civilizador,
es cuestionada en dos artfculos de Album cubano titulados "La
instruccidn piblica y la propagaci6n de la ciencia” y "Del caracler y
trascendencia de la Educacion Popular en las sociedades modernas.”
En ¢l primer escrito, s¢ habla del objetivo de la instruccién poblica: la
propagacién de la ciencia, Se enfatiza que el ilustrar al hombre en la
ciencia es encaminar a la gran familia humana hacia la perfeccién; sin
embargo, se recuerda la verdadera misi6n de la ensefanza: educar para
la virtud y la felicidad (225-6). En el segundo articulo se propoae una
pedagogfa nacional en la que la educacién del pueblo para el progreso
no est subordinada a la ciencia, sino basada en el principio moral y
religioso, capaz de combatir las eseisiones de la sociedad moderna
(292-3).

En Atbum cubano aparecen tres articulos de Avellaneda sobre la
mujer: uno trata de la importancia de la mujer en los anales de la
religién y los dos restantes estdn dedicados a las cualidades del caricter
del género femenino. En los artfculos recurre al discurso del
cristianismo para legitimar la participacion de la mujer en la historia,
y sugiere que la esfera legitima del género femenino en politica no
debe circunscribirse al hogar, sino que debe incursionar en ¢l dominio
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plblico reservado a los hombres: "i'Y €s0 que la mujer no estd admitida
4 tomar parte en los intereses pfiblicos, ni ha tenido jam4s un
Capitolio!" (35).

Avellaneda propone la teorla de que la potencia afectiva de la
mujer la dota de una esfera de accidn, cuyo amplio alcance resulta
imposible precisar (227). Entre los ejemplos de mujeres sacados de la
historia, menciono algunos por ser ilustrativos de una caracteristica que
Benedict Anderson atribuye a la nacién como comunidad unaginada:
la voluntad y el dereche de morir por el pais que prevalece entre los
miembros de la fratermidad horizontal de la naci6n (7). Este sacrificio
militar, encarnado en la figura masculina del soldado, le es vedado a
las mujeres, limitadas a su funcién de madres de los ciudadanos.

El primer ejemplo, extrafdo del Antiguo Testamento, es ¢l de
Débora, juez, proleta y gobernante, quien ayuda a dirigir las huestes
israelitas en contra del ejército opresor. Otro caso de la historia
antigua es el de las espartanas que rehusan acatar la orden del senado
de refugiarse en la isla de Creta, donde se hallarian a salvo de las
tropas enemigas. Al referirse a las espartanas, escribe Avellaneda:
"blandiendo espadas en sus blancas manos . . . no obedecerdn nunca un
decreto que las deshonra, pues todas estdn dispuestas 4 vencer 6 4
morir con sus coneiudadanos” (227). El decreto es el interdicto que
degrada a las mujeres al prohibirles la plena participacidn en la defensa
del territorio nacional, y con ello se las excluye de la fraternidad. La
transgresién del decreto se constituye en la afirmacién de la mujer
como ciudadana, dispuesta a sacrificar su vida junto a los soldados, sus
concindadanos. Avellaneda resalta la imagen de la mujer soldado con
otros ejemplos: ¢l de Bobolina, la ilustre griega, que defiende su patria
del pader invasor turco (228); y ¢l de la esposa de Germénico, que en
ausencia de su marido, ocupa la posicién de general. Respecto a este
dltimo caso, Avellaneda declara: "Verémos . . . dejar el lecho, en que
acaba de ser madre, para reanimar con su voz 4 las huestes del
campamento” (228).

El dltimo de los tres articulos se inicia con el reconocimiento del
cristianismo como discurso que proclama la igualdad de la mujer, y
acto seguido, retoma el tema de la disposicién del género femenino
para ejercer la autoridad civil y politica. Avellaneda elogia el gobierno
de las ilustres princesas de Rusia por haber extendido los limites y
primacia del Estado, por la supresién de tormentos, el fomento de
reformas, y el alentar el estudio de las ciencias y las artes {260). El
programa de gobierno de las princesas puede leerse como un texto que
se superpone a otro, pero que deja ver por su [ransparencia: el
discurso que encubre a medias es el de una propuesta alternativa para
redefinir el proyecto modernizador formulado en Cuba duraate el
mando del General Serrano. Para la escritora, ¢l fomento y desarrollo



k! Maria C. Albin

del movimiento intelectual de un pais debe integrarse al plan de
progreso, pues argumenta que, en América, las mujeres defienden los
adelantos cullurales amenazados "de sofocacién en unas partes por la
preponderancia de los intereses materiales yen otras por las
disensiones civiles" (261). Concluye el artfculo reiterando la capacidad
privilegiada con que estdn dotadas las mujeres para ¢l gobierno y lo
evidencia recordando que "en las naciones en que es honrada la mujer,
en que su influeacia domina en la sociedad, allf de seguro hallareis
civilizacion, progreso, vida pblica’ (262). En cambio, arguye que en
los pafses en que no se toma en cuenta al género femenino, predomina
la barbarie y la ruina moral (262).

Avellaneda alude al General Serrano en el Gltimo p4rrafo del
editorial “Revista literaria" que cierra la publicacién de Album cubano.
Alega que bajo su administraci6n el movimiento intelectual de la isla
prosperaré porque el "exclarecido procer” goza de una "justa reputacion
de hombre ilustrado, favorecedor de todo progreso legftimo, y tan
amante de /o bueno y lo bello” (380). El progreso legitimo al que se
refiere la escritora es el que se formula en la revista: éste no se apaya
en la filosofia positivista, sino en el orden moral y religioso que
propaga el espiritvalismo cousiniano; e incluye a la mujer no como
simbolo pacional, sino como ciudadana y agente del quehacer histérico.

Yale University

NOTAS

! Rita Felski explica la légica de una esfera ptblica alternativa del
género femenino: "The logic of the feminist counter-public sphere must
thus be understood as ultimately rational, in a Habermasian sense
.. . in the procedural sense of engendering processes of discursive
argumentation and critique which seek to contest the basis of existing
norms and values by raising alternative validity claims* (12).
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SEAGULLS IN THE MIND: REALISM IN
ROBBE-GRILLET AND BALZAC

Margaret W, Blades

In 1961 Alain Robbe-Grillet proclaimed a “new realism,” which he
hoped would go beyond the confines of the traditional novel (read
Balzac) and would find a new audience. The issue of what realism is
and had been for the nineteenth century French reading public
became important in a series of Robbe-Grillet’s essays, collected in
Pour un nouveau roman, and opened the battle between the traditional
critics and the New Nowelists. With Roland Barthes’ Critique et vérité,
a whole generation of French critics joined the fight over definitions of
the novel and creative writing in general, the new critics attacking what
they saw as a stultifying set of unwritten principles which governed not
only fiction, but criticism of both classical and twentieth-century texts
in all genres. In his critical ¢ssays, Robbe-Grillet takes a writer's
critical stance in assessing the contemporary state of both fiction and
criticism. Unfortunately, Balzac is the object of the attack,
representing as he does for Robbe-Grillet convention and the
conventional novel. In this paper I intend to discuss the Robbe-
Grilletian and Balzacian versions of realism, their points of contact and
their divergences, with a view to clarification of their differences.

Although the New Novelists included Nathalie Sarraute, Claude
Simon, Michel Butor, Marguerite Duras, Robert Pinget, Alain Robbe-
Grillet, and sometimes Lthe aloof Beckett, they did not issue any
manifestoes as a group or speak with critics as a group; rather, each of
the writers wrote occasional pieces in the French or Parisian literary
press and articles or essays in which they each tried to define their
novelistic practices.

Robbe-Grillet, probably by default, being the most theatrical of
these writers, and the most willing to deal with the press and critics
publically, became the spokesman for them. He tried to respond for all
of them, as well as for himself, to criticisms that the New Nowelists had
left behind a tradition of novelistic practice that dated from the
nineteenth century novel--particularly Balzac--and had ruined a "good
read” for a public avid for good stories, believable characters, and lush
descriptions.

But Robbe-Grillet tried to define what the New Novelists wanted to
do and what these experimental writers felt was possible in the novel.
In “Nouveau roman, homme nouvcau” he enumerated what the new
nowel set out to do:

Le nouveau roman n'est pas une théorie, c’est une rccherche.
Le nouveau roman ne fait que poursuivre une évolution
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constante du genre romanesque.

Le nouvrau roman ne s'intéresse qu'a Phomme et 3 sa situation
dans le monde.

Le nouveau roman ne vise qu'd nne subjectivité totale.

Le nouveau roman s’adresse A tons les hoinmes de bonne foi.
Le nouveau roman ne propose pas de signification toule faite.
Le seul engagement possible, pour I'écrivain, c'est la Littérature.
(114-120)

This statement was the closest the Now Nowelists came to subscribing
to a Manifesto which could include all of their work. Meanwhile,
Roland Barthes wrote of Robbe-Grillet that the object in his novels is
no longer a “foyer de correspondanccs™ (a meeting of
correspondences, in the Baudelairean scnsc), nor a *foisonnement de
sensation et symboles®, bul rather was “une résistance optique®--an
optical resistance (Les critigues de notre temps et {e nouveau roman)
Barthes said that Robbe-Gnillet's fiction remained on the surface of the
object, and was withont alibi, thickness or depth; it was a refusal of
anthropomorphisin. The object, Barthcs continued, in Robbe-Grillet’s
fietion was neither allegorical nor double nor opaque. Finally, the aim
of Robbe-Grillet, for Barthes, was to assassinate the classical object 2
la Balzac.

I have slid from diseussing the critieal writings of Robbe-Grillet to
a discussion of Barthes on Robbe-Grillet's fietion, but the fiction and
the theoretical writings of Robbe-Grillet are two sidcs of the same
debate. I'd like to turn now to what Robbe-Grillet said about Balzac,
which properly speaking is a way of secing whether Robbe-Grillet in
fact understood Balzac and early realism in France, Did he give Balzac
his due?

In “Une voie pour le roman futur *(Pour un nouveau roman),
Robbe-Grillet asserts that the public sticks to the bourgeois novel and
it is thus diffieult to imagine what an entirely ncw literature would be,
*La seule conception romancsque qui ait cours anjourd’hui est, en fait,
celle de Balzac™ (15). A “good” novel is the study of a passion, and
has been since the time of Balzae. Most successful recent novelists,
says Robbe-Grillet, could copy long passages of La princesse de Cléves
or of Le pere Goriot without awakening suspicion in the reader--
consumer. These writers-—-the reproducers of Balzacian-style nowels--
bank on such eternal verities as the human heart and the signifying
object for their effects.

The vocabulary of the critic, according to Robbe-Grillet, is full of
the old, traditional categories which retard the development of a really
accepting public--such notions as character, story, engagement, or the
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didactic approach, form, and content (25-44). Thus not only the critics
but the bulk of contemporary wrilters, too, are guilty of slowing the
novel’s progress, of resisting any innavation.

What is Robbe-Grillet’s own critical stance? Coming out of the
fifties, he expresses sentiments similar to those of Sartre, for he says
“le monde n’est ni signifiant ni absurde. 1] est, tout simplement”® (8).
Around vs, *es choses sont 13" (8). He goes on to discuss “la réalité
brute” which, he says, the movies bring to ns. The filmed narration of
a scenario or a novel offers us the brute reality of images which, in the
novel, are merely described -- and the filmed chair, the filmed house,
of for example, Mme Vauquer in Le pére Goriot is overdetermined.
The film restores to the acvel’s descriplion its essential reality. Robbe-
Grillet says nothing about shifting perspectives in the movies or an
unreliable camera--like an unreliable narrator, but we know he
experimented himself with film as well as with fiction in Last Year at
Marienbad. Profondeur--depth--is a myth of the Balzacian novel.
Things in the early Realist novel bave a hidden soul - *toute I'dme
cachée des choses”™ (22)--which the novelist strives to reveal to us.

However in a future povel the art of the novelist will be to portray
the world as it really is--without depth, without meaning. The adjective
will content itself with “measuring, situating, limiting, defining®
(Robbe-Grillet, 23); this will be the path ol a new art of the novel.
The novel must seek to desacralize, demystify, demythologize,
dehumanize, and de-anthropomorphize. It is in search of itself (137).

It follows then that what Robbe-Grillet reproaches in Balzae is the
attempt to sacralize, mystify, mythologize, humanize, and
anthropomorphize. "The old myths of depth”® are criticized by
Robbe-Grillet in the nineteenth century novel, whick Robbe-Grillet
conneets to a history and a socicty, and Balzac beeomes the arch-
adwversary of the evolution of the novel, particularly the contemporary
oovel. But is Balzac as naive about reality as Robbe-Grillet seems to
think he is? Does Robbe-Grillet credit Balzac with being conscious of
creating “myths of depth”, of “sacralizing” the referent, of
“mythologizing” the society of his century?

Balzac, it seems to me, is very much aware of the contradictions and
difficulties inherent in the project of creating the illusion that is the
novel.

Lilian Furst has pointed out in *Rereading Realist Fiction” the
assumptions of Balzac in the beginning of Le pére Goriot, where Balzac
claims that his writing is neither a fiction nor a novel, but that in it
“All is true,” Le pére Goriot, thus, is to be read as a “transcription
of real life” whose elements we will all read referentially, with an eye
to learning what the omniscient narrator has himseif understood about
--among other things--the love of an old father for his daughters, the
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ambitions of a nearly penniless law-student, the stingincss of the owner
of a boarding house, and the unfeelingness of ungrateful daughtcrs--
not to mention the intrigucs and Jove-affairs of the nineteenth eentury
version of “le tout Paris” as well as la Pension Vauquer. Robbe--
Grillet is correct here in saying that this narrator in Balzac can only be
Dieu, given his omnipresence and omniscience.

However, throughout the narration of Le pére Goriot there are
examples of the author’s intrusion upon the smooth relating of a story.
As in Fugénie Grandet, where the reader is often brought back to
herself by statements about "ces pensées qui naissent au cocur dcs
jeunes filles quand un sentiment s’y loge pour la premi2re fois" (V.IIL
1059), we [ind in Le pére Goriot the following: “Allons, se dit-il en lui-
méme, je suis sir que je leur fais des phrases de coiffeur” (VIIL 112);
*La maison Vauquer est unc de ces monstruosités euricuses® (V.ITL
59); *il allait donc voir pour la premi2re fois les merveilles de cctte
¢léganee personnelle qui trahit Pame et les moeurs d’une femme de
distinction” (V. I11. 104); “(le tailleur) se considéra comme un trait
d’union entre Ic présent ol Pavenir des jeuncs gens” (V. 111, 130); “Le
bonhomme se prit donc pour son voisin d’une amitié qui alla croissant,
et sanslaquelle il eut €t¢ sans doute impossible de connaitre le
dénoucment de celte histoire” (V. I1I. 162).

Perhaps these are not so much authorial intrusions as the techniques
by which the illusion of a fictional world sustains itself, the
*spectacular signs,” as Barthes called them, by which the [fiction is
constituted and poinls (o its own creation. In fact, in S/Z Barthes read
Balzac with a very specific aim of uncovering the devices behind the
illusion of reality. Thc artifice has to be maintained also by such--for
Robbe-Grillet--hateful devices as the omniscient narrator, the
contraction and expansion of time, the panoramic surveys of the eye as
it takes in all the details of a boarding-house or the salon of an
aristocrat, the entering into the mind of a character, the phrasing of a
character’s thoughts as he contemplates a deceived husband or a
decciving wife, and the insertion into the internal frame of reference
of sufficicnt material from the cxtcrnal framc of reference--dates,
political events and historical figures--that the reader loses his or her
sense of disbelief. Balzae also encourages us to believe with him, as
he writes in Eugénie Grandet that the clergy believe "tout plaisir
semble ou un vol ou une faute” (V. III. 1061) or to agree with him
that “Ici donc le passé d’Eugenie scrvira, pour les observateurs de la
nature humaine, de garantie 3 la naivete de son irrefléxion et 4 la
soudaineté des effusions de son dme. Plus sa vie avait été tranquille,
plus vivement la pitié féminine, le plus ingénieux des sentiments, se
déploya dans son 4me” (V. II1. 1102-1103). Balzac asks us to
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generalize with him: “Tout pouvoir humain est un composé de
patience et de temps”® (V. I1l. 1104). He also frankly asks us to regard
his fiction as a play: “Dans trois jours devait commencer une terrible
aetion, une tragédie bourgeoise sans poison, ni poignard, ni sang
répandu, mais relativement aux acteurs, plus cruelle que tons les
drimes accomplis dans I'illustre famille des Atrides” (V. III. 1148),
and with this foreshadowing of the struggle between Eugénie, her
mother, and her father, and the comparison with the plays of
Aceschylus, he brings us to a literary-historical plane, and compares his
own fiction to the works of the classical Greek age. But he precedes
this attempt to place the "bourgeois tragedy” alongside the ancient
aristocratic tragedy with this sentence: “Dans trois jours I'année 1819
finissait® (III. 1148), thus refering us to a recent historical moment
(Eugénie Grandet appeared in 1833), and pointing to the external frame
of reference.

The “spectacular signs by whieh the fiction points to itself as
fiction” are also seen in Balzac's cynical comment on the death of old
Grandet, when he writes, “dit-il en prouvant par celte dernitre parole
que le christianisme doit étre la religion des avares” (V. 111, 1175).
And Balzac finally feels compelled to comment on Eugénie's fate and
to draw the moral lesson by remarking, on the last page of the nowel,
“Eugénic marche av ciel accompagnée d’un cortdge de bienfaits. La
grandeur de son dme amoidrit les petitesses de son éducation et les
coutiimes de sa vie premire. Telle est I'histoire de cette femme . . "
(V. III. 1198). Thus Balzac brings us back into the external frame of
reference with the present tense of the verbs.

Tzvetan Todorov writes in his introdnction to Littérature et réalité
that “en lisant les oeuvres réalistes, le lecteur doit avoir 'impression
qu'il a affaire A un discours sans autre regle que celle de transcrire le
réel, de nous metire en contact immédiat avec le monde tel qu'il est”
(7). That is approaching the matter from the reader’s perspective--
that we must somehow be persuaded that the real is being represented.
Perhaps Balzac is not quite saying the same thing in his short
commentary in Le pére Goriot, after all, he writes “All is true.® True,
not real! In other words, vraisemblable.

Alain Robbe-Grillet approaches the “transcription of the real®
from the writer’s point of view, 1n a passage from Pour un nouveau
roman (138-139), he says that he became aware of the referential
fallacy or what he calls the reafist fifusion when, on a visit to the beach,
he deeided to observe things at the beach in order to, as he says,
*catch things n life” and “refresh my memory." He soon discovered
that the seagulls he watched at the beach had only a "confused
relationship® with the birds he was trying to describe in Le woveur, and
that, what's more, he couldn’t care less. “Les seules mouettes qui
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m'inportaient . . . étaient celles qui se trouvaient dans ma (€te” (139),
He goes on to say that the seagulls in his head came probably also
from the external world, but that they had becn transformed, becoming
even more real, because they were now imaginary (139). And here is
wherc Robbe-Grillet breaks with Balzac, but not, as he claims, with
Flaubert. Robbe-Grillet writes: *Je ne transcris pas, je construis®
(139). The work has come (0 be tolally unrelated to the outside world
and, he says, was always so. Only Balzac didn’t realize it, according to
Robbe-Grillet.

However, I have shown that first, Balzac does nol claim to represent
the real, bnt rather to writc what is true of his age; secondly, that
Balzac is far more aware of the creation of the illusion, of the fiction,
than Robbe-Grillet gives him credit for being. Other examples too
numncrous to mention could be found in other parts of the Cormédie
humaine. Thus Balzac is not the naive realist that Robbe-Grillet seems
to believe he is, nor is Robbe-Grillet himself more sophisticated by dint
of his profcssion of awareness of the pathetic fallacy or the refereatial
illusion, no matter what he says about seagulls in Brittanry. For he sull
nakes reference to brute reality and says that the novel of the future
will bave to be one in which the adjective is content *de mesurer, de
situer, de limiter, de délinir . . ." (23). In faet, Robbe-Grillet still
believes that be will be pinning down rcality, representing the rcal
without the "old myths of depth® and without trying to assume the
“hidden soul of things". It is no accident that one critic labeled all
the Nouveaux Romaanciers as “I’école du regard™ and that others
hostile to Robbe-Grillet and cxperimentation, found the novels, movies
and cind-romans of this nowelist to be nothing more than sterile games
which frustrated readers and led nowhere. Perhaps thc most
emblematic title of all his novels is Dans le labyrinthe, a title which was
echoed in other writers’ short stories and novels in that samc decade.

What is certain is that Robbe-Grillet's narrators are not the kind
who ask *Are you sitting comfortably?” before they begin. Narrative
point-of-view shifts constantly and the object is taken up again and
again in different perspectives, always remaining the object, and thus
having no *hidden soul,” but changed, layered, deformed, misplaced.
In this *école du regard® the gazc itscll takes on significance, and in
another of the Nouveaux Romanciers, Nathalie Sarraute, the gaze even
becomes sadistic. Another title of a Robbe-Grillet novel, La jalousie,
plays upon our expectations of a psychological novel, or a domestic
quarrel, by turning itself into a double-edged noun--referring also to
the venetian blinds through which characters spy on gach other without
being seen, a theme which is echoed in the novel Le voyeur. Thus,
Robbe-Grillet’s titles - and adjectives, and objects - arc always, despite
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what he says in Pour un nouveau roman, slipping away from our grasp,
receding into the depths, in every way eluding the measuring,
calculating eye.

We return to what Robbe-Grillet said he wanted the New Nowel to
be understood as: I refer you to the list of statements he made in
defense of his own nowels. In this formulation of what the New Nowvel
is and is not, he 15 above all responding (o critics of experimentation in
fiction and very likely to the stranglehold that critics before Roland
Barthes' Critique et vérité had on the French reading public as well as
in the university. Barthes' attitude in his polemic against Raymond
Picard is shared by Robbe-Grillet. In fact, we can see Barthes and
Robbe-Grillet as belonging to that generation of French intellectuals,
writers and critics alike, who share the structuralist view of literature
and particularly of realist fiction, as the view is described in Furst’s
article. Like Barthes, Robbe-Grillet rejects both the Marxist view of
literature and Sartrean engagement ar political commitment. Robbe-
Grillet straddles the question of whether the word refers only to other
words or whether it refers to things, acting as if he belived in the
former for his fiction, but espousing the second view in his eriticism.

Howewer, Robbe-Grillet is solidly with the Structuralists in shifting
*the focus of the discussion from the wveracity of the representation to
the nature of the verbal texture® (Furst, 19). Further, Robbe-Grillet
sces the writer as an artist, not as a social historian, and literature as
‘something other than reality” (Furst, 20).

In the end, much separates Robbe-Grillet’s famous fictional seagulls
from Balzac's Pension Vauquer. I have tried here to delimit some of
the differences.
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THE WRITING PROCESS AND THE LIMITS OF
IRONY IN CESAR VALLEJO’S

POEMAS HUMANOS: AN INTERPRETIVE READING
OF ‘INTENSIDAD Y ALTURA

Cheryll Saylor-Javaherian

César Vallejo's third major work, Poemas humanos (ca. 1931-37), is
a collection of poems that embodies the existential contradictions of the
human condition both from an individual and a collective viewpoint.
The shaping principle in the portrayal of these contradictions is
thematic and stylistic irony; however, no systematic studies of Vallejos
irony have yet been offered. The present investigation is an initial step
toward filling in this lacuna.

Five types of traditional thematic iromy characterize two-thirds of the
texts of Poemas humanos: comic, satiric, paradoxical, tragic, and
nihilisti¢. In a general way, all of these thematic types of irony
corroborate Michael Riffaterre’s definition of irony as "two
simultaneous and contradictory meanings” (169). Nihilistic irony carries
irony to its limits with regard to a play of contradiction between value
and countervalue meanings because it always incorporates a denial of
value. By “value meaning" is suggested a positive, ethical signification,
one that is correetive of a countervalue meaning. In nihilistic irony, the
speaker as ironist and /or as ironist and victim appears unable or
unwilling to formulate a clear division between good and evil, as is the
case with both tragic and satiric irony. Moreover, the victim of
nihilistic irony demonstrates little of the struggle for meaning or for
phrysical existence that characterizes tragic iromy; or, at best, this victim
ultimately views such struggle cynically. There may or may not be
evidence of suffering on the part of the victim, but when suffering is
present, it is also viewed with cynicism by the ironist as bath lyric
speaker and victim or by the ironist as implied author. The victim
arouses little or no sympathy. This definition of nihilistic irony
accommodates Vallejos particular response to the vision of the absurd,
for in the three texts of Poernas humanos which might be regarded as
exem plifications of nihilistic irony, "Intensidad y altura," "La punta del
hombse" and "Sombrere, abrigo, guantes," there is no conception of a
Nietzschean revolt as a response to the proclamation that God is dead;
rather, there is Schopenhaueristic pessimism or cynicism and
resignation.

A reading of "Intensidad y altura" is offered in the present
investigation. This text works toward poetic closure in an all-
subsuming nihilistic irony by means of an interplay of contradiction
which also includes both tragic and satiric irony. Together with
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“Primavera tuberosa” and "Un hombre pasa ¢on un pan al hombro,”
"Intensidad y altura" makes a statement about artistic production.
These poems suggest diametrically opposite views of paiesis: "“Un
hombre pasa con un pan al hombro” highlights the need for bolshevik
art; "Primavera tuberosa” likewise sugpests the speaker’s switch from
the ostentatious manner of art of his early poetie career to a style more
coterminous with Marxst ideology. Neither of these texts suggests the
denial of value regardiag the creative process that is embodied in
"Intensidad y altura.” The contradictory views expressed in these three
texts might seem to indicate a disunity in Poemas humanes, but the
present investigation finds that these contradictions evince a rather
faithful portrayal of existential tensions of which art itself becomes a
rhetorical victim,! “Intensidad y altura” is a sonnet which explores the
frustrated efforts of the lyric speaker to "creale” a poem that might be,
as the title suggests, both profound and majestic. The three interwoven
ironic outlooks, their values and/or countervalues, and the element of
sympathy evoked for the victim(s) may be schematized as follows:

Tragic Trony
Valiue: the speaker’s struggle to create a prafound and noble work of
art--presumably a poem
Countervalue: the frustration of the speaker’s attempt to create a noble
work because of an invariably tautological subject matter and the
imperfections of language as a means of expression
Victim: speaker (sympathetic portrayal)

Satiric Trony
Value: (1) the speakers acquisition of humility and self-enlightenment
regarding the implications of failure inherent in the creative venture
(2) disillusionment as to the value of excess emotion and the elevated
position of the artist as creator that characterized the Romantic
tradition
Countervalue: the Romantic tradition ard its focus on exarbitant
sentiment, hedonism, and the idea of the artist as a "small god"
Victims: speaker and the writing process (unsympathetic portrayal)

Nihilistic Irony
Value: implies an inclusion of those values at work m both the tragic
and satiric outlooks
Countervalue: the speaker’s view that the struggle to "create” by means
of the writing process is futile and worthless--a mere reflection of
human existence in its most basic function of reproducing itself
Victims: speaker, the writing process, life itself (unsympathetic

portrayal)
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From this, one may discern that the tragic- and satiric-ironic
perspectives stand in opposition to each other m regard to value and
countervalue and to the element of sympathy, a situation that, of
course, heightens the ironic meanings at play within each perspective.
This poem has received the attention of several critics, including
Alberto Escobar, Jean Franco, Julio Ortega, and Michele Bernu, whose
views are outlined as follows: Escobar views the text as conveying a
positive message regarding the artistic process; he believes the poem
bears out the idea that "la poesia como expresién de la vida plena” is
capable of the "profundidad y altura® suggested in the title, and he
explains the tercets as a distancing maneuver on the part of the poet
(speaker) that allows him to recuperate his vision through the cult of
Romantic inspiration, thereby re-cntering “la vertiente de la creacién”
(233-34). Franco describes the text as one in which "Vallejo's attempt
to assert his individuality by writing ends with his incorporation into the
species until he is no longer Vallejo but *species-man,” swallowed up
by an "engulfing chaos" {207). Ortega regards the poem as a "blisqueda
de una revalorizacién de la materialidad del mundo, como eje de lo
real,” a search which ends in failure (302), Bernn, like Franco, sees
abandonment of the creative task to the point of "silence" itself as the
resolution for the problem of "les inconciliables" which language and
creation represent (26-7).

The choice of the Petrarchan sonnet form underscores the theme of
frustration involved in the ereative process for the artist who must
felicitously set thoughts, rhythm and rhyme into the sonnet’s rigid mold.
In each quatrain, the first two verses focus on the speaker’s anguish
over the writing process while the consecutive verses highlight the cause
of this impotence:

Quiero escribir, pero me sale espuma,

quiero decir muchisimo y me atollo;

no bay cifra hablada que no sea suma,

no bay pirdmide escrita, sin cogollo. (vs. 1-4)

Vs. 1-2 focus on the conflicl between the tragic- and satirie-ironic
perspeclives in the speaker’s acknowledgement of a struggle and
consequent defear that also constitutes a self-diminution. The speaker
wanls to write, but all he acquires for his pains is "espuma” (triviality).
In v. 2, "quiero decir muchisimo,” in one sense, conveys the idea of
wanling lo say something "of great import,” which, in the context of the
poem as a lotality, corroborates tragic-ironic value, However, it also
suggests saliric-ironic countervalue in the sense of wanting to say "too
much.” The syndetic elemenl and the punctuation of vs. 1-2 also add
to the derogatory meaning of "decir muchfsimo:” the comma after v. 1
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gives the subsequent line the appearance of a run-on thought; the "y"
and the semi-colon similarly support the idea of quantity and getting
bogged down, respectively.

Vs. 3-4 attempt an explanation for the speaker’s failed venture which
again is antithetically suggestive of both tragic and satiric irony,
although in this latter regard, the implicit criticism is other-directed at
the writing process itself rather than toward the speaker, As local
paradoxes, these verses are sharply differentiated from the readily
understood verses that precede them; and the contrast they pose is
heightened even more by their aphoristic form that thwarts an
expectation of continued simplicity. V. 3 implies that to say even one
word ("cifra hablada") is to say everything ("suma™) and vice versa,
hence the Futility of "creation" by "saying” or "writing” anything.

Similar to v. 3, v. 4 suggests that the written work of art ("pirdmide
escrita”) is an empty symbol of ereation with no real centre, for the
cabbage heart ("cogollo”) is a seedless one. Adopted here is Franco’s
interpretation of "cogollo” as a negative term (204).

In a larger sense, which opens the text unto the nihilistic-ironic view,
the "pirdmide escrita," "sin cogolio” may be regarded as symbolie of a
crypt for the sum of spoken and written expression as well as for the
speaker’ aspirations to demoastrate creative powers by means of such.
The second qualrain as a variation-on-the-same-theme amplifies these
ideas:

Quiero escribir, pero me siento puma;

quiero laurearme, pero me encebollo.

no hay toz hablada, que no llegue a bruma,

no hay dios ni hijo de dios, sin desarrollo. (vs. 5-8)

The idea of tragic-iromic defeat again meets a counter from satiric-
ironic self-depreciation, and once more both views take umbrage under
the nihilistic-ironie idea that life itself as well as supra-human existence
are victims of a force of repetition that renders all meanings
axiologically relative. There is a rathcr calculated /géreté in the self-
depreciative satiric-ironic outlook here because of rhyme that seems
farcical and because of the use of neologism. In this regard, one may
note the speaker’s selection of “me siento puma” as a parallelistic
amplification of and rhyme for "me sale espuma” and the use of the
neologistic "me encebollo” which combines the technigues of
portmantean expression and enallage (perhaps "encogerse” or
"envolverse' + "cebolla") to suggest the antithesis of “wreathing oneself
in laurels"2 Vs. 7-8 represent variations-on-the-same-theme of vs, 3-4:
"no hay toz hablada que no llegue a bruma" suggests that the "word” as
a "spoken cough* disperses into the atmosphere and condenses into
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"mist" (the insubstantial, collective nothingness). V. B repercusses to
the idea of impotent creation suggested in v. 4; that is, "no hay dios ai
hijo de dios, sin desarrollo” implies a degradation of the creative force
traditionally represented by "Dios," for the human and the supra-human
may be perecived here as being on equal footing, subject to the same
redundant process in the act of "creation” ("desarrolio").

As a summary look at the initial quatrains, it may be said that both
in their tautological form and content, they ultimately serve the
nihilistic-ironic idea that "quantity” rather than "quality” is all the would-
be creators (either human or supra-human ones implied) may acquire
for their struggles; in short, "creation" is tantamount to mere
"repetition.” In the closural tercets, the nihilistic-ironic outlook
becomes even stronger, though the contradictory play between tragic-
and satiric-ironic values continues:

Vamonos, pues, por €50, a comer yerba,
carnc de llanto, fruia de gemido,
nuestra alma melancodlica en conserva,

iVamonos! iViamonos! Estoy herido;
vAmonos a beber lo va bebido,
vAmonos cuervo, a fecundar tu cuerva. {(vs, 9-14)

Here, the speaker urges his poetic self to flee with him; “por eso” as
the motive for this flight reinforces the idea that creative efforts are but
repetition; and he proposes an alternative: to feed upon the tragic
substance of life (tears, lamentations, melancholy); this is the meaning
one may derive from "comer yerba" and thc concatenation of synomymy
that follows which equates "grass” with "carne de llanto,” "fruta de
gemido," and "nuestra alma melancolica en conserva." In one sense,
then, the idea of reflection on struggle, suffering, and defeat evoked by
these imagistic structures, makes a bid for a sympathetic portrayal of
the speaker as tragic-ironic victim. In another sense, however, the
tragic-ironic perspective is vietim of a satiric-ironic backlash directed
toward Lwo victims: in the one case, the consumption of grass may be
linked to a curative punishment for the pride (similar to that of the
biblical Ncbuchaduczzar) manifest in the would-be creator’s seeking of
laurels.? In the other instance of victimization, the ingestion” of
preserved melancholy evokes ridicule directed toward the cult of excess
emolion and the divine powers of creativity bcqucathcd to the artist by
Romanticism in the wake of the death of God?

The tercets like the quatrains constitute an interplay between the
tragic- and satiric-ironic perspectives Lhat ultimately serve as a
backdrop for the nihilistie-ironic renunciation of all values. In this
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context, "comer yerba" and, by association, its retinue of synonyms,
additionally connole the metaphor of chewing a cud, a meaning which
corroborates the conception already suggested that repetition infiltrates
cverything,

The sense of urgency suggested in the exclamatory epizeuxis
("iVamonos! iV4amonos!," v. 12) and the reference to being wounded
amplifies the antagonism between the tragic- and satiric-ironic views,
going into overload, perhaps, in the satiric-ironic vein, for the speakers
ridicule of the Romantic tradition is heightened as the idea of
melanchohc wounding rides over into a connotation of lustful urgency
that anticipates the final verse. The more intense play of contradiction
in which the satiric-ironic view overrides the tragic one is the major
factor here in delivering the primary themaiic meaning of the pocm
unto the nihilistic-ironic view: satiric irony, like nihilistic irony,
highlights a sense of defeat and a lack of sympathy for the victim, but
the nihilistic-ironic view takes a giant step beyond and counters af!
value,

Vs. 13-14 highlight once again the idea that all creative ¢ffort
amonnts 1o repetition. "Vamos a beber lo ya bebido® comes across as
another image of "comer yerba” in its sense of chewing the cud and of
the "eifra” that is "suma” and vicc versa. In the closural verse, the
speaker gives himself over completely to the nihilistic renunciation of
values in his highly sarcastic invitation to his poetic self to accompany
him "crow-like” (“cuervo" is used here as an adverb) to “fecundate” his
muse ("cuerva"), Cacophony contribntes to an intensification of
disharmony in the speaker’s outlook. He suggests here an analogy
between poiesis and human reproduction. The "cuerwo," of the same
ilk as Edgar Pac’s notorious "nevermore” bird, bears a negative
connotation, not only as another metaphor of ercation signifying
"repetition” but also as a metaphor suggeslive of “death:” erows are
scavengers that feed upon decay. To go about "crow-like” is perhaps
the most obvious of images one might employ to convey Lhe idea that
all attempts to create are but scavengings upon the dead: on the
physical level of existence, this refers to the idea that life feeds upon
the organic matter of the living who have gone before; and on the
mental level--which includes the poet’s attempts to creale--this suggests
the idea of scavenging upon dead metaphors. The speaker’s ultimate
invitation to go beget another "cuervo,” Lhen, is a faeetious
acknowledgement that all ereative attempts amount to but epitaphs on
the ereative proccss.'s In this stanee, he generates no sympathy as
victim, Ewven the title reflects this central idea in the text in antithetical
ways: it may be regarded as an example of ironie omission, that is, the
text eontains no formula for “intensidad y altura,” or, the title does
indeed reflect the theme of (the text, for *altura and “intensidad" are,
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in reality, redundant expressions of each other, signifying "excellence.”
In the final analysis, the text constitutes a cynical invitation on the part
of the speaker to keep on playing a game that leads back over the
same terrain,

Southeastem Louisiana University

NOTES

! vallejo conceded in a letter of 1926, to Pablo Abril, that "lo
poético, a veces descorazona y mortifica m4s que la realidad
circunstancial en que vivimos y comemos” (Epistolario general 106).

2 Ortega views "enfolding oneself in onion leaves” as an honor: "el
honor m4s prosaico para una poesfa que s¢ quiere m4s material* (303).

3 In v.8, Bernu perceives an implication of a contradiction between
language and creation as irreconciliable opposites rather than a
reflection of the principle of repetition (25).

4 The eating of grass and perhaps even the images of "meat” and
"fruit" may have been inspired by the biblical story in the Book of
Daniel of King Nebuchadnezzars attempt Lo compete with God and his
consequent transformation into a feathered creature forced to eat grass
like an ox until he repented.

5 Escobar has suggested that the Romantic tradition is alluded to in
these verses, though he perceives no satiric import in the evocation;
rather, he claims that the poet (speaker) uses this tradition as a means
of regaining lost access to "la vertiente de la creacién” (203-204).

% Though the crow is subject to antithetical meanings in traditional
symbolism, Juan Cirlot offers an observation that serves, in part, the
reading that has been offered in this study: he claims that the
alchemists regarded the crow as a symbol of the nigredo, "the initial
state which is both the inherent characteristic of prime matter and the
condition produced by separating out the Elements (putrefactio)” (A4
Dictionary of Symbols, "crow”).
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TONY CARTANO AND LANGUAGE
AS A SHARED PROPERTY

David J. Bond

Tony Cartano has said that the major concerns in his novels are exile
and identity.! This is clearly no exaggeration, for nearly all his fiction
deals with characters who flee from some danger and go into exile,
Under these circumstances, they feel that they have no control over
their lives, and that their very identity is at risk. What is particularly
interesting is that, when they attempt to create an ideatity, language
bas a privileged role in this enterprise. Cartano’s works are an
excellent example of Benveniste’s contention that “la langue fournit
l'instrument d’un discours od la personealité du sujet se délivre et se
crée, atteint Pautre et se fait reconraitre par lui® (78).

Debbie, the narrator of Operng, when she writes her husbands life,
finds her own sense of identity being taken over by inemories of him.,
She goes to see a psychiatrist, to whom she talks in an attempt to
“Sincarner dans les mots” (123). Marco Polo in Le singe hurleur is a
monkey who is captured by men and taught to speak. He assumes an
almost human identity by entering the world of men and their
language. In many other cases it is written language that is used by
preference to creale identity, for it seems to possess a permanence and
stability beyond that of the spoken word. Thomas in Le conquistador
is a priest in sixteenth-century Spain who is forced into exile when he
leads a peasant revolt. When he is put in prison, he starts to write in
order o affirm himself. The writer Zack, who is the main charaeter
in Schrmutz, begins to write when he is imprisoned and apparently
forgotten by the outside world. George Rust in Opens is a Frenchman
who becomes a Soviet agent, then defeets to the Americans, Unsure
of who he really is, he writes about himself. His wife too turns to
writing because: "Il s’agisssait...de se construire, de s'établir, de trouver
en elle-méme la force de ’assumer” (Opera 169). In Blackbird, the
character named Blackie is a psychiatric patient who writes an account
of his life in which he claims to be a famous European novelist long
believed dead. These are all examples of that "entreprise
d’antodefinition” that Cartana discerns in Saul Bellow's work ("Saul
Bellow" 75), an undertaking that he also describes as “"griffer du papier
pour faire et se faire croire que lon existe" (Malcolm Lowry 12).

In many of Cartano’s works, the attempt to create a self in language
is carried out in opposition to some person or group that would deny
the identity of the speaking subject. This is most obvious in the case
of Blackie, who affirms a certain identity when Clockwork the New
York psychiatrist argues that his patient is not the famous writer he
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claims ta be but a criminal hiding from justice. George Rust writes his
aceount of his life at the request of Aaron Zuckerman, a CIA agent.
But it is also written in opposition to Aaron’s view of him as a minor
operative who ean be manipulated at will. Thomas speaks out on
behalf of the Spanish peasanis because they have no oice to affirm
their rights when oppressed by the rich. Joachim in Le danseur
monduin reacts agaianst the supporters of Franeo, who deny the
achievements of Lhe Republicans, and who cast doubt on “la véracité
des événements que lon sétait éverlué 2 créer soi-méme” (23). The
title of the second part of this novel conveys exactly what his enterprisc
is: "La reconquéte de signes.”

Some characters are farced into silence by their opponents. Thomas
in Le conquistador has his right to preach withdrawn, while the Indians
in the same novel are robbed of Lheir language (and identity) when
Spanish is imposed on them. But opposition to the speaking subject is
often more subtle than this and takes advantage of the very nature of
language. Words have a double nature, for Lhey are shared by the
speaking subject and by the listener. Both parlies exist and ewolve in
the same language, and inay interpret and recuperare that language for
different purposes. For cxample, Michel in Bocanegre creates a
newspaper that uscs the language of salire against (ke establishment,
but bis words become an amusement for these people, who make him
part of "le jeu des forces conservatrices” (512). Joachim, who is a
prafessional dance instructor, uses the language of dance to affirm
himself. But this language has become the domain of the rich who
frequent the dance halls. "Cétail 'adversaire qui avait le choix des
armes,” he says (Le danseur mondgin 60). He slowly becomes part of
his adversarys world, and he even falls in love with a woman from iL.
Sometimes the language of revolt itself is taken ower by those against
whom it is used and turned to their own purpose. Thomas is adopted
for a time by the powerful whom he attacks. They treat him as an
amusing entertainment and he becomes "absorbé par des forces dont
il avait peut-étre mésestimé la puissance” (Le conguistador 49).
Manuel in La sourde oreiile is a film maker whose works are also an
attempt to advance the Rewolution, but, whep he joins a deputation to
protest against governmenl repression, he is treated by the President
as an honoured guest. He is turned into "I'indispensable provocateur
de secvice” (98). Even the avant-garde poctry of Arturo and his friends
in Le bel Arturo is recuperated, labelled and made inoffensive. He is
foreed to admit: "Il n’avra fallu que quinze ans pour que les hors-la-loi
. .. regagnent le statut de ‘grands maijtres™ (203). Cartano discerns a
similar process in such films as Boys n'the Hood, which make violence
and protest acceptablc entertainment. He writes: "Méme la violence
des gangs de jeunes noirs de South Central Los Angelcs est récupérée
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par le cinéma et I'étoile montante du rap" (American Bouleward 189).

Words of revolt may also be transformed and used against the
speaking subject. Thomas's writings are seized by his gaolers and used
as an accusation against him, and Aaron tries to turn George's
confession into malerial that will serve the CIA. Sometimes the
language of a whole people may be reinterpreted and used against it.
This is the case of the Indians in Le conquistador, whose langnage,
customs and religion are seen by the Spanish as barbarous. They are,
in faet, projecting their own characteristics onto the Indians and then
persuading the latter to accept this ioterpretation. As Thomas says:
"Les sauvages n'ont jamais existé, création de I'esprit; les envahisseurs
les ont fabriqués, 2 leur image" (136).

The speaking subject in these novels learns that, by using language,
it puts itself in the power of others. Marco Polo, by learning the
language of men, puts himself even more at their disposal. ‘Aprés,” he
says, "le récit scrait piégé, plus moyen de sortir des lignes tracées par
les hommes” (Le singe hurleur 48). Aaron is well aware of this
property of langunage, and he encourages George to write his
confessions in the hope that they will be 2 means to grasp and control
a man who refuses to be a passive instrument. The double nature of
language isseen particularly clearlyinthe use of names. An
individual’s name is obviously important for the creation of an identity,
Marco Polo, for example, does not feel that he exists ualil he acquires
a name, and George Rust assumes a new identity when given that
name at the time of his defection. On the other hand, the old Jewish
prisoner Noname, whom Zack meets in prison, is a nonentity in the
eyes of the other prisoners largely because he has no surname. Michel
Mateos in Bocanegra is unsure of his identity because he is unsure of
his name. He tries to prove that his father was W. H. Raven, a famous
writer who adopted a variety of pscudonyms. By doing this, Michel
hopes Lo provide himself with a name and identity. Yet a name also
belongs to others, who use it and discover through it somethmg of the
owner. Blackie, whose sense of identity is extremely fragile, refuses to
give his real name i his manuscript. "Si je disais mon nom," he says,
"je sais bien que cela fournirait 4 Clockwork et ses acolytes une raison
de plus de me croire perdu” (Blackbird 12). The one who confers a
name on the speaking subject has even more power, since he or she
creates to some extent the individual named and assumes almost
proprictary rights. George becomes Aaron'’s creature when the latter
gives him a new name, and Marco Polo belongs forever to the man
who named him.

[a view of the dangers associated with having a name known by
others, one can see why Raven in Bocanegra writes under a pseudomym
and why George Rust changes his name when he escapes from one set
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of masters. These characters wish to create a self, yet they fear that an
openly affirmed identily will put them in the power of others. This
ambiguous attitude explains why Lhe question of identity papers often
arises. Documents of this nature are immensely important because
Lhey confer an identity. Hence, Zack feels that he has finally become
himself again when he leaves prison, abandons his prison number, and
acquires a driving license with his namc on it. Michel’s search for
written evidence of his fathers name is also a scarch for himself. Yet
these kinds of document put their bearer in the power of those who
have access to themn, Whoever finds Raven’ birth certificate will hold
the clue to his identity, and Clockwork travels to Paris and Vieana in
search of written documentation that will enable him 1o Imd out who
Blackie really is.

Cartano’s texts clearly show hyper-awareness of the fact that
language 1s important in the creation of an identity, but also that its use
by others may deny identity. Possible solutions to this problem are less
evident, but they are put forward in ceriain texts. [o Le danseur
mondagin, Joachim and Eva maintain for some time a sense of
communion and mutual understandzng, but, as their love for each other
is put under stress by social conflict and the events of the Spanish Civil
War, Lheir affection falters and their language reverts ta that of the
mutnally hostile social classes to which each belongs. Elvira is slowly
reabsorbed by ber own wealthy class, adopting its language, manners
and political stance. The process is complele when she becomes the
mistress of a fascist lecader. Joachim sticks to his social class, its
language and political loyalties, and [lights for the Republicans. In La
punfication, Blanche and Benjamin also try to turn their love into
perfect understanding. They shut themselves away in (heir apartment
and cancentrate on their love for each other. So close do they become,
and so perfect a form of communicn does their language become, that
the text uses the same initial ‘B’ to refer to both of them. At this
point, they become almost one person, and the reader frequently does
not know to which individual the text refers. However, Lhis blending
of individuals in a common language is achieved at Lhe cost of almost
total isolation from the outside world. Only two peoplc live this kind
of communion, while the rest of socicty remains within the vsual
linguistic structure. Asthe outside world rccedes from their
consciousness, so do the demands of everyday cares, and the apartment
is neglected to the point that it becomes [ilthy and rat-infested.
Gradually, the love-making of the two characters becomcs more
violent. Cut off from the taboos and rules of society, and from the
restriclive language that conveys these rules, their relationship
degencrates until Benjamin hnally kills Blanche in what appears Lo be
his idca of the ultimate orgasm. When he begins to cat her corpse, he
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is trying, on a derisary level, to achieve somc form of union. But this
union is based on the domination, killing and tolal absorption of
another.

Le conquistador presents the most interesting and socially relevant
depiction of language used as communion among equals. Thomas
discovers a group of Indians who have created a society based on
“harmonie du temps et de espace-individu et collectivité” (167). In
this idyllic society, everybody seems to live in harmony, no single
individual dominates, all the members respect one another, and
decisions arisc from the collective will. Naturally, their language
conveys this equality and harmony. For example, the first person form
of the verb is never used among them, as this would assert the
importance of the speaking subject over others. Language is a
common property, shared by all, like everything else in the group: "Les
mols appartiennent a tous, réunis autour du centre de gravité du
village” (169). Unlortunately, such a society is helpless when
confronted by the cruel, conquering Spantards, who impose their
language, customs and religion. The Indians are resettied around a
monastery and made (o speak Spanish. They abandon their old
language, for: "Dans le village indien antour du monastére, les langues
s'étaient dessechées de faim, de soif, d’inanition, et la parole, signe de
reconnaissance et de vie, avait préféré se détruire plutdt que de trahir
ses lointaines origines” (126). Even the presence of Thomas among Lhe
Indians contributes to this process, for he begins to dominate the
others, who then look on him as a leader. When he tries to possess
exclusively one of their women, they finally rebel and kill him. They
thus adopt the methods of his culture. One may see in the death of
this group’s traditional values the inevitable demise of a society and a
language of equality when it comes in contaet with one based on
domination, recuperation and destruction.

It would seem that a language of equality and mutual respect is
ultimately impossible. There is, however, a kind of partial success
described in Bocanegra. In his search for the true identity of his father,
Michel reads and studies his father’s texts and listens to others who
interpret his fathers life and words. He himself is obliged to interpret
what he reads and hears, but he does so with as much respect as
possible for his father's words. His is a careful weighing of language
that produces an interpretation that refuses, as far as possible, to
deform or recuperate. Michel thus serves as a model for the intelligent
and respectful reading of any text. The reader inevitably recuperates
the writer's voice and reinterprets it, while the writer too “takes in” the
reader, imposing his or her voice on the reader. This can be an openly
conflictual process, as when Blackie tries (0 impose a text that conveys
his interpretation of his life, while Clockwork atteinpts ta set up a
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totally different version. It can also be a one-sided process in which
the writer’s voice is subsumcd and traduccd. This happens when
Debbie, in order to escape domination by George’s voice, uses the
[ragments of his confession to produce her own text, in which her voice
dominates, What Cartano proposes as a model ol communicalion
avoids these extremes and is based on careful writing and reading that
takes account of both mdividuals in the process of communication.
There is a lesson here for the literary critic. Beside the cxample
of "good" reading provided by Michel in Bocanegm is the one set by ao
academic called Lippman. This man builds his reputation aod carcer
on a specilic interpretation of Raven’s texts that leads him to claim that
a man named Cartridge was the real anthor of them. Hc noliccably
refuses to approach Raven’s texts in the right co-opcerative spirit,
ignores all evidence that contradicts his theorics, and uses another’s
words to further his own ambition. Carlano, (hrough Michel, seems to
propose a more co-operalive version of rcading that posits the text as
a meeting of minds in which the language of both parties is respected.
Complete harmony of speaking subject and recipicnt is nol possible,
but the litcrary text is secn as affording the closest model. This is the
message that the critie and the general reader might reasonably find in
Cartano’s Llexts without undue imposition of his or her own voice.

University of Saskatchewan

NOTES

! [0 an interview with the author. See also Gilles Pudlowski, "Tony
Cartang: ‘Si j'étais Kafka,™ Les nouvelles littéraires, 24 avril 1980; 31
I would like to (thank the Social Sciences and Humanities Research
Council of Canada for providing me with a grant that enabled me to
carry out research on this topic, including the interview with Cartano,

2 Thesc concerns with names and identity papers probably reflect
Catano’s own experience. When his father, who fought against Franco,
was [orced into exile in France, the gendarme who took down his name
misspelled it. The misspelled form became his official name, and
therefore his sons too. In a sense, then, Tony Cartanos name is not
his "real” one, and he has had an identily imposed by others. This
information was supplicd by Cartano in Lhe inlerview meationed in
note 1,



102 David 1. Bond

WORKS CITED

Benveniste, Emile. Problémes de linguistique générale, 1. Paris:
Seuil, 1966.

Cartano, Tony. American Boulevard. Paris: Julliard, 1992,

---, Le bel Arturo. Paris; Flammarion, 1989.

---. Blackbird. Paris: Buchet/Chastel/Livre de Poche, 1984.

---. Bocanegra, Paris: Grasset/Livre de Poche, 1984,

---. Le conquistador. Paris: Buchet/Chastel, 1973.

---. Le danseur mondain. Paris. Henri Veyrier, 1976,

---. Malcolm Lowry, Paris: Heari Veyrier, 1979

---. Opera. Paris: Buchet/Chastel, 1981.

---. La purification. Paris: Buchet/Chastel, 1974.

---. "Saul Bellow, L'hiver du doyen.” Le magazine littéraire 189 (nov.
1982) 75.

. Schmutz. Paris: Grasset, 1987,
---. Le singe hurleur. Paris: Buchet /Chastel, 1978,
---. La sourde oreille. Paris: Balland, 1982.



MUJER Y PALABRA EN EL JARAMA:
UNA NUEVA PERSPECTIVA DEL LENGUAJE
EN LA NOVELA DE SANCHEZ FERLOSIO

Alicia de Gregorio

Se ha sciialado en numerosas ocasiones la importancia de E{ Jamma
desde el punto de vista lingiistico y la fidelidad con que recoge el
habla de unos determinados grupos de la Espaiia de postguerra,
Villanueva considera E! Jarama como un verdadero tratado del
eoloquialismo lingiifstico (115) y estudia los recnrsos léxicos y
sintdcticos que dan a la novela su cardcter documental. Canellada, en
"El habla en Ef Jaramg,” realiza un recorrido por los procedimientos
morfolégicos, sintdcticos, 1€xicos, pragméticos y fonéticos que
contribuyen a la reproduccién del habla popular en el texto. Buckley
sefiala el realismo del lenguaje, pcro subraya sobre todo su funcidn
como caracterizador de los personajes (50). Sobejano destaca
asimismo la "fidelidad minuciosa" (315} del didlogo como una de las
manifiestaciones de la objetividad testimonial de E{ Jarang, aunque,
para ¢l es, al mismo tiempo, una forma ma4s trascendente, poélica; "Las
trivialidades, los vacios, las partes muertas de la charla (medias
palabras, idiotismos, ripios, anacolutas, perogrulladas) adquieren
grandeza por la intocada verdad humana de que informan" (316).
También Garefa-Viii¢ subraya el cardcter poético de lalengua,
situdndalo por eneima de sus rasgos coloquiales (110). Por el
contrario, Domingo, aunque coincide con Garcia-Vifi6 en calificar de
poética la conversacion entre Tito y Lucita (96), considera el didlogo
en la novela como vulgar y anodino (95) v, a diferencia de la mayoria
de los criticos, tampoco destaca la importancia del cologuialismo ea
€ésta: "Y no es que el autor haya exagerado el prosaismo del lenguaje,
que nunca llega a distorsiones ni a excesivo popularismo, es que nada
puede extraerse de donde no hay" (96). El esiudio més completo de
ElJarama desde vn punto de vista lingfiistico e¢s el de Heronando
Cuadrado, quc realiza un dclallado andlisis de los elementas propios
del lenguaje coloquial en 1a obra, Estos rasgos caracterizan cl dislogo,
que "llano hasta la saciedad, pretende ser una fiel reproduccitn de la
lengua tal cual es" (16). Sin embargo, Hernando Cuadrado councluye
que el diflogo supera ¢l mero realismo objetivo, pues “es . . . més
rico en matices que ¢l quc s¢ oiria normalmente en circunstancias
similares” (133).

Entre todas estas visiones criticas de la novela examinada desde un
punto de visla lingtifstico, se destaca la de Buckley, por ser &l el fnico
que se aproxima a su lenguaje como elemento que distingue a
personajes masculinos y femeninos. Para €l, Ferlosio enfrenta “por
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medio de la palabra hablada, la mentalidad analitica y objetiva
masculina y la sintética y subjetiva femenina” (67).

Es el propdsito de este estudio--a partir de la aceptacién de la
*documentalidad” del didlogo de la nowela y de su valor configurador
de los caracteres--demostrar cémo El Jarama utiliza, en efecto, ¢l
lenguaje como elemento diferenciador entre los sexos. Sin embargo,
frente a la visién esencialista de Buckley, se intentard mostrar que esta
separaci6n lingiifstica es de car4cter social, para Jo cual se empleardn
como marco tedrico los principios de Robin Lakoff en su estudio
Language and Woman’s Place. El andlisis se dividir4 en dos apartados:
1) el estudio del empleo del lenguaje por parte del hombre en relacién
con la mujer y 2) el de la caracterizacién de las voces femeninas.

1. Postula Lakoff que el uso colcctivo del lengnaje es discriminador
para con la mujer, a la que aborda como un ser inferior (8). Este
hecho se refleja en Ef Jarama a través de distintas manifestaciones: si
se examina c6mo los hombres hablan de las mujeres y 1o que tienen
que decir de ellas, se observa que la mujer es considerada desde ¢l
puato de vista de su faceta bioldgico-sexual y que se generaliza sobre
ella sin ningfin apoyo cientffico.

Son miltiples los casos que permiten sefialar la presencia del
primero de estos aspectos discriminatorios. A continuacién se
stleccionan algunos ejemplos: “{Estabas inspeccionando las chavalas?"
(32); "pues si tanto te gustan en pintura, qué no serd con las de carne
y hueso . . ." (48); "si ustedes quieren tener consideraciones con las
faldas . . " (82),

Hablando de una de las j6venes, Mariyayo, dice uno de los
miembros de su pandilla: "Es una nueva adquisicién” (205), como si se
tratara de un objeto de su pertenencia. Fernando, que,
significativamente, *la miraba el busto y las caderas,” subraya esta
apraxmacion replicando: "Sf, sefior, y nna buena adquisicion, ademés*
(205).

Esta concepci6n utilitaria y objetual de la mujer queda
definitivamente sefalada en una conversacién en la venta de Mauricio,
en la que el chéfer elogia las delicias del matrimonio reduciéndolas a
su cardcter doméstico, al referirse ala gorra de Carmelo en los
siguientes términos; "bisquese una buena mujer que se la cuide y le
pase el cepillo por las noches” (270). En este enunciado, el adjetivo
"buena," como adyacente de "mujer,” presenta a todo individuo positivo
de esta categorfa identificado con "ama de casa.” En su respuesta,
Carmelo hace equivaler a esta (ltima con su fsicidad, desprovista de
cualquier atributo emocional o intelectval: "una hembra! no est4 de
m4s en casa ninguna” (270),

De esta identifieaeién a la generalizacién acientifica hay sélo un
paso, como en la siguiente exclamacién de Sebastidn: “iLa insensalez
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de las mujercs!” (176). Se llega a un punto en que la sola mencidn del
sustantivo "mujer" en su forma plural se sobrecarga de significado y
sita a todos los individuos del géaero femenino en un grupo aparte,
con caracterfsticas diferenciadas, que para el individuo hombre no
necesitan ser expresadas de manera explicita. Es éste el casa de la
resignada réplica del Secretario al Juez, cuando al mostrar éste su
preocupacién expectante ante la proxima declaracién de Paulina, aquél
responde laconicamente y “ladeando la cabeza” con un sintagma lleno
de connotaciones negativas: “Las mujeres” (345).

El segundo nivel en que el lenguaje manifiesta un uso
discriminatorio para con la mujer es el reflejado por la manera en que
¢l hombre se dirige a sus interlocutoras. Para Sebas, Paulina es
"paloma” (257), "golondrina® (16)... Los hombres se dirigen a las
mujeres llam4ndolas "nifias,” "chicas," "preciosas,”... Para Lakoff, son
estos vocativos eufemismos que pretenden presenlar una aproximacidn
carifiosa, pero que connotan trivialidad, irresponsibilidad e inmadurez
(25). Que los hombres que los pronuncian en £/ farama son
conscientes del papel preponderante que les proporcionan queda claro
por el hecho de que cuando los emplean ea sus didlogos con otros
hombres, su objetivo es la burla. Asf sueede, par ejemplo, cuando
Sanlos se dirige a Daniel con un "iprecioso, ta!" (95) para mofarse de
¢l

Por otra parte, ¢l mandato ¢s una forma comfin en la aproximaci6n
del hombre a la mujer. Santos coatrola los actos de Paulina y el
momento en que han de realizarse, como en: "Ahora enjuagas esa falda
y la pones al sol* (62). En ocasiones, el mandato se convierte en
impasicién o amenaza. Tito somete al silencio a Luci con el peso de
la palabra: "iT6 a callar!, ino te han pedido la opinién! He dicho guapa
y se ha concluida" (180-1). 'Y Manolo, asumicndo el papel de un padre
ante una niia contestona, corrige a Justina en los signientes términos:
"No me contestes asi, {eh?" (184),

Para terminar con este primer apartado, cabe anticipar un puato
que s¢ estudiard mas adelante en relacién con el mado en que la mujer
usa ¢l lenguaje. Segfin LakolfT, existe lo que ella denomina "women's
language" (8-19), que con sus cOdigos parliculares diferencia la forma
de expresion femening de la masculina, En El Jarama esta
diferenciacién se vliliza como otro de los elementos de discriminacitn
de la mujer a partir de! lenguaje, por medio de la imitacién de los
enunciados tipicamente “femeninos* por parte de los hombres. Asf,
Tito finge consolar a Luci, cuando en realidad lleva a cabo una burla
que reproduce los c6digos lingiisticos de ella: "Tito imit6 la voz de
nifia que Lucita ponfa: “--Son muy bruloes, {verdad, carino? iLos pego?
Ahora mismo los pego ... iToma, toma! {Por malos!” . . ." (43).

2. Para Lakofl, el modo en que se enseia a hablar a ]a mujer es
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una forma de discriminacion lingifstica, Adquiere la mujer dos
c6digos o "dialectos:" el neutro, que comparte con el hombre, y el
"dialecto femenino“--al que ya se ha hecho referencia con
anterioridad-~, que la discrimina con respecto a éste (6-7).

De las varias mujeres que hablan en Ef Jarema, Lucita es el caso
mis extremo en la novela por lo que se refiere a pertenencia a uno de
los dos dialectos. Es Lucita la representacién méis clara del llamado
lenguaje "femenino.' Una de las caracteristicas m4s destacadas de éste,
segln 1.akoff, es que "[it] is devised to prevent the expression of strong
statements” (19). La acumulacién de elementos de duda en este
enunciado de Luci a Tito deja clara la falta de firmeza de su lenguaje:
"No lo s€ . . . a lo mejor te gustaba estar solo” (54). El adverbio de
pegacion, la pausa representada por los puntos suspensivos, la locucion
dubitativa y el imperfecto con valor hipotético reflejan una falta total
de confianza de Lucita cn su "aserlo."

El "dialecto femenino” se caractcriza lambién segln Lakoff por su
intento de cvitar el compromiso y el conllicto (16-7). Lucita multiplica
los recursos que puedan atenuar la molestia provocada por el favor que
solicita cuando dice: "--{Me unldis alguno una poquita de nivea? . .
. . ¢serlas t@ mismo tan amable, Tito?" (121-2). En la primera
oracién, el indefinido "alguno” evita que ningfin interlocutor concreto
deba darse por aludido y la combinacién del diminutivo con el partitivo
minimiza la dificultad del favor. La actitud interrogativa de la segunda,
que de por s{ deja la iniciativa sobre el enunciado en manos del
receptor, aparece reforzada por un condicional de cortesfa y el
adverbio enfitico "tan" en la aproximacidn al interlocutor.

Lucita se halla enmarcada en los lfmites del lenguaje "femenino,” un
¢6digo considerado inferior, pero no hace esfuerzo alguno por salir de
¢l, aunque parezca consciente de sus constricciones. Asf, es la propia
Luci quien priva de valor a su palabra: "Oye, tG no har4s caso a las
cosas que digo, {verdad?" (227). Por otra parte, s¢ juzga a sl misma,
pero en la emisién de sus juicios, dado que su codigo carece de vigor
y que ella no puede salir de &1 por si misma, usa el registro masculimo,
"citando” el posible enunciado de un hombre: "Soy una fresca, {verdad
Tito?, diras que soy una fresca, a que s (230).

No todas las mujeres de Ef Jarama presentan una situacién tan
extrema como la de Luci, si bien todas ellas responden en mayor o
menor grado a alguna de las caracterfsticas atribuidas por Lakoff al
"dialecto femenino." Alicia, por ejemplo, manifiesta que tiene hambre,
pero no propone comer de una forma directa, sino a través de un
encadenamiento de introductores: "Creo que deberfamos de ir
pensando en comer" (70). Sin embargo, reivindica ante Fernando su
derecho a la palabra--"{Por qué voy a callarme?" (75)--y rechaza el uso
colectivo del lenguaje para con la mujer: *Y ademés, no me hablas ta
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de esa mancra" (75).

Justina, la hija dcl ventero, oscila también entre los dos mundos
lingiiisticos de la mujer. Acaba por abogar por los enunciados directos,
al signar con la palabra, en lo que parece anticipar una ruptura
definitiva, su dedisidn de no salir con su novio: "Creo que ya te lo he
dicho" (185).

El caso que se ofrece como mis rico es ¢l de Mely. En principio,
este personaje se presenta como la mujer de El Jarama mis
desvinculada del "dialecto femeninoc." Lo rechaza de manera implicila
al censurar la forma subordinada en que Fernando se ha dirigido a los
guardias que los detienen cn su paseo y proponer nna opcién verbal
alejada de la sumisi6n: "basla saber estar uno en su sitio, sin rebajarse
oi poner . . . voz de almibar” (155). De igual modo, cuando Zacarfas
califica su tono de "repipi,” "antiptico” e "incordiante" (233), Mely
viuclve a rechazar el "dialecto femenino," al reaccionar irénica pero
firmemente: “¢Te crees que soy una radio, para poder yo gjustarme cl
tono de la voz al gusto del oyente?" (233).

Robin Lakoff sefiala que en muchas ocasiones la mujer es
consciente del doble c6digo que posce y utiliza una forma u otra
también de manera eonsciente (6). Mely es diferente a las otras
mujeres del texto en cuanto que "sabe” utilizar los dialectos de los que
disponc. Este personaje reniega de su dialecto "no femenino” cuando
sc enfrenta a la incomprensidn de su interloentor masculino. Asf lo
hace euando se sieate atraida por Zacarfas: "y no me hagas hablar ya
mis gue me encorajina armarme estos bollos cuando quiero explicar
alguna cosa" (275). Sin embargo, todavia queda su rebeldia final.
Lucita, Ja mujer mas débil y, segfin ha quedado visto, la més sometida
al "dialecto femenmo,” ha muerto. Mely estd junto a su caddver y los
guardias quieren separarla de ¢l. Ella oo suplica, grita firmes
imperativos: “iSuélteme! iNo me toque! iDéjeme quieta!” (313).2

Ea E!l Jamma, el lenguaje estd asistiendo a un cambio incipieate y,
por tanto, vacilante. No es un cambio compartido por todos los
hablantes del texto, En la evolucién de la relacidén mujer-palabra, los
hombres permanecen al margen, enmarcados en un registro patriarcal
que habla de la mujer y a la mujer como ser inferior. Algunas de Jas
mujeres de la novela, especialmente Lucita, aceptan este registro y
asumen como suyo un "dialecto” femenino, subordinado ¢ inseguro.
Justina y, sobre todo, Mely dan con dificultad sus primeros pasos en un
nuevo terreno: ¢l de la rebeldia verbal contra su registro sometido.

University of Cincinnati
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NOTAS

! Los énfasis de las citas son mfos.

z Buckley califica estas expresiones de Mely de "apasionadas y
humanas” y las enfrenta a las formas ritualisticas del *otro’ idioma de
la guardia civil’ (67). Si bicno los calificativos son aproptados para
definir la reaccion verbal de Mely, el empleo de esta cita por parte de
Buckley como ejemplo de la oposicidn texto femenino subjetivo vs.
texto masculino objetivo elimina el caracter de rebeldfa lingiiistica que
ticne ¢l enunciado.
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LE JOURNAL DES DEUX ETENDARDS
OU LES COULISSES DE LA CREATION

Pascal A. Ifri

Dans le roman de Gide Les faur-monngyeurs, Edounard, le double
de lauteur, quand on Pinterroge sur le roman qiril est censé €ire en
train d’écrire, répond quil ne I'a pas commencé mais quil y travaille
de la {fagon suivante:

. .. Sur un carnet, je nole au jour le jour I'état de ce roman
dans mon esprit; oul, c’est une sorte de journal que je tiens,
comme on ferait celui d’'un enfant . .. C’est-3-dire qu'au lieu
de me contenter de résoudre, 2 mesure qu'elle se propose,
chaque difficulté . . . , chacune de ces difficultés, je I'expose,
je I’étudie. Si vous voulez, ce carnct contient la critique
continue de mon roman; ou micux: du roman en général,
Songez a lintérét qu'aurait pour nous un semblable carnet
tenu par Dickens, ou Balzae; si nous avions le journal de
U'éducation sentimentale, ou des Fréres Karamazov! I'histoire
de Pocuvre, de sa gestation! Mais ce serail passionnant... plus
intéressant que locuvre elle-méme . . . . (1083)

Bien entendu, ce carnet existe pour Les jfaur-monnayeurs: inlitulé Le
journal des "fawx-monnaveurs”, il est généralemcnt considéré, A tort,
comme le seul document de ce type, Gérard Genelte, par exemple,
"appelant "[l]e seul ‘journal de bord” enti¢rement et exclusivement
consacré A la genese d'une oeuvic” (362).

En effel, Lucien Rebatet a également (cnu un journal de son roman
Les deux éendands, un journal bien plus détaillé et bien plus complexe
que celui de Gide. Il mentionne ce document, malhewreusement inédit
el intitulé Etude sur la composition des "deux éfendards”, dans ses
Mémoires, ol il le décrit comme "plus de trois cents pages de notes sur
les différentes phases de fa rédaction des Deux étendards, qui
représentent un travail concret sur la création littéraire anquel pen
d’écrivains sc sont livrés" (113).

Les deux étendards est considéré par certains critiques influents
comme I'un des grands romans frangais contemporains. Ainsi, pour ne
citer que deux exemples, Pierre de Boisdeflre le tient pour "un des
grands romans de I'époquc” (579) et George Steiner pour "one of Lhe
secrct masterpieces of modern literature” (45). Pourtaat, peu nombreux
sont ccux ayant lo ou mémc connaissant ce livie qui est boycolté par
Fintelligentsia frangaise en raison des opinions politiques de son auteur
et de ses activités pendant la dcuxidme guerre mondiale, Rebatet est
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en cffet 'auteur des Décombres, le best-seller de I'Qccupation, o il
dénonce violemment la plupart des institutions et des partis politiques
frangais et ol il prone une alliance avec I' Allemagne nazie. [l collabora
également 3 Je suis partout, 'hebdomadaire fasciste, ob il se distingua
par la virulence de ses €crils antisémites. Aprés quelgues mois passés
a Sigmaringen avee la eréme de la collaboration, il fut arrété et
eondamné 2 mort en 1946. Il rédigea en fait une bonne partie des Deux
dtendands i la prison de Fresnes, les chaines aux pieds et dans Vatiente
de son exécution, puis, aprés que sa peine fut commuée en travaux
forcés A perpétuité, au bagne de Clairvaux. Le livre fut publié par
Gallimard en 1952, peu avant la libération de son auteur qui mourut
en 19721,

Les deux étendards ne traite pourtant pas de politique, mais
d’amour, de religion et d’art. L histoire, basée sur des faits réels, a
pour protagonistes principaux trois jeunes gens: Michel, le double de
auteur, qui, au début de I'histoire, rejette la foi et se consacre aux arts
et aux femmes dans le Paris des années 1920; Régis, un ami d’enfance
de Michel qui vit 2 Lyon ot il étudie pour devenir Jésuite; et Anne-
Marie, une lycéenne qui vit une extraordinaire aventure amoureuse,
mais pure ¢t myslique, avec Régis et qui entend également entrer dans
les ordres. Ils ont regu la révélation de cet amour aprés avoir passé une
nuil ensemble au sommet d’une eolline appelée Brouilly. Lorsque
Michel fait la connaissance de la jeune fille, il tombe éperdument
amoureux d'elle tout en sachant qu'elle appartient 4 Régis et 4 Dieu.
Cependant, fasciné par Anne-Marie et sa relation mystique avee Régis
et avide de les joindre sur leur plan divin, il essaie de retrouver la foi
et va vivre 2 Lyon o sa pénible quéte spirituclle et théologique est
illuminée par ses rencontres et ses discussions religicuses et artistiques
avec Régis et Anne-Marie. Mais bientdt les efforts de Michel sur la
route de la foi sont entravés par sa raison, son cynisme et 'ambiguité
de son entreprise, motivée par son attirance pour la jeune fille. Puis le
confesseur de Régis demande 3 celui-ci de renoncer 2 Anne-Marie, ce
qui conduit finalement 3 la séparation des deux amants mystigues.
Comme Michel demeure scul avee la lycéenne, il la débarrasse de sa
religion mais est longtemps ineapable de lui confesser son amour et
passe des mois (et des centaines de pages) dans un état de terrible
incertitude quant & ce quelle éprouve pour lui. Mais un jour, comme
il la prépare a son baccalauréat, il trouve la force de lui avouer la
vérité et réussit 3 la séduire. Ils Senfuient méme ensemble dans le sud
de la France, en Ttalie et en Turquic. La famille d'Anne-Marie,
craignant le déshonneur, exige qu'ils s¢ marient mais la jeune fille
refuse et rompt avee Miehel: il apparait que sa relation avec Régis et
que ses anciennes aspirations religieuses l'ont perdue pour la vie.

Bien que le roman soit surtout céiébré pour sa peinture de 'amour,



Lc Joumnal des Deux Ftendards 111

son traitement des grandes questions religicuses, ses commentaires
artistiques, son étonnante reconstitution du Paris ¢t de 1a province des
années vingt, 1l mérite égalemient d’étre connu pour le journal de son
écriture. L Etude sur la composition des "deux étendards” est en effel
un document tout A fail remarquable. Bien que, techniquement, elle
n'ait pas ét€ composée en méme temps que Les dewx étendands, elle est
basée sur la multitude de noles que Rebatet a prises sur I"écriture de
son roman entre 1943 et 1951 et peut certainement €tre considérée
comme le journal de ce roman. C’est un compte rendu fidele, chapitre
par chapitre, des conditions dans lesquelles 1l a écrit son livre, de ses
objectifs et de ses conceplions littéraires, de sa maniere d’écrire, des
difficultés pratiques et technigues qu'il a rcncontrées, des momeats
d'extase et d’agonie qui ont accompagné son activité créatrice, et des
rapports entre les fails ct la liclion dans Les deux étendands.

Quoique PEtude soil surtout passionnante pour les lumigres qu'elle
jette sur les mécanismes internes de la créatton littéraire, elle excite
d’abord I'intérét paree qu'elle traite également des eireonstances
extraordinaires de I’écriture du roman. Cependant, elle le fait
incidemment et superficiellement. Rebatet, en clfet, ne s’étend pas sur
ces circonstances mais les mentionane seulement dans la mesure ol
elles affectent son activité d’écrivain. Par exemple, quand il discute son
séjour A Sigmaringen, c'est surtoul en rapport avec les problémes
pratiques qu'il y rencontre pour pauvoir continuer son kvre: la perte de
ses sources religieuses, la médiocre qualité du papicr disponible et le
manque d’caere, qui l'oblige a utiliser "des pastilles qui, fondues,
donnent uac eau bleuétre" (78). De méme, s'il mentionne Jeannot, son
compagnon de cellule corse A Fresnes, c’est parce que sa présence a
une Incidence sur son roman: lorsqu'il décide que Michel doit avoir
recours au vol pour pouvoir survivre, le gangster devient son conseiller
technique ct lui donne I'idée de I'épisode Mourreau, le riche ivrogne
dont Michel vole le portefeuille. Rebatet décide méme de faire de
Jeannot un personnage de son roman sous le nom de Jojo le Corse, le
aoble gangster qui donne de ’argent & Michel pour lui permetire
d’aller retrouver Anne-Maric ¢n Suisse. Cependant, quand Rebatet lit
ficrcment les deux pages en question A son ami, il n'obtient pas la
réaction attenduc: Jeannot voulait un chapitre entier consacré 2 scs
exploits.

Méme les événements Ics plus dramatiques ne sont importants pour
Rebatet que pour leur influence sur Les deux étendards. Ainsi, quand
il est condamné a mort, il pense d’abord 2 son roman:

Je sais que je n’attendral pas dans ['impavidité I'arrét du sort.
Je veux en finir du moins avec le souci de mon livre; et
j’esptre un peu dans le travail qui me reste A faire pour
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retronver mon équilibre moral.

Sur la planchetie classique, je me mets A Pépilogue. Ma
chaine qui ferraille sur le plancher . . . est peu propice a mes
allées et venues de fabricant vertical en phrases. Mais je ne
suis plus astreint au couvre-few, mon ampoule brille toute la
RUit, je peux weiller jusqu'a Pavbe si jen ai envie. . . . (290)

De¢ la méme manitre, ironiquement le matin de Paques 1947, alors
qu'il se croit sur le point d’étre gnillotiné, il consacre ce qu'il pense
étre ses dernidres heures 3 son roman, et plus spécifiquement A un
passage contre la religion;

.. .Jje corrige méticuleusement vn des discours de la
mécréance, ajoutant encore quelques trails contre le
catholicisme et son Christ, comme je I'ai déja fait la wille. Je
date ces corrections. Elles aussi porteront témoignage. Vers
dix heures et demie, visite de mon avocat. Aprés quelques
hésitations, il m’anronee que nous sommes graciés tous les
trois2, (300)

De tels passages, cependant, sont exceptionnels car la majeure
partie de 'Etude ignore les circonstances externes de la composition et
s'oceupe de son cOté technique, traitant notamment des problémes
d'écriture, de structure et de style, on encore des questions de logique
interne, de cohérence et de vraisemblance. Par exemple, Rebatet
explique pourquoi les événements de Brouilly sont racontés
indirectement par Michel plutdt que directement par Régis:

Apres les premitres répliques entre Michel et Régis,
répugnance immédiate & poursuivie ce dialogue avec toute la
confidence de Régis. Scntiment que les mots du gargon:
"I’aime une jeune fille et je suis aimé" puis "lIs senfonctrent
dans la nuit etc", forment une bonne fin de séquence. Le
dérovlement normal du récit veul dés lors que P'on ait cette
confidence par la bouche de Michel, au cours dun dialogue
avec Guillaume. Ce découpage comportant un escamotage, est
beaucoup plus distinctif que prémédité. Longtemps aprés coup,
je vois que le procédé répond bien au dessio général du livre,
Michel étant le seul personnage réfiéchissant de I'histoire, il est
naturel que Fon connaisse Brouilly A travers lui, selon lui, que
ses réactions viennent au premier plan. (7-8)

Ailleurs, il affirme qu'il veut qu’ Anne-Marie "se dessine surtout par les
petites phrases qu'elle prononce, et qui montrent en particulier sa
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connaissance précoce du cocur masculin®, gjoutant g’ "il est bon . . .
qu’ Anne-Marie demeure d’abord imprécise pour le lecteur, comme
elle I'est pour Michel, quelle ne se réveéle que pew A peu” (25-6).

Rebatet discute également ]a myriade de problémes, parfois trés
techniques, qui ralentissent sa progression. Il lui arrive par exemple de
se demander si une conversation doit tre présentée mot pour mot ou
résumée au style indirect, ou encare de buter sur la bonne transition
entre deux paragraphes ou deux chapitres:

Monb plaisir est d’ailleurs diminué par la difficulté que
j’éprouve toujours A ouvrir un nouveau chapitre (commeant
faire le nocud, od reprendre le fil aprés la coupure; choisir le
moment exact ol le héros, que l'on vient de laisser seul, se
retrouve avec un second personnage); les risques de gaucherie
et de poncifs sont grands; je trime beaucoup plus sur certaines
petites phrases jointives, qui passeront inapergues, que sur
maints passages essentiels . . . . (20)

De méme, il passe beaucoup de temps sur la premigre page de son
roman, avant de décider d’éviter les "poncifs” et de choisir "I'extréme
simplicité”, c’est-a-dire de "débuter par la naissance de Michel” (118).

Avide de maintenir son histoire et son style A un niveau qui le
satisfasse, Rebatet est en effet terrifié par les "poncifs”, un terme qu'il
utilise constamment. Cela explique par exemple qu’il ne montre pas
Anne-Marie en train de se déshabiller quand elle est sur le point de
perdre sa virginité avec Michel, “car le tableau a été fait mille fois". 11
préfére montrer:

la supréme attente du bonheur, Ja face dans l'oreiller. Et sans
le sawoir, je me conforme ainsi A toute Pesthétique et toute la
méthode de mon roman, dont I'ime de Michel est le centre.
Encore un monologue, indirect, car la conscience de Michel
est bien trop ardenie et bouleversée pour que I’ on puisse lui
donner une forme. Les perceptions délicicuses--le bruit des
pieds d° Anne-Marie--les détails matériels, les infimes soucis
gui la traversent encore. L indicatif pour dire qu’elle
approche, quelle est 13, quelle est sur le lit. (206)

Si la deseription subséquente des se2pes d’amour entre Michel et
Anne-Marie exalte et méme excite Rebalet, les trois ou quatre cents
pages précédant la confession de Michel le tourmentent au plus haut
point ear il eraint que la monotonie ne s’installe quand son histoire
semble au point mort. En d’autres oceasions, il doit faire face av
probléme opposé: trop de matéricl. Et la plupart du temps, il s'inquitte
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A propos de répétitions, d’ellipses, de détails superflus ou génants et
s'interroge sur la crédibilité des actions ou attitudes de ses
personnages. D’antres problémes sont plus matériels: par exemple, il
a de la peine a se rappeler la topographie de la ville de Lyon, la valeur
de la monnaie des annfes 1920 ou encore la mode de Pépoque, ce qui
explique notamment que les vétements d’ Anne-Marie et des autres
personnages féminins de I'histoire ne sont jamais décrits trés
précisément,

L Etude révtle également la conclusion originale du roman, celle
qui formait les trois cents dernitres pages que Rebatet a choisi
d’éliminer peu avant la publication. En effet, bien qu'ayant pris cette
décision avapt d’avoir rédigé I'Etude, il passe autant de temps sur cet
épilogue que sur le reste du livre. La fin originale se déroule
essentiellement & Paris oty Michel retrouve Anne-Marie et est résumée
ainsi:

.. . longue dépression de Michel, déchéance progressive

d’ Anne-Marie. Michel finira par se redresser, guéri enfin

d’ Anne-Marie par le spectacle méme de cette Anne-Marie
décadente. Anne-Marie, elle, ne se redressera pas, elle sera la
victime du paien comme du chrétien. (268-69)

Cette conclusion, comme presque tout le roman, reflete I'histoire
authentique, ce qui nous permet de dire un mot d’un des aspects les
plus fascinants de I’Etude: la manitre dont elle montre comment le
romancier base son récit sur des événements réels, comment il les
transpose pour les besoins de son art, ce qu'il utilise et ee qu'il &carte,
et ecomment il transforme les trois protagonistes réels en Michel, Régis
¢t Anne-Marie,

Ces quelques remarques ne donnent qu'un apergu de la richesse de
VEtude sur la composition des "deux étendards”. Document
véritablement exceptionnel, il reeonstitue minutieusement chaque étape
de la construction de P'édifice qui allait devenir Les dewr dtendards et
fournit ainsi une rare oceasion de pénétrer dans les coulisses de la
création littéraire. La qualité du roman et les circonstances
rocambolesques dans lesquelles il a 16 écrit ajoutent encore 4 son
intérét. Il reste A espérer qu'un éditeur courageux décidera un jour de
le publier pour le bénéfice de tous les amateurs de littérature.

Washington University
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NOTES

! Pour une analyse plus détaillée dv roman ct de son histoire, voir
notre article: "Anatomy of an Exclusion: Les deur étendards by Lucien
Rebatet,” Symposium 45, 1 (1991): 343-54.

2 Rebatet avait 6té jugé et condamné A mort avec deux autres
collaborateurs: Pierre-Antoine Cousteau et Claude Jeantet.
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VALORES PERSONALES Y LA CAZA NUPCIAL:
DOS TEXTOS ILEGIBLES

Gustavo Vendesio

En este trabajo me limitaré a considerar las posibles razones de un
fen6mena smgular: la ilegibilidad de las estrategias discursivas en los
dos altimos libros de Edvardo Espina. Antes de pasar a ello, revisaré
las nociones de barroco y neobarroco, con las que la poesia de Espina
ba sido relacionada.

Existe nna tendencia a usar ¢l término barroco para referirse a un
estilo, a una especie de actualizacidén de un modelo abstracto
preexistente a la produceidn textual. En este sentido, la obra de
Gongora serfa, meramente, una actualizacién de lo barroco. Segln
Sandinp Niidez, esta earacterizaeién limita al barroco al papel de
fenotipo, a una existencia entendida sélo como trabao verbal: "menos
que el lenguaje funcionando como una méquina, barroco es la
exhibicién misma, a través de un estilo y una estética de ese
funeipnamiento” ("Los cantos de caldo nor” 4). Severo Sarduy ya
sefialaba, en uno de los textos fundacionales de lo necbarroco, las
diferencias entre la concepeion de lo barroco como fenotipo y la que
lo entiende como "esquema operatorio preeiso,” es deeir, como
méquina productiva (168). Dcsde esta perspectiva, el barroco aparece
como un esquema o plan productivo, como una combinacién de
estrategias. Creo que es desde este punto de vista, y s6lo desde €, que
puede considerarse la obra més reciente de Espina como ejemplo de
lo (nep)barroco.

En Valores personales se puede detectar la primera version de la
maquinaria que operard en La caza nupcial, Se trata de un lbro que
se concentra en los valores que han contribuido a crear el yo poético
del texto. Alli comienza a verse esa "ruptura de la integridad del signo®
de que habla Echavarren (4), puesta al servicio, en esta ocasion, de
una especie de homenaje a si mismo. Por las piginas de Valores
personales pasan, arrojando luz sobre el yo poético, las figuras de
politicos y préceres uruguayos (Leandro Goémez) y extranjeros (Luther
King), poetas (Gongora, Lautréamont), artistas plasticos (Magritte, de
Chirico), personajes de la cultura popular (Superman, Sandokén),
deportistas (Muhammed Ali), cientificos (Darwin, Pavlov) y finalmente,
alguna mujer amada, innombrable y postergada. La funci6én de estas
referencias, tanto cultas como populares (una distincién que a Espina
no le preocupa mucho) es la de iluminar al lector sobre lo que el pocta
llama sus “valores personales. Pero no sélo las citas explicitas son
parte fundamental del texto, sino que también las presencias veladas
juegan un papel importante en su construccién. Me refiero a lo que
Sarduy ha llamado reminiscencias: "forma inmediata de incorporacidn
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en que el texto extranjero se funde al primero, indistinguible, sin
implantar sus mareas, su autoridad de cuerpo extrafo en la superficie,
pero constituyendo los estratos més profundos del texto receptor,
tifiendo sus redes, modificando con sus texturas su geologia” (177). Un
ejemplo de este tipo de "presencia” en Valores personales es el rock and
roll. Si bien no hay demasiada alusién a letras o a tonadas especfficas
a lo largo del libro, puede detectarse una presencia de la cultura roek
en la respiraci6n, en el ritmo de los poemas, como ¢l propio Espina ha
reconocido (Zapata, "Eduardo Espina" 122). Ciertos arcaismos de
lenguaje ("fermosa,” ctc.) operan, también, como reminiscencias de una
época cultural (y poética) que ya no s, pero que sirve de referencia
cultural al aludir a los maestros del Siglo de Oro, entre los cuales se
encuentra, obviamente, G6ngora.

Todas esas referencias, explicitas e implfcitas, forman parte de un
complejo continuum verbal que impresiona por su fuerza torrencial y
su aparente caos. Estamos, segln el propio poeta, ante una "reunién
de fconos [sic] abandonados a la 16gica del azar, heter6clito lenguaje,
realidad, Her4clito otra vez" (Valores personales, 19). Claro que lo que
une iconos y heterdclito lenguaje no es el azar, como pretende
hacernos creer Espina. Parece m4s bien que uno de los nexos entre
ellos es ese ritmo, esa respiracién de que ha hablado Miguel Angel
Zapata ("Poesfa hispancamericana” 724-5) y, como veremos luego, una
estrategia discursiva determinada.

En Valores personales vemos un lengnaje que intenta liberarse de
cicrtos condicionantes que aparecen como limites para el proyecto
poético en que s¢ embarca. Por ejemplo, si bien Espina intenta
liberarse de la necesidad de tener que refcrirse a objetos que existen
fuera de su discurso, por medio de perifrasis y de permutaciones de
significantes (dos caracteristicas de lo barroco, seglin Sarduy, 169-72),
la propia estructura del poemario le impide sacudirse totalmente las
cadenas de la referencialidad. La constante alusitn a personajes
famosos, conocidos por el lector, impregna a los textos de una
intertextualidad fuertementc basada en la referencia. Diffcil es escapar
de ella cuando se est4 invocando a Marilyn Monroe o a Superman.

En La caza nupcial, en cambio, el texto est4 menos poblado de
referencias directas a esos valores personales que eran omniprescntes
en ¢l libro anterior. Los nombres y apellidos sc diluyen ahora en el
torrente discursivo. La referencia, entendida como denotacién (Russell
29-48), se hace cada vez m4s dificil de aprehender, Lo que hay es un
mundo en el que abundan los fluidos (baste recordar el titulo de uno
de los poemas: "Ay amor cuanto liquido me cuestas"), las heces
(proliferan las palabras como "fiemo", "caca”, etc.) y las descripciones
veladas o directas del acto amoroso. Todo en el pocmario apunta a
Eros y, sin ambages, al sexn. Sin embargo, bajo la superficie erética
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se encuentra, quizi opacada, la principal preocupacién del poeta: lo
que €l llama la trascendencia y que pucde alcanzarse por el amor o las
palabras. Sobreel primero, el poeta dice que “"es la finica
imposibilidad necesaria” (93). La imposibilidad del amor y de su
representacién verbal hacen que el otro camino hacia la trascendencia
sea el mas frecuentemente transitado por Espina. Las palabras, quizé
lo Ginico que queda después del amor (nomina nuda tenemus, dirfa
Eco), son una especie de escalera al cielo.

En este libro las palabras se suceden en una especie de torreate
quc arrastra a! lector a golpcs de mcléforas y aliteraciones ("baba
adamada de hada," "pijamas al pujar la pija”, etc.), a tal punto que se
llega a perder el hilo conceptual. De este modo, no serd raro tener
que volver al principio y tratar de rehacer el camino, hilvanando frase
tras frase, tan s6lo para encontrar, al final, que tal camino no existe,
que lo que existe es otro tipo de ligazén. La sintaxis ya no es capaz de
organizar ¢l discurso "corrcctamentc:” abundan las digresiones
(generalmente precedidas de adverbios y expresiones tales como "a
pesar,” "donde," "cuando”), proliferan las cldusulas coordinadas o
subordinadas y las perifrasis--que esconden, como ya anotara Sarduy,
un significante que no osa mostrarse (170-2). A veces es la inexistencia
de los signos de puntuacién, sumada a la proliferacién encadenada de
frases en aposicion, la que dificulta la lectura de los textos. En otros
poemas, el lector debe recurrir a lo que los viejos profesores de latin
llamaban la construccién directa. Es decir, deberd poner las palabras
en su orden sintdctico "natural' a fin de poder sortear las dificultades
de comprensién planteadas por la utilizacién sistemitica del
hipérbaton. Como ha sefialado Eduardo Mil4n, en Espina la sintaxis
no sigue los preceptos de la l6gica (54). Muchas veces, las frases no
culminan, no permiten que se les atribuya un sentido completo. A
menudc nes encontramos con poemas gue nos exponen a uno de los
términos de una comparacién ("as/ como"), pero que no concluyen el
prometido simil. Un ejemplo de las expectativas creadas y al mismo
tiempo frustradas por el poema, puede verse en “La bolsa de los
boleres." (El subrayado es mio):

Tal cual la esplendidez de nadie entra por estos mios oidos,
bien que de aire en la ira pudiera ser esta mentira mis por oir
de boca que ripida esconde sus engafos en un cofre con
monedas falsas que m4s lucen la desmesura de ademés dudar
del sino de estas cuatro paredes donde tanto te creo todo que
te creo a partir del pubis sin fin al débil dedo pulgar y de la
cabeza a todos los pics . .. (20)

El lector espera, razonablemente, que luego de la expresién inicial
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"tal cual," la oracién devenga simil. En el fragmento de poema
transcripto, el segundo término de la comparacién no aparece (asi
como tampoco en el resto del poema). Otras veces, la expectativa
qneda insatisfecha por el uso sorprendente de ciertas partes de la
oracién, como en el caso qne veremos a continuacién ("Lo que anuncia
lo amoroso"), donde se da una aparicién inusual de la conjuncién
disyuntiva "o" y de la conjunci6én copulativa “y:" "Puso la dentadura
postiza/ en un bicaro de agua fria/ y la natacidén de una risa/ o
pasaba nadando el deseo” (87).

La proliferaci6n, la perifrasis, la aliteracién y todos los recursos
hasta aqud vistos son una especie de vegetaci6n que s¢ interpone entre
el lector que espera un discurso racional y el Lexto que Jo esconde. Si
se ha dicho que Perlongher extrajo del domingo portefio una especie
de trépico (Kamenszain 118), bicn pucde afirmarse que Espina
transforma su mundo erdtico y poético en una selva. Una selva
entendida como metafora de la proliferacion discursiva: compuesta de
palabras organizadas en interminables sucesiones de oraciones.

Como toda obra inspirada en la estética neobarroca, postula un
mundo en el que las certezas son cada vez ma4s dificiles de obtener,
Después de la Lcoria de la relatividad y de la hip6tesis del Big Bang,
vivimos en un mundo amenazado de sedici6n, contradiceiones y
relatividad (Ulloa 98). Un universo en el que el centro ya no es el
centro y en el que la gram4tica resulta mcapaz de ordenar el lenguaje,
produciéndose asf esa fisura del sentido de que habla Echavarren (5).
Por ello no debe extrafiar que las paginas de La caza nupcial sean el
lugar de encuentro (no muy fortuito, a pesar de la admiracién de
Espina por Lautréamont) de distintos objetos, universos discursivos y
registros de lengua. Una especie de romeria donde se encuentran
desde palabras poco frecuentes en el uso cotidiano (*ampo,”" "azumbre",
"licopodios”), hasta vocablos rioplatenses coloquiales (e incluso
vulgares, como "entube,” "tripa”), pasando por la mitologia gricga
(lamias, Ledas), la cultura popular (que incluye alusiones a pelfculas
que ya nadie recuerda, como The King of Marvin Gardens, de Bob
Rafelson, citada por Espina por su titulo castellano, Castitlos de arena)
y otros registros dialeetales perteneeientes a diversas regiones del
mundo hispanohablante. De modo que a la estrategia gongorina (o
casi, ya que Espina, a diferencia del cordobés, no erea neologismos de
base latina o griega, sino que reeupera palabras en desuso, arcafsmos)
le suma la de apelar a los distintos tipos de habla hispana, Todos estos
materiales se deslizan y se ordenan sin privilegios, sin orden jerdrquico
que los organice--como dice Kamenszain que ocurre con la(s) lcngua(s)
y registros discursivos en Perlongher (120). A (al punto que su propio
registro, el rioplatense uruguayo, suena un poco exélico entre tanto
sonido forastero; lo cual parece confirmar lo sugerido por Sandino
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Nifez: enlo barroco lalengua materna aparece como rasgo de
exotismo ("Hace algunos afios” ). Todas esas palabras y esos
universos pueblan los versos de este texto, intentando tapar de signos
la pagina en blanco. La mezcla de registros discursivos, de jergas,
caracterfstica del neobarroco segiin Perlongher (Zapata, "Néstor
Perlonger” 286) y Sarduy (175), es una de las herramientas principales
a través de Jas que Espina inlenta desarticular la unidad de la sintaxis
y el sentido racional.

Es aqui gue me gustarfa volver a la definicién de barroco en tanto
gue maquina productora de discursos, y no como estilo literario
identifieable, como fenotipo. Pero antes guisiera enmarcar dicha
definicién en las coordenadas geografico-culturales que contextualizan
la producci6n poética de Espina: en un andlisis de su obra no puede
ignorarse su condicion de urngnayo ni la cultura en que vivié el poeta
la mayor parte de sn vida. Una cultura de la que Espina es, le guste
0 no, un producto. La cultura del Uruguay no puede ser, por fuerza,
similar a la de los paises mas poderosos econdmica y culturalmente.
Los textos "originales” producidos alli son ya un collage de elementos
y corrientes cnlturales que vienen de afuera (Nifiez, "Hace algunos
afios” 4). Son discursos en los cuales la titularidad discursiva esté
"decolorada,” como afirma Rubén Tani (1—25).1

En este marco es que debe ubicarse la poesia de Espina. Es cierto
que ¢l horror vacui y un mundo descentrado han ayudado a
desencadenar su vegetacién lingiifstica. Pero ellos no bastan, en mi
opini6n, para causar esta reaccidn en cadena, esta especie de fision
poética. Hay algo més contra lo que Espina reacciona. Me refiero no
s6lo a la tradicién poética en el Uruguay, sino a sus practicas culturales
en general y a una concepcién racional de la vida. El excesoy la
locura no son caracteristicas predominantes en la cultura uruguaya--
como ¢l propio Espina se encarga de sedalar (Zapata, "Eduardo
Espina" 118).

Su discurso churrigueresco y emplumado es, como dir{a Sarduy, un
atague al logos, una impugnacion (183). Pero no sdlo al logos
occidental, sino también (y especialmente) a su encarnacién en la
periferia montevideana. La exuberancia de su verba, sélo contenida a
medias por la forma rectangular de la mayoria de los poemas de La
caza nupcial (Zapata, "Poesia hispanoamericana" 725), €s una
intervencion significativa en un universo discursivo determinado. Su
estructura, que desdedia la [ogica de la sintaxis, lo convierte, para el
lector con ciertas expectativas, para el integrante de una comunidad
interpretativa determinada (Fish 1-17), en un texto ilegible. El lector
uruguayo, en tanto que integrante de una comunidad que ticndc a
intcrpretar los mensajes verbales de una forma determinada (siguiendo
una cierta estrategia de decodiflicacidn), tiene dificuliades para
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comprender un texto articulado de una forma no prevista. Esta
violacién de los cédigos de legibilidad afeeta tamibién a la erftica
literaria institueional, que no tiene concieneia de que “una cultura
imitativa, especular, es el terreno més apto para que crezea el barroco,
el objeto cultural fronterizo, la pose bizarra, la imitacién absurda, el
deseo delirante de ser . . . institucionalmente otro* (Nuiiez, "Hace
algunos afos" 50). Sientendemos el barroco como un
amontonamiento, como algo que juega con la existencia de estrategias
mis 0 menos estables e institucionales de lectura, la clasificacion de la
obra de Espina no deja dudas: es barroca o neobarroca--o barrococt,
segiin el propio autor (Zapata, "*Eduardo Espina" 120). Tanto da. Lo
que importa es concebir su poesfa cn tanto que intervencidn en el
terreno de las précticas de lectura, en el universo de lo que Tony
Bennett llama las formaciones de lectura (7) (es decir, la historia y
registro de la serie de lecturas de las que los textos son objeto en una
comunidad o sociedad dadas). La wegetacion discursiva transforma a
este libro en una presencia diferente y desafiante en la cultura
uruguaya. El sexo rampante, su amor de pez espada son, también, una
desviacidn de las précticas discursivas decoloradas uruguayas. Por ello,
la ilegibilidad de los poemarios de Espina no puede explicarse
solamente por la dificultad de las estructuras significativas que los
informan. Para entender plenamente la falta de comunicacién entre
el poeta y la comunidad lectora a la que se dirige hay que tener en
cuenta el tipo de relacion que se da entre emisor y receptor: un emisor
que no hace uso de las estrategias discursivas aceptadas en su
comunidad interpretativa y un receptor que no cstd programado para
decodificar determinado tipo de cstructura significante. En esta
situacién de enunciaci6n, el autor, aceptando su propia decoloracién y
la marginalidad de su situacién enunciativa, prosigue su bsqueda
personal, a machetazo limpio, entre la maleza que &l mismo ha creado.

De lo dicho no debe concluirse que la poesfa de Espina es una
poesfa critica (en el sentido de poesfa con programa critico explfcito,
analitico y con contrapropuesta). Es mis bien un amontonamiento y
una reaccién. O una reaccién en forma de amontonamicnto. El
objeto barroco, segfin Naiez, no deconstruye ni denuncia criticamente,
no nada contra la corriente de la mitologfa occidental: simplemente la
exhibe, delatando de ese modo el sinsentido del original ("Hace
algunos afios" 4), seialando el caricter palimpséstico de la materia
prima de que estd construido su propio collage. Espina no es un
critico explicito del orden universal propuesto por la razén, es un
critico por agregaeién, por amontonamiento de los restos de esa
cultura que se cree racional. Su subversion se funda en el énfasis y no
en la critica. La suya es, entonces, una intervencidon gestual, un
desplante; una escritura del sinsentido de seguir, sin telos (Espina,
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Valores personales 15), en medio de las préacticas de lectura racionales.
Una maleza tropical que crece en medio del cemento rioplatense.

University of Wisconsin, Parkside

NOTAS

1 gy hipétesis de trabajo, que se funda en las ideas de Austin sobre
la titularidad del discurso, es qne en el mundo periférico la titularidad
discursiva no depende de los elementos que Austin trata como si
fueran universales, sino que requiere adema4s un andlisis que trascienda
la mera interaccién oral y qne tenga en cuenta la situaci6n geopolitica
de enunciacidn en que se encuentra el hablante periférico. De modo
que la titularidad de un hablante periférico no puede ser la misma que
la de uno que emite su mensaje en los centros de poder.
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HENRI MICHAUX:
DIRE LESPACE DU DEDANS AVEC
LES MOTS DES AUTRES

Jean-Louis Morhange

I. AILLEURS

Y’ hésitais & rentrer chez mes parents, Quand il pleut, me
disais-je, comment font-ils? Puis je me rappela qu’il y avail un
plafond dans ma chambre. (Piume 24; "Rentrer”)

Ces deux trés simples phrases contiennent en raccourci toute la
singularité de l'ocuvre de Michaux. II suffit de les lire pour se trouver
transporté dans un monde d’une trés profonde étrangeté: aucune des
certitudes sur lesquelles repose notre vie quotidienne n'y est jamais
acquise d’avance. Il n’est pas assuré que les chambres y aient un
plafond, que les choses y aient une forme ou que les hommes y aient
des doigts: "Doigts nombreux au point d'étre dix et de cing modaies
différents” (La nuit remue 168; "Compagnons”).

Certaines analyses récentes cnt mis en valeur ce qui dans les textes
de Michaux manifeste la modernité en littérature -- rupture avant-
gardiste avec la tradition, revendication des pouvoirs de I'écriture ou
entreprise de décentrement du sujet (voir par excmple les travaux de
Lauric Edson). §’il cst vrai que Michaux a ét€ lié A certains moments
de sa vie A des mouvements d'avant-garde (revue Le disgue vert, groupe
surréaliste), ses textes semblent pourtant traduire un projet
profondément différent de celui du modernisme. En effet, le projet
moderniste participe paradoxalement d*une forme d’intégration sociale,
et ce dans la mesure méme ob il se veut une entreprise de subversion
des normes de la représentation artistique et littéraire et des
présupposés idéologiques sur lesquels repose lordre social: le geste
méme de la subversion présupposc une reconnaissance de I'existence
et de 'importance de ce qu'il subvertit. Tout projet de remise en
question d'un ordre existant avec ses conventions idéologiques ou
csthétiques constitue, A un avire niveau que l'on pourrait appeler
ontologique, la manifestation d’une solidarité plus jondamentale avee
le monde, et cu particulier avec Pespace social dans lequel s'inscrit
nécessairement toufe expénence du monde extérieur. Prétendre changer
Ie monde par l'intermédiaire de textcs ou d’images c’est alfirmer avec
la plus grande force possible d’unc part que ce monde existe
effectivement, d’autre part qu'il est possible d’agir sur lui par un acte
créateur, autrement dit que la sphére publique n’est pas absolument
irréductible a I'expérience intime et que l’art et la littérature sont cn
prise sur le monde extérieur.
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Or 2 toutes ces affirmations les écrits de Michaux semblent
obstinément refuser de souscrire. Le "monde du dehors”, espace ol
s¢ déroule l'expéricnee sociale, n'y est lobjet d’aucune solidarité mais
plutdt d'ime sorte de calme indifférence: le projet de Michaux tel qu'il
s¢ manifeste dans ses textes poétiques et s'énonce explicitement dans
des textes plus théoriques, ne concerne pas le monde du dehors, qu'il
s’'agirait de transformer par I'action ou I'écriture, mais "Lespace du
dedans” (titre donné par Michaux 4 une anthologie de son oeuvre),
c’est-a-dire I'expérience d’étre au monde dans tout ce qu'elle peut avoir
d'intime, d’aberrant, de non représentable, Or cette expérience intime
est ressentie par Michaux eomme un donné brut qui préexisterait a
toute expérience sociale, A toute culture, et que l'on ne pourrait
recouvrer qu'd condition de rejeter de soi ce qui vient du dehors.

Je ne veux apprendre que de moi, méme si les sentiers ne sont
pas visibles, pas tracés, ou n’en finissent pas, ou s’arrétent
soudain. Je ne veux non plus rien "reproduire” de ce qui est
déja au monde. (Emergences-résurgences 18)

Ce programme rappelle celui de I"Art brut” défendu par le peintre
Jean Dubuffet et dont Penjeu était la découverte dans les productions
artistiques de malades mentaux d’unc manifestation humaine supposée
vierge de toute culture. Michaux, comme Dubuffet, semble croire  la
possibilité d’accéder A une expérience primordiale antéricure 3 toute
expérience de 'extériorite.

Or il est bien siir facile aujourd’hui A la lumigre des aequis des
sciences sociales de rétorquer & Michaux et A Dubuffet que le dedans
est inséparable du dehors, autrement dit qu’il n’existe pas d’expérience
humaine qui ne participe d’une culture et d’une société, et que tout
&tre humain est inséré depuis sa naissance dans un espace social dont
il ne peut jamais sortir, Le projet de Michaux parait donc¢
théoriquement insoutenable et devrait en principe étre voué A I’échec.
Et pourtant, contre toute attente, il se trouve jusqu’a un certain point
réalisé dans ses textes, ou plutSt dans ce que ses textes peuvent faire
Surgir en nous en [ragant pour un instant la forme de quelque chose
d’insaisissable et d’essenticl.

IT. LE LANGAGE COMME OBSTACLE

Cependant, en tant qu'écrivain, Michaux se trouve immédiatement
confronté dans la réalisation de ce projet A un obstacle apparemment
insurmontable; cehii de son matériau, le langage. En effet la langue est
de toute évidence partie intégrante et méme constitutive de la socialité
et donc de Texpérience du dehors. Le lexique, la syntaxe, I'ensemble
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des structures linguistiques sont le produit de I'usage dans linteraction
sociale et sont chargés d’une mémoire collective dont ils ne penvent
étre séparés. Michaux éprouve de maniére trés aigué cette
contradiction entre son matériau et son projet. Elle luj parait méme
parfois si insoluble qu’il en arrive A conclure que le langage est par
nature inapte 3 explorer Pespace du dedans, et qu'il o'y a pas d’autre
recours que de 'abandonner au profit d’autres moyeas d’expression.

Immense préfabrigué qu'on sc passe de génération en
génération, la langue, pour condamner A suivre, 2 étre fidéle,
qui pousse 2 montrer un important standing. ... Dans la
peinture, le primitif, le primordial mieux se retrouve,

On passe par moins d’intermédiaires et qui ne sont pas
vraiment intermédiaires, n’étant point partie d'un langage
organisé€, codifié, hi€rarchisé. . .. Pas de langne vraiment
pauvre, Avec I'écriture, c’est pire. Encombrée par I'abondance,
le lnxe, le nombre de flexions, de variations, de nuances, si on
la fait "brute”, si on la parle brute, c’est malgré elle.
(Emergences-résurgences 18-19)

... 'image est un certain immédiat que le langage ne peut
Iraduire que de trgs loin, et . . . elle a dans I’esprit une place
vraiment 4 part, matitre premiére pour la pensée. (80)

Eugene Nicole analyse ainsi le projet plastique de Michaux

Négation, en somme, du langage dans une biffnre généralisée,
qui retourne aux jeux immémoriaux de Pexistence, disparns,
oubliés sous la pression totalisatrice, économique et directrice
de I'écriture fonctionnelle, & base phonétigque. ... Les mots
sont toujours "ceux des autres". (Nicole 38)

Comment explorer, comment exprimer 'expérience intime i travers les
mots des autres? Commeat parler la langue "malgré elle”? Est-il
vraiment possible de démolir le "préfabriqué” de la langue pour en
faire une mati¢re brute qui se laisscrait fagonner au lieu d’imposer sa
forme A l'informe du dedans? Loeuvre de Michaux oblige 2 se poser
ces questions, et c’est déja beaucoup. Mais elle s'efforce méme de leur
apporter des réponses. En voici quelques-unes:

III. EINVENTION LEXICALE
Il emparouille et 'endosque contre terre;

11 le rague et le roupete jusqu'd son drile;
Il le pratele et le libucque et lui barufle les ouillais;
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(Qui je fus 74; "Le grand combat,” rcpris dans L'espace du
dedans 14)

L'une des caractéristiques les plus frappantes des textes de Michaux
est la fréquence avec laquclle ils recourcnt 3 des mots inventés. C'esl
que, grace & ces mots qui n'existent pas, le langage cesse au moins en
partie dc charrier sa charge cnlturelle et tend A passer & 'état d’une
pitc sonore que ’écrivain pourrait travailler 4 sa guise comme le
sculpteur travaille 'argde. Car le sculpteur jouit grice an matériau qu’il
emploic d’une liberté créatrice qui se refuse a Pécrivain: la forme qui
va surgic entre ses mains n'est pas contenue A P'avance dans le bloc de
terre ou de pierre qu'il travaille. Lécrivain, lui, n’a pas & sa disposition
une matiére brute. Les mots des langues dites naturelles gni constitucnt
son matériau sont toujours des mots d’occasion, des mots empruntés
a quelgu’un d’autre, qui viennent toujours déja chargés d'une écrasante
mémoire: celle des innombrables occurences de leur emploi dans le
discours (cf. Ricoeur 817). Forger des mots inédits & partir des lettres
et des sons de la Jangue revient 3 tenter de se libérer de celte
mémoire, dans I'espoir que Jc langage puisse devenir cette matiére
brute qui se laisscrait modcler par I'écrivain.

IV. UNE SYNTAXE SAUVAGE

La syntaxe de Michaux pcut tre caraetérisée par les termes brute
et sauvage, dans plusieurs sens de ces mots. i traile la langue avec une
grande squvagerie, martyrisant la syntaxe avee cette méme allégresse
que les protagonistes de nombre de ses textes mettent a brutaliser tout
ce qui passe A leur portée: "L3, en trois secondes, ses forces, il n’en est
plus question (La nuit remue 66; "Léther”). Les phrases se déboitent,
les syntagmes se désarticulent comme le corps des protagonistes et se
trouvent catapultés les uns par-dessus les autres. Par cclte violence
syntaxique, Miehaux semble ehercher 4 retrouver ou & inventer une
sorte d’état sauvage de la langue, unc languc brute qui serait décapée
de tout poli, de toute histoire et de toute culture. Ainsi la syntaxe de
Michaux est impatiente, nerveuse, clliptique an point d’étre souvent
abrupte. Certaines de ses phrases semblent réduites 3 I'extréme,
lacunaires méme, comme il en était tombé des grappes de mots.

... au moment de franchir le sevil de ma chambre, elle n’était
guere plus haute quune perdrix. Non, non, alors je n'y tiens
pas. Une femme, bicn! pas une perdrix. Elle savait bien
pourquoi je ’avais appelée. Ce n’était pas pour . .. eafin! {La
nuit remue 10)
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On pourrait parler d'une syntaxe du court-circuit: "C’est bon voir
quelgu’un faire quelque chose” (Fables des origines 8; "Dieu, la
Providence™). ", . . Vascension-fourmi se poursuit avec une lenteur
intermnable” (La nuit remue 10; "La nuit remue,” section 2). Les mots
de liaison (prépositions, conjonctions) manquent souvent, comme s'ils
avaient &£t€ exirpés des phrases avec une sorte de rage.

V. ORIGINES

Mais c’est parfois le contraire qui se passe. On trouve souvent au

tout début des textes de Michaux un mot de liaison syntaxique ou
logique qui ne lie & rien puisqu'll n'y a rien avant hui; "Non, il est sans
exemple quéclairée par un grand feu de bois 'obscurité tarde 2 s’en
aller” (Plume 29; "La nature, fidele 3 I'homme”. Souligné par moi, dans
cette citation et les suivantes). "Et circulant dans mon corps maundit,
j'arrivai dans une région ol les parties de moi étaient fort rares et o
pour vivre, il fallait Etre saint” (La nuit emue 136; "Saint"). "I ne s’agit
plus de faire le fer, 4 présent" (ibid. 59; "Emme et son parasite”).
“. .. La je vis aussi 'Auroch, la Parpue, la Darelette, 'Epigrue” . . .
(145; "Notes de zoologie"). Ou bien un démonstratif ou un pronom de
la troisiéme personne dont Pantécédent ne se trouve nulle part: "Déja
dans Pescalier elle commenga A n’étre plus bien grande” (10; "La nuit
remue”, sec 3), "Ce n’est encore qu'un petit halo, personne ne le woit,
mais lui, il sait que de 13 viendra l'incendie” . . . (54; "Sous le phare
obsédant de la peur”),

Ces phrases qui surgissent de 'espace vierge de la page placent
abruptement leur lecteur dans une situation souvent inouie, et qui
pourtant lui est présentée comme allant de soi puisqu’elle ne fait I'objet
d’aucune explicitation. Certains textes commencent par des points de
suspension, ou par des conjonctions de coordination, comme s'ils
n’étaient que la partie émergée de messages dont le lecteur est censé
avoir déja lu le début. Or le référent de ces messages n’est pas le
monde du dehors, mais un monde souvent absolument incompatible
avec celui de I'expérienee quotidienne, telle au moins qu'elle est
socialement construite et constituée par le discours.

Michaux semble écrire comme s'il n’avait jamais rien lu, comme si
rien n’avait jamais €té crit avant lui. En cela encore se manifeste son
projet de repartir A zéro, d’accéder & une expérience primordiale,
antérieure A toute culture, de recouvrer un monde od les choses et les
maots n’auraient pas encore précipité, un monde antérieur a la
solidification généralisée qui semble avoir rejeté au-dehors de soi les
choses ¢t les mots du monde réel pour en faire des objets durs, hostiles
ou pppressifs.
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Ce refus manifesté par les textes de Michaux de reconnaitre
I'existence méme de toute expérience socialement constituée a pour
pendant une faseination d’ordre cosmologique pour les
commencements et les origines. Lun de ses premiers livres est un
recueil de récits mythiques imaginaires intitulé Fables des origines.
Comme lcs mols inventés, les créatures inventées proliférent dans scs
textes, dont certains constituent dc véritables manuels d’histoire
naturelle ou d’anthropologie imaginaires: "Notes de zoologic" (La nuit
remue, 145), "Notes de botanique", dilleurs (157). Ecrire c’est
accomplir le geste déminrgique de la création, c’est peut-étre rivaliser
avec Dieu en mettant au jour des mondes dont la force de présence
puisse égaler celle du monde du dehors.

V1. UNE APPROCHE DE LINDICIBLE

Mais la réponse la plus forte que propose Michaux aux questions
qu'll sc pose, c’est peut-étre celle-ci:

Mais Toi, quand viendras-tu?

Un jour, étendant Ta main

sur le quartier ol j‘habite,

au moment miir oll je désesplre vraiment;
dans une seconde de tonnerre,
m'arrachant avec terreur et souveraineté
de mon corps et du corps croiiteux

de mes pensées-images, ridicule univers;
lichant en moi ton épouvantable sondc,
I'effroyable sonde de Ta présence,

¢élevant en un instant sur ma diarrbée

Ta droite et insurmontable cathédrale;

me projetant non comme homme

mais comme obus dans la voie werticale,
TU VIENDRAS, (Plume 97; "Mais Toi, quand viendras-tu?")

Ce qui frappe avant tout dans ce podme, c’est qu'il se refuse A
désigner ce dont il parle, C’est un texte en creux, au centre duquel se
trouve une absence: le nom de son référent -- comme si Pécriture ne
pouvait fairc plus que manifester I'impossibilité de nommecr. Quelle
transcendance recouvre-t-clle donc, cette deuxidme personoe assez
souveraine pour mériter une majuscule?

Toute transcendance telle gu'elle cst éprouvée de Pintérieur est par
principe indicible, qu'il s’agisse d'une expéricace mystique ou de la
mort du locuteur. Linstant de la mort est celui de la disparition de la
conscience et du langage. On ne peut donc rien en dire. Les mots les
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plus justes ne peuvent qu'indiquer la place de cette absence: comme on
I’a vu, on ne peut employer un mot sans reprendre & son compte
'ensemble des représentations mentales associ€es 4 ce mot par 'usage.
Les mots de la langue, placés comme des étiquettes sur les objets du
monde, mettent & distance I'expérience brute en la filtrant A travers un
ensemble de représentations déja constituées. Ecrire le mot "mort” ou
le mot “Dieu” reviendrait a faire appel 4 une expérience non pas
intime, intérieure (le po2me fait partie d’un recueil intitulé Lointain
ingérieur), mais publique, sociale, faisant 'objet d'un consensus
préexistant, Ce serait accepter de ramener I'autre au méme et I'inconnu
au connu.

Si 'espace du dedans ne peut pas s’inscrire dans le moule de 1a
culture et de la langue des autres, la meilleure approche est peut-étre
le silence qui demeure au cocur des textes, dont les mots ne sont 12
que pour indiquer Ja forme de Pindicible.

Recours anx drogues, voyages réels et imaginaires, création a partir
de rien d’étres et de mondes entiers, innovation lexicale et syntaxique,
renoncement aux mots des autres menant jusqu'a Pabandon pur et
simple du langage, telles sont les voies choisies par Michaux pour
tenter de réaliser son étrange projet: se dépouiller de la culture et de
la société des hommes comme s'il Sagissait d’'un corps étranger, pour
pouvoir vivre el dire dans sa vérité I'aventure d’étre au monde (Bellour
11). On ne sait gque penser de ce projet A la fois fascinant et absurde,
sans doute condamné 2 I’échec, dont les traces multiples constituent
pourtant quelques unes des oeuvres les plus fortes et les plus belles
qu'll nous soit donné de lire.

University of Califomia, San Diego
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EL HUMOR EN LAS NOVELAS
DE EDUARDO MENDOZA

Agrieszka Guithy

Encluso constante del humor, casiolvidado por lanovela
testimonial de posguerra, consiste la gran novedad y originalidad de
Eduardo Mendoza. Es un elemento que se encuentra a todos los
niveles de sus textos: en el argumento, €l narrador, el personaje y el
lenguaje. La subversion de los géncros literarios, ¢l humor negro, el
distanciamiento y su poder desfamiliarizante, ¢l manejo idéneo de la
historia, ¢l uso muy habil del lenguaje son los elementos que
contribuyen al efecto humoristico de sus obras.

La subversi6n de los géneros literarios es més evidente en dos de
sus novelas: E! misterio de la cripta embrujada (1979) y Ei laberinto de
las aceitunas (1982). Mendoza sc sirve aquf del modelo de la novela
detectivesca: el protagonista-detective a través de la deduccién y del
razonamiento llega a resolver el caso. Sin embargo, desde las primeras
pdginas de ambas novelas se establece la distancia par6Gdica entre el
género policfaco y su realizacion por Mendoza. La expectativa del
lector, que espera encontrar en Ja novela un protagonista de la talla de
Sherlock Holmes, Maigret, Poirol, un cerebro polente, capaz de pensar
l6gicamente, de resolver cualquier misterio, choca con el personaje
creado por Mendoza. Su ‘detective’ ni siquicra tiene nombre, €5 casi
iletrado; narra, sin embargo, la historia apropidndose del lenguaje culto
del Siglo de Qro. Es un pequefio criminal sacado de un manicomip,
soplén de policia, ®"propenso a oler mal® (E! misterio 8), que come
bocadillos sacados de la basura, bebe Pepsi-Cola teniendo de vez en
cuando “la prudencia de colocar los labios a ambos lados del borde
del vaso y no los dos dentro del reeipiente® (Ef misterio 16), y si logra
controlar sus movimientos, €5 a costa de perder lo que se le est4
diciendo. Al otro lado estdn el elegante inspector Maigret--que
saborea su Calvados ante tado--y el exquisito Sherlock Holmes, quien
fuma tranquilamente s pipa a la vez que descifra un nuevo misterio.
El gran pensamicento légico, que ha asombrado al leetor en la nowela
deteetivesca cldsiea, es sustituido por las conclusiones, de vez en
cuando equivocas, que el loco investigador saca de las cosas, ya desde
el principio bien obvias para el lector.

Los aconrecimientos, cada vez m4s absurdos, suceden ripidamente,
El suspense, un recurso poderoso de la novela polieiaca, que ha de
aumentar la tensién dramética y el interés del leetor, aquf aumenta la
risa: este 'deteetive’ detiene la acci6n investigadora para leerse una
revista pornografica o para eomer una cruda bulifarra, enando le
apetece. Asimismo, ¢l deteetive de Mendoza es un pfcaro para quien
satisfacer sus necesidades bésicas es lo més importante. Los elementos
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de la novela detectivesca quedan agui subvertidos y puestos al revés;
el caso resuelto no restaura ningun orden racional, todo lo contraria,
cuestiona la cordura y la coberencia del mundo.

Si en El misterio de la cripta embrujada y en El laberinto de las
aceitunas, Mendoza snbvierte la convencién literaria de la novela
policfaca, en otra de sus obras, La ciudad de los prodigios (1986), juega
con otra forma narrativa: con la ¢rénica histérica. Coloca al narrador
en la frontera entre la verdad histériea y la ficei6n, entre lo real y lo
absurdo. El efecto que de ello se deriva es que el leetor no sabe a
veces a qué atenerse y empieza a creer en las mentiras del narrador
¥ a dndar de la verdad histSriea. El narrador euenta la historia de
Barcelona mezclando hechos reales con otros imaginarios y mégicos ¥,
para colmo, apoya su veracidad con documentos y articulos de la
prensa.

Delhecho real ycrefble hace un acontecimiento insélitoy
disparatado. Cuenta, por ejemplo, la historia de dos delegados de la
Junta del Patronato de la Exposicién Umiversal en Barcelona, que van
a Madrid al Ministerio de Fomento para oblener una subvenci6n para
la organizacién de la Exposicién. Los delegados se llaman Guitarrf y
Guitarrd, llevan puestos vestidos y capas del siglo XV. La espera para
ser recibidos por el ministro se prolonga tanto que los dos *a fuerza
de convivir dia y noche habfan acabado por parecerse el uno al otro
como dos golas de agua y ambos al santo ermitafio del coadro del
taller de Zurbar4n en cuya contemplacién llevaban meses” (La ciudad
43).

La novela es un juego constante entre la ficcidn, la historia y la
intrahistaria, la magia, el disparate y la realidad. El narrador se burla
tanto de los personajes ficticios como histéricos, de las instituciones
espaifiolas y barcelonesas; euestiona la historicidad de los hechos
hist6ricos y la ficcionalidad de los ficticios. La distorsién de la realidad
y el distanciamiento burlador es un recurso constante, que gracias 2 su
poder desfamiliarizante permite al lector reirse de los prablemas,
palabras y acontecimientos que normalmente no parecen tan chistosos;
werlos, quizds, por primera vez y encontrar una mayor objetividad en
esa mirada fresca.

Si en La ciudad de los prodigios el autor crea el distanciamiento a
través de salir y entrar constantemente ¢n la esfera del realismo, en
otras novelas obtiene ¢l mismo efecto sirviéndose de la perspectiva
limitada del narrador. De esta manera modifica la percepeién habitual
de la realidad llamando la atencién del lector al artificio del texto y
presentando la realidad desde una perspectiva nueva, desacostumbrada.

De esta técnica se sirve Mendoza al presentar el mundo ya a través
de los ojos del loco narrador de E! misterio de la cripta embrujada o de
un extraterrestre en Sin nofieias de Gurb (1991). Esta novela narra la
historia de dos extraterrestres que llegan a nuestro planeta para
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establecer el contacto con los habitantes de la Tierra, Escrita en forma
de un cuaderno de bit4cora, cuenta su llegada a Barcelona, 1a salida de
uno de ellos lamado Gurb y la bisqueda de Gurb--que desaparece sin
dejar huella alguna--por su compafiero. Los dos extraterrestres viajan
bajo forma acorpérea de inteligencia pura, y al salir de su nave tienen
que adoptar la forma humana. Las constantes transformaciones del
narrador constituyen una de las fuentes del humor en la novela. Antes
de adoptar las diferenies apariencias, consulta cuidadosamente su
Cat6logo Astral, que ofrece toda la galerfa de seres humanos en los
que €l s2 puede transformar. Su catdlogo no le informa, sin embargo,
de que el concepto del tiempo es diferente en la Tierra, as{ como lo es
el concepto de la muerte. Por ello, el narrador adopta
indiscriminadamente formas que varfan desde S.S. Plo XII a Gary
Cooper. También se transforma en unos representantes de la cultura
espafiola; cuando se encuentra borracho en la c4rcel, sale de alll
gracias a adoptar la apariencia respetable de don José Ortega y Gasset.

Gurb abandona 12 nave transformado en una mujer joven, guapa y
atractiva, en “¢l ser humano denominado Marta Sdnchez” (Sin
noficias 5), vaa prostituta, y disfrutando de su nueva condici6dn se
pierde en la cindad sin dejar noticias. El otro, que narra la historia,
sale en su bisqueda y aunque aparentemente le sobra inteligencia, no
la tiene bastante como para adaptarse bien a la vida barcelonesa. Sin
saberlo, subvierte las reglas que rigen esa sociedad. El lector
obviamente las conoce, asf que las peripecias le resultan muy graciosas.

A los ojos de un extraterrestre sorprenden cosas que son muy
naturales y hasta obvias para un ser humano. Muy cOmicas resultan
ser las conclusiones que el narrador saca de sus observaciones de la
gente en la calle: “No debo volar ni andar sobre la coronilla si no
quicro ser tenido por excéntrico. Nota: mantener siempre en contacto
con ¢l suelo un pie--cualquiera de los dos sirve--o el 6rgano externo
denominado culo” (9).

Por otra parte, una vez preparado el lector a que el narrador,
siendo un ser extraterrestre, sea totalmente diferente del ser humano,
tanto en su comportamiento y en su apariencia como en sus creencias
y costumbres, encuentra en la novela una frase que e] narrador apunt6
en su cuaderno de bitacora; *12,00 La bora del 4ogelus. Me recojo
unos instantes” (9); a las diez y media escribe: "me pongo ¢l pijama,
rezo mis oraciones y me acuesto® (21). En otro momento, confiesa
que estd leyendo una novela en entregas sobre las aventuras de Lolita
Galaxia, El bumor de tales fragmentos nace de la subversion de la
regla que el lector acaba de formular sobre la naturaleza del habitante
de otros planetas que aqul, contra la conviccién comfin, se comporta
segfin las normas del comportamiento bumano.

Tampoco faltan enlanovelaejemplos de humor negro. El
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narrador, sin saber cOmo moverse en la ciudad terrestre, se encuentra
mmmediatamente:

08.01 Arrollado por un Opel Corsa.

08.02  Arrollado por una furgoneta de reparto.

08.03  Arrollado por un taxi.

08.04 Recupero la cabeza y la lavo en una fuente padblica
situada a pocos metros del lugar de la colisidn,
Aprovecho la oportunidad para analizar la
composicion del agua dc la zona: hidrdgeno, axigeno
y caca. (8)

En estilo escueto, telegrafico, apunta en su cuaderno lo ocurrido.
El protagonista es un ser analitico, registra con exactitud la rapidez con
la cual suceden los accidentes y el nmero insélito de ellos, Nisiquiera
el agua se salva de la burla: la caca resulta ser uno de sus ingredientes
bésicos.

En otro momento se le olvida respirar y los ojos le sulen disparados
de las Orbitas, debe ir a recogerlos bajo las ruedas de los coches. En
este incidente el lector fAcilmente reconoce ¢l humor de los
“cartoons,” en donde las figuras animadas sufren accidentes terribles
y s¢ reponen fisicamente al instante, por arte de magia.

A todo eso bhay que afiadir un elemento humoristico més: a pesar
de su extrafio comportamiento y aspecto a veces horroroso, el narrador
no parece Llamar la atencidn de nadie entre la multitud de la calle; s6lo
una mujer reacciona a su apariencia bastante lastimosa ofreciéndole
limosna, una moneda que €l se come inmediatamcnte para no
parecerle descortés: se redobla el humor por combinar en este acto la
reaccién "incorrecta” basada en la creencia de que debe serla
“correcta.”

Otra manera de crear el humor (y se sirve de ésta Mendoza) es a
través del lenguaje. Al comentar el idioma de los seres humanos, el
narrador extraterrestre observa que éste “sin descodificar, es trabajoso
y pueril. Para ellos, una oracién elemental como ésta,” y aqui siguen
ocho lincas de simbolos, cifras y letras, "resulta ininteligible® (29).
Afirma que nuestra "capacidad de expresion es limitadfsima, salvo en
el terreno de la blasfemia y la palabra soez” (29).

Mendoza juega también con ¢l lenguaje en El misterio de la cripta
embrujada y en El laberinto de las aceitunas. El narrador, siendo casi
iletrado, se apropia de un lenguaje culto, cl4sico, cuidadosamente
estilizado. Tiene aspiraciones literarias, escribe las memorias
dirigiéndose directamente a su "amable lector," sirviéndose aqui de la
eaonvencidu mglesa del siglo XVII, y explicando su 'caso’ como si fuese
un picaro verdadero. Al describir sus aventuras, se sirve de un
lenguaje muy elaborado, usando muchas metiforas--por ejemplo,
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medita sobre “el transcurso inexorable de los afios, en cuyas fauces
perece nuestra evasiva juventud" (E/ misterio 31)--y zeugmas--el coche-
patrulla "entre bocinazos, sirenas y zarandeos, nos condujo en poco
m4s de una hora al centro de la ciudad y, por ende, al final de este
capitulo” (27). En su lenguaje abundan paradojas y antitesis, hecho
extrafio tratdndose de un hombre marginado y, como ¢l mismo afirma,
"de instruccién y cultura deficientes* (15). Utiliza oximorones--por
ejemplo, el doctor Sugraiies le da su "cordial ultimdtum” (10); un
fotégralo muestra "insensibilidad de artista" (31)--, perifrasis
humoristicas--"las dos caras de crisol" (94)--, desviaciones lingiilsticas
m#s extrafias afin--"Ia era prepostfranquista” (20)--e injertos del inglés--
"variedad conocida del mal francés, french, bad" (42). Efecto cémico
tiene también el hecho de mezclar en su elaborado discurso términos
que no se suelen unir en el mismo contexto, como por ejemplo,
"dram@tica tesitura” y "chirona" (76).

En todas las nowelas de Mendoza el bumor desempeiia un papel
muy importante. Le sirve tanto para aliviar la tetricidad del espacio
urbano que describe, como para refrse de la historia y de la memoria
colectiva, de la inferioridad y de la chapuza nacional. Patricia Hart nota
alo largo de su libro The Spanish Sleuth la presencia del tema de
Espafia como pafs de segunda categorfa en las obras de Mendoza y
también en toda la novela detectivesca espafiola (20, 102, 207). La
imagen de Barcelona que emerge de la ficcién de Mendoza es la de
una ciudad zarrapastrosa: los hoteles y las pensiones son sucios ¥
asquerosos; las prostitutas estdn muy lejos de ser atractivas--basta
recordar al pobre coco que es Candida, que tiene "las carnes algo
verdosas,” "la frente convexa y abollada” y “el cuerpo trapezoidal,
desmedido en relacién con las patas, cortas y arqueadas, lo que le daba
un cierto aire de enano crecido” (Eif misterio 30-1). Las instituciones
educativas y los colegios parecen prisiones; las clases media y baja
estdn empobrecidas, atontadas por la Iglesia, como el vicjo jardinero
del Colegio de San Gervasio, don Cagomelo Purga, para quien no “hay
mejor credencial en este mundo ni en el otro" que la “acendrada
devocién® (64). Solamente la aristocracia sigue siendo, como casi
siempre, decadente. Todo eso crea una imagen desfavarable de
Barcelona y por ende, de toda Espaida.

El tema de la chapuza nacional es uno de los constituyentes del
humor en Mendoza. Sin embargo, la imagen del pafs dccadente y
cstancado no les ha divertido tanto a otros escritores cspafioles. Baste
recordar la furia y el odio con que Juan Goytisolo exorciza en sn
novela Reivindicacién del conde don Julidn los odiados y paralizadores
mitos de la socicdad espafola. Al igual que Goytisolo, Eduardo
Mendoza sustituye la realidad hist6rica espaiiola por una versién
inventiva, transgresiva y desmitificadora. Pero con una diferencia
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radical: en las novelas de Mendoza falta la mirada 4cida, sarcistica del
reformador, y en su lugar encontramos el espiritu lidico. Asf deleita
al lector, que puede reirse de temas que han dolido tanto a tantos
escritores espafioles.

Southeastern Louisiana University
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THE AUTHORITY OF THE ELEGIAC IN MACHADO
DE ASSIS’ COUNSELOR AYRES’ MEMORIAL

Todd Garth

The notion that Machado de Assis’ Counselor Ayres’ Memorial
(1908} has an elegiac aspect is hardly revolutionary, even setting aside
the portraiture of his wife Carolina, acknowledged by Lthe author
himself (Caldwell 197). But Machado de Assis’ lasl work, saturated
with the presence of both the aged and (he deceased, in fact inverts the
discourse of mourning. Counselor Ayres’ Memoriol does mourn
absence, but of the living rather than the dead. Similarly, the novel
does express a sense of loss, but of a community rather than an
individual hero. Abowe all, the Memorial mourns the imposition of
individual will on a vulnerable and credulous Brazilian people.
Conversely, the dead are invoked not as individuals lost to this world
but as a dynamic collcctive presence, one which may even hold the key
to the nation’s well-being, Thus rather than call the novel clegiac, it is
more accurate to take a cuc from the title and term it memorialistic.!

Without affirming that Machado de Assis purposely perverts an
established tradition in Luso-Brazilian lctiers, one can find many
examples in this novel of either parody or subversion of elegtac
conventions.? In fact, much of what links Counselor Ayres’ Memorial,
in an ironic fashion, (o the Western elegiac tradition is a tongue-in-
cheek revisiting of the elegiac conflation of personal loss, deep
mourning, and social disaster.

It is natural Machado dc Assis should address this "memorialistic”
discourse of mourning as pertinent to the question of authority. After
all, the European clegiac tradition is, arguably, largely a discourse of
individual legacy and inhcrited authority. Bnt in contrast to such a
tradition of individual authority, the Memorial presents a discourse of
modern, peripheral, fragmented authority. Furthermore, Machado
fcars this discourse will perpetually be undercut by the Brazilian
submission to the authority assoeiated with European colonizers.3 And
of course in this novel, that peraicious colonizing force is personified
in the character of Tristo.

The idea that Counselor Ayres” Memorial concerns itself with the
inheritance and exercise of authority in the newly-modern Brazilian
state is amply supported by John Gledson, who maintains that as a tale
of credulity and betrayal, the Memorial 1s a consummately political
story, an allegory. But 1 disagree with Gledsons conclusion that this
is Machado’s most pessimistic work, casting doubt un the possibility of
a modern Brazilian nation (Glcdson, “Betrayal” 149). Machado is
suggesting that the Brazilian nation is not viable according to the
nineteenth-century standards of authority based on the exercise and
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public endorsement of individual will. He hopes the community
depicted by means of the vacuous (and aptly named) narrator Aires
holds the alternative to the discourse he, as author, condemns.

Gledson argues, reasonably, that this community is neither
impressive nor promising. Most of its number are, like Machado, aged,
infirm and childless; the inherent tragedy of that condition is dwelt on.
Even more disturbing is the alienation and isolation of these
characters, despite their participation in an evidently lively and close-
knit social community.

The Apguiars, for example, spend a great deal of time at home
alone, despite their cheery gatherings, energetic work and overflowing
affection for everyone. Their poignant portrait at the novels close
underlines their tragic isolation. Thc few parent-child relationships in
the novel are no less bleak. At center is Fidélia, barely reconciled wath
her unyielding father upon his deathbed. Tristao’s case is even worse,
for his attachment to both sets of parents, nateral and "counterfeit," is
limited to enjoying the benefits of their affection.

Then there is Aires himself. Retired from lengthy service as a
diplomat, Aires now finds himself more "at sea” than during all his
travels. He alternates between confessed passion for the nubile Fidélia
and an insistence that he feels only fatherly affection for her. His
diplomatic demneanor means never pronouncing a disagreeable opinion.
Most curiovs, Alres constantly vacillates between excruciating loneliness
and boredom and an overwhelming desire to be left alone. Halfway
into this diary, he laments, "I have a wife under the sod in Vienna, and
none of my children ever left the cradle of nothingness. T am alone,
completely alone* (111) [79].* Yet six months earlier, he has declared,
"I am going to stay at home four or five days . . . in order not to see
or hear amyone . . .” (46-47) [38].

This vacillation even extends to his recording of past and present.
He dismisses a cache of personal papers as better left unfound and he
shreds letters (121, 72) [85, 54]; but he is driven to continue his
memorial despite extreme doubls and discomforts, including failing
eyesight. Underpinning this ambivalencce in life and letters is Aires’
overall sense of uselcssness: his presence in Brazil seems to have no
purpose. And it is significant, in this light, that his service (o the nation
was entirely in absentig and, in his own words, *decorative” (89) [65].
Aires, in eflect, constilutes the perfect absent individual: of service
when physically absent, engaged in self-suppression and, as he
expresses it, living off of what he hears from others; frustrated and
purposeless when physically present and immersed in an accounting of
sell. But the very [rustration of this self-accountancy is crucial. Tts
ultimate effect of identifying Aires as an absent individual and as an
indeterminate, decentcred, fragmented and dependent self, is
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inseparable from its effect of yielding such a rich portrait of this
arguably senile commumity.

Returning to the nowel’s treatment of the dead and their presence
among the living, it is noteworthy that often the homage to the decad by
the living proves to be patently superficial, as Aires himself remarks.
Aires repeatedly rclers to the futility of such acts: . . . The dead are
well off lying where they fall .. " (13) [16]. Bul as dismissive as he is
of the rituals meant to kecp the dead among us, Aires, with true
Machadian irony, reveals the inadequaey of his own summary of death
in the peculiar case of Fernandes, the auctioneer.

During a fit of hermitude, trying to avoid contact even with his
sister, Aires responds to Rita’s query about the auctioneer by inventing
what he belicves to be a fiction: he pronounces Fernandes dead. He
then scoffs at the very function of auctioneers and estates by grousing:

She must be joking. What do I know about auctioneers, or
about auctions? When I dic they ean sell privately the little
that 1 leave, at a discount or without one, and my skip along
with the rest: it is not new, it is not handsome, it is not fine,
but, still, it will be good for some drum or rude tambourige.
There is no need for calling in an auctioneer. (47) [38]

Itisnot onlyremarkable, as Aires later concedes, Lhat the
auctioneer should indeed die just at the moment Aices announces his
death to Rita. Equally striking is the abrupt setting into motion of
events caused by Fernandes’ actual death, completely negating Aires’
purpose in making the premature announcement of his fictional death.
Rila disrupts her brother’ solitude and scts him to work tracking down
elfects--novels and paintings--consigned to the auctioneer. Their search
is aided by the assiduous "escrituracio" or "written account" kept by
Ferpandes (48) [39], who was both efficacious and honest in his office.

This passage is on¢ of the few in which Machado de Assis suggests
outright how the dead and the living serve cach other as
interdependent entilies of a single community, and how their
interdependence remaing critical to the disposition of goods, especially
the artifacts of culture (nowels and paintings). More to the point, he
indicates that the dead perform this service through their reeords: their
personal "memonial” to the community they abandon.

This legacy is in sharp contrast to others in the novel. Mast obvious
is that of the Barao de Santa Pia, sell-important Lo the point of freeing
his slaves simply in order to maintain his individual will over his human
property. Gledson clarifies the ultimate substance of this legacy: land
exhausted, former slaves dispossessed, and the end of the Santa Pia
family tree in Brazil (Gledson, "Betrayal' 123-4). More wry, but no less
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pertinent, is the legacy of the only other “child” (o receive the solicitude
of the Aguiars: a dog, the selfless opposite to the egomaniacal Baron;
this creature’s legacy is by definition mute and fruitless,

These are the dead in Counselor Ayres’ Memorial whosc dcath,
upnlike that of the apparently so forgettable Fernandes, has no exit, no
continnation, no legacy Lo bear fruit. They join those dead
memorialized at the novel’s beginning (Aires’ wifc, Rita’s husband,
Fidélias husband), all namcless and childless, for whom the discourse
of mourning adhcres to the tradition of elegy: arguably European,
bourgcois, sclf-affirming. It is a tradition of wreaths, mausoleums,
obituaries and thirty-carriage funeral processions (in this even the
humble Fernandes could not escape).

But this other discourse of mourning, of memorialism, exemplified
by thc Memorial itself, is reflected--refracted, rather--at many other
moments. And like Machado’s own writing, the medium of this
discourse proves both dangerous and deceptive as well as helpful and
enlightening, This medium is the very act of recording and chronicling.

Written chronicles--mainly in the form of letters--are crucial (o the
Memorial. Repeatedly, at essential momenls, missives either intervenc
or fail to do so. The young Os6rio’s lailure to captivate Fidélia, for
example, is owing, according to Aires, to (s6no’s fallering tongue and
his neglectmg to write Lo her prior to his abrupt departure from Rio
(55-56) [44]. Conversely, thc physical absence of beloved characters is
often counteracted by their expressive letiers. Such letiers, especially
when serving as chronicles or accounts, can render present absent or
even deceased figures, as is the case of Fidélia’s account to her
godpareats of her return to her fumily plantation:

{The letter) speaks at length of him (her father) and of the
bauating me¢morics she found there . ... Among the
phantoms of the past, the profile of her mother beside that of
her Father, and in the distance as well as close by, in the great
rooms of the plantation house as in the depths of her heart--
the profile of her husband, so firmly fixed that even I saw it
and it seemed to me eternal. (67-8) [51]

Throughout the novel, similar cvocations of "saudades,” that
quintessentially Brazilian sentiment (and a word that appears countless
times), make present those who are physically absent.

This same medium is Tristdo’s great weapon, too. His letters keep
him prescat for his duped and exploited godparents. His linguistic
powers succeed with Fidélia where Qsorio’s beseeching eyes fail. And
vltimalely, his words draw Aires himself, along with Campos and
Aguiar (the diplomat, the judge and the banker, main rcprescutatives
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of madern authority) into his web of deception. Having made the
counsclor also his confessor, Tristio then assigns to him and to
Campos, in a letter, the job of revealing the truth; a job the diplomat
attempts to perform by--what else?--inventing a story (194) [130].

Machado de Assis thus illustrates the double-edged power of the
individual memorial, For Tristio, memorial, chronicle and letter are
the means to posit himself as the individual heir to a legacy--material
and familial (from the banker and landowner), dvic (from the judge)
and, crucially, eultural (from the "decorative” diplomat and, of course,
author). For others in this novel, however--for Carmo, Aguiar and
Fidélia--the written chronicle disperses this individual heir in favor of
a fragmented one, in the mierrelationships and mterdependencies that
constitute their community, and in the prescncc of the dead who enrich
it. Writing takes its placc alongside Dona Ces4ria’s scintillating gossip
as a powerful tool for the strengthening--indeed for the very
elaboration--of a community of interdepeadeat individuals.®

Alres himself, Machado’s most brilliantly ironic creation, stands in
between these two dynamics. His very vacuity enables readers to
perceive the crisis depicted by his chronicle; his naive and ambivalent
participation in both the discourses of individual and community legacy
and authority emphasizes their mutual incompatibility and their
potential for tragic conflict. Paradoxically, Aires’ ambivalence also
proves to be the primary foothold for Tristdo’s elegantly executed
betrayal.

But more than a betrayal, as Gledson qualifies it, the Memorial is
offered by Machado de Assis as a way out. 1f Ajres’ diary, as a
memorial to his society, community and nation, serves to replace elegy
as an instrument of legacy, cannot Machado’s antiheroic masterwork
serve as an cxample of how to counteracl the consequences of
traditional European discourses of mourning and inheritance? Machado
de Assis urges his Brazilian readers to gain for their own community--
s0 as to lake possession of their communal legacy--the very weapon
Tristdo uses to appropriate that legacy for his individual self. Itis a
weapon they hold in their own hands.

Johns Hopkins University
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NOTES

1 A term novelist Helder Macedo also uses (201).

2 These include the reference to writing an "Ecclesiastes, 2 la
moderne:" "All is fleeting in this world" (87-8) [63]; the declaration that
"(C)ustoms and institutions, like all else, pass away" (74) [55]; the iromc
relerence to the "vale of tears" that formed the melancholy verses of
Aires the narrator as a youth (129) [90]; the play on the elegiac ubi
sunt (77-8) [57].

3 Gledson and Schwarlz note Machado’s coacern for the "gap
between European and Brazilian historical experience" (Gledson View
101) and for Brazil’s peripberal stalus before Europe.

Citations of the novel refer (o Caldwell’s translation, Page
numbers in parenthesis refer ta that volume, numbers in brackets ta
the corresponding passages in the original, Memorial de Aires.

5 Caldwell elucidates the importance of gossip 10 Machado (5-7).
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LE PASSE A-T-IL ENCORE DE LAVENIR?
LA GUERRE "MEMOIRE VIVE" DANS LE ROMAN
FRANCAIS CONTEMPORAIN

Frédénc Pallez

De nos jours les conflits armés réapparaissent avec force dans le
quotidien des émissions télévisées et des articles de journaux, La
"machine de guerre*! refail surface dans 'actualité sous la forme de
Popération "Tempéte du désert” et des conflits de 1’ancienne
Yougoslavie. Alors, un regain dntérét se lil dans le grand public quant
3 cette science un peu oublide: la polémologie, c'est A dire Pétude des
guerres.? Méme si les sociélés occidentales ne se considerent pas
directement menacées par le retour des conllits, elles en retrouvent
Pimaginaire avce sa longue sarabande de destructions i grande échelle,
de tranchées, bunkers et autres formes de représentation des guerres
modernes qui ressemblent tant A celles des guerres passées.

La "bellicisation” de I'espace médialique, puis peu & peu de certaines
formes artistiques et littéraires, est sympiome d'une réapparition de
I'image de )a guerre a travers des embraycurs qui permettent ce retour.
C’est alors qUintervient la mémoire collective et son imaginaire. Il
s'agit d’une représentation qui influence tous discours ayant un rapporl
avec 'événemenl ¢t 'histoire. La mémoire colleclive n’est pas
seulement un souveair perpétré oralement par des générations de
témoins de ’événement, elle prend aussi la forme d’objets qui
permetient la réminiscence; des plus impressionnants: monuments aux
morts, aux plus hétéroclites: cartes postales, images pieuses, La
présence de la guerre, dans Ja société, est renouvelée par l'occurrence
réguliere d’un nouveau conflit qui vient réécrire et suppléer le
précédent, tout en sauvegardant les clichés répétés d’un conflit A
Pautre, La mémoire collective garde ainsi Pimage de la guerre tonjours
vivante.

Daas la littérature frangaise de ces dix dernieres années, seuls
quelques textes examinent le souvenir de la guerre disséminé daos la
société et non le développement, sous la forme de fiction, du trauma-
tisme de I'expérience de l'auteur. Les romans sur le souvenir collectif
de la guerre décrivent un imaginaire qui laisse de ¢6té le Fait histori-
que. Ces romans s’intéressent au monde des conflits armés pergu par
Pensemble de la société frangaise et non pas seulement par ceux qui
oat "fait" la guerre. La mémoire collective est présente dans ces textes
car elle va 4 'encontre de la représentation typigue du roman de
guerre qui est basée sur la présence d’un témoin qui conte I'événement
passé.:"

Le roman influencé par la mémoire collective aide a la création d’un
imaginaire constitué dé clichés connus dc tous, comme c’est le cas dans
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La guerre de Fortépaulle de Yves Lemoine (Editions Michel de Maule,
1987), De purs désastres par Frangois Salvaing (Editions Balland, 1990),
L’acacig de Claude Simon (Editions de minuit, 1990) et Les champs
d’honneur par Jean Rovaud (Editions de minuit, 1990) Prix Goncourt
1991,

Le cadre historique dans L'acacig ¢t Les champs d'honneur csl sous-
entendu. Le lecteur a souvent lu ct rclu les faits militaires décrits. 11
conngit par avance les événements contés dans les récits. Ce sont des
épisodes de la défailc de 1940 et des tranchées dc la Grande guerre;
des fails qu'il est possible de connaitre d’'une fagon détaillée i cause de
immense production de récits historiques ¢crils au sujet de cette
période.

Mais 4 la différence des récits historiques, les événements guerriers
sont sous-jacents dans ces deux romans. Décrire I'bistoire n'cst pas la
raison d’étre des deux livres. Le texte de Clavnde Simon Lacacia est
divisé en douze chapitres, qui sont aussi dowze dates, des années qui
se répltent sans ordre chronologique. U s’agit de moments importants
de I'histoire: 1914 déclaration de la premigre guerre mondiale, 1940
invasion allemandc de la Belgique et de la France, ou de périodes
préeises en référence 4 un épisodc guerrier: un certain 17 mai, le 27
aoit, et d'autres anncces: 18580, 1910, 1919, 1982, moments d’avant el
aprés les conllits, qui completent Pimage de la guerre. Dans Lacacia,
la construction de la mémoire se fait suivant agencement des datcs.
La relation entre les différentes époques permet la confusion entre les
conlflits. Les chapitres, dans le texte de Claude Simon, créent un effet
cyelique de réapparition de la guerre, ce qui cst renforcé par 'éphémé-
ride du 27 aoit 1914 ¢t 1940, Limage de la guerre, 4 la fin du roman.
n’est plus cclle de dilférentes périodes historiques, mais une tissure
d’époques qui sc eonfondent et forment un tout. Cauteur entraine ainsi
son texte vers le lantastique ot les différentes périodes se supplé-
mentent pour former une image globale dc la guerre.

Les champs d’honneur de Jean Rouaud déeril avee précision un
passé id€alis¢ tel qu'il est vu par le jeune narrateur qui a dix ans dans
les années cinquante. A cctie épogue, juste aprés la seconde guerre
mondiale, lc souvenir des conflits se doit d’étre oubli€ par la société
frangaise. L'épisode réprouvé de la collaboration a enlaché 'image de
la victoire des alliés sur Allemagac nazie. Les réglements de compte
qui ont suwvi la libération restent encore dans la mémoire de tous.
Alors ce ne sont plus seulement les souvcnirs de la seconde guerrc
mondialc qui doivent &tre oubliés, mais les conllits armés en général
(comme ce conflit colonial en Indochine ot la France est engagéc
depuis déj plusieurs années et quc la société frangaisc, des années
cinquaate, tente de refouler).

Dans le milieu campagnard et familial, ol se situe lc roman, les
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personnages: grand-peres, vieilles tantes, racontent leurs aventures, (s
omettent trop facilement les moments de la guerre afin de doaner au
narrateur /enfant une image idyllique du passé. Le village--lieu du
roman--a été épargné par les conflits successifs. Les récits des
personnages passent d’une période A une autre et laissent des trous
béants dans la chronologie du village, ce qui commence i intriguer le
narrateur.

La guerre est présente chez Jcan Rouaud dans le titre et les trois
dernidres parties du roman alors que le narrateur commence a
comprendre la significalion de certains termes échappés par
madvertance du discours des anciens. Ce sont des noms de lieux, tels
la Somme ou la Marne, qui pour P'enfant désignent de paisibles régions
de France alors que pour ceux qui racontent les histoires, et dans
Pimaginaire frangais, signifient la guerrc. A ¢cc moment les "Champs
d’honneur" prennent forme dans I'esprit du narrateur. La guerre se
précise comme étant celle de la mémoire collective frangaise telle
gu'ellc cst obscrvée par un enfant.

Dans les deux autres romans étudiés, le conflit est 1ssu d’un
imaginaire sans rapport direct avec I'histoire car les guerres décrites
n’existent pas comme événements réels. C’est le cas de La guerre de
Fortépauile par Ives Lemoine qui est supposée avoir lieu, lors d'un
conflit Est-Oucst, sur un front d’Europe centrale. C’est aussi le cas du
roman De purs désastres. Frangois Salvaing décrit dans son texte un
univers fantastique 3 mi-chemin entre les Croisades et la guerre du
Golfe. Malgré I'absence de référent historique direct, les conflits sont
reconnaissables dans ces denx romans. Limage de la guerre ¢st celle
retenue par la mémoire collective contemporaine.

La guerre de Fortépaulle ressemble 3 une transposition actuclle de
la drdle de gucrre de 1939, De purs désastres a licu lors d’une guerre
virtuelle dans un queleonque pays du Moyen-Orient, des Balkans ou
d'aillenrs. Certains stérfotypes rappellent au lectcur ce qu'il connait
déja des images du conflit libanais, ou Je la gucrre civile Yougoslave.
A la manitre dont la télévision et les journaux nous ont habitués, ces
derniers temps, anx noms chargés d’alfect de Sarajevo, Ryad, Vuklovar
ete., Frangois Salvaing habitue son lecteur 3 d’autres noms propres,
mais cette fois imaginaires. Lauteur partage avec son lectcur le sous-
entendu dans le nom d'un lieu. Les mots "difficiles 3 prononcer” se
succtdent ensuite daus le roman. Ils mélangent les origines géographi-
ques, brouillant les pistes d’unc compréhension spatiale du texte:
Berzerque, Oscoff, Acanthe dans la province d’Cust, Jacaranda, John's
Town, Arpeunt, Goix, Ixthi etc. Ce sont des villes citées par le narratcur
sans référent, mais qui donncnt Iillusion du connu. Salvaing joue avec
la passion qui entoure ces uoms propres, 3 la maniére dont le fait la
mémoire collective qui a su porter sou atteution sur quelques noms de
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ville qui 4 eux-seuls résument I’histoire contemporaine: Verdun,
Dantzig, Stalingrad, Berlin, Saigon, Beyrouth, Sargjevo . . .

Les images du souvenir de la guerre, dans les quatre romans: dates,
noms de licux, font office "d’effet de réel"* Limaginaire collectif,
connu de tous, sert au lecteur i faire la liaison entre son monde & lui
¢t celui Fantastique ou historique sous-gntendu par la fiction.

Les moyens mnémotechniques qni permeltront au narratcur de se
remémorer le passé son! aussi d'ordre matériel. Lobjet permet la
réminiscence, c’cst & dire Ic retour intempestif A esprit d’un souvenir
oublié comme le montre Yves Lemoine "Fortépaulle regarde le
chauffeur fumer une 'bleve’, nonchalamment appuyé sur I'aile avant
du 'Berliet’(39). Cctte référence i 'armée frangaise est connue de
la plupart des lectenrs. Le paquet de cigarettes "Capaoral®, de couleur
blcue, ainsi que les camions, dc type Berliet, font partie des souvemirs,
peut-&tre oubliés par les anciens militaires, mais qui revienrnent vitc 3
I'esprit: rouler dans un "Berliet” ou fumer une "bleue” sonl des actions
mille fois répétées par les soldats et il suffit de faire référence 3 l'objet
dans sa plus grande simplicité, la marque du camion ou Ic sobriguel de
la cigarette, pour que le souvenir fonctionne. Limage de armée dans
le texte d’Yves Lemoine est d’autant plus puissante qu'elle contraste
avec I'ambiance troisidme guerre mondiale du roman. Yves Lemoine
développe A I'extréme la dichotomie: armée obsoléle et guerre du
futur. Il crée ainsi un espace fantastique tout en étant mnscrit dans le
réel.

Dans le roman de Jecan Rouaud, I'objet permet aussi la réapparition
du souvenir et le retour de 'histoire. Parmi les reliques du passé,
retrouvées par le narrateur, il y a des photographies et des images
picuses datant de la guerre. Sur ces images la Patrie et Eglise ne font
gu'un face A I'ennemi, comme o voulaitl le discours de Pépoque. Le
narrateur retrouve aussi des images (undbres permettant de dater la
mort au front d'un grand-parent. Les photographies montrent lc chaos
du champ de bataille. Les revues, brochures et images picuscs sont des
représentations devenues typiques dc la premidee gucrre mondiale.
Jean Rouaud parle de "monuments dc tristesse” (1213, On peut alors
penser, par analogie, 3 un autre objet funibre, sorte dc gigantesque
carte postale: le monument au mort.

Le monument et ossuaire de Douaumont est une architecture, qui
montre une vision anachronique des événcments qu’il représente.
Aprés la premigre guerre mondiale, afin de commémorer la bataille de
Verdun, un ossuairc fut construit sur les lieux du champ dc bataille.
Son architecture se wout volontairement maeabre et austeére. Ce qui
altire la curiosité du visitcur est la ressemblance de I'édifice avec le
scul bitiment rcsté & peu prés intact aux environs, cl gqui cst
maintenant recouvert par la végétation: le ort de Douaumont,
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Lossuaire "copiant” le fort, 2 ["apparence d'nne gigantesque
casemate au centre de Jaguelle se détache une tour de guet. Cet
observatoire abritait antrefois, juste aprés la construction du batiment,
un phare donl I’éclairage rendait l'ombre des milliers de croix, qui
cntourent le monument, comme distendue par cet oeil monstrueux.
Lassimilation de I'horreur de la guerre de tranchées avec ce
monument impressionnant, plus impressionnant que le véritable fort,
avail pour fonction de représenter, aux yeux du monde, Pharreur de ta
bataille de Verdur’.

La carte postale et le monument au mort rappellent les effets
dévastateurs des champs de bataille par la fagon dont ces destructions
ont été conservées sous la forme d'une image reconnue par la mémoire
collective. Les deux représentations servent de métaphore du champ de
bataille pour la société. Les "champs d'honneur” sont des lieux oil Ia
mémoire s¢ souvienl. LA ok, comme pour les monuments aux morts
monere mentum, 'objet doit étre considéré suivant le sens littéral de la
traduction: qui permet de se souvenir,

Limaginaire collectif suseite la récapitulation minuticusc des événe-
ments, Mais cet imaginaire montre des absences, des “trous de
mémoire” et des constructions erronées. Pour pallier 4 ces absences
I'imaginaire crée des artifices de construetion. Ce sont des anomalies
dans la mise en scéne de la guerre. Le travail de reformulation des
¢vénements porte A faux par rapport au récit historique. Il dévie de son
but premier qui est de montrer la guerre, et s'attache 2 représenter ung
vision confuse, qui ne va pas & I'encontre de Phistoire proprement dite,
mais qui est légérement différente, comme pergue 2 travers plusieurs
souvenirs de la guerre et nen une seule mémoire, La création hybride,
née de la mémoire collective, prend la forme d’un processus mnémo-
technique particulier. Face A I'oubly, ’erreur et ’anaehronisme, la
mémoire £labore une siratégie de réapparition du souvenir, Ioubli de
la réalité vécue est remplacé par le fantastique. Lintéressant est alors
le processus mnémoteehnique décrit par Pauteur. La mémoire recrée
au fur et A mesure ce qui est oublié.

Pour reprendre un terme d’informatique, la mémoire de la guerre,
dans les quatre romans étudiés, serait une mérmoire vive. C'est 3 dire
un souvenir non seulement toujours "vivant” mais aussi créatif et en
perpétuel renouvellement, Cette mémoire, comme celle d’un
ordinateur, a l'avantage de pouwir s'effacer aprés chaque utilisation.
Instrument d’imagination, et non de lecture d’un souvenir déja existant,
la mémoire vive fonctionne griee 3 un programme de eonsiruction
interne de scénarios de la guerre; il sagit d’une simulation an sens oll
I'entend le philosophe Jean BaudrillardS, Didée de mémoire vive met
en valeur I'acte de remémoration dans une autonomie par rapport au
représenté qui alors n’est pas nécessaire (la guerrc comme histoire).
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Cette mémoirc est amnésique bien qu'elle fonctionnc grice a n’importe
quelle forme de stimulus, qu'il s’agisse d’un objct: unc carte postalc, o
d'un souvenir collectif {rcvenant i Pespril & travers divers agencements
dc la représcaotation).

Au début de ce texte, il était question de I'actualité des gucrres
modernes ¢t de leur "retour" dans 'imaginairc. La mémoire vive d'unc
rcprésentalion sans référent mnémonique, comme dans les quatre
romans cités, implique une focalisation sur I’aclc-méme de
représentation, et donc de présence dc la gucrre (sans préscnce de
Phistoire de ccs guerres). Il s’agit d’un passé illégitime car basé sur la
mémoire collective. La réminiscence [ail {arbitraircment?) surface dans
P'actualité: La nouvelle Europc ressemble 3 celle d’avant 1914 et la
guerre du Golle rappelle dc vieillcs pcurs comme celles du gaz de
combat ou d’unc possible gucrre de tranchée. Le présent de la guerre
cst constitué de [aits refoulés, tout ce qui était depuis longtemps oublié
quant aux conflits; vne vision des gnerres de jadis dans leurs menaces
déformécs par Ics images passé€es, ¢t dont la mémoire vive,--vierge
d’unc présence “trop” historique--pernet le retour,

Louisiana State University

NOTES

1 Expression empruntée a Gilles Deleuze et Félix Guattari dans
Mille plateauy (Paris: Minuit, 1980),

2 La polémologie: I'étude critique de l'originc ct dcs causes des
guerres est un terme qui nous vient de Gaston Bouthoul fondatcur de
Uinstitut de polémologie. Voir le livre de Gaston Bouthoul.

? Au sujet du rapport entre texte de fiction et récit autobiographiquc
dans la représentation de la guerre, voir le chapitre IX “Persistence and
Memory" de I'étude critique de Paul Fussel.

4 Roland Barthes utilise Pexpression "d’cffct de réel” pour qualifier
I'apparition intempestive dans la narration dc détails en apparence
asignifiants: "...le barométre de Flaubert, la petitc porte de Michelet ne
disent finalemenl rign d’autre que ceci: nous sommes le réel; c’esl la
catégorie du "réel” (et non ses contenus contingents) qui est alors signi-
[i¢e; autrement dit, la carence méme du signifi€ au profit dv seul
référent devient le signifiant méme du réalisme: il sc produit un effer
de réel, fondemenl de c¢ vraisecmblable inavoué qui forme P'esthétique
de toutes les oeuvres courantes de la modernité". Roland Barthes Le
bruissement de la langue (Paris: Seuil, 1984) 186-187.
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3 Au sujet du rapport entre mémoire collective et architecture
militaire, voir le Jivre de Paul Virilio,

6 *Dissimuler est feindre de ne pas avoir ce quoa a. Simuler est
feindre d'avoir ce quion m’a pas. Cun rcovoit A uee présence, l'autre 3
une absence. Mais la chose est plus compliqeée, car simuler n'est pas
feindre: “"celui qui feint une maladie peut simplement se mettre au [it
et faire croire qu'il est malade. Celui qui simule une maladic en
détermine en soi quelques symptémes.” (Littré) Dong, feindre, ou
dissimuler, laissent intact e principe de réalité: la différence est toun-
jours claire, elle n’est que masquée. Tandis que la simulation remet en
cause la différence du "vrai" et du "faux’, du “réel" et de "imaginaire”.
Le simulateur est-il malade on non, puisqw’il produic de "vrais®
symptémes?” Jean Baudrillard, Simulacres et simulation (Paris: Galilée,
1981) 12.
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INCISIVE INCISIONS: (RE)ARTICULATING
THE DISCURSIVE BODY IN
DIAMELA ELTIT’S LUMPERICA

Robert Neustad!

Throughout Lumpérica, Diamela Eltits first novel,! a protagonist
named L. lluminada mutilates her body in a Santiago plaza, smashing
her head, burning her hand, tearing off scabs and slicing open her skin,
Eltit herself, while writing the novel, slashed and burned her own arms.
En this essay I specifically focus on the interaction between Eltit’s
corporeal and narrative incisions. | relate Lumpérica’s hyper-
fragmented composition to Eltit’s own scarification, arguing that by
"carving up” textual bodies Eltit articulaies a critique of the (neo)fascist
occupation of post-coup Chile,

Cutting the body, both in Lumpérica and in Eltit’s rcal-life
mutilation, can be read as an action of textual inscription. As Peter
Brooks states in his analysis of 1bc body in literature, marking or
signing the body funclions as a traditional topos that creates of the
body a narrative subject:

The sign imprints the body, making it part of the signifying
process. Signing or marking the body signifies its passage into
writing, its becoming a literary body, .., the inscription of the
sign depends on and produces a story (3),

Belore interpreting the implications of the "story” that Eltit produces
on her body, I will textually "dissect” several episodes of narralive
mutilation from Lumpérica’s cighth chapter, the Ensayo General,
Highlighting the correlation between Eltit’s narrative and corporeal
"cuttings,” will reveal the way in which Eltit paradoxically inscribes a
(de)constructive political critique through narrative effacement,

The Ensayo General begins with three one-line verses (E.G. 1, 2
and 3) each of which occupics an entire page. The first page is a
quintessential example of Lumpérica’s mulli-coded narrative:

Muge/r/apa y su mano se nutre final-mente el verde des-ata
¥ maya se erige y vac/a-nal su forma (152}.

Chopping up words and phrases Eltit highlights the polyvalent
multiplicity inherent to Janguage. Multiple meanings resonate between
privileged and hyphenated syllablcs. The phrase, like the novel, cannot
be translated into a logical seatcncc. [t projects, on the other hand, a
wide spectrum of images that cvoke the protagonist’s body: L.



152 Rabert Neustadt

Iluminada (mujer rapada) alternately ties and unties ("des-ata”) the
lewd ("verde”, bacanal ["vac/a-nal"]) narrative ‘forma," Lumpénica. She
is a hybrid figure (woman/animal: "vac/a-nal su forma," "se nutre . .
. el verde") who moans and mews ("muge,” "maya"}, faints (“des-maya”)
and Lhen erects herself ("se enige") feeling pleasure in unleashed (“des-
ata" "a-nal") animalistic hedonism.

Although I am emphasizing the poetic projection of Eltit’s prose,
Lumpérica’s fragmentation is charged with practical application. The
hermeticism of Lumpérica allowed Eltit’s experimental novel to escape
government censorship--a poiant to which I will return iater in this
€s5ay.

E.G.2 continues to compound a series of multiple images that

foreground L. [luminada’s physical appearance and bodily
transformations: "Anal’iza la trama=dura de la piel: la mano prende
y la fobia es/garra" (153).
This page suggests the recurrent figure of L. Iluminada examining her
weather-worn face in a mirror: "Se devuelve sobre su propio rostro”
(9). In the plaza she traces the contours of her body, rehearsing the
lines that she will literally carve as text in the coming pages: "Se toca
la piel en el mismo momento en que se curva més afin scbre el pasto”
(12-13). Her hand ("la mano prende"), superimposes images emanating
from the verb prender meaning "to grasp,” "adorn," and "catch fire." At
the end of chapter 7 she grips the chalk with which she writes on the
plaza floor: "Tiene tiza entre Jos dedos" (148). In chapter 1.4 she
deliberately burns her hand in the {ire: "Frente a la fogata acerca su
mano, adelanta su mano sobre las llamas y la deja caer encima. . . *
(35). Finally, towards the end of the nowel, after cutting off her hair,
L. lluminada ornaments her body with a necklace: "Sac un collar de
pedrerfas. Se lo puso alrededor del cuello” (207).

This conflation of images and ruptured aarrative significantly
increases the text’s projection by implying a multiple series of
simultancous subjects. Whercas, "Anal’iza la trama=dura de la piel,"
infers L, Iluminada, the phrase also evokes Lumpérica’s implied and
historical authors. While L. Illuminada examines her image in a
mirror, Diamela Elit performs an analogous repetition. Writing her
novel Eltit gazes at her narrative refleclions--her implied author,
diamela eltit (written in lower case), who n turn contemplates her
protagonist, L. Iluminada. At the same time, Eltit turns her gaze
outward to the "trama=dura” of contemporary Chile, analyzing Lhe
shredded fabric left behind after the coup. Finally, this Borgesian
continuum of historical and implied authors and their protagonists
reflects back to the reader who analyzes the fragmented narrative of
Lumpérica.
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E.G. 1,2, and 3 distort, mutilate and mutate the image of L.
Iluminada’s body in the plaza.2 The resulting textual ambiguity
produces a (con)fusion of subjccts--L., Iluminada, diamela eltit,
Diamela Eltit and the reader--on parallel narrative planes. These
passages of hyper-fragmented prose give way to an apparently linear
section in which the narrative traces a scrics of epidermal incisions on
the narrator’s arms. A close reading of the epidermal slices,
nevertheless, reveals not a "line" but a cycle of parrative mautilation,

The text defings the lirst cut in termns of a written sign which bisects
her arm: "Es solamente marca, signo o escritura” (155). The next two
slashes, one "méas débil" (156) and the other "fallado” (157) acquire
significance through comparison with the first. By introducing cuts that
represent "crrors” and changes of direction, the Ensayo replicates the
stops and starts of Lumpérica

After the third "line,” the Ensayo halis its forward momentum and
begins instead to self-reflexively analyze the preceding “lines.” In other
words the Ensayo General actually interrogates its own inscription;
"¢Es realmente un corte? Si porque rompe con una superlicie dada.
. . . Entonces {cuil es la frontera? iel corte mismo? No, es apenas
la sedial” (158).

The next page begins with a parenthesis, orthographically separating
the series of Jacerations. This new narrative corte, "(En relacién al
corte de la fotograffa)" (159), amplifies the hermeneutic consequences.
The text now examines the incisions depicted in a pholograph of Eltit’s
arms (which precedes the Ensayo General).4 The Ensayo places the
reader’s eye on the same level as the knife. The text "sera rota por el
ojo que corta allf su mirada” (159).

In spite of the numerical sequence that apparently orders the
incisions, the text inverts the chronology: "El tercer corte podria haber
sido ¢l primer corte quc sc¢ hizo" (160). As the Ensayo General
continues, the cortes themselves become repeatedly divided and
interrupted. The fourth slice, itself "brevemente interrumpido por un
fragmento de piel,” branches intlo (wo hypotheses related to time and
depth:

a) La linea fue realizada en m4s dc una ctapa.
b) La hoja que efectud el corte se Jevantd levemente, (162)

Following this split, the narrator modilies the surface of her "text"
by burning the skin: "La superficie . . . estd modificada por una
quemadura en la piel” (163). She continues to mark herself with
layered mutilations until a final sixth incision dissappears bencath her
blistered skin: "La quemadura lo absorbe . . . la piel se ampolla
oscureciendo la sexta linea” (166).
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The Ensayo General, then, stages an episode of textualization
through a complex process of corporeal and narrative mutilation. The
text not only depiets the slashing of skin, but further {ragments and
then splits the parrative sequence with sections of metatextual analysis.
Finally, on the last page ol the "Ensayo General," the (ocus moves
backwards to encornpass the subjeet who poses in the plaza gripping
the knife: "Los dedos de su mano derecha sostienen la pequeia y
afilada hoja. Sin mirarse la acerca hasta su cuern” (167). Significantly,
as she approaches the knife to her skin on the /asf page of the "Epsayo”
(meaning "rehearsal,” “test," and "essay") she has yet to inflict any
ineisions: "Se va a iniciar ¢l Ensayp General' (167). Chronologically,
then, by juxtaposing the last cui cyclicall; with the first, the Ensayo
scripts a circular rehearsal of in-scription.

Lumpérica, ke the Ensayo General, is a non-lincar series of cortes
that perpetually revises itself while reconfiguring the image of L.
Ilumjnada in the plaza. The last scene, which again portrays L.
Numinada sitting in the plaza, recalls the nowel's opening. Written to
be re-read, Lumpérica plausibly "begins" at the novel’s end, chapter 10,
when L. Iluminada cuts off her hair, and continues the following dusk
(chapter 1.1} when shc burns and cuts her skin,

Early in this essay I state that Lumpérica resists the repression of
(neo)fascism, and yet the aovel never directly meations the
Dictatorship. To comprehend the political and social implications of
Eltits work it is crucial to “read" the articulation of a scarified body as
text. Nelly Richard sees Eltit’s self-mutilation as a ritual thal attempted
to heal the open wound of the military coup: "Como si, al analogizarse
las marcas del deterioro autoinflingido en el cucrpo del artista con las
marcas dc padecimiento inscritas en ¢l cuerpo nactonal, el dolor y su
sujeto se colectivizaran en una misma cicatriz' (142). Eltit thus
symbolically assumes the violence of the Chilean dictatorship by
gashing and burning her body,

Of course the use of the body for signifying purposes by no means
insures a counter-hegemonic text, As Brooks emphasizes, the body "can
be made Lo bear messages of all kinds” (22). The Pinochet
dictatorship, claiming to excise the malignant tumor of socialism from
the Chilean national body, is a case in point. All too often the regime
literally inscribed the fesh of the "enemy.” Like the Harcow in Kafka's
"Penal Colony," the military carved punishment directly into the bodies
of those who dared to disagree. Maiming, disfiguring, dismembering
and killing, the régimen transformed the bodies (or corpses) of theic
victims into message-bearing signs.

Eltit, in turn, assumes the task of rearticulating and deconstructing
the nationalist discourse of (neo)fascism. Eltit marks and signs her
body, writing a series of body/texts which refuse the "story” imposed by
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the Dietatorship. She undercuts the discursive clarity of Socialist
Realism by mutilating the linear concept and narrative uniformity of
discursive order. Finally, thc narrative mutilation that fragments
Lumpérica's plot sufficicntly obscured the political message of the novel
to allow it Lo evade government censorship.

Obviously Lumpérica cannot be succincily explained. Rather than
a single meaning, a close reading produces a multiplicity of open
images. Although my analysis strcsscs polyvalency, [ am aware that [
trace a continuous line through Eltit’s intentionally cut-np narrative.
Reading between the signs of Eltit’s incisive incisions, however, reveals
a double-edged critique that rearticulales, cven as it mutilates, the very
notion of a discursive body,

University of Oregon

NOTES

! To date Diamela Eltit has published five novels: Lumpérica
(Santiago: Ornitorrinco, 1983), Por la patria (Santiago: Oraitorrinco
1986), El cuarto mundoe (Santiago: Planela, 1988), Vaca sagrada
(Santiago: Planeta, 1991} and Los vigilantes, {Santiago: Ed. Suda
mericana Chilena, 1994). In addition she facilitated a “testimonial,” E/
padre mfo (Santiago: Francisco Zegers Editor, 1989), transcribing the
words of a schizophrenic street person. Her other recent book, Ef
infarto del alma (Santiago: Francisco Zegers Editor, 1994), juxtaposes
Eltit's prose with Paz Err4zuriz’s photographs of indigent couples in a
public mental hospilal.

% E.G. 3 constitutes a similar narrative montage in which Eltit
simultaneously stretches and fuses multiple images: "Muge/ronda
eorporal Brahma su ma la mano que la denuncia & brama" (154).
Here again the subject evokes a hybrid, woman/animal, who moans
("Muge . .. & brama”) and wanders ("ronda"). Her body, “corporal
Brahma,” connotes both an enlightened deity ([luminada) and a breed
of cattle. The language surrounding her hand, "su ma la mano,”
combines "su mano" from E.G. 1 (152) with “la mano” of E.G. 2 (153).
Re-combining syllablcs one might read *suma Ja mano” or "su mala
mano,” or even, "ahma su mala mano."

3 The nowel begins with L. Iluminada in the plaza, then describes
the process of filming her, continues with an analysis of the script,
shifts to an ambiguous intcrrogalion, inscrts a photograph of Eltit’s
scarified arms and then narrates this mutilation in the Ensayo General.

4 This photograph was included only in the first (Ornitorrinco)



156 Foberl Neustadt

edition. For discussions of the photograph as a nexus linking the novel
with its biographical context see Ortega. See also Marla Inés Lagos’s
article.

5 Lumpérica’s cyclical non-linearity corresponds to what Roland
Barthes calls a fexte scriprible: "1l n’a pas de commencement; il est
réversible; on y accede par plusieurs entrées dont aucuae ne peut €tre
a coup sir déclarée principale” (12).
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LCENFANCE CHEZ ANNIE ERNAUX
(Des Armoires vides au Journal du dehors)

Claire-Lise Tondeur

Annie Ernaux considere que I'écrivain a des "comptes 3 rendre” 3
son public, aussi veut ¢lle témoigncr dans son oeuvre de I"aliénation
que représente pour elle sa situalion sociale avec son appartenance au
départ & une classe dominée, "Pour moi écrire est profondément Lié 2
ma situation sociale en tant qu'individu."! Dans ses romans on
découvre un sentiment aigu d’altérité quc I'auteur articule sur un plan
sacial et non sexuel. La marginalité culturelle, économique et sociale
de ses parents ouvriers, devenus pctits commergants, est vécue comme
une différence infériorisante 2 laquellc cllc ne parvient pas vraimeni i
¢chapper, malgré sa propre ascension sociale et son appartenance
actuelle a I'intelligentsia.

Par un m¢lange de nostalgic mais aussi de répulsion, Penfance de
Pécrivain hante tous ses livres, depuis son premier, Les armoires vides
(1974), roman autobiographique de la déchirure sociale au sein de la
famille, jusqu'a son dernier lexte, Joumal du dehors (1993), reflet des
nouwvelles villes satellites. Lenfance prolétaire sous-tend toule l'oeuvre,
c’est le point de référence qui structure la Weltanschauung d’Ernaux.
Pour les narratrices qui ont entre quinze ans el la cinguantaine,
I'enfance est la grille par laquelle elles vont déchiffrer le monde, Cest
ce qui influence leur perception de la réalité, consciemment ou non.

On trouve un portrait des parents et de ’enfance dans les trois
premiers romans d’Annie Ernaux mais le point de vue change. Dans
La femme gelée, ce n'est plus Padolescente déboussolée de Ce qu'ils
disent ou rien, ni Pétudiante angoissée des Armoires vides qui parle de
sa famille, mais une aduite, mcurtrie et lucide. La narratrice ayant mis
sa propre vic en pcrspective porte un jugement moins hargneux sur scs
parents. Ce n’est pas encore la réconciliation mais elle voit certains
aspects positifs, elle est par excmple ligre de son pére. Depuis sa
petite enfance, "ce papa bobo," ce "papa enfant® (Femme gelée 128) ne
lui a laissé que des images de douceur et de sollicitude. Face au
modele idéal du peére bourgeois (cl que Fincarne parfaitement le beau-
pere, "si bien, si forte personnalité, autorité naturclle," (Fernme gelée
128), l'attitude de la jeune femme envers son pére s¢ modific, devient
ambivalente. Ce n’est plus la révolte et le rejet des deux premiers
romans, mais un mélange de honte et d’attendrissement comme lors de
la scene du repas de mariage (Fernme gelée 128). Au licu de la critigne
acerbe et incessante de scs parents, sa prose devient lyrique. Elle ne
renie plus son pere et accepte finalement d’étre sa fille (Fernme gelée
19).
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Comme pendant an portrait du pere il y a celui de la mare avec le
méme poinl de vue changeant. On passe du rejet violent de
l'adolescente de quinze ans, de la réwoite de I'étudiante de vingt ans,
3 une nouwelle attitude, celle de 'adulte de trente ans, mariée et mére
elle-méme, qui cherche pour la premigre fois 2 comprendre sa propre
mere. Les deux premiers tiers de La femme gelde ceprennent les
themes et motifs des Armoires vides ou de Ce qu'ils disent ou rien:
c’est-3-dire les origines prolétaires, la routine bruyante de ['épicerie-
buwetie d’nn quartier populaire, la réussite scolaire encouragée par les
parents, par la mére surtout, Parrachement progressif A la famille qui
mene A un sentiment d*éloignement affectif et culturel, la révélation des
différences sociales grice A Pécole qui donne acces A la culture. Si le
sujet n’a pas changé entre 1977 et 1981, le ton par contre n’est plus le
méme comme on s'en rend compte lorsqu'on comparc le portrait de
la mere dans une scne identique dans les deux romans. Dans Ce que'ils
disent ou rien, la narratrice commente:

Penser que je t'ai adorée, une gosse qui était moi, quelle chose
incompréhensible. Sa voix, les jours de gueuleton, je
m'endormais contre sa poitrine, 'entendais les mots se former,
¢a grondait, comme si j'étais née de cette voix. (Ce qu'ils... 66)

Dans La fernme gelée:

Oedipe, je m’en tape. Je 'adorais aussi, elle. Elle, cette voix
profonde que j’écoutais naitre dans sa gorge, les soirs de féte,
quand je m’endormais sur ses genoux. (Fermme gelée 19)

La sc2ne est la méme mais le point de vue a complatement changé.
Cette mere bruyante, dont la voix gronde et qui fait des gueuletons, la
fille refuse de comprendre comment elle a pu I'aimer. Elle a honte
d’elle. Quand elle pense que plus jeune elle adorait sa mére, qu'elle
aimait s'endormir contre sa poitring, cela lui semble parfaitement
incompréhensible. Quatre ans plus tard, dans son troisi¢me roman,
I'image de la mére est devenue moins populaire. Celle-ci ne fait plus
de gueuletons mais participe 2 des soirées de [Ete. Sa voix n’est plus
bruyante mais profonde. On a passé d'une critique 4 un compliment,
Lenfant ne dort plus contre la poitrine de Ia mere mais sur ses genoux.
Toute vulgarité a disparu du portrait maternel, ce qui domine, c’est
I'adoration qu'elle professe pour sa mére. Ce portrait enthousiaste et
admiratif de la mére anticipe sur celui que le lecteur découvrira dans
Une femme.

Dans Les armoires vides I'auteur s'inléresse 3 la problématique de
la lutte des classes dans le cadre de la famille. Un des theémes
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principaux de ee roman est I'abime qui sépare la narratrice Denise
Lesur, qui est maintenant €ludiante, de ses parents qui appartiennent
4 un milien ouvrier, Entre la fille qui est devenue une intellectuelle et
[a mere qui a été ouvritre d’usine avanl de tenir une pelile épicerie-
buvette de quartier, la communication est devenue impossible,
Lenfance de Denise avait pourtant été insoucante el heurcuse cntre
une mere ardente et un pere affectucux, qui avaient fait de grands
saerifices pour ’envoyer dans une éeole tenuc par des religicuses. Si
I’enfant avait accepté avec bonheur le monde parental, I'adolescente
par contre, se révolte et fait siens les jugements que son nouveau
milieu social porte sur eelui de ses parents. Elle se met 4 les mépriser,
les trouve "mimables™ mais elle souffre car ils 'adorent et ¢lle a honte
de son attitude. La narratrice estime avoir "tous les péchés, tous les
vices” car "personne ne pense mal de son pere ou de sa mére. 1l n'y a
que moi’ (Armoires 99).

La déchirure sociale se transforme en incompatibilité culturelle, Les
parents sont vus comme des gens qui sont toujours 2 "bafouiller devant
les types importants” (Armoires 97) alors que "les personnes bien ont
une witure, des portc-documents, un imper, les mains propres. Ils ant
la parole faeile, n’importe ow, n’importe comment.” Ils ont
“continuellement la réplique" (Armoires 96). "N'avoir rien A dire”
(Armoires 114), est le sort de sa classe, A laquelle elle va ehercher A
échapper par la voie de I'écriture. Posséder 2 fond le maniement de la
langue est donc une échappatoire mais ectte mailrise renforee aussi
Ialiénation, car en adoptant la langue d'une autre classe, elle se coupe
de ses racines. Elle est consciente que "méme si [elle] voulai[t], [clle]
ne pourraift] plus parler comme eux, c’est trop tard" (Armoires 181). Le
parcours sociolinguistique est irréversible. Elle le ressent comme une
libération mais il lui arrive parfois de regretter le monde dont elle est
issue. Le pere, plus attaché que sa femme, A leur milieu, déplore
“I’ascension” sociale de leur fille et commente qu’"on aurait été
davantage heureux si ellc n’avait pas continué ses études” (Armoires
181)!

Cette nouvelle incompatibilité culturelle se manifeste avant tout a
travers une différence langagitre. Leurs langues respectives ne leur
permettent plus de communiquer. La langue des parents est jugée
erronée. "La faute, c’est leur langage & eux" (Armoires 115} alors que
la langue de I’école, reflet de 1a languc de la culture, n’est pas
simplement normative mais aussi idéale, l.a langue d'origine doit étre
&vacuée en faveur de la langue de la classe dominante. Il s’agit du
phénomene culturel dont parle Marina Yaguello dans son "essai
d’approche sociolinguistique de la condition féminine”, Les mots et les
femmes, avec "domination d’une langue et hiérarchisation sociale
fondée sur la maitrise de la langue dominante" (41).
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Lexpérience de la déchirure sociale, qu’ Annie Ernaux nomme "exil
intérieur”, est fondamesntale pour saisir son oeuvre. Cest le moteur de
son écriture, car il s'agit d’échapper a I’exil en devenant le scripteur du
parcours social, ¢’est aussi la source qui irrigue toute son ceuvre ancrée
dans I'autobiographic. Annie Ernaux revicnt dans presque tous ses
romans 3 son enfance, 3 la relation avec ses parents. Cela devient un
theme obsessionnel qui la poursuit mémc lorsqu'elle semble renoncer
a la weine autobiographique commc c’est le cas dans son dernier texte,
Journal du dehors.

Ce journal composé entre 1985 et 1992, Pauteur a voulu en faire "un
anti-journal intime" (Entretien) en tentant de restituer des scénes
entrevues, des graffiti ou des slogans lus en passant, des bribes de
conversation entendues dans les transports publics. Partant d’un
matériau hétéroclite le plus proche possible du réel elle veut faire
naitre un imaginaire enraciné dans le quotidien. “Aucune description,
aucun récit non plus. Juste des instants, des rencontres. De
Pethnotexte” (Journal 65). Parmi la foule de bankeue, en mouvement
constant, qui emprunte le R.E.R. ou déambule dans les grandes
surfaces, ceux qui intéressent Annie Ernaux sont les individus qui lui
rappellent son enfance prolétaire. Les gens qui contreviennent aux
reégles de la bienséance, qui ne respectent pas les usages d’une certaine
courtoisic deviennent les personnages principaux. Voild pourquoi les
enfants prennent une grande place, soit qu'ils ne sachent pas éviter de
heurter les clients dans les supermarchés (Journal 14) ou qu'ils
accaparent toute I'attention du compartiment de train en parlant de
plus en plus fort (Journat 15). Se donner en spectacle aux copassagers
est un manque de tact que la narratrice releve a plusieurs reprises, et
C’est avant tout le fait des diades mere/fille qui "se sentent autorisées
a faire partager leurs réflexions a tous les voyageurs” car elles sont
“désireuses d'offrir le spectacle d’une intimité et d'un rapport mére-fille
quelles estiment enviable” (Journal 49). La narratrice, reflet fidéle de
Pauteur, est obsédée par le souvenir de son enfance avec sa cohorte de
marginaux et d’exclus qui la hantent et fragilisent sa propre réussite
sociale.

Alors qu'enfant Annie Ernaux s¢ sentait emprisonnée dans un
monde figé od elle ne pouvait jamais échapper A personne, dans les
transports en eommun, au contraire, la narratrice ne croise que des
individus qui passent sans qu'elle puisse les revoir, Par contre elle
entend des phrases qui lut rappellent verbatim les sentences de sa mére
(fournal 87-8) et elle retrouve les gestes maternels chez de nombreuses
femmes (Journal 106). Son enfance se réincarne journellement parmi
les usagers des transports publics. A I'instar de ses voisines qui
I’épiaient enfant, les banlieusards 'emprisonnent momentané ment mais
sans en &tre conscients puisque ces “individus anonymes ... ne
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soupgonnent pas qu'ils détiennent une part de mon histoire. [...] C'est
donc au dehors, dans les passagers du métro ou du R.E.R., les gens qui
empruntent l'escalator des Galeries Lafayette et d'Auchan, qu'est
déposée mon existence passée” (Journal 107). Pour cette
quinquagénaire, utilisant des lignes du R.E.R. inexistantes il y a 35 ans,
comme les grandes surfaces, autre lien privilégié de ce journal, c’cst
son enfance qu'elle affronte. Journal du dehors qui A l'origine se voulait
un essai sur les valles nouvelles, devient par ses personnages un reflet
des quartiers populaires de I'enfance d’ Annie Brnanx.

Lenfance joue un r6le central dans La place {1984), qni est un
témoignage sur la vie de son pére quelle s’accnse d’avoir renié
socialement et linguistiquement. Sentant que par son propre métier de
prolesseur et son mariage bourgeois, elle semble avoir désavoué ses
parents, son pére surtout, garcon de ferme, ouvrier d'usine puis épicier-
cabaretier dans une pelile ville de Normandie, elle cherche A le faire
revivre ainsi qne le monde qui I'entourait parce qu'ils "méritaifen]t de
venir & Pécriture” (Conference). Elle le fait en se fondant sur des faits,
des photos, des souvenirs de scénes précises et de phrases souvent
entendues, Ce roman, qui devait étre "le grand livre de la
réconciliation™ avec son enfance, est aussi le récit d’une &ducation ol
la narratrice st déchirée entre son milieu familial étroit, suffocant et
I'aspiration 2 la connaissance qui est ressenlie comme une promesse de
liberté. Au fur et & mesure quelle "s'éleve’, elle s'¢loigne de ’épicerie-
buvette paternelle et preud son milien social en horreur. En changeant
de classe sociale, elle change inévitablemeut de vision du monde. Le
pere quelle adorait, enfant, lui est devenu étranger. Iis n'ont plus ni
langue, ni intéréts communs, Symboliquement, celui-ci meurt au
moment ob sa fille accede au professorat et elle se reproche de Pavoir
"trahi”.

Pour Annic Ernaux, le processus d'identification A la mére que les
psychologues féministes considérent comme indispensable dans
Pélaboration de I'identité féminine, focalise son malaise existentiel. La
déchirure sociale qui la hante est amplifiée par le portrait d’elle-méme
que lui renvoie la relation avec sa mare. Le livre Une femme (1988) est
plus particuli¢rement axé sur ce processus d’identification A la mére
puisqu’il s’agit d’un ouvrage, mi "biographie, ni roman" (Une femme
106) qui est consacré A sa mére ¢t par conséquent A la relation, souvent
conflictuelle, entre mere et fille. Donner indirectement la parole A cette
classe sociale dont elle est issue et qui n’a jamais eu voix au chapitre
est une tache qui lul tient A coeur. "Il fallait que ma mére, née dans un
milieu dominé, dont elle a voulu sortir, devienne histoire, pour que je
me sente moins seule et factice dans le monde dominant des mots et
des idées o, selon son désir, je suis passée" (Une femme 106). Dans
I'écriture-femme, Béatrice Didier insiste sur le fait que les romanci¢res



162 Claire-Lise Tondeur

ont toutes tendance & privilégier dans leur texte cette relation mére-
fille. Mais chez Annie Ernaux, cette relation filiale raméne
inéluctablement au theme central de la déchirure de classe au sein de
la famille. Cette mere qui considérait parfois sa fille comme une
“ennemie de classe" (Une fernme 65), était ausst de son cOté, prenant
toujours le parti du corps enseignant, poussant sa fille 3 faire des
études pour qu'elle puisse échapper & son milien, "désirant s'élever" par
sa fille, vivant, dans une certaine mesure, a travers elle. La narratrice
s¢ fait archiviste de la mémoire de la mére. de sa langue et de son
“savoir-faire”, mettant au jour les contumes, Jes goidts, le vocabulaire,
les valeurs du milieu maternel, tel "Porgueil de leur force de travail®
(Une femme 32), tout un héritage culturel des dominés chez qui la
religion par exemple est vécue comme une culture 3 leur mesure, la
seule 3 lagnelle ils aient acces, et qui leur donne une dignité que leur
refuse la société. -

Lauteur doit aussi 4 sa mére cette langue premiére qui a fructifié sa
langue d’adoption, lui permettant de porter témoignage sur son
enfance, cet aimant plus fort que tout (Entretien) qu’elle retrouve
toujours sur son chemin. Mais le dou maternel loudamental, c’est
Pécniture. Cette femme qui disait: "si j"avais su jaurais aimé écrire un
roman" (Entretien), avait une grande admiration pour les livres qu'elle
ainculquée 2 sa fille. La mére considérait qu’étre écrivain était la
profession la plus prestigieuse possible, Le projet maternel qui a pesé
sur Annic comportait aussi un vecteur littéraire. En devenant &crivain,
elle a exaucé le voeu maternel.

Aprés avoir exploré dans six ouvrages le processus identitaire quelle
a suivi, I'auteur, dans Journal du dehors, scmble trouver un &lément
nouveau. Elle qni avait cherché & comprendre son enfance, son
ascensiou sociale li€e a Pexil inlérieur, qui avait examiné en détail les
relations avec son pere, celles avec sa mére, son role d’épouse et de
mére, ses liaisons charnelles, découvre finalement les autres. "Quand
on assume pleinement sa vie, on peut voir les aulres, sinon on est
enfoncé dans son narcissisme” (fnterview). La surprise vient du fait
quautrui, c’est encore son enfance prolétaire. Cenx qui appartiennent
a d’autres classes sociales sont marginalisés, tel le directeur de la
galerie de peinture (Journai 21-2) ou cette intellectuelle A la voix
"péremptoire” donl s¢ moque Ja narratrice (Journal 52). Lauteur dit se
sentir beaucoup plus proche des marginaux, des exelus et des
prolétaires que des intellectuels et des bourgeois bien que ce soit A ces
deux milieux qu’elle appartient elle-méme aujourd’hui. Elle est
convaincue que “tout est social' (Interview), ce qui lui permet d’évacuer,
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ou en lout cas d'ignorer ce qui n'a pas trait A sa classe dorigine et ¢'est
ainsi que 'enfance chez Annie Ernaux triompbe, c’est la source de tout
et Pexplication universelle,

Bradley University

NOTES

1 Pour ces remarques, je me base sur une communication présentée
par Annie Ernaux le 17 mai 1990 lors du Tenth Cincinnati Conference
on Romance Languages and Literatures (Conference).

2 Interview avec Annie Ernaux, juin 1993 (fnterview).
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THE DECONSTRUCTION OF THE "SOLDADERA”
IN LAURA ESQUIVELS
COMO AGUA PARA CHOCOLATE

Patricia Hart

The lively, lovable character of Gertrudis in Laura Esquivel’s novel,
Como agua pam chocolate, is a fascinating deconstruction of a popular
figure of varying forms rooted in Mexican histaory and folklore, the
soldadenz. ‘"Soldadem” is the name given to the warrior women who
were often drawn into the fray of the Mexican revolution following
their men, caring for them, covking for them, carrying their
ammunition, reloading their weapons, sometimes fighting alongside
them, and in a few cases even becoming officers and leaders in their
own rights. Bul it is not so much these genuine historical sofdaders
with whom Esquivel plays in her novel, but rather, with the soldaders’
iconic representation in popular culture, According to Marfa Herrera-
Sobek, in her fascinating study, The Mexican Corrido: A Feminist
Analysis;

The most spectacular form of female participation in the
Revolution was in actual armed confliet. Movies, pulp
literature . . . comic books ... dance ... paintings ... novel
.. . short story, photography . . . and of course the corrido
have all immortalized the soldadenz. (91)

Through the pervasiveness of the Mexican folk ballad, or comido, myths
about soldaderas reached every corner of Mexico, and then films, very
often based on corridos,! solidified these myths for the masses.
Because Como agua pam chocolate is a novel conceived so near the
film genre, and because Esquivel herself wrote the script for the screen
adaptation, it seems particularly appropriate to eoncentrate on filin
here, and look at several previous screen representations of the
soldadera in Mexican cinema in order to contrast them with Esquivel’s
teuly revolutionary? depiction of Gertrudis.3

According to George Hadley-Garcfa, the soldadera appeared in
silent Hollywood films even while the Rewolution was in progress! He
reports:

One of the better Revolution pictures was The Mexdcan Joan
of Arc (1911), initially about a father and son arrested as
insurrectos and executed by a corrupt judge. The grieving
widow-mother then transforms into the title heroine, and
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leads her followers into the rebel movement and executes tbe
colonel of the federal troops in her region. (41)

But the classic soldadem flms were, of course, made in Mexico, the
best-known after a lapse of time that allowed for a crystalization of the
stereotypes. Probably na version of the soldadera contrasts more
starkly with Esquivel's Gertrudis than that of Silvia Pinal in La
soldadera, 1966, directed by José Bolafos. In it, Silvia Pinal plays
L4zara, 2 humble woman swept into the whirlwind of the revolution
when her new bridegroom is drafted into the army, and she is allowed
to follow along, cooking for him. Farly on he is killed in battle, and
she is forced to become the lover of a coarse revolutionary general
(played by Narciso Busquets). In a scene where she is grinding corn
with other camp followers, the women discuss their role in the
revolution. "La guerra no se hizo para las mujeres," laments one. "Ay
no," another answers, "pero tenemos que seguir a nuestros hombres en
campafia pa' luego saber si estén vivos o0 muerlos.” That woman goes
on to explain that her husband has brought her along saying, “(Quién
me har4 las tortillas a mf si no es mi mujer?" Quickly the model is
established in the film of woman as silent sufferer, preserver of hearth
and home, and maternal, not bellicose model. LAzaras main obscssion
as she mowes from one tragic scene of battle to another, is to have a
house of her own. At one moment, she asks her general if he can
“"liberate" a small house for her, if the revolution is successful. He
assures her simply, "para eso peleamos.” However, Lizara's dreams
are never fulfilled, and the closest shc comes to realizing them is
arranging her few miserable possessions in a boxcar that is later
abruptly taken away to transport horses, so that first her home is
trampled, and then it physically vanishes before her eyes as the train
pulls away.! During the course of the revolution, Lazara gives birth to
a baby girl by the general, and in one scenc dripping with pathos, gives
the baby a bullet from her amma belt to suck on in place of a pacificr.
The emphasis throughout the film is on Lézaras abnegation, her lack
of sell-determination as her harsh destiny is inflicted upon her, and her
overwhelming nesting instinet. But it should not be assumed that such
a depiction is the stereotype of the seidadera in film, for in fact,
although humble sufferers abound, there is also another quite different
icon to be considered, one that is nowhere better lustrated than in the
filmic work of Marfa Félix.

No one played the soldadera oftener or with grander, kitschier verve
than Maria Félix La Dena dressed up in ammo belts for half a dozen
films on the revolution, including La escondida,® Café Co!dn,6 La
cucamd:a,7 La Im:.rufil'qr;m,8 La Valmti.vm,g and La genemia.m But none
is quite as interesting for comparison as the 1960 film she made under



166 Patricia Han

the direction of Miguel Zacarias, Juana Gallo.

In Juana Gallo, Maria Félix!! plays a hardworking peasant girl on
the verge of marriage, Angela Ramos, who is left orphaned and
“widowed" when her father and fianeé are both shot the same day by
cruel huertistas, and so she throws herself into battie in order to avenge
their deaths. Angela changes her name to Juana Gallo--Juana, in
honor of Joan of Arc, and Gallo, because she is fierce as a banty
rooster, Like LAzara in La soldadem, Juana is drawn into the fray
because of her men, but the similarity ends there, The first time we
see Juana she is resolutely plowing a field behind a team of oxen, and
when she becomes Generala Juana Gallo, there is no one braver or
tongher than she. Howewver, the film insists on seiting this up as an
anti-natural situation, a tragic or even esperpentic deformalion of
"natural” womanhood that the humble L4zara would seem to have
embodied. Unlike Lazara, Juana Gallo does not accept any unwanted
advances from fellow soldiers. Howewver, when she falls in love with a
handsome subordinate (played by Jorge Mistral), the romance falters
when she uses her power to keep him from being sent on a suicide
mission. He responds furiously to her that the day she joined the
rewolution, "Angela Ramos . . . se convirtié en Juana Gallo y dejé de
ser mujer." Throughout the film, both the visval aspects and the
soundtrack combine to emphasize a judgment that by fighting bravely
Juana Gallo is losing her "womanhood." In one scene, opposing armies
sing a corrido to Juana insisting, "No tienes términos medios/ eres
buena o eres mala./ Lo mismo das un beso/ que una puiialada.” A
moment later, Juana'’s enemies insist that she is an ugly witch, and that
she is capable of escaping danger on a broomstick. In apother scene,
Juana takes “femininity” lessons from a French dancehall girl played by
Christiane Martel, but ean’t stand up in ultra high heels that Martel
jokingly refers to as "tacones de esguince,” so at last accessorizes her
gorgeaus dress with army bools. Eventually, it is Martel s character
who consoles Juana's beloved Caplain, after he has renounced Juana
for her lack of womanhood, in disobeying an order he gave her. "Te
ordeno," he says when he tells her not to get him out of the snicide
mission. Since Juana outranks him in the army, this makes clear the
film’s position thal a man always outranks a woman in love. In the
end, the Captain’s honor is saved when he dies bravely on the
battlefield, and Juana is left bereft, and according to the film, deformed
by her war experiences.'?

Of all the filmic representations of the soldadem, perhaps these two
extremes best show the dichotomy generally present in popular
depictions of the revolutionary woman. Either she is shown as a
passive victim, like L4zara, who therefore has the audience’s sympatlry,
or as a sort of monstrous deformation, like Juana, who chooses an
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active role, but at the price of her "womanhood.” The corridos on
which many of the soldaders films were based also tend to hyperbolic
dichotomies. Herrera-Sobek points out that the warrior woman of the
revolution 1s even associated with the devil in certain ballads like "La
chamuscada" She asserts:

{R]epresentations of the soldadera in the Mexican corrido
ewhved from historical figure (0 romanticized love object Lo
mythic archetype. A patriarchal perspective dominates all
three representations of the fighting woman, and generally
obfuscates the Mexicana’s true role in armed conflicts. (115)

In the light of these widely popular stereotypes, it is now fascinating to
study Esquivels Gertrudis.

Gertrudis is neither doormat nor deformation, neither a helpless
victim nor a cruel tyrant. Let us look at the way she functions. Some
reviewers have already criticized Esquivel’s sexual politics, finding her
characters (especially Tita), too submissive, but Gertrudis’s
transformation of warrior woman stereolypes belies these easy
judgments,

There is nothing servile in the way that Gertrudis is drawn into the
revolution. Like ber filmic predccessors, Gertrudis's first contact with
the revolution involves a man, a revolutionary captain named Juan
Alejandrez, but she goes with him not as cook or appendage, but
rather because of a passion provoked ia part by a magic recipe of
Tita’s that inwlved codomices, rose petals and her own blood. This
passion is represented literally in the novel when Gertrudis’s sexual
heat causes her shower stall to spontaneously combust, and Juan,
drawn by her aroma of rose petals, carries her off naked on his horse,
where, according Lo the tex, "el movimiento del caballo se confundfa
con el de sus cuerpos mientras realizaban su primera copulacién a todo
galope, v con allo grado de dificultad” (60). However, it is significant
that Gertrudis does not stay with Juan ac this point. Instead, her
imsatiable passion causes her to end up in a bordertowm brothel, from
whence she reports cheerfully in a letter to Tita, "Por fin ahora,
después de que infinidad de hombres han pasado por mf, siento un
gran alivio" (133). By her own force of will, and without making amy
special fuss about it, Gertrudis leaves the brothel saying, "voy a dejar
este lugar, pues no es el que me pertenece” (133). She joins the
revolutionary army, and soon rises in rank, not through desires for
revenge or through attachment to a man, bul by sheer merit:

Era generala de ejército rewlucionario, Este nombramiento
se lo habfa ganado a pulso, luchando como nadie en el campo
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de batalla. En la sangre trafa el don de mando, asf que en
cuanto ingreso al ejército, rapidamente empezb a cscalar
puestos en el poder hasta alcanzar ¢l mejor puesto

... (182)

It is only after becoming a genemtla that Gertrudis re-encounters Juan
Alejandrez. He is a general himself, so the relationship between them
is not one of servility (as was the case with Lizara and her General)
nor one where the lovers compete to outrank ¢ach other (as in Juana
Gallo). Rather, the lovers join in a relationship of equality, marry, and
despite problems, they live, "para siempre juntos y pasando més tiempo
felices que enojados” (183).

The behavior of Gertrudis as generaia in the novel deliberately
contrasts with Juana Gallo’s domineering behavior. Iu Jugna Gallo,
there is a scene where Juana orders a soldier who has stolen corn from
the starving populace flogged with a sabre. Midway through, the
soldier carrying out the beating stops, and points out that the victim
has died. Juana insists that he give the full count of blows ordered, to
make her poiat. This cruel tyranmy contrasts with Gerindis ordering
sergeant Trevido to make the syrup for her beloved torrejas. 1 this
comical takeoff, Treviio accomplishes the nearly impossible of reading
and following a recipe (since he is practically illiterate), but not so
much through fear of Gertrudis, but through devotion, respect, and
love. The scene also emphasizes Gertrudiss total lack of connection
to the pathetic soldaderas like Lazara who were expected because of
their gender to be cooks, as Gertrudis obviously has no ability
whatsoever in that area.

The character in the novel who does echo Juana Gallo’s filmic
"deformations” is not Gertrudis, in fact, but rather Mam4 Eleaa herself,
whom Audrjv Garcfa has characterized as "npa Bernarda Alba
mexicana.”'” The contrast between old ard new versions of the
generala is made clear when Juan, while still a captain and separated
from Gertrudis, comes to the ranch in order to requisition food. It is
Mam4 Elena who greets the soldiers with a shotgun and tells them to
take what food they like from outside, but not to set foot in her house.
The captain responds, jokingly, "Entendido, mi general” (54). Bul he
soon quits joking when she points the shotgun at him and threatens to
shoot if her orders are not obeyed. "Tengo muy buen tino y muy mal
caricler, capitin,” she informs him (95). Juan, then, falls "preso de un
miedo pueril a la autoridad materna” (95). By combining the epithets
of "general” and “materna,” Esquivel deftly deconstructs our previous
image of the woren of the revolution dichotomized as humble Lizaras
or overbearing Juana Gallos. By contrasting Gertudis and Mam4
Elena, Esquivel gently shows Mexican women fully within their colture
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and historical moment who nevertheless have other options than
servility or deformed power. Gertrudis enjoys a passionate and happy
marriage, crowned by maternity, and suffers no visible ill effects from
either of her previous occupations--prostitute or genemia. It is Mam4
Elena’s brand of dictatorship thal must be exorcised, and with the
banishing of her spirit, goes a diminution of harsh tradition of
oppression of women, often passed on and enforced by women
themselves.

Readers who criticize Como agua para chacolate because Tita, a
woman living m the early twentieth century in Mexico, does not behawe
like a North American feminist of the [990s, might well remember that
at a number of key momeants in the book, events occur that within the
conventions of Mexican melodrama should normally lead to disaster for
the female characters, but actually do not. Instead, at key poiats,
Esquiwel offers paradigms for more sensible and liberated behavior on
the part of her male characters, Three key examples are the sympathy
that Chenchat old boyfriend shows alter she is raped, John Brown’s
understanding when Tila tells him she has slept with Pedro, and Juan'
devotion to Gertrudis that overcomes both the fact of her previous
prostitulion and later temporary doubts as to the paternity of their son.

The most important of these, in my opinion, is the latter as it
represents the synthesis of the soldadere from otber art forms, and
transforms the figure into something new and truly revolutionary.
Herrera-Sobek points out that some bave viewed "the era of the
Revolution as an important period in which Mexican women achieved
maximum integralion into the affairs of the nation” (115). Her ironic
follow-up to this is to note:

In retrospect, we see that an acercamiento of equals failed to
materialize after the Revolution. The soldadera was forced to
fade into the woodwork by male leaders who, taking complete
control, encouraged women (o return home and become, once
again, mothers and daughters, It was easier to glorify the
soldadera and mythify her thas to grant her the wote. (116)

In Como agua pam chocolate, by taking apart and then reassembling
familiar popular figures like the warrior woman in the manner that has
been briefly demonstrated in this paper, Laura Esquivel marries a love
of México’s history and tradition with a clear vision of limitless
possibilities for her countrywomen in (he present. And by refusing to
allow the figure to remain as a stagnant, iconic figure in the past,
Esquivel provides hope for the future.

Purdue University
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NOTES

Y A few examples of corridos that inspired later films: “Juana
Gallo," "La Chamuscada," and "La Valentina"--which was actually
composed in 1909, and according to Herrera-Sobek achieved popularity
when applied to Valentina Gatica, a soldadera with the Obregon forees
(1092.

y nunca mejor dicho ...

3 Because of tlieir popular Lreatment of the subject, these filmic
comparisons also seem more apt than realistic renditions like Elena
Poniatowska’s Hasta no werie, Jesiis mio, for example.

4 In a pathetic prefiguration of ET, Pinal speaks one of her few
lines in the entire movie, "iMi casa! imi casa!™

3 1955, directed by Roberto Galvaldén.

6 1958, directed by Benito Alazraki.

71958, directed by Ismael Rodriguez.

® 1962, directed by Roberto Rodriguez.

® 1965, directed by Rogelio A. Gonzilez.

10 1970, directed by Juan Ibéfiez.

1 who is already a bit long in the tooth for such a role...

2y interesting to note that this film is based on a cornido written
about a real woman, according to Paco Ignacic Taibo I in his
biography of Félix, La Dosig. According to him, the real Juana Gallo
was a woman named Marfa Soledad Ruiz Pérez, who confronted
Maria Félix after a premiere to tell her, "La pelieula que usted hizo fue
una cosa muy sucia. Yo no tomaba ni una gota de licor y no bailaba
con los soldados, Yo erauna generala, sefiora. Ademiés, yo no
chupaba puros. Ahora Ja gente ya no me tiene estima por causa de esa
pelfeula tan llena de mentiras" (315).

According to Taibo, both he and fellow critic José de 1a Colina gave
poor reviews to the film, so even on its release, it hardly satisfied
everyone with its Manichaean representation of war and sexual politics.

Un personal conversation.
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LOOK WHO’S TALKING:
A STUDY OF NARRATIVE VOICE IN
MARGUERITE DURAS’ LZAMANT

Eileen M. Angelini

1n 1984, L'amant won the Prix Goncourt and became an
interpational best-seller.! This autobiographical work tclls of
Marguerite Duras’ childhood in colonial French Indochina - a theme
which has appeared and reappeared in many of her “autafictional
narratives,” most notably in Un barrege contre le pacifiqgue (1950), Des
journdes entieres dans les arbres (1954), L'Eden cinéma (1988), and
most recently in L'amant de la Chine du nond (1991). Yet unlike these
narratives, where a female character is the subject of third-person
narralion, in L'amant we can distinguish alternating narrative voices.
Amongthem are the first-person authorial voice of Duras
remembering her adolescence and two seemingly distinct omniscient
third-person narrators, one offering a second perspective on Duras’
adolescence and the other confined to telling about the older Duras.
The use of the first-person narration by the author-identified narrator
remembering her adolescence enables Duras 1o present an omniscient
narrator who, with great flexibilily, is capable of shifting from one
period to another, from one place 1o another. In addition, the
differences between the first- and (hird-person narrative voices
cnhances the contrast between internal and external focus. Internal
focus permits the unveiling of a character’s thoughts and feelings
whereas external focus limits the reader to an exterior view of a
character or scene. Thus, a narration with an internal focus gives the
reader the impression of being more intimately involved with the text.
Indeed, the alternation between the first- and third-person narrations
in one text is a key writing strategy employed by Duras in composing
the history of her personality. This strategy is of primary importance
Lo my study of the works of Duras since it helps (0 resolwe part of the
difficulty of catcgorizing L’amant, especially in rclation to her other
*autofictional narratives.*2 It was not until the publication of L'amant
that the autobiographical aspects of her previous works became truly
evidenl; and in using the first-person narration to relate her
adolescence, Duras finally introduces an identity among the author, the
narrator, and Lhe prolagonist or main character.

The dominant form of narration of the three types is that of the
first-person narration by Duras, the author-identified narrator
remembering her adolescence. For example, at the very beginning of
L'amant, Duras writes:
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Un jour, j’étais dgée déja, dans le hall d’un licu public, un
homme est venu vers moi, I s'est fait connaitre et il n'a dit:
‘Je wous connals depuis toujours. Tout le monde dit que vous
éliez belle lorsque vous &tiez jenne, je suis venu pour vous dire
que pour moi je vous trouve plus belle maintenant que lorsque
vous £tiez jeune, j'aimais moins votre visage de jeunc kemme
que celui que vous avez maintenant, dévasté.?

Starting at an undetermined time in her recent past* where she
contemplates her now ravaged looks, Duras sets the stage for her first-
person account of her adolescence as she draws a parallel to the sooner
than expected ageing of her younger self:

Tres vite dans ma vic il a &té trop tard. A dix-huit ans il était
déja trop tard. Entre dix-huit ans et vingt-cing ans mon visage
est parti dans une direclion imprévue. A dix-huit ans j'ai vieilli.

(6-10)

Here, Duras begins the gradual process of recovering her past. She
does not begin the narrative of her adoleseence at the point at which
she met her Northern Chinese lover’, but at a point where she has
aged, presumably shortly after her affair with him. This technique has
the effect of slowly leading the reader back into Duras’ past and shows
the multiplicity of time lewcls in the narration. It is not unti! onc page
later when Duras writes the following that shc begins the narration of
her youth:

J'ai quinze ans et demi, il n'y a pas dc saisons dans c¢ pays-1a,
nous sommcs dans une saison unique, chaude, monotone, nous
sommes dans la longue zoae chaude de laterre, pas de
printemps, pas de renouvcau, Je suis dans une pension d’Etat
a Saigon. Je dors et je mange 13, dans ccttc pension, mais je
vais en elasse au-dehors, au lycée frangais, Ma mére,
inslitutrice, veut le secondaire pour sa petite fille. (11)

In this example, Duras starts the narration of her youth in the present
tense and thus sets the stage for the narration’s development as she will
switch back and forth between verb tenses and time periods, and
between first- and third-person narrative woices. In close proximity to
this first-person narration is the first-person commentary on the
feasibility of writing her life story:

"L’histoire de ma vie n’existe pas. (a n’existe pas. Il n'y a jamais
de centre. Pas de chemin, pas de ligne. 1l y a de vastes endroits ol
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I’on fait croire qu’il y avait quelqu’un, ce n’est pas vrai il n’y avait
personne”. {(14)

In this metacommentary, Duras, commenting on her
autobiographical project, exploits the possibilities of first-person
parrative, and focusing on the narrator and the sitwation of parration,
remarks on the kinds of narrations she has produced. She continues
by differentiating between what she has already writien about her youth
and the project which she is now underlaking:

L'histoire d’une toute pelite partie de ma jeunesse je I’ai plus
ou moins écrite d€j3, enfin je veux dire, de quoi 'apercevoir, je
parle de celle-ci justement, de celle de la traversée du fleuve.
Ce que je fais ici est différent, et pareil. Avant, j'ai parlé des
périodes claires, de celles qui étaient éclairées. Ici je parle des
périodes cachées de cette méme jeunesse, de ceriains
enfovissements que j*aurais opérés sur certains faits, sur
certains sentiments, sur certains événements. (14)

Duras thus discriminates here between the clear periods of her youth,
which she has already written about in her *autofictional parratives,”
and the buried facts, feelings, and events which she will now try to
reweal in L'gmant. Therefore, in making this comment with an internal
perspective, Duras alludes direetly 1o the autobiographical aspects of
her previous writings.

In contrast to the author-identified narrator remembering her
adolescence, the two types of third-person narration are significant in
L'amant as they provide Duras with the means of designating her alter
ego by the indefinite “she.” This technique also allows ber to distance
herself from her text without, on the other hand, letting fiction go free.
She is able to examinc herself from an external perspective, since she
looks at berself as if she were another. An example of the omniscient
third-person narration of Duras’ adolescence can be found in the scene
in which the narrator describes the image of the young girl on the
ferry-boat:

Quinze ans et demi. Le corps est mince, presque chétif, des
seins d’enfant encore, fardée en rosc péle et en

rouge. Et puis cette tenue qui pourrait faire qu’on en ric ¢t
dont personne ne rit. (29)

This scene stands in contrast to a prior account rendered in the first-
person;
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Que je vous dise encore, j'ai quinze ans ¢l demi.
C’est le passage d'un bac sur le Mékong.

L'image dure pendant toutc la traversée du flcuve.
(11, my italics)

Tvpically, this examplc of first-pcrson narration begins with a bricf
metacommentary, a brief dialogue with (hc narratec-reader (*wous®)®,
referring to the alrcady told, the fact that she was fifleen and a half
when she first encountered the Northern Chinese lover on the ferry-
boat. In effcct, in this metacommentary, she is calling attention to her
narrating process as she reaffirms details from her past. Contrasting
these first- and third-pcrson narrative accounts of the samc scene
allows Duras not only to distance herself from her text but also to show
that the nature of memory itself is under intcrrogation. To further
confirm this view, one nccds only Lo continue reading the first of the
two above-mentioned scenes:

Je vois bien que tout est 13, Toul cst 13 ct rien n'est encore
joué, je la vois dans les yeux, lout cst déja dans les yeux. Je
veux écrire. DEja je I'ai dit & ma mére: ce que je veux c'est ga,
écrire. (29)

Duras switches from the third-person narration back 1o the first-person
narration in order to justify her memory process, since the first-person
narration takes an adamantly defensive position about what it
remembers. A variant of how Duras combines first-person narration
and third- person narration (o tell the young girl’s story is the following:

Je regardais ce qu'il faisait de moi, comme il se servait de moi
et je n'avais jamais pensé qu'an pouvait le faire de la sorte, il
allait au-deld de mon espérance et conformément 4 la destinée
de mon corps. Amsi j'étais devenue son enfant. 1l était devenu
autre chose aussi pour moi. Je commengais 4 reconnaitre la
douceur inexprimable de sa peau, de son sexe, au-dela de lui-
méme. . . . J'étais devenue son enfant. C'était avec son enfant
qu'il faisailt amour chaque soir. Et parfois il prend peur, tout
2 eoup il s’inquitte de sa santé comme s'il découvrait qu’elle
était mortelle et que l'idée le traversait qu'il pouvait la perdre.
(122)

Here the reason for the switch from first-person narration to third-
person narration is almost certainly (o ereate a shift in foeus from
internal to external in order Lo placc more emphasis on the Northern
Chinese lover and his feelings of fear about losing *his child®--
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whether it be through her death or through her retuen to France. In
this manner, eclipsing the first-person view allows for (he needs of
others to manifest themselves so as to render a more extensive
portrayal of the child protagonist. This is not the only time when
Duras combines external third-person points of view with her personal
voice. The scene where, as a child, she is physically beaten by her
mother allows us to further analyze this technique of switching back
and forth between the first- and third-person narrations in order to
place the emphasis on someone else:

Derri2re les murs de la chambre fermée, le frére. Le frére
répond 2 la mere, il lui dit qu’elle a raison de battre I'enfant,
sa voix est fevtrée, intime, caressante, il lui dit qu'il leur faut
savoir la vérité, 3 n'importe quel prix, il leur fant la savoir pour
empécher que la mére en soil désespérée. La meére frappe de
toutes ses forces. Le petit frére crie 3 la mére de la laisser
tranquille. 11 va dans le jardin, il s¢ cache, il a peur que je sois
tuée, il a peur, il a toujours peur de cet inconnu, notre frére
ainé. La peur du petit frére calme ma mere. Elle pleure sur le
désastre de sa vie, de son enfant déshonorée. Je pleure avec
elle. (73-74)

[o this example, Duras is able to emphasize not only her own shame
but the older brother’s maliciousness, the mother’s anger, and the fear
of the older brother that she and her younger brother shared because
of her manipulation of narrative voices.

With this manipulation, Duras also achieves both an internal and
external reexamination of her past self so that she not only actively
reexamines her past self but conceptualizes as well how she was seen
by others, as she becomes the object of their gaze. For example, again
in the passage where Duras, principally from the external perspective
of third-person narration, gives a physical description of the fifteen and
a half year old adolescent as she was first seen on the fercy-boat, we
sCE:

Quinze ans et demi. Le corps est mince, presque chétif, des
seins d’enfant encore, fardée en rose pile et en rouge. Et puis
cetle tenue qui pourrait faire qu’on en rie et dont personne ne
rit. Je wis bien que tout est 1a . . .

La petite au chapeau de feutre est dans la lumiére limoneuse du
fleuve, seule sur le pont du bac, accoudée au bastingage. Le
chapeau d’homme colore de rose toute ia scéne. (29-30, my
italics)
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This scene is important to the unfolding of the narration for, in
presenting a physical deseription of the young Duras from the external
perspective of a third-person narrator, it gives the reader the
impression of looking through Duras’ eyes as she contemplates the
imaginary photograph of herself, It is, in effect, Duras’ narcissistic gaze
al herself. As readers, we thus have the feeling of observing Duras’
past from an objective point of view that is external to Duras herself.
Or in reading this seene, we as readcrs may have the impression of
looking through the eyes of the Northern Chinese lover as he
scrutinizes the girl. This impression also gives the reader the feeling
of observing Duras’ past from a point of view that is external to herself.

Another aspect of the ability ta switch back and forth between the
first- and third-person narrations is the use of direct discourse, the type
of discourse which renders verbatim what a character says. The use of
direct discourse heightens mimetic illusion as the reader no longer feels
that the omniscient narrator is acting as an editor who reworks a
character’s speech or thoughts., On the contrary, the reader feels closer
to the text as there is less distance belween her/himsell and the
characters since the narrator is aeting as a reporter who gives verbatim
aceounts of the characters’ speech and thoughts. For example, when
presenling her mother's conversation with the head of her boarding
house, Duras uses direct discourse:

Ma meére a dit i la directrice de la pension: ¢a ne fait rien,
tout ¢a c'est sans importance, vous avez vu? ces petites robes
usées, ce chapeau rose et ces souliers en or, comme cela lni va
bien? (112)

It is possible that the reader would find it bothersome that Duras uses
direct discourse in an aulobiography when it is not clear as to whether
or not she was a witness to the conversation. How is Duras able to
report the exact words of her mother if she was not a witness? Did
her mother or the head of her boarding house tell her what had been
said during the conversation, thereby setting up a eommunication
network? However, the reader’s uneasiness is somewhat alleviated
when Duras switches from the [first- to third-person narration as she
completes the description of the scene’:

La mere est jvre de joie quand elle parle de ses enfants et alors
son charme est encore plus grand. Les jeunes surweillantes de
la pension écoutent la mére passionnément. Tous, dit la mere,
ils tournent autour de ga, ils veulent de cette petite, de cette
chose-13, pas tellement définie encore, regardez, encore une
enfant. Déshonorée disent les gens? et moi je dis: comment



178 Eileen M. Angelini

enfant. Déshonorée disent les gens? et moi je dis: comment
ferait I'innocence pour se déshonorer? (112-113)

Since the reader assumes that the parrator is omniscient, the question
of whether or not Duras was present at the time of this conversation
is less problematic. In this way, Duras, by employing both the first-
and third-person narrations, gives the impression of being able to
overcome one of the difficulties of autobiographers -- that of the
credibility of directly quoted dialogue. Moreover, Duras is able to
present the mother's point of view and, indeed, actual words are given
to amplify the description of the adolescent. Nonetheless, the reader
will continue to question the validity of this description as s/he wonders
if this is a true description given by the motker or the head of the
boarding house and remembered by the daughter or an imaginary
construction of the self.

The omniscient third-person narration of the older Duras, although
less prominent than the two other types of narration, is equally
important to Duras’ autobiographical writing process as it extends ber
interweaving of verb tenses and different time periods, An example of
this second type of third-person narration, is found near the end of
L'amant:

Elle ne sait pas combien de temps apras ce départ de la jeune
fille blanche il a exécuté I"ordre du p2re, quand il a fait ce
mariage qu'il lui ordonnait de faire avec la jeune fille désignée
par les familles depuis dix ans, couverte d’or, elle anssi, des
diamants, du jade. Une Chinoise elle aussi originaire du nord,
de la ville de Fou-Chouen, venue accompagnée de famiile,
(140)

In this case, the first "elle” is the older Duras as seen by the
omniscient narratar who, as anthor, fails to recall how long it was after
the departure of the “jeune fille blanche® {(subject of the other type
of third-person narration) that the lover married the Chinese girl.
Duras demands here an aclive participation on the part of the reader
as the reader is forced to distirguish between the “elle® of the older
Duras and the *jeune fille blanche® of her younger self. The reader
must also distinguish between the *elle” of the older Duras, the
“elle” of her younger sclf, and the “elle” of the young wife of the
Northern Chinese lover, A little further on, the narrator comments:

Peut-étre connaissait-elle existence de la jeune fille blanche.
Elle avait des servantes natives de Sadec qui connaissaient
Phistoire et qui avaient dii parler. Elle ne devait pas ignorer sa
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peine, Elles auraient dii étre du méme dge toutes les deux,
seize ans. Cette nuit-13 avait-elle vo pleurer son époux? Et, ce
voyant, I'avait-elle consol€? . . . Qui sail? Pcut-étre qu'elle se
trompait, peut-étre avait-elle pleuré avec lui, sans un mot, le
reste de la nuit. Et puis qu'ensuite serait venu I'amour, aprés
les pleurs. Elle, la jeune fille blanche, elle n’avait jamais rien
su de ces événements-la. (141)

This paragraph must be carefully read as the interplay among the three
*clles” is complex, often nebulous. The ®elle” of “Peut-étre qu’elle
se trompait® is the older Duras as the omniscient narrator
hypothesizes about Duras’ remembering process since Duras herself
would be incapable of knowing what occurred between the lover and
his young wife ("avait-elle pleuré avec lui?"). This hypothesizing
about the memory process, via an improbable juxtaposition of different
points of view, by the omniseient narrator is reinforced by the final
comment that the omniscient narrator makes about the ®elle” as the
young Duras: “Elle, la jeune hlle blanche, elle n’avait jamais rien su
de ces événements-12." Thus Marguerite Duras as simultaneous
author and autobiographer calls our attention to what an
autobiographer is truly capable of remembering and explains why an
autobiographer can only provide possible hypotheses concerning events
to which she was not a witness. Duras has resolved this problem of
hypothesizing by an autobiographer by bringing in the omniscient
narrator to comment on the young Duras and the older Duras and
then by using this technique to introduee other points of view.
Although it seems that Duras is fictionalizing her autobiography, to
borrow Carol Murphy's terminology®, she is exploring, within an
“autobiographical space,” the different possible points of view that
come into being as one reexamincs one's life.

Through the use of three types of narration in L'amant, including
Lhe first time use of first-person narration by Duras, the author-
identified narrator, we have seen her efforts to produce a more
revealing autobiography . The specilic results achieved from switching
back and forth betwecn [irst- and third-person narration in L'amant
are: 1) Duras' ability to distance herself from her text asshe
designates her alter ego by the indefinite “she®™; 2) the possibilily of
questioning the nature of memory itself through the point of view of
first-person narration, which adamantly justifies the memory process;
3) the capacity to transfer the dramatic emphasis to others who were
a part of her adolescence 5o as to give a more ample self-portrayal by
showing how she affected those surrounding her; 4) the skill Lo focus
on how she saw herself as well as how she imagines she was seen by
olhers as she becomes the object of others' gazes or of points of view
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external to hers; and 5) the freedom to employ direct discourse.
Indeed, Duras’ L'amant is a text that demands an active participation
on the part of the reader in order to follow and interpret her writing
strategics. Just as she is both participant and narrator, her text insists
that we participate in the double role of co-author and reader.

FPhiladelphia College of Textiles & Science

NOTES

1 ’amant has been translaled into forty-three languages. Carlin
Romano, of the Philadelphia Inquirer, reports that in France alone,
L'amant sold nearly 800,000 copies and led the French best-seller list
for six months. He also gives an account of its publication in the
United States: "Published here this summer, it has taken off in a
similar way [as it did in France] going onto national best-seller lists and
attracting enough interest in paperback rights to require an auction
(Harper & Row won the bidding this week with an offer of $155,000)."
[Carlin Romano, "Why does everyone seem to love ‘The Lover™?,"
Philadelphia Inquirer, 18 April 1989, Book Section.]

2 Of particular mterest in L'amant, are the transgressions of the kind
of retrospective, chronologically oriented narrative as given m Philippe
Lejeune’s original definition of autobiography {Philippe Lejeune,
L'autobiographie en France (Paris: Armand Colin, 1971), p. 14]. It is
these strategies that constitute what I define as "writing the self’--
writing that includes straightforward as well as fictional accounts--since
Lejuene’s concept of espace gutobiographique or "autobiographical
space” [Philippe Lejuene, Le pacte autobiographique (Paris: Editions
du seuil, 1975), pp. 165-168.] encompasses the image of the self across
many genres or across all the works of an author.

3 Marguerite Duras, L'amant (Paris: Editions de minuit, 1984), p.
9. All future refernces to L'amant will be made to this same edition.

4 Even though my study does foeus primarily on the juxtaposition of
the first and third person narrations, one should note the interweaving
of verb tenses and different time periods that are incorporated in the
narration of L'amant. This interweaving of verb tenses and different
time periads is important since L’amant does not follow a specific
chronological order as would a traditional autobiography.

5In L'amant, Duras claims she was fifteen and a half when she met
her lover; but she contradicts this in L'amant de ia Chine du nord,
where she states she was only fourteen - see p. 11 of L'amant and p.
192 of L'amant de la Chine du nord.
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® It is to the marratec that the narrator speaks directly and through
whom the narrator demonstrates his or her communicative function,
It is important not to confuse the narratee with the real reader, the
potenlial or virtual reader, or the ideal reader. The functions of the
narratee are to serve as a rclay between the narrator and the reader (a
function of mediation); and to be a part of the narrative discourse: the
relationship between the narrator and the narratee can emphasize a
theme, advance the story, and reveal the fundamental ideas or attitudes
expressed in the work.

7 One should note that the first-person account begins the narration
in the past tense and that the third-person narration switches tenses to
use the present tense,

8 Carol J. Murphy, “Duras’ L’4Amani: Memories from an Absent
Photo,” in Remains fo be Seen: Essays on Marguerite Duras, Sanford
Scribner Ames, ed. (New York: Peter Lang Publishing, Inc., 1588) 173,
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