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PREFACE
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Frank and Debble Sicking for the typing of manuscripts.

Fipally, wve wish to exmress our sincere appreciation to
the Graduate Student Asgociation of the University of Cipein-
rati and the University Budget Board for their financial sup-
port, without which neither the Conference nor this jJournal
would have been possible

Donald W. Bleznick
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GLASS, LIGHT AND WATER: THE AQUARIUM EFFECT IN
A LA_RECHERCHE DU TEMPS PERDU

Anita Henry .
Indiena University of Pennsylvania

When we encounter light apd glass imagery in Proust's novel, and thiﬁ i
frequent, ve can often note an associated weter preaehce.' The Narrator's room
at Balbec is a good example of this combining. The view from the window is a
seascape; it ip often in fact presented as & painting framed by the window
cesing. Inside the room, the light pessing through this blue-filled window
separates into e prism effect; it is broken into its composite parts by the
glass pane: o

. . . cette chambre, que je traversais un moment avent de m'habiller

pour le promenade, avait 1l'asir d'un prisme oll se décomposeit les

covleurs de le lunilre de dehors . . . .1
"La lunidre de dehors"™ is the 1light of the sea, or more accurately, the light
reflected off the water. Another description of the Balbec bedroom even more
clearly epuncietes the associetion of water with gless and light. The begin=
ning of the Nom de Pgig section describes the room as & pool with polished

". . . les murs passfs mu ripolin con~

sides like the glass of an azgquerium,
tenaient, comme les parois polies d'une piscine ol l'eau bleuit, um air pur,
azuré et salin® (I, p. 383). The suggestion of "parcis polies” will be fully
developed in the transformation of the Balbec dining room into an aguarium.

A different exampie of light and water associstion occurs'in the descrip
tion of the fiery glance‘of the Duchesse de Guermantes on the evening of the
opera gala in Paris. The look the duchess showers upon the Harrator con this
occasion is-described as an "averse £tincelante,” a sparkling downpour (II,

p. 58). This scene is part of one of the major aquarjum developments in the
povel to which we shall return. It is also one of Proust;s carefully con-
structed parallel scenes, for it repeats the flashing blue glence the duchess
gave the Narrator during his childhood in the Combray church (I, p. 175).

Near the close of Sodome et Gomorrhe, light and water association turns
the steeples of Saint-Mars le Vétu into radiant fish: '




. « . par ce temps ol on ne pensait qu'au bain, les deux antiques
clochers d'un rose saumon, sux tuiles en losenge, légérement infléchis:
et comme palpitants, avaient 1l'air de vieux poissons aigus, imdriqués
d'€cailles, moussus et roux, qui, sans avoir l'air de bougem 3'€lev-
aient dans une eau transparente et 'bleme. (IX., pp. 101k 2015)
Bere as at Balbec it is the proximity of the sea that provides the idea of
vater, gently reinforced by "ce temps ol om ne pensait qu'au bain.” The color
and the shape of the tiles begin the metamorphosis of the steeples into fish,
vhile the illusion of movement ("comme palpitants")} suggests the movement of
sunlight on water. The image is completed by the impressionistic transforma-
tion of sky into water as the fish/steeplea rige "dans une eau transpa.rente et
hleue." .
Finslly,, the three elemefits of glass, wvater, and light are tightly associ-
ated in the synesthetic "noms de lieux" phenomenon based on'the cacaphanous
name of the Prince de Faffenheim—MLmster‘b:n‘gﬂWeinigen' . .
Le pom du prince gardait, dens la franchlae ‘avec- laqueJJ.e Bes -
premi3res syllabes &taient—comme on dit en musique—-—-attaquéen, ‘et dans
la bégayante répltition: Qui les scandait, 1'8lan, la nafvit® maniérée,
les lourdes "d€licatesses" germaniques proJetéea commes d¢s hranchages
verdatres sur le "Heim" d'@mail bleu sombre qui déployeit la mysticité
d'un vitrail rhénan derridre les dorures phAles et finement ciselées du
'XVIIIe sidcle nllemend. Ce nom céntenait parmi les noms diwvers dont .
il €tait formé, cclui d'une petite ville d’eaux allemande ol tout enfant
J'avais &t€ avec ma grand'mdre, au pied d'une montagne honorée par les
promenades de Goethe a e « o (II, p- 256) :
In this ma.mfesta.tion light is projected as though through a ata.:.ned—glaaa vip- .
dow, with "émnil bleu sombre™ and "dorures pﬂlea" :‘esulting in "'brunchages
verdftres." The color of water is suggeated by "ve:rd&tre, and vater is spec-
ifically joined to the imege with theé evocation of the Rhine in "vitrail
rhénan” and of the. Gezinﬁn spa in guestion, the "petite vil_fe a'eaux. alleméi:de."
We shall note that this effect of water caused by sta:med glasa is.a second
parallel to the appearance of t.he Duchease de Guermantes at the veddln.g of Dr. - L
Precepied’s niece, " BT .
In his essay "MEtonymie chez Proust,” G&ard Ganette suggests a neat £oér—
muls for the associaticn of water and glass, "Verre //. nau durcie, eau //
cristal liquide et c:c.n.i.l-re:.r:ﬂ:..."2 Gless is hardened water; weter s l:l.qg;.gl,

flowing crystal. With this indication that the one substance visually suggests



the other, we must also note that in Proustian imagery as in physics both glass
and water act as refractors of light (sunlight glistens on the surface of the
ses and is broken into its component parts by the bedroon window glazing).

When the two substances are eombinéd, the Hending of light is intensified and
there results g heighteriing of illusion. One of the early articles on the
Recherche refers t¢ this pecuiiar visual effect. Jesan Dalligny, in his article
"L'0euvre de Marcel Proust™ described a fluid, blurred effect, "the Narrator

w3 The Narrstor

seems to be looking through glass at a2 mist-enveloped world.
does indeed spend & remerksble amount of time looking out of or into windows.
The combined effect of liquid and glass creates the illusion of an aquarium, e
effect developed at some length in two places in the novel and alluded to
several times more. '

The first development of the agquarium imege is the transformation of the
dining room of the hotel at Balbec into an exotic container for fish and shell-
fish. 'The immge is first suggested by the green light that filters into the
roon from the windows facing the sea:

. . . cette saile & manger de Balbec, nue, emplie de soleil vert comme
l'eau d'une piscine, et & guelques metres de laguelle la mar€e pleine
et le grand Jour €levaient . . . un rempart indestructible et mobile
d'émeraude et d'or. (I, p. 67h4)
The greenish color is caused by sunlight and real water here, the colors of
"émeraude" and "or," The suggestion that the room itself is a "piscine" is
already present, as is the idea of a glass wall ("un rempart"). We have al-
ready seen that the Balbec bedroom is also capable of becoming a "chambre/
piscine," as Genette puts it.h The image is fully developed in the next
description of the dining room: '
. «.« les sources &lectriques faisant“sourdre & flots la lumidre dans
la grande salle 8 manger, celle ci devenait corme un immense et
merveilleux aquarium devant la paroi de verre duguel ls population
ouvriére de Balbec, les pé&cheurs et aussi les familles de petits
bourgeois, invisibles dans 1l'ombre, s'&crasaient au vitrage pour
apercevoir, lentement bslancEe dans remous dfor, la vie luxueuse de
ces gens, aussi extrmordinaire pour les pauvres que celle de poissons
et de mollusques &tranges (une grande question sociale, de savoir si

la paroi de verre protégera toujours le festin des b8tes merveilleuses
et si les gens obscurs qui regardent avidement dans la nuit ne



et 31 les gzens obscurs qui regardent evidement dans la nuit ne
viendront pas les cueillir dans leur aquarium et les menger). En’ _
attendant, peut-&tre parmi la foule arrstée et confondue dans la nuit’
y avait-il quelque écrivain, quelque amateur d'ichtyologie humaine,
quz regardant les michoires de vieux monstres ffminins se refermer
sur up morceau de nowrriture engloutie, se compleisait & classer ceux-~
ci par race, par caractares lnnés et aussi par ces caract@rea acqp;s
qui font qu'une vieille dame serbe dont 1' appendice buccal est 4'un L
'grand poisson de mer, parce que depuis son enfance elle vit dans les '
egux- douces du faubourg Salnt-Germain, mange la salade comme une La
Rochefoucauld. (I, p. 681)
Here the source of light is interior, electric rather than solg&. and the glass
side has become more evident end more important. The rather bitter social com-
wentary muses on the question of how long the glass side can protect the wealthy
from the hungry poor. The glase serves another function common to both the
lighted window and the aquarium side; the observers can see in, but the "figh"
cannot see out. The image is recalled vhen the Narrator sees e soldier outside
of a'lighted'réétaﬁrant wvindow in Paris during the war:
A l'heure du diner lee restaurants &taient piéina; et si, passant dans
le rue, je voyais un pauvre permissionpeire . . . arréter un instant
ges yeux devant les vitres illuminfes, je souffrais comme & 1'hdtel de
Balbec quand les p&cheurs nous regerdaient dfner . . .. (III, p. 735)
We note ip both of these scenes that the vertical glass, the "aqunrlum gide,” is
e symbol of absclute social separation, e fact that will also be true in the
aecond mejor aquarium develoPment. Before proceeding t6 thet scene, let us can-"
sider briefly two further exnmples of the cruelty 1nherent in the aquarluq
situation. . o
The illusion of the fish who cannot see the cruel predator lﬁrking beyond‘
its aquarium well also occurs with Odette and with the Baron de Charius. On the
night vhen Swenn returns to the rue La Pérouse after midnight to be certaein that
Odette is alone, scmething quite sinister develops in his mood; it is in fact -
the introduction of ths prisoner theme: .
I1 la tenait 13 Ecla1rée en pléin par le lampe,'prisonnlére'éans le

savoir dans cette chambre ol, quand il le voudrait, il entrerait la
surprendre et le capturer I & O p 213) -

Tt is agsin a. 11ghtod wAndow thut forms the side of Odette a aquarium." Thls '



scene, after the suggestion of cruelty caused by what is actually Swann's
illusion, ends in a burst of ironic humor. Swann discovers that the silhou-
ettes he had assumed to be Odette and her lover are in fact two startled old
gentlemen-—=he hed the wrong window, the wrong house.

The situation of the Baron de Charlus is unrelieved by even a touch of
laughter; ke is the fish at the mercy of the observer:

M. de Cherlus . . . vivait dupé comme le poisson qui croit que 1'eau

ol il nege s'étend au-deld du verre de son aquarium qui lui en présente

le reflet, tendis qu’il ne voit pas & c6t& de lui, dans l'ombre le

promeneyr amusé par ses ébats ou le pisiculteur tout-puissant qui, au

moment imprévu et fatal . . . le tirers sens piti€ du milieu ofi il

aimait vivre pour le releter dans un sutre. {II, 10L9)
This scene occurs at the Verdurine'! on the evening the "Patronne" has chosen
to separate Charlus from his beloved "Charlie." The image shares with the
dining room mt Balbec the gless, the illusion, the "p&cheur" who is in the
darkness beyond the bright reflecting wall and who cannot be seen. The sinis-
ter imtent of the observer is fully developed.

The second major aquarium development occurs during the evening of the
opera gala:

. . . dans les autres baignoires, presque partout, les blanches d€ités

qui hebitaient ces sombres s€jours s'8taient réfugifes contre les

parois obscures et restaient invisibles. Cependant, au fur et &

mesure que le spectacle s'’avangait, leurs formes vaguement humaines se

détachaient mollement 1'une aprds 1l'autre des profondeurs de la nuit

qu'elles tapissaient et, s'&levant vers le jour, leissaient &merger

leurs corps demi-nus et vepmrient s'arré&ter & la limite verticale et 2

la surface clair-obscure . . . aprés commengaient les fauteuils

d'orchestre, le séjour des mortels & Jamais séparfs du sombre et

transparent royaume auquel ga et l& servaient de frontifre, dans leur

surface liquide et plane, les veux limpides et réfléchissants des

déesses des emux. (II, p. 40}
The gless wall is as rigidly in plece here as at Balbec, represented in the
"paroi" and the "limite verticale;" here even more than et Balbec, it seems
to offer an absolute separstion between the magnificent see creatures and the
obaervers. Fish imagery returns with the appearance of the Marquis de
Palancy:

Le marquis de Palancy . . . se déplagait dans 1‘'ombre traneparente et



paraissait ne pas plus voir le public de 1'orchestre gqu'un poisson gui
..passe, ignorant de la foule des visiteurs curieux, derrilre la cloison
~ vitrée d'un aquarium. (II, p. 43)

This reminds us that we have seen a8 fish-like Marquis de Palancy before, long
ago at the matinfe of Mme de Saint-Euvert:

M, de Palancy . . . avec sa grogse tfte de carpe aux yeux ronds . . .
avait 1'air de transporter avec lui un fragment accidentel, et.peut-

_ &tre purement symboligue, du vitrage de son aguerium, partie dest1née 1
figurer le tout. (I, p. 327)

Even the unlikely locale of Doncidres can undergo a ‘brief trensformation

inte an aquarium, as the Narrator peers into lighted apartment windows:

« +» +» des hommes et des femmes amphibiee, se r&adaptant chague soir 2
vivre dans un autre €l&ment que le Jour, nageaient lentement dans la
grasse liqueur qui, 8 la tombZe de la nuit, sourd incessament du
reservoir des lampes pour remplir les chambres Jusgqu'au bord de leurs
) ”\parois de pierre et de verre . . . . (II, p. 97)

Here light beconmes water as in the other examples of this phenomenon, and the

vertical "paroi" is also an element of both the Balbec and the Paris equaria.

There is one more scene that fits with these clearly drawn examples of
aquar1um imagery, because of an assocciation of glass and separation and because
of a gimilar color treatment. A number of commentators have noticed the par-
allel betﬂeen the magic lantern scene of Genevidve de Brabant and the appearance
of the Duchesae de Guermantes at the wedding of Dr. Percepied’s niece:

e la chapelle oll elle suivit la messe &tait celle de Gilbert le
Mauvais, sous les plates tombes de laquelle, dorées et distendues comme
des ai;éoles de miel, repoeait les anciens comtes de Brabant . . . . (I,
p. 17
. . . pendant que Mme de Guermentes étalt assise dans la chapelle au-
dessua des tombes de ses morts, ses regards flfnajent g¢a et 18 ., , .,
e'arrétaient mfme sur mol comme un rayon de aolexl errant dans la nef
e e o2 (I, p. 176) _
~ Ce spourire tomba sur moi qui ne la qu1tta1s par des yeux. Alors me
" rappelant ce regard qu'elle avait laise€ s'arréter sur moi, pendant la
" messe, bleu comme un rayon de soleil qui aurait traversé le vitrail de
Gllbert le Mauvais, je me dlﬂ. "Mais sans doute elle fait attention &
moi." (I, p. 177) - . v -

Proust suggests thg imagg of thelmngic Lantern when hc has the Narrator describe



his difficulty, "}'essayais d'appliquer 1'idée: 'C'est Mme de Guermantes,'
sans parvenir qu'é la faire manceuvrer en face de l'image, comme deux disques
séparés par un intervalle,” (I, p. 175)}). We are also reminded throughout this
long passage that Mme de Guermantes is the descendant of Genevigve ae Brahant ,
the subject of the magic lantern slides. Howard Moss has noted that the same
colors are present in the magic lantern slide and in the church.5 The primary
colors ere in fact the same as in the parallel scene concerning that other
German noble, the Prince de Faffenheim- Munsterburg-Weinigen, for here we have
the blue and the gold, though without specifiec mention of the resulting
"verdftre." The blue light in the church has two sources, lMme de Guermantes'
eyes and the sun shining through the steined glass portrait of Gilbert le
Mauvais. The glance of the duchess is actually compared to the sun, and this
fiery glesnce prefigures that of the opera gale. The sun image and the actual
sunlight are both instances of yellow light filtered through blue. When one
adds the golden honey color of the Brabant tombs and the "orange sound" of the
syllable snt common to both "guermantes" and "brabant," there is more yellow
to mix with the blue light. And though green is never mentioned in the pas-
gsage, one recalls that, jJust es the name of the German prince suggests a

!

Rhine chapel and a "ville d'eaux,” so the Guermentes Way lies along the
Vivonne and has the water garden of the two "ways." The absolute social
separation is aes strong in the Combray chureh as in either of the two major
aquarium scengs; it is an image of the same type.

It remains to consider the sources of Proust's fascination with glaess,
light, and weter, and his combirnation of these elements into the aguarium
image. Proust's use of light and water imegery is very similar to that of
Goethe, whom he admired and mentioned from time to time in the novel, a8 in
the Faffenheim-Munsterburg-Weinigen passage.6 The imuage of the waterfall in
Faust will serve as one example of Goethe's use of light and water:

Let us turn our backs upon the sun, upon infinite force and infinite
existence. Fritter for ocur eyes the waterfaell over ageinst it, the
torreat of human affairs, broken into & myriad rills. Upon the mists

that rise from i? the sunlight peints 8 reinbow, always vanishing,
alwaye restored.

The prismatic refraction here, the amction of water upon light, reminds one of



o]

the prism image in the Belbee¢ bedroom.

Proust's fascination with the aquarium goes beyond Goethe's use of water
and 1light, however; as David Mendelson documente it, the mguarium was used
extenéively a8 an instrument of scientific obgervation in the second half of
the nineteenth century. Mendelson points ocut thet the aquarium enjoyed s great
vogue in Paris in the decedes just preceding the creation of Proust's novel.
Proust doubtless found the optical illusion of the aguarium interesting, and as
with so many other things that eppealed to the curiosity of his encylopedic

mind, the equarium provided a recurring theme for A le recherche du temps perdu.
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lmnrcel Proust, A la recherche du temps perdu, ed. Pierre Clarec and
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3Quoted by Dougles Alden, Marcel Proust and Hig French Critice {los

Angeles: Lymanhouse, 1940), p. T8.

hGenette, p. 51.

’Howard Moss, The Magic Lantern of Marcel Proust {New York: The Mac-

millen Company, 1962), p. h4b.

6For a discussion of Goethe's influence on Prougt, see Annie Barnes'
"Proust et Goethe," Oxford Germsn Studies, 8 (1973}, pp. 128-48,
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Trenslated and quoted by George Santayana, Three Philosophical Foets:

Lucretius, Dante, and Goethe (Cambridge: Harvard University Press, 1910),
p. 182,

8De.vid Mendelson, Le Verre et les objets de verre dans 1'univers
imaginaire de Marcel Proust (Peris: Jos& Corti, 1968}, p. 38.
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JULES ROMAINS' LES COPAINS: MUSKETEERS OF LAUGHTER

Pierre L. Hor
Wright Stete University

Calling his 1913 novel entitled Les Copains a "Conseiller de la Joie et
Bréviaire de la Sagesse Facétieuse,"lJules Romeins presents not only a highly
entertaining work in the tradition of the fabliau and of Rabelais, but he also
looks in a humorous manner at his own precepts of unanimisme. It is, after
all, through the characters' canulars on the inhabitants of two sleepy villages
of the Auvergne region that this awesome oneness of soul evolves. And that his
protagonists practice the same type of preposterous mystification invented at
the Ecole Normale Supérieure is quite understandable when we recall that
Romains was himgelf an illustrious slumnus of that institution.

When the seven musketeers agree that “effectivement Issoire et Ambert
avaient un d@rSle d'air" on the map of France {p. 26) and that something ought
to be dome to straighten things ocut, they first decide to write libelous poems
where Issoire rhymes with... "passoire" and Ambert with... "camambert.™ This
intellectusal exercise, however, is obvioualy not sufficient punishment for

these two chefgs-lieux d'arrondissement, and the heroes decide to teach them a

real lesson., Not having a Petit Larousse readily available, they extrapolate
oracular pronouncements from the Bottin in which the gods, as is their wont,
"s'exprimaient en termes bien voilés": "Riboutt&, Joseph. Uniformes mili-
taires. Vetements ecclésiastiques. Accessoires pour cérémonie™ (p. Lk},
Since Bottinmancy reveals no easily understandable messages, they must of
course consult an extra-lucid somnambulist who, after coming down from his
rooftop, speaks with a couple of might spirits who dictate the following
aibylline verse:

5i la baguette du tambour

Tourmente le sommeil du sourd,

Si 1'amour dans toute ga gloire
Clat le messe avant l'offertoire,

51 le simulacre &loguent
Ferme la bouche au trafiquant,

¥ Issoire, Ambert muront beau faire,
’ Ils tomberont sur leur derridre (p. 62).

11



After a test run in Nevers in which 8 copain has organized a welcoming
cormittee complete with Marseillsise and locml notables—all this for Bénin
whom Broudier introduced as a councillor to the Czar: "Etenim isti persuasun
habent te apud Scytharum regem, quem Tsarem vocent, praestantissimo officie
praefectun esse” (pp. 93-94)-—the hoaxers, disguised as a minister "barbu comme

' & director general, a military asttaché, and & private secretary,

Charlemagne,’
move on to Ambert where they tour the army barracks, especially the toilets and
the infirmary, thereby fulfilling the first Bottinical end somnambulistie
presage ("uniformes militaires" and "baguette de tambour™). The actual prank
consists in having parte of the garrison troops act in an anarchist insurrec-
tion directed against "la sous-préfecture... 1'h6tel de ville... et la personne
du maire, arrété€ ¥ son domicile” {p. 176} and erushed by the army "avec vigueur
et rapidit8" (p. 177). The result is complete pandemonium; yet it ellows the
early-rising citizens of Ambert to become a unanimistic group:

Une masse s'ébranle... La foule de deux rues est agpirfe avec un

sifflement. Mais les deux rues 8 leur tour aspirent le reste de la

ville. La multitude se rammsse, se canslise, afflue, conflue, Ambert

existe, d'un jet {p. 191).

The next orecle, it will be remembered, vas "v&8tements eccl&siastiques" and
"l'amour. .. ¢l5t la messe." It is therefore in the guise of Father Lathuile,
"] 'orateur &minent et le docte théologien" (p. 193), that Bfnin preaches the
sermon that is at once verbose, learned and obtuse and whose subject is a very
literal exegesis of Christ's edmonitions: "Love one emother!" and "Grow and
multiply!” This is why at the end of the service the entire congregation is
in the throes of Eros:

Un vieux mfle enjambe la cl&Sture du banc d'ceuvre, et la premidre des
vierges miires qui lui tombe sous la main, il l1'empoigme. Un adolescent
colle ses lavres sur la nuque d'une Jeune fille. Un commandant en
retraite, sur une croupe, abat ses mains noueuses. Des femmes
s'inclinent vers leurs maris, qui leur encerclent la taille et leur
palpent la poitrine... Vingt adolescents assaillent les demoiselles
accompagnfes. Les commendants petrigssent des hanches. L'auditoire se
crispe en groupes convulsifs {p. 216).

The fipal canuler takes place at Issoire, where the local authorities and

the Chamber of Commerce want to dedicate an equestrian status of Vercingétorix:
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Vercingétorix avait une pose simple, mais belle: la main geuche sur la
culsse, la main droite tenant les rénes de son cheval. Vercingftorix
Etait nu... Son sexe, bien &talé sur 1'&chine du chevel, frappait & la
fois par sa grosseur et per son naturel. Les dames, et plus d'une

Jeune fille, n'en finissaient pas de 1l'edmirer (pp. 226-27).

When the deputy gives his speech, however, the statue comes to life and startsz
to insult him: "Vieille lope! Tete de chou! Fetigué! Tu vas me faire rendr.
ma nourriture! Fous le camp!”™ {pp. 228--29), as well as to throw cooked apples
at the assembled dignitaries. These acts had maturally been predicted by the
sentencea, "eccessoires pour cérémonies” and "le simulecre &loguent ferme la
bouche au trafiquant.”

At the same time that these two burge are brought to life, or at least
"régénérés" by the mischievous tricks of this jJolly band, the pals too ecquire
their own collective cohesiveness and identity in exchange for “la diversité
des destinfes individuelles.“2 Whereas at the dbeginning of their joyous
adventures "chacun aveit l'impression 4'&tr seul dnns:yne région pleine d'un
brouillard lumineux... et sentait monter du fond de lui-méme comme ume
clameur veste et creuse" (p. 66), at the end of the novel "les copains &taient
envahis par un sentiment singulier, qui o'avait pes de oom, mais qui leur
dognait des ordres, quil exigeait une satisfaction goudaine; on ne sait quoi qui
ressembleit & un besoin d'unité absolue et de conscience absalue™ {pp. 257-48).
Once they have discovered this "besoin vital," they partake of the grand
comedic feast and thus rejoin the long tradition of fun and carnivel, along
with peinting out that life itself is but a gigantic prank and ought not be
teken seriously: "Ce que les hommes cnt de sérieux et de sacré, vous en avez
fait des obJets de plaisir, vous y avez taill& les pi2ces d'un jeu" (p. 253).

While I do not wish to ipcur the ironic disapproval which L. D. Knights
reserves for mere cataloguers of Jokes,3 it 1s important to see and understand
what makes Jules Romains' novel so funny. In addition to the canulars we have
Just looked at, there is his verbal humor, an uncamny virtuosity at handling
language and words which announces writers like Borls Vian and especially
Eug2ne Iomesco, as in this syllogism worthy of the Logician: "Je ne te dirai
plue rien. Tu me feis suer avec tes questions. Et tu sais que le sueur

matinele est mauvaise” (p. 115).
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I would like to examine in particular six comic devieces that are most
prominently used in Les Copains. First, there are pestiches vwhich poke gentle
fun at contemporary poets, such as Morées in this stence:

- Feuilles dont la structure imite une passoire,
Tristes remeaux d'automne aux warrcnpiers 4'Awbert!

Mon ecoeur qui vous contemple a le regret d'lssoire,
Mon coeur que je compare au coulant camembert (p. 29),

yr Mallarmé:

/ Fluant, suent de nue embrun,
qu'une passcire
Tue! Or si ne 1'a pu seisir le Tout Issoire
Evoluant d'un pied s’avousnt camembert,
Par 1'horreur d'8tre 18 comclu
Chaud!
C'est Ambert! (p. 32),

>r Peguy:

Ambert! Je te hais! Tu grouilles sutour de moi,
Paquet d'asticots dans le gras du cemembert!
Bt c¢'est Issoire qui est 13, plus loin que nous,

Comme le manche emn fer d'une passoire lourde" (p. 33).

“ven Recine, in Maurice Charmey's phrase, is “skillfully violated"hby the
‘rreverent buddies:

Mon maftre qui vous porte un amour sens Egal
Daigne emprunter ici mon iundigne canal
Pour vous faire tenir le selut e plus tendre (p. T7).
n this same category of intellectual humwor should be included varicus refer-
mees to literary/philosophical themes, for instance, Gide and the gratuitous
et ("Vous avez resteuré 1'Acte Pur... Acte Pur! Arbitraire Pur! Rien de plus
.ibre que vous!™ pp. 251 and 253 ), as well as parodies of political speeches
replete with mixed metephors & la Joseph Prudhomme:
Enfants 3'Auvergne! Mes enfants! J'ei pein#, j'ai souffert, Je suis
rort pour la liberté, pour les drvits du peuple. Avec ma sueur, avec
mon sang, J'al cimentf les bases de la dfmocratie (p. 228).
Jonversetions with spirits, too, are wvery much like the operator-agsisted
ong~distance calls provided by today's Bell System, including the peme dis-~
‘urbasices on the line:



- Enjel! Enjel!

On entendit un petit grésillement.

- Vous &coutez? EnjJell... Accordez-moi la
commmication avec Pijl... vous savez..,
Pijl et fils...

Enjel... est un génie féminin, chargé de
nettre les voyants en rapport avec les
puissances sup@rieures...

On entendit un nouveau gré&sillement.

- P1j1%7... Tu dis? Je n'entends pas.
Enjel! Enjel!... Ne rompez pas, gracleux
esprit, la commmication {pp. 59-60).

Beceuse the copains are the products of an excellent classical educa-

tion, it is easy to understand that heavy, learned expressions are part of

their everyday language, along with slang and vulgaerities, and that zeugmas

and syllepses are common rhetorical figures of speech for them. This is

not to say that they are pedants in the précieuses ridicules fashion, but

rather that they take pleasure in the beauty, richness and elesticity of
language, what Jank€l&vitch calls "le pouvoir de jouer, de voler dens les
airs, de Jongler avec les contenus soit pour les nier, soit poui les

“5

recréer. Here, taken at rendom, are a few examples of their erudite

speech: bYigophone, E€pizootie, noumfnale, brahmanes moporchites, foi

Punigue, concussionnaire, arverne, vaticination, &dicules, borborygmes.

Of zeugmas end syllepses there is this sample representation: "Mon cha-

" "vous sapiez les fondements de la

peau, mon mouchoir et mon dme brandis,
morale, de la sociét€ et du Puy-de-Déme," "ce fut une file indienne et
aveugle,” "il semblait €mu et corpulent," "il fit une pause; les copains
un bon sourire."

Then there are the verbal accumulations, such as "une luxueuse
golerie de miction, un vaste Pissing Room, un Urination-Palace" (p. 72},
"Je 1'asgimile & un videngeur, & un adjudant corse, au maéstro Puccini"
(p. 78}, ™M&a multitude se ramesse, se cenalise, afflue, conflue” (p. 191),

Or this 1ist of fines herbes reminiscent of culinary msnuals: "Un

soupgon de thym, une dbranchette de serpolet, une feuille de menthe, et

un rien de fenouil" (pp. 241-42). There is even & series of words
starting with a normal substentive and proceeding to imaginary formations:
"Quadragfnaires, quinquagénaires et sexagfnaires, cossus, pansus et

cuissus" {p. 202).

15



16

Historically, caricature belongs to the fime arts, but this shorthend
exaggeration aleo found its way into literature since it allows comic writers
to both reduce and magnify their personeges by focusing on one or two outstand-
ing features. And Jules Romsins is no exception: Omer is personified by his
red nose; Lesueur by the ebundant facisl bair that gives him the loock of &
French poodle; Huchon has protuberent Berney-Google evep; Lamendin's head is
shaped like an apple with a knife (that is, his nose) stuck in the middle;
Broudier sports a ferocious Geulcis moustache; Martin is so average ("um
mopeieur de vingt cing & trente ans, taille moyenne, bouche moyenmne, nez moyen,
front moyen, pas de signe particwlier" pp. 15556 ) that this very nonde--
geriptness becomes his salient charecteristic. Bénin's physiclogicel needs are
Overpovering emough that, like Vliedimir of Godot fame, he is remembered either
for his stercorous concerns and jokes or more likely for his total, complete
dedication to the "modeste fometion organique":

88 vessie deveneit pesante et douloureuse.
Toute son Bme descendait dans sa vessie.
Bénin eureit Aonné ses droits politiques
pour la joie d’uripner & son eise une ninute;
pas mBme: vingt secondes. Mais uriner evec
force, éruptivement, comme un geyser {p. T2}.
Even minor figures are endowed with caricatural treits, from the somnebulist
with the "barbiche de chl@vre" to the celculating proprietress of the imn
outside Nevers:
Une femme ob&se parut. BScn abdomen la précfdait d'un bon pas. Se
poitrine venait ensuite, comparasble 8 deux sacs de farine battant la
croupe d'un cheval; puis se téte, renvers€e, bourrfe d'une greisse
blanche; et, gur sa té&te, deux yeux ronde et saillants que la marche
ballottait du méme mouvement que la poitrine {pp. 10T- 08).

Authoriel interventions ere ‘mnother comic device frequently used in the
work., Romeins is not afraid to comment on the physique, personality and
actions of his characters or to proffer elaborate explanstions, whether
needed or not:

Derrigre Lesueur, Martin gravissait 1’escalier marche par marche. 11
n'y a rien & dire sur son compte (p. 2L);
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I1 6ta ses lunettes. On eut 1'impression pénidle que ses yeux allaient
tomber sur la table avec un bruit de cailloux. Il ne se produisit rien
de pareil (p. 28);

Ce spectacle réconfortait, & une &poque ol tout n'‘est que falsificetionm,
contrefagon et malfagon (p. 53);

La fanfare attaqua 1'Hymne Russe qui se d&fendit dien (p. 98);

Le nez d'Omer exigeait un pagne, ou & tout le moins une feuille de
vigne (p. 206).

Today laughter is tinged with despair, and humor bhas become serlous and
savege; the werld is completely devoid of rational order as 1t stands on the
brink of atomic destruction. Unlike writers like Beckett, Heller, Arrabal,.
for whom the grotesque,according to Diirrenmstt, is "only a way of expressing
in a tangible manner, of making us perceive physically the paradoxical, the
form of the unformed, the face of a world without face,"6 comic novelists of
the 19005 and 1910s (for instance, Anatole France, André Gide, Valery Larbaud,
Jules Romains, of course) satirized human foibles, undermined social and
political restraints, overthrew moral conventions, presented new philosophical
possibilities—using techniques and styles that were appropriate to the sub-
Jects discussed. The comic, with its origins in the celebration of life, mind
and body, and laughter, which Rabelais defines as "le propre de 1'homme,” are
essential elements of Les Copains since humor, this integral part of Bergson's
8lan vital, is a powerful means for uniting people,Tfor creating “cette magle

du pluriel qui transcende la plupart de nos actes."' It is no wonder, then,
thet both groups-—the villagers esnd the young companions—have so merged into
an ethos based on the release from inhibiticn, on fun, merriment and the
euphoria of liberating laughter. And "le rire n'est-il pas 1la conscience

Joyeuse de notre f’initude"?8
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GENERATIVE REPRESENTATIONS IN THE POST-MUDERN
FICTION OF CLAUDE SIMON

S, Jiménez Fajlardo
Illinois Wesl yan University

My remarks will deal specifically with the role of described pictorial
representations in Triptyque {1972), and Legon de choses (1975}, two recent

novels by Claude Simon.

Simon's pervasive interest in the language or representations, in pictures
of all sorts, postcards, stamps, oil paintings, etchings, photographs, even
film, way stem from his early interest in painting-—he was a student of André
L'H6te—but more likely, it reflects the central importance of description in
his fiction. The initial fixity of figures and designs, their secrets half
revealed, beckon the investigation of language. Also a picture offers a
ready made selection of a portion of reality, photographed or painted, which
mey be used as a besis for the exammination of such artistic concerns as
framing end arranging, focusing, and naturally, the selective process itself.
Simon, in one of his few theoretical statements hes himself suggested a fune-
tional analogy between language snd painting; he says of his own fiction "...
certeines qualités communes regroupent ou si l'on pr&f2re cristallisent dans
un ensemble des &léments apparemment disparates...exactement comme certaines
qualités communes (harmoniques ou complémentaires, rythme, arabesque)
rassemblent dans un tableau, permettent 4'y cohabiter en conatituant un
ensemble pictural cohfrent, les oblets ou les personnages qui y sont
représentés..."l

Together with the growing importance of stetic representations, Simon's
recent novels manifest as their ecentrrl concern the movement of writing toward
form. That is to say, they are highdy self-consecious works, in which plot is
the very elaboration of a structure of language.2 Descriptions, those of
representations in particular, are at the very heart of invention and no
longer the mere support, redundant anticipation or echo of the action. Start-
ing with the premise that all representations are metaphors, apd that the
relationghips ?etween vearious ways of representing are as important as their

objects, Simon proposes ficticons in which language penetrates and transforms
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all ‘other modes of picturing. While representations generate the fictional
text, the text itself becomes an overarching metaphor for all its enclosed
Yepresentations. '

The confrontations of language with fragmentdation, be it that of the
‘materials selected for its engagement, or its own tendency to digreasioq, under-
pin the form of these narratives. The text's integrative efforts are.a;qé
constantly threatened by two fundamentel humen experiences, apparently antag-
onistic and yet inseparable, love and &eath."Fbr eros, as well as death, can
be the origin of disjunction. In these conditions, none of the representations
available to the fiction long remains neutral. The pressures of the context
modulate‘them,-they are reformed by a language suffused with love or death-
related connatations. Iﬁ ihis sense, repregentations—which offer the text
“points of deperture or objééﬂs of study, ehigmaa to =z2olve—though they may
refuse to divulge the mystery stubbornly sought within them by language, ulti-
matéiy become elerents in the resolutioﬂ, as do any other portions of the
flctlon sinee the text generates its ovn significance through its very search.

In the hovel preceding Trlptygue. Les Corps conducteura (1971), Simon

iqu;t;gated the essimiletive capacity of a text—as if the novel were an
Orgahisﬁ capgble. to make use of and transform into its owﬁ tissue the most
disparate elements. He concentruled on the inmer resourﬁes of language to
.create e nexus of relatlonshlps that brought together the various anecdotal
sequences and Tused them intd. an: 1nqu1szble vhole.

Tn Triptyque he examinek particular aspects of picturing per se. There is
now &n emphasia on prbblens;of perspective, on the visunlization of & scene
before it is repreaeﬁtéd, or its triangulation, on framing, or the selection
of paterial. Agein, as always, love or death are the inescapable centers of
éogvéfgence of all human ectivity ian the fietion, its cause or its origin—for
Simon's uovels are not aolipsistid experimentes in form, but meditations on our
most ‘essentisl concerns. '

There are ipo Triptyque three fictional sequences teking place in three
different locelities: 1) in e village s women eatrusts her little girl to
two older girls in order to meet with a lover; 2) in an industrial city a
young couple gets married; the groom celebretes with friends before going to
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his bride's bed; 3) in a resort city by the sea, a womaﬁ seeks the help of in- ..
fluential male friehdg; her gon has been errested on & &rug traffic charge.
Each sequence centers én an erotic encoupter which is'éither followed by or is .
the consequence of a disasirous event: the little girl drowmsi the groom,
drunk, is attacked end beaten in the night after meking love with & barmaid;
the woman in the resort city must grant her favors to help her son. In the
first and second series the lovemaking is detailed but not the drowning nor.the
violence; in the third ere described the transactions and bribery necessary to
save the young man, 5ut not the lovemaking.

Three means of representation are considered in the novel: fixed images:
(posters, prostcards), film and written fietion (a detective novel). Their
suhject may be any one 6f three sequences: of incident, which, in their turn,
may contain scenes frbm the other two in any of the three modes of represenhta-
tion. TFor instance, the novel opens in the village with the deseription of a - .. .
posteard showing a vie;.ofhthe resort city; laeter, the wedding sequence and the
"mother and son mystefy stﬁry"_appear as films, fiction or posters., Near the
end of Triptygue a man from the "mystery story" completes & Jigsaw puzzle show~
in & picture of the village and its environs, but he suddenly brushes it agide
la sppurent disgust, As the puzzle falls apart, the movie fﬁat'contained this
scene ends., The Spectutura walk put into the night of the 1ndustr1a1 city.

To some extent, the novel Triptygue follows the gradual elaborat1on of a.
puzzle, but one which wogld offer no completed image as a gu1de, " As in this
sort of assemblage, each elemént_in_the fiction generates new possibilities of
linkage, relating to its shaﬁe_orﬁita principal colors or its portion of desigum.
Furthermore, to pursue thglanalogy.with-a puzzle, or & mosaic, theﬁcomponentsi
consist as much of individual éegments of action as they do of varieties of
representational modes—images, straight narrative, film. In ofhér words, the-
components of the stories may be contiguous to one another as much in terms of -
what they show, as in terms of how they show. The transitions or 11nks between
each segment of the fiction result from several types of compositional analogy:
similarities of words, comperable shapes, parallel movements;liﬁclusian in the .
same perceptusl field. h |

The first problems that the text seeks to solve are framing and



triangulation or the selection of @ visual compess. From a postcard image, the
description recedes—backward zoom—situates the card on a kitchen table, then
backs out of the room to give a panoramic view of the countryside: "De la
grange on peut voir le clocher. Du pied de la cascade on peut aussi voir le
clocher mais pas la grange. Du haut de la cascade on peut voir d la fois le

clocher et le toit de 1a grange."3

Thus, having moved from too nerrow a focus-
ing to a broader one, new problems of perspective arise. The "moving camera,”
though it expands the engle of vision, does not solve the problem of selection:
something must always be left out,

Concurrent with such broad sweeps of perspective, the detailed development
of the prose pursues its linkages of different portions of fiction, gradually
forming a compact whole within each sequence and between them. Thus, it is not
sufficient to situste various distaut parts of a picture within a frame, they
must also be linked by the description at their most basic, compositional level.
As the description progresses, its mein problem is to join the waterfall to the
barn and the steeple. The elements used in the linkage are verticamlity end
depth of field: '"Construite sur le pré en pente, la grange aux murs falts de
planches verticales, plus ou moins disjointes, s*&l&ve sur un soubassement de

ierre. En amont le soubassement affleure tout Juste le sol. ... 5i 1l'on
fixe le clocher, les tiges et les fleurs des ombelles se muent 4 leur tour en
formes floues oscillant doucement, dessinant des triangles aigus dont les
cotés imprécis se croisent et se disjoignent tour & tour." [pf- 9-10) As we
read on, this imagery of wverticality and triengulation acquires sexual over-
tones (phallus - vulva) when it serves as B means of access to the inner
daerkness of the barn where lovemaking is taking place. Three separate activi-
ties are in progress: 1) the creation of linkeges between the three prin-
cipal elements of the landscape; 2} the self-reinforcing mﬁltiplication of
images of verticality (phallic) and congress (triangle -~ vulva); 3) a pulsa-

T

tion, or the back and forth movement of the "eye," inward closeups and back-

werds to panoramic views. .
The waterfall will Jjoin the other two clements of the description by
means of snalogies involving the language itself and the concept of verti-

eality. "...les planches gui constituent ls parci de ls grange ont Joué,
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gonflant ou se contractant, de sorte que quelques déchirures s'ouvrent dans le
couche des affiches superpos€es. L'une d'elles toutéfois, plus importante,
gsemble avoir &t€ aggrandie 3 desgein. Au pied de'la cascade s'est creusf un
bassin dont on ne voit pes le fond, en forme ae cuvette, & peu prads circulsire
..+ A mesure que la profondeur augmente 1'eau verdi @'abord, puis devient d'un
bleu de lessive qui s'epaissit par degres, presque neir eu centre du bessin.
T faut us moment pour que 1' oeil colle 8 le fente que l'on a agrandie se
fassz & le démi obscurite..." (pp. 10—1‘)h

The barn and the waterfall are now 301ned through homologous languege

(dessexn,-basaln, lessive), homologous actions (widening a.gap or a trough)
and.the-idea of darkness (derkening of water; darkness' inside the barn).

Water is a more propitious element for the iﬁtrodyction of sexual imagery. 1In
any case, the gaze is already penetrating inside the barn. Soon movement,
water and shape will Join tc create.an”unavoi@ﬁﬁig.transitiqn to the coitus:
"... la truite file sur le droite d'un rapide coup de queue et se glisse dans
1'ouverture du broc couché sur le flanc. Avant'qﬁ'elle:diaparaisse les
gargons ont pu voi:_vriller-aon venfre clair, Lo;géue le hassin de 1'bhomme
recule on-entrevnit pendnnt une fraction de secdq&e son membre luisant et
cylindrique sortant E demi de 1l'€paigse toison'hoire entre les cuisses
‘peplifes, presque bleues..." {p. 15) Once this quick imege of the coitus
uppea#é, all previous images suddenly acquire, in retrospeéﬁ, a specifically
erotic content. The very movement of the describfion, the framing and triapgu-
latlon, are the pulsations of lovemaking. . )

Thus the prose gradually evolves into e determlnate deaign wherein all

components, though superficially distinct, are metaphorically equivalent.
. Shifts from ohe sequence to the other, from one locale to another, from one
mode of representatlon to another, minimize the importance of the incident and
.draw the reader'’'s ettention to the gelf-referentinlity of the writing.

It is again thié'fepresentational emphasis that we want to i1llustrate in

Lecon de choses, our second examined work. Thé inner articulations of descrip-
tion, the linkeges bhetween diverse series of incidental matter, function in

the seme manner here as they did before. Transfers are effected by means of
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homologous elements (sound, shape, gesture) and also include other types of
representation assimilated by the text., Again, the two central themes in the
nerretion are the dyad of death snd eroticism (destruction/construction) and
the concept of composgition itself, integrated as before as sn actively sought
source of material. Among the imner articulations of the prose, 1 shell
exegmine briefly the function of freming and its specific generative properties.

The consequences of framing are consldered immediately in the opening
section of the novel entitlied "Générigue.™ '"his is the formative kernel of the
novel, whose various elementg are subsequently developed in the central five
Parts and whose content is duplicated with slight amplifications in the lest,
seventh part, "Courts Circuits" ("Short Circuits"). "Géndrique" consists of
the description of a room in a tumbledown house. It is developed in three
parts of which the third is, though only for our purposes, the most signifi~
cant. Here, the desire for total inclusion-—an aspect of description's ten-
dency to proliferstion—tiransforms the origin end form of the description into
the matter described: "La description {la composition) peut se continuer (ou
Btre compl&tfe) & peu prés indéfiniment selon la minutie spportée & son exécu-
tion, l'entrainement des métaphores proposées, 1l’addition d’autres objets..."5
The eamphasis on organizing principles is also baged on the contrast between
completion (or containment) and dispersion. The "frame" is defined both in
terme of whet it holds and of what it excludes.. M1 the parentheses here-—und
in the rest of the paregraph—involve matters of artistic choice, composition
and conteinment. In fact, the description is referred to as "tableau' and
manifestly seeing becomes the equivalent of ordering, assigning compositionel
values to the materlel, so thet description is, actually, invention. The
desire for specificity lends to the fabulating activity iteelf and its origin.
The containing power of the freme is used in its exeluding caepacity, as its
contenls are presented together with the selective decision that gave them
body, by mentioning what has riot been chosen.

The novel's second segment "Expansion” begins with the depiction of a
fixed imege, and Imprescionist seascape, later identified as Monet's "effet du
soir." 1In this representation to the second degree (a description of a picture

of a scene) immediastely and inseparably stressed are both the manmer and the
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object of the painting: "Les flots verditres, les rochers violeta, l'&cume, le
clel bas, sont figur€s indifféremment au moyen de petits coups de pinceau en
forme de virgules ou de minuscules croissants." (p. 15) From this quick initiel
sketch the description proceeds to its second form, a standing back (it begins
with "De loin..."). After these two "vues d'ensemble,"” the third descriptive
movement, in its effort toward exhaustive detall focuses so closely on the
style of individusl strokes &s to isolate them from their context: "De tout
prés on peut distinguer la matilre de chacune des touches dirigfes de droite &
gauche, d'abord empatée,. puis s'€largissant, dé;qpant\en méme temps qu'elle se
rel¥ve comme ume queue." {p. 15} The notation no longer mentions color and is
limited to the ghape of the strokes. Such attention bypasses all: representa-
tionml significance .in the picture and the text (the description) must retreat
once more: "L'image de 1'immohile tempéte est collée #ur‘un papier pelucheux
qui l'entoure d'une marge gris-vert." (p. 15) From this distance the wail
itself {subject of "GEn€rique") appears, and a "generative"™ tramsition may be
achieved to the next "picture,” a window: "lle est punaisée a c8t€ de la
fendtre dont 1'embrasure encadre un paysege champétre...” {p. 15) Since the
main concern has been for the text to find a proper "frame" or focus, aspects

of this concern will create the hinge between the frames:

paysage

image
1l'embrasure encadre

l'entoure d'une marge

Focusing, or framing, will remain one of the principal means of transfer

between scenes in Lecon de choses and is to this novel what triengulation or

point of view was to Triptyque. As in the latter and Les Corps conducteurs,
phonetic and referentisl enalogies of all sorts enter into pley; a vocabulary o’

of design, gesture, connotation is being created at the same time as a proper
distance of description end a proper frsme of organization for the entire nar-
rative are sought. While the text gains momentum these words, gestures, frsmes
elicit segments of each anecdotal sequence that are echoes of one another so
that the entire fiction is scon suffused both with eroticism and death, as
ironic self-reflection encloses the whole in a web of artifice, otherwise
called art.

Here sgain, having situated the concept of invention at the source of his
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fiction, Simon erects the spiraling structure of a gelf elaborating text. In
it, representations play an essential role as sources and generators of materi-
al and of structure. Thus, it is the very possibility of constructing fictional
texts that these novels consider, fictional texts whose encompassing thrust
seeks to contain our most tenacious obsessions. For Simon's novels are not
abstract experimeats in form, but meditations on the perennisl antagonists,

love and death.
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NOTES

1c1aude Simon, "La Fiction mot & mot," in Nouveau Roman: hier, sujound'hui

2. Pratiques (Paris, 10/18, 1972). p. B1.

°The title of the talk "La Fietion mot & mot,” itself announces thia task.
3

Claude Simon, Triptyque (Paris, Ed. de Mimuit, 1973), p. 9. All subse-
guent references are to this editon.

hItalies mine,

>C1aude Simon, Legon de choses (Paris, Fd. de Minmuit, 1975), p. 10. All
subseguent references are to this asditien.




THORNS AMONG THE ROSES: REPRESENTATION AND NARRATION IN PROUST'S
"LA MELANCOLIQUE VILLEGIATURE DE !ME DE BREYVES”

Renée A. Kinpgecaid
The Ohio State University

Proust dedicated his first collection of short stories and poetry, Les

Plaisirs et les_joupgjl to his young English friend Willie Heath, who had dieu

of typhus three years earlier in Paris. At the beginning of his lengthy dedi.
cation, Proust suggests that what he is offering his absent friend is above
all a picture-book: "Si je vous donne c¢e livre-ci , c'est d'abord parce que
¢'est un livre d'images."2 He immediastely explains that the "images" to which
he refers are the illustrations done for the volume by the fashionable salon
hostess znd amateur painter Madeleine Lemaire, about whom Proust repeate the
compliment of Dumas fils, "'gue c'est elle qui a cré€ le plus de roses aprés

Dieu'" {(p. 5).

much less litersl sense than the one to which Proust so coyly limited himself,
for the collection presents the reader with a succession of striking images
conjured up, not bj the illustrator's brush, but by the author's pen. Willic
Heath is remembered as he used to wait for Proust in the Boig de Boulogne,
leaning pensively against a tree and resembling for all the world a young
ncohleman from a Van Dyck painting, or & John the Baptist by de Vinci. The
hero of the first story, Baldassare Silvande, reconciles himself to the
approach of death by imagining in detail its sweet:and melancholy serenity.
The verse sections of the collectioil are grouped.under the heading "Portraits

L 4

de peintres et de musiciens," and in what is perhaps the best known short

' it is a series of

story from the work, "Le Confession d'une jeune fille,'
facial images—her own and her lover's in the mirror; her mother's, horrified,
as she gazes upon the lovers through a window-—that precipitates the heroine
into disaster.’ Imaginetion is thus one of the principal themes of Les

Flaisirs et les_qurs;3 more than just B picture-book, the work is in large

part an investigation of the very process of representation, as it functions

to create mental images as well as (literary) works of art. Nowhere in the

-
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collection does this double inquiry into represemtation become g0 much the
"stuff™ of fiction than in the nouvelle "Le MElancolique villégiature de Mme de
Breyves,” which Maurice Bard2che has described as "un conte qui & pour sujet
1l'ingsidieux travail de 1':i.mfaginatian,"h end which offers a fascinating investi-
gation of the menner in which representation distances itgelf from reality and
of the means by which literary art might restore their resemblance.

The plot of the story is & gimple one: Ffangoise de Breyves, a young and
attractive widow much sought after by society, refuses to allow en unattrac-
tive end reputedly uwnintelligent young nobleman to be presented to her during
one of the final soirfes of the Paris season. While she is mildly flattered
by his attention, -ghe is shocked by the straightforward invitatibn he extends
to her at the end of the evening to visit him at his home. Her indifferénce
becomes a sudden desperate paéaion, however, as the end of the season and M.
de Lalfande's departure for Piarritz frustrate her ingenjous attempts to‘see
him again.. Recognizing that ske has fallen hopelessly in love with a men she
does not aven know, Frangoise retires to her country estate end thence to
Trouville, to nourish her melancholy and groundless love on music and a pho-
tograph of Biarritz, in the end refusing to allow the concerned nerrator to
fetch Lal€aende from Biaffitz and thus prevent her from pining endiessly away.
One is left to conclude that Mme de Breyves would just es scon pine away, for
the nouvelle ends on the prfcieuse note of melancholy promised by the title

and sumred up in a memory of opportunity lost:

Si, se promenant sur la plage ou dans les bois elle’laisse
un plaisir de contemplation 6u fle réverie, moins que cela
une bonne odeur, un chant que le brise apporte et voile,
doucement la gagner, lul faire peﬁdant un instant oullier
sen mal, elle sent subjtement dens m grand coup &u codur
une blessure douloureuse et, plus haut que les vagues ou
que les feullles, dans 1l'incertitude de 1'horizon gylvestre
ou marin, elle apergoit i'indécise image de gon invipitble
et présent veinqueur qui, les yeux brillant & travers les
nypges comme le jour oll il'qfoffrit d elle, s'enfuit avec
le carquois dont il vient enééfé de lui a¥cocher une
fl¥he.: (p. 19) | '
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The poignant lesson of Mme de Breyves' experience is that representation
end reality need have very little to do with each other. 1In "Réflexions
mEtephysiques sur le concept de la représentation,"5 Pierre Trotignan defines
representation as the activity that upites entity A to "some other reality
X," stressing that A and X need entertain no resemblance between each gther

for X to become the substitute for (représentant de) A. He goes on to estab-

lish the difference between this process of representation and that of
signification: the latter process, which assigns to X the meaning "a," is
not implied in, is indeed secondary to, the primary mental operation of sub-
stitution that defines representation, the ability to "faire des idfes." '
Similarly., in Michel Foucault's Les mots et les choges, we read that

resemblance was an essential feature of Renaissance epistemology, its recogni.-
tion being what permitted the world to be resd as s langusge waiting only to
be deciphered. But from the seventeenth century on, resemblance as a basis of
knowledge is replaced by the recognition of difference: ML'activité de
1l'esprit. . . ne congistera donc plus & rapprocher les choses entre elles,. .
. maig au contraire & giggggggg...,"s and language, now conceived of as only
one of meny possible forms of representation, loses the privileged position

it hed formerly enjoyed as representation of truth. Finally, L&vi-Strauss’
studies of totemic reprresentation lead him to redefine resemblance itself only
in terms of difference—"la ressemblance n'existe pas en soi: elle n'est qu'uxm
cas particulier de la différence, celui oll la différence tend vers zEro"T—-
with signification again shown to be a mentel process secondary to that of
representation, or the perception of difference.

Proust goes to great lengths in "La M&lancolique vill&giature” to demon--
strate Just how little Mme de Breyves' representations of M. de Lalfande (X)
resemble him {"some other reality A"). According to the text, she has seen
him Y"seul.ement deux ou trois fois et pendant quelques instants" (p. TT); from
time to time she forgets what he looks like and has in fact completely for-
gotten thaet her first impression of him vas lergely unfavorable. Her subjlec-
tive representationz have all the more room to grow in that it is nearly

representations do or d not resemble: Jacquee de Lal€ande's characterization
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is a ma.sterpiece of mdirect presentation. Frangoise's friend Genevidve
declares him to be 1ns:|.gnif1ant et ennuyeux" {p. 67); Frengoise a.grees tha.t
he is "un peu lald du reste et vulgaire, malgré 4'assez. beaux yeu.x" (p. 67)
The narrgtor allows Ja.cques himself to ‘state his address as 3 rue Royeﬂ.e 'but
restricts himself to merely surmising that Jacgues "devait en effet la trouver
Frangoise bien jolie" (p. 6T). It is Genevidve who suppl;es the ini‘ormatlon
thet Lal€ande is a cellmt ‘although a rather poor ome, and M. de Grumello, a
muitual friend, :|.nforms the lodies of the quarry's extended sta.y in Bia.rritz.
Thus, there :.s a hole m ‘the love story where Jacgques de Lal€ande should bey '
the essentia.l questlon "who is he?" which should ‘have conat:.tuted him a8 &
reahty" in the text ‘goes begging: - "Lui, sevait. -elle ce que ¢ était? sinon
‘il en Ema.naat pour elle de tels frissons de d€solation ou de béa.t:l.tude que
tout le reste de sd vie et des choses ne comptait plus" (p. 76) :

In the second p.'l.u.ceg the only foment of direct q:ont.a,ct 'between Fra.ngo:.se ’
7 e boldness of his inv:.ta.t:.on—"ll

passe pras d‘elle, remus l8gBrement le coude de ;E‘mngo:.se avec le s:.en et

and Jacques is ahrouded in’ a.m'b:.gulty.

les yeux brillants, dit, au moment ol il €tait contre elle, ayant tou,]ours
l'air de chercher sa camme : 'Venez chez moi, 5, rue Ro;r_a.la'"—-so shocks
Fra.pgqisé that, the narrator adds, "elle ne sut Jamais trés. exa.ctenfo dans
la auité 8i ce n'avait pas £t \me hallueination™ {p, 68}_.,_. AS Fran‘go‘ise
thus q_uestio.ri'a the. reality of Jacques' initiative, her story begins to par- \
take of the fzmta.stlc as Todorov described it, an indistinguisheble mixbure N
of the real and t'ne 1mﬂ.g:|.ned dependent for its sugtenance vpon the pers:.at-
ence of amb:.gulty.lo Althcugh the moment.-of contact seems "real e.nough in
the story—it forms pairt ‘of the- plot, & link in the chain of its success:we
eventa-—Fre.ngo:.se s doubts serve to induce her into the compensa.tory world
of. fa.nta.sy. ) : . . C ’
It is fantaa:r, 8 fictional "as if" bel:.eved in uncntmally, that governs
the course of Fra.ngoise s love affdir. Scheming with Genenéve to a.rra.nge a
pr:.vate concert of 'ecello music, she behaves as if the a.ffa.:l.r as she 1magmes

it will evolve were alrea.dy a g:wen in reality:.

,_C'esp. que Je _te d:.ra:n., J ai un petit ‘intérat, méme asser

grand, pour des choses que ni me concernent- pas et qu'on ;
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ne me permetira sans doute pas de te dire avant wm mois
{d'iei 18 elle aurait convenu avec lui Jacques d'un
mensonge pour n'é&tre pas découverte, et cette pensée
d'un secret ol seuls ils sereient tous les deux lui
Etait douce), & Taire sa connaissance et 3 me trouver
avec lui. (pp. 69-70)

As Frangoise advances farther into fantasy, pert of her reteins a sufficient
hold on reality to allow her to realize how much of her love and misery she
has herself invented-"elle maudissait son imagination aussi; elle avait si
tendrement nourri son amour que Frengoise se demandait parfois si seule aussi
son imaginetion ne l'avait pas enfant&" {p. 7L) —but she has completely lost
"her grasp by the Tinal chepter:

Souvent elle imagine qu'il va venir & Trouville,
s'approcher d'elle, lui dire qu'il l'aime. Elle le voit,
ses yeux brillent. I lui parle avec cette voix blanche
du réve qui nous défend de croire tout en méme temps qu'il
nous force & &couter. C'est lui. Tl lui dit ces paroles
qui nous font d&lirer, malgré que nous ne les entendions
Jamais qu'en songe, quand nous y voyons briller, si
attendrissant, le divin sourire confiant des destin€es

qui s'uniesent. (p. 7€)

Her refusal to sllow the narrator to bring Laléande to her at Trouville
certifies Frengoise, finally, as e victim of her own ;epresentations. In
Freudian terms, one might say thet her pleasure principle has triumphed over
her reality'principle, for the former, Freud seys, resorts to fantasy to
setisfy its repressed erotic longings, while the latter seeks accommodation
with reality.ll Frangoise’s new reality is the fantasy world of the neurotic.
as Freud defines neurosis in terms of disorder in the representative function
creating a "neurotic standard of currency” based on purely sffective percep~
tions more often than not in confliet with reality.lgl In "La MElancolique
villégieture 'de Mme de Breyves," the "neurotic standard of currency"—the
highly affective process of signification that dovetails Frengois's equally

effective process of representation—is easily identifiahle and distinctly
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Proustian. The silence of'Franqoi;e‘s devoted servants, chagrined and
respectful of her sorrow, spesks ﬁd her of M. de Lel€ende. An inventien
worthy of Swann is her appropriatipﬁ of & line from the Maftre chanteurs de
Nurembourg, heard at the very soirfe where she first saw Jacques, as “le
vBritable leitmotif de M. de LalBande,” (p. Th), a sign of him in his sbsence.
She would in fact, the narrator assures us, carry this particular bit of cur-

rency even further: "5i elle saveit la mauveise musique qu'il aime et qu'il
joue, les romences méprisBes prendraiezt saps doute sur son pianoc et hient6t
dans soﬁ'cbeﬁriIa place des symphonies de Beethoven et des’ drames de Vagner”
(p. T4). 1o an unidentified and barely distinguishable figure in & photog:aph
of Biarritz, she attributes the features of M. de Laléande' her previocus
loathing of Biarritz itself is trensformed into en avidity to hear or talk
about the town. Slgnlflcance thus installs 1tse1f in vhat was once the .
merely contingent, and metonomy (which Gérard Genette has dewonstrated to be

an essent;al elemeut of representsation by metaphor in' the Recherche du temps

Egg___ ), forms the common” denominator of Mme de Breyves® neurotlc currency.
In fact, the dev1ce of metonomy feeds and susteins hér neuroszs 1n such & way
as to meke poaalble the ultimate reevaluatlan of staenderd into neurotic cur-
rency and guarentee the persistence of her fentasies in an unrelieved
alternation of pleasure and yain. .As the f1na1 sentence of the nouvelle
makes clear, Frangoise accomplisghes the eupremc feat of representation and
turns sbsence intc presence—"dans 1'incertitude de 1’horizon sylvestre qu
marin, elle apergoit 1'ind€cise 1mage de son invisible et présent vain-
queur™ (p 79)~—thus ellminating any need for the narrator to act as pasnder,
and precluding a definitive eruPtlon of reality into her imagined world.
In other words, Mme de Brey?eé‘ fautastic representations remein suf-.
ficlently incompléte to continuously fuel the desire that sets the fantasy
in motion,l% while they offer at the seme time an affective completeness
sufficlently pleasurable to make them preferable to the reallty for. which
they substitute. . _ ’ :
ﬁCreatlve Writers and Day Dreeming," Freud Bﬁggests that treative
fictions are essentially aesthetic transpositions of their authors*: day-
dreams, or tantasies.?? In "La MElancolique villégiature,” there ig room to
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reverse the equation and reamd Mme de Breyves' fantasies as fictions, for her
representations of her love affairs are not created spontanecusly so much ag
they are derived from an estsblished model of literary fiction, the romantic
novel. When her plans to meet Jacques by organizing en evening of 'cello
music fail, Frangoise recognizes her elaborate eat-and.mouse plot for that of
a novel: "Jusque-1& tout occupfe d imaginer des romans pour le voir et le
connaftre, certaine de les réaliser d®s gu'elle le voudrait, elle aveit vfeu
ce d8sir et de cet espoir sans peut-@tre s'en rendre bien compte” (p. T1).
Hovels appear again several pages later, this time to provide a structural
description of her fantasy: "Elle maudissait se finesse auesi, qui gvait ai
habilement, si bien et si mal arrang€ tant de romans pour le revoir que leur
d€cevante impossibilit€ )'avait peut.-8tre ettachfe davantage encore & leur
héros" (pp. T4-75). Finelly, her recurrent fantasy of Lal&ande's errivel in
Trouville and bis declaration of love may well be couched by the narrastor in
terms of the dream—"I1 lui parle avec cette voix hlanche du réve..."; "il 1u
dit ces paroles qui nous font d€lirer, malgré que nous ne les enotendions jame.
qgqu'en songe" (p. T8)—but this fantasy is nothing less than the standard hepp;
ending of the stereotypic romantic novel, ending as it does with the obligato:
catch-phrase celebrating "des destinBes qui s'unissent” {p. 78). The word
bovarysme springs to mind as a description of Mme de Breyves!' neuiosis, since
both women, Frangoise and Fuma, depend upon litersry representations to give
shepe to their fantasies of impossible love.

Yet Frangoise's boyggxsmelis immediately countered in the nouvelle by an
explicit negative valorization given to her literary models. The romantic
novels which encourage Frangoise to envision a happy issue to her love are
actually misrepresentations of her reality; they are lies: "Elle se sentit
d8chirée, dans une horrible souffrance de tout cet elle-meme d€racind tout d't
coup, et & travers les mensonges subitement &claircis de son espoir, dans la
profondeur de son chagrin, elle vit la r€alité de son amour™ {p. T1). Thus,
the levels of representation that constitute the nouvelle—Frangoise's
neurotic representations and thc nouvelle as literary representation of her
experience—begin to pull against each other. Frengoise's fantesies of boy-
meets-girl end life heppy ever after, based on the model of reality provided
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by romentic nnveip,'hre given the lie by the text in which Frangoise appears
es a character, f&f thap text, the mouvelle, represents as "réal" the exact
opposite of the romentic novels and of Frangoise's imaginings. no boy-meete-
girl, no 1ove affair no happy ending, nothing, in short, but fantasy. While

"reality" for Frangoise is synonymous with her fantas1es, the falseness of
these fantnaies makes up the "truth" of the nouvelle; the 11terary models .
that give her fantasies their coherence are-d&scredlteq. ’

But how can the nouvelle, itself g 1itergry}representation, castigate
novels as lies without leaving open to, suspicion its own cleim to truth?

Why, in other words, should the nouvelle be considered a.mdré“reliable repre-
sentation of reality than Frangoise's romantlc novels? A tentative ansver

to this problem of narrative authority might have been the purpose of the ...
shift in narrative point of view that occurs in the final cbapter. Baving
adopted for the first four chapters the pose of omnisc1ent narrator at the
beg1nn1ng of the fifth and last chapter, the parrator suddenly introduces
hlmself inte the story: "C'est 2 Trouville que Je viens de retrouver Mme de
Breyves, que J aveis connue plus heureuse" (p. 76) This shift from omnit-
cient tO\fert person narration might be read as anlattéﬁpt to guarantee the
"reality" of the nouvelle by establishing the nn:rato;.as gn euthority on Mme
de Breyves and eyewitness to her predicement. Not only has he known her be-
fore her crisis ("que }'avais connue- plus heureuse'), g0 that he is presumebly
in an excellent position to judge the extent of her deterioration, but the
informstion that forms thé contemt of his.story is also fresh ("1e viens de
retrouver Mpe de Breyves") and therefore, one suppbses, more accurate then
older information that would heve had to be reconstructed from memory.

But I em not sure that such s device—if it was so intended—succeeds in
establishing ﬁhe narfator as trustworthy. The original onifacient point of
view and the more limited narration in the first person that succeeds it are
mutually contradictory, since the restricted 9pheré of knowledge reasonably .
accessible tq”fhe Jg_diacredita the wider range of knowledge that that same,
unidentified je supposedly controlled in the bulk of the narrative. Further,
recalling F}epdfé identification of fiction with authorial fantasy, we sus-
Pect that if the narrator presunes to understand Mme de'ﬁrgyﬁes well enough
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to exceed the limits of his certain knowledge in describing her inner thoughts
and emotions, he does so0 because he ig himself subject to the same neurosisa

as she., He is given to the same insidious play of the imegination, or at
least he has read the same novels, for his empathetic use of the firgt person
plurael reveals his famjliarity with the experience of fantasy and romeatic
Jargon: '

I1 lui parle avec cette voix blanche du réve qui nous
d&fend de croire tout en méme temps qu'il nous force &
Ecouter. . . . Il lui dit ces parocles qui nous font
d€lirer, malgr€ que nous ne les entendions jamais gufen
songe, quend nous y voyons briller, si attendrissant, le
divin sourire confient des destines qui s'unissent.

(p. 78) ([Euphesis ming}

Thus the narrator alone cannot establish the "truth" of his nouvelle; his
word is not sufficient to guarantee his literary representation as real. Per-
heps his offer in the story to bring Lalande to Trouville should be read as =
compensatory ettempt to bring together representation and reality, for an
encounter with Jacques could either reconcile Frangoise's representations with
reality hy convincing her of Jacques' mediocrity and ending her passion, or
the happy ending of "des déestin€es qui s'unissent” cculd reconcile her story -
with the romantic fictions that have given rise to her representations, thus
eliminating the conflict between them and the nouvelle. But both of these
possibilities are_bldcked Ly Frangoise's rejection of the narretor's offer,
and we are again confronted with the nouvelle's unsubstentiated cleim to
represent the truth,

I would suggest that the nouvelle validates its claim by the particulsri-
ties of its own structure as representation. What the nouvelle cleims to be
real is "l'insidieux traveil de 1l'imagination," the possibility of psychic
degeneration through the work of the imagination such as occurs in the experi-
ence of Frangoise de Breyves, It demonstrates this truth through a process of
mimetic representation, more common to poetry than to prose narrative, that

seeks to winimize the distance between the experience of Frangoise and the
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literary form that expresses it. The mirror effect is a double one, for the

image: of the. nouvelle is imhedﬂed in the text. In her S0rTOw, Fran901ae .
"aurait voulu avoir. & soi des betes. énergl4uea‘qu1 auralent langui de son mal"
{p. 73). Throygh mimetic representation, the n0uwelle is in fact Just auch a
beast, - It passes from energy to languwr and in the processlgtaqulon Qhelr'
heads the techniques of the novels that have misled Frangoise: denying to the
hercine the Joy of successful 1ntrlgue and thc satisfaction of a happy ending
{or aven the rueful ‘wisdom she might have gained from a sad ending) the
nouvelle refuses Buspenseful build—up of the action, ean explosive climax, and
even a conclualve endlng. to offer instead passage from feverish activity to
unrelieved suapension 1n tlme, as even a cursory examination of its verb
tenses should make clear.

The repid pace of the:aofiét ticks off in the first half of the story a
gseries of actiong undertaken and accomplisﬁed: “Frangoise de Breyves h€sita
longtemps, ce soir-18" (p. 66); "elle ne résista pas plus longtemps & sa

‘pridre™ (p. €6); "la soirfe de la princesse fut trés emnuyeuse” (p. 67); "il
ve revint pas" (p. 67); "Il faut nous en aller, dit bdlentst Genevidve” {p.
67); “"elles se leviremt" (p. 68); "elle le revit & la dernilre soirfe qui fut
donn€e cette annfe-13" (p. 68); "Frangoise ne manqua plus une foia 1'Opéra"
(p. 69); "Frangoise ge précipite toute blanché vers sa porte pour la fermer &

clef™ (p. T1); "Frangoise se retira davantage chaque jJour de toutes les Joies"
{p. Tl).l6 Additionally, there ie in these pages'a conterted effort by the
narrator to make of time what Frank Kermode has called kmiros, significant
time, time to which meaning has been attributed, in short, the time of the-
novel.l7 The time of tne mouvelle begins with "ce #oir-12" gnd .continues to
be significant through the last social gatherings of "cette annfe-13." Thare
is a sort of destiny at work, for the alternatives to Frangoise's going to
the princesse's soirfe are carefully spelled out before she is prevailed upon
by Genevidve to attend. Instances of dramatic irony further designate that
‘particular evening and that particuldr decision a3 mwomentous, Trying to per-
suade Frangoise in favor of the soir@e, Genevidve suggests innocently, "On.
dirait que cela peut avoir de graves consfquences pour toi d'aller. chez
Elisabeth” (p. 66). Later, at the soirfe, the two discuss Lalfande in temms
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that will also prove laden with prophetic irony:

" dit CGenevigve. "Bt puis tu le rencon-

"My ag raison,
treras souvent, cela pourrait te g€ner si tu le connaissais.”

Elle sjouta en plaisantent:

"Maintenent si tu dfsires &tre intime avee lui, tu
perds une bien belle occasion.”

"Oui, une bien belle occasion," dit Frangoise—st

elle pensait d8j)8 & autre chose.” (p. 6T)

After this significant decision, then, on this significant evening, after
these portentous conversations, the climax of the nouvelle occurs at its exact
midpoint {in the Pl&iade edition, at the bottom of page seven out of fourteen),
and postulates, not the convergence and resolution o the events that have led
up to it, but rather, the impossibility of Hurther action. The onset of the
climax is merked by the verdb tense that Genette has identified as Proust's
"falge reiterative,” that is, an imperfect used as an aorist, that blurs the
distinction between sBingle and repeated past action;la here, the false reiter-
ative signels the passage from kairos to the neurotic time of endless
repetition. Frangoise has just forwarded to M. de Grumello a discrete inquiry
about Laléande; "une heure aprds, un domestique lui portait cette lettre"

(p. 72). The statement of climax that follows the letter's news—Lel&ande
plans to stay in Biarritz until January—is a statement of peralysis: "il n'y
avait plus rien & faice" (p. T2). The verbs in the rest of the chapter are
chiefly in the imperfect, the true imperfect this time of repeated past metion
that tolls Frengoise de Breyves' deg<neration into obsession: "elle
1'écoutait,"” "elle woulait garder,"” "il lui velait mieux," "elle se disait,"

{p. T3); "elle le revoyait," "elle &prouvait," "elle se_maudissait,"” "elle

maudissait,” "elle maudissait," "elle maudisgait™ (p. T4). Finally, in the
fifth ehapter, the tense shifts to the present, an eternal present of anguish
and fantasy that conceives of the future only as a question: "Comment Mme de
Breyves supportera-t-elle ce retour & Paris oW lui ne reviendra gu'en Janvier?
Que fera-t-elle d'ici 14?7 Que fera-t-elle, que fera-t-il apr@s?” (p. 78).

The nouvelle ends but does not resolve itself; for Frangoise de Breyves,

vill&piature means, more than a suwmmer sojourn away f{rom the capital, an
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indefinite stay in newvosis, in fantasy, in the pleasure-pain world of her
representations,

The epigraph to "La MElancolique vill€giature de Mme de Breyves" is
PrGdre's lament on the nature of love: "Ariane, ma soeur, de quel &mour
blessbe, / Vous mour@tes aux bords ol vous firtes laissfe!" (p. 66). By sug-
gesting that the nature of love is in fact imaginary, the nouvelle presents
itself as sn early rehearsal for thé love stories 6f Swann. and-Odette, Marcel
and Albertine, based as they are also on the “insidieux travail" of the lovers
imaginations. 'By-tailing into question the validity §f literary representa-
tions and by straining agesinst the limits of prose fiction, the nouvelle is
likewise a preparation for the monumental experiment in narrative that is the
Recherche du temps perdu. In”the'maaterwork, the distance betweeq representa--

tion and reelity will come to define the torment and the hopelébaﬁéés of love;
a recurrent mistrust of literary fictions themselves will very nearly prevent
the nerrator-hero from composing his novel at g&ll. The presence of such phii—

osophicel and artjstic concerns in Les Plaisirs et les Jours further belies
Proust’s claim to have produced . s mere picture-book; as we have seen, he has
strewn some very thorny -problems in amotig Mme Lemaire's roses.
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STENDHAL'S EARLY WORKS CRITICIZED INK THE
ANTOLOGIA FROM 1823 To 1830

Cerolina Donadic Lawson N N
Kent State University S

Because this paper I am going to read to you is the condengation of a
part of another project in progress, I like first to explain the word Romantic
ag it was understood in JTtaly in the early nineteenth century, since Stendhal's

literary credo wes inspired and codified in his contact with Italian Romantics

POREWORD
In Milan, in 1816, Gian Domenico Romagnosi, one of the Italian writers of
the Romantic manifestoes, which were being published in the footatéps of 'Mne.
de Stafl's campaign in favor of the Romantiei end against the cldssici, gave
a definition of Romenticism which is best suited.to describe what Stendhal

believed. .
Romagnosi began his manjfesto with pertinent questions and answere.

Question: Sel tu romantico?
Answer: Signor no.
Question: Sei tu classico?
Answér: Signor no.

Question: Che tosa dunque eei?
Angwrer: Sono ilichiastico, se vuoi che te lo dice in

greco, ciod adattato alle etd.

In choosing the word "ilichiastico," Romagnosi explained, he wanted not ohly o
to recognize literature according to the cultursl ages of mankind, but also
and above all, to profess principles free from artificial institutions,
respecting only laws of good taste, reason, and morality.*® Another important
factor to bear in mind is that Romentics wanted to free Italian letters and
their country from tyranny, they wanted to create a new order without forget- .
iiﬁg‘their treditions. Coahopolitanism'in itself was no longer the eighteenth
century type when man had no country, but a spi:itugi reunjon with all the
European .nations, holding onto onme's roots.

#See Domemico quhgnqéi, Delle pbeﬂia'conside?gfaI#ispefto alle diverse: etd
delle nazjoni in I manifesti romantici, E4. Carlo Calcaterra. Turin:

Unione Tipografico, 1951. K G T -
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After the fall of Napoleon in 181L, Stendhal established a permanent res-
idence in Milan, the city he loved best and from which he was to adopt an
cverlasting alter ego for himself-—that of Milanese, no less. While in Milan
for seven consecutive years, he made his apprenticeship &8s e man of letters
to & great extent through his associstion with the intellectual "erocchio"
headed by Ludovico Di Bfeme at La Scala Theatre famous loggia. It wasg in
Milan that he became "un Romentique furieux," ms he described himself, and
that he began to write. But it would be in Florence, a city which had yet to
capture his heart, that he wag recognized as a pioneer of Romanticism and that
his early works were criticized from 1823 to 1830 by the temets of the Ifalian‘
Romantic movement, ' f

The group in Florence with which Stendhal beceme associated was led by
Gian Pietro Vieusseuk;_én enlightened Cenevan of Swiegg Italian heritage,
whose love for Itely made him wish for a united country and for the educstion
of the Ttalisr people. At the age of forty, Vieussewr settled in the city of
Dante to spread the ideals of freedom and culture he had cultiveted. as a mer-.
chant in his extensive travels through Eurcpe, and he founded in 1820 the
Gabinetto scientifico e letterario,l g culturasl center which hes never ceased

to be fully esctive to the present time. From that establishment he continued

the work pursued in Milan by the Di Breme group until its members were dis-
persed by the Austrian police through persecutions and imprisonment. (Stendhel
was ampong those ousted from Lombafdf in 1821).

The members of the Vieusseux Gabinetto, like those in the Milanése circle
before them, were extroordinery men, some very young, who conspired and h
battled for the intellectual and political rebirth of the country-—the
Risorgimento-—that is the resurreetion of Ttaly from the servitude of fbreigh
rule to the dignity of a sovereign nation. In Florence they pursued tnis
noble goal much in the same way as the Italian Romanties hed done in Milan:
by combating campanilismo, that ias provincialism, by endeavoring to free
Itelian letters and Journnlism from outside oppression and domestic outmoded
firaditions, and by advocating the prégrcna of ITtalian institutions through

muach needed change.
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Viesseux' group was cosmopolitan, as hsd been Di Breme's, since personal-
ities from all over the European continent, from the British Isles, from
Russia, and even from America were welcomed at one time or another.2 In the
comfortable rocoms of Palazzo Buondelmpnti, these brilliant young Italians and
illustrious foreign visitors engaged in animated conversations of encyclopedic
scope, reading Dante, debating liberal trends in Furopean literature aod poli-
tics. Their gatherings profoundly contrasted with the lethargy and oppression
in which not only the Grandduchy of Tuscany but all Italian states were held
by the various Austrian Restoration regimes.3 The excitement that the cosmo--
politen visitors brought to the slumbering city of Florence led the spies—=i
birri—to keep a close watch on all those vho visited the Gabinetto. {Stendhal
included, of course}.

The Antologie began to be published under Vieusseux' editorship in 1821,
and io spite of the climate of ferment and intrigue surrounding the Gabinetto,
it managed %o survive fur twelve years. Contributors from Italy and abroad
wvere invited; translations were included from auch outstanding publicetions as

5 The jJournal 's espirations

the Edinburgh Review and the Revue encyclop€dique.
closely resembled those of Italien Romanticism, which in Milan had been crys-
tallized by Mme de Stedl's campaign for the popularization of literature and

the wnity of the Italians. Although the word "Romantic" was banned from the

Antologia's prospcctus, this liberal publicetion ggg_dbviously Romanticism in
action. Not only did it become the moet influentiaml Italian Jjournel in Res-
toration Europe, as SBtendhal himself often reiterated, comparing it to the
Edinburgh Review, but it was and remsins a shiny lendmark of the history of the
Italian Risorgimento.’ It wns in this ulmosphere oI rermeni, liberalism, and
intrigue that Stendhal’s early works were first reviewed favorably in Ttaly.

The first article in which the readers of the Antologia were introduced
to Stendhal appeared in the May issue of 1823 end was written by Giuseppe

Montani, who later was to reviev Armance and Promensdes dens Rome. Devoted to

reviewing Camillo Ugoni's work on Italian literature in the second half of the
eighteenth century, the articlc contains, in the section dealing with theerts,
a lengthy reference to Stendhel's Histoire de la peinture en Ttamlie.

Since Stendhal had based bis work on Lanzi's Storis pittorica, he is seen
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as an innovator in his approach to art history. While Lanzi had statedrfacts.
Stendhal had improVedﬁuponlhie predecessor by giving a "modern" interpretation.
of art, because he had used his sentiments to guide him. Rather than con- ‘_
demning Stendhel's plagiarism, both Ugoni and Montani in his weke, were quite
fascinated and emused by his research method, and spoke highly of a fbreigner R
who could write sbout Itslian art better than Italians who had dealt with the
same topic before him. Ugoni and Montani were"@ggqr_n_i__ag : they espoused
literary works with a Romantic imprint, susteiﬁ?ﬁé that modern criticism in
the arts cauld be more effectlve if approached w1th pess1on and feellnga.
Begsides, they were dedicated to the updat1ng of Itallan institutions ‘and
mores. A writer should be netural, they thought; Lie should spontaneously
feel a need fbf_change and improvement of the literary production of previous
genersations. Ihll of which was exactly Stendhal's point of view.

In the July_1823 iasuﬂ'appeered the first full length article on Stendhal,
dealing agsin witn the Histoir%'de la peinture en Italie. It was written by

an anonymous reviewer, "D,"™ and it is an edepted translation of an article
previously published in the Edinburgh Review. The highlight of the- pieee is

its focus on Chapter X, Book I of thc work,-dealing with the Romantic theory _
of perfect;blllty ushered in by Mme de Sta€l. In the interest of progress
every generation pust.rely upon the works of preceding ones and improve upon
them. N | :
Considering the. date, ‘@nd the fact thet up to then Stendhal hadVEnJoye&
little or no publicity, this is a remarkable critical essay from which well
iopformesd readewe could rocogniac an ieperpreter of Romanticism in Stendhal. J
The Introduction to the Histolre, they learned, showed Italian painters as |
Romantics before Homanticist? Cimabue:epd Giotto greetly ralied upon Byzan-
tine forms, but improved upon them and kept pacelwiﬁh'fheir times by taking
inspiration frem religious aﬁbjects, thue beginning an Itallen tradition 1n
peinting. Masaccio personified excellence ip trensition. The first. one to T.
use the chiaroscuro, which was an adaptatlon of light and sheée he hna
learned from Ghiberti, anatello,'and Brunelleschi, he was quite unique";‘_f
man of feelings, exempllfied in his ionovative technique and applied-to ‘his
'"palnted sub)ects. The most prominént palnterelof the high Renalssance period,
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relying on their predecessors, embodied the grandeur of their times both as
human beings and as artists. Leonardo exemplified the best in Italian tem.-
perament in his universal genius, Michelengelo in his energy, and titaenic
strength.

Stendhal was finally found to be an origipal author, a Frenehman slto-
gether fascinating because of his experiences in love and war, who had an
unusual flair for Italien art. Besides, here was a aew French writer who wms
beginning to solve an old quarrel as he spoke about the ancients and the
moderns in terms of equality, by pointing out that they were all Romantics in
" their own tim_e.T

The next article was written by Antonio Benci on the Vie de Rossini and

it'appeared in the Antologia issue of July 182k. Traveling extensively in
Burope &t this time, and because he had been banned from Lombardy, Stendhal
directed his steps towards Florence. It appears that pow his reputation in
the Vieusseux circle was growing and, having been cordially welcomed, he met
somé of the prominent members and apperently he himself usked Dencil to review
his new work,

Benci's critique encompasses many of the principal areas covered in
Stendhal’s text. The critic likes to underscore the suthor's comparisons
between Italisn and German music: the latter owes its distinction to the
heauty and majesty of the orchestra sounds, whereas in Italy musical excel-
lence is exemplified by the singers' passion. BSurveying the author's pro-
nouncements about the music of Cimarcosa, Paisiello, Meyer and Paer in order to
lead up to Rossini's music, Benci emphasizes many facts of the Maestro's life,
on staging and on conflict of melody and harmony, and on Rossini's changes
in their use through his career. The critic finds the Maestro's music de-
lightful and pleasing, but seldom sublime. It is a popular music, destined to
plense the masses.

Because Benci waB not 2 Romantic, rather edhering to the classical school
of thought he failed tc understand Stendhal's approech to Rossini's music ie
the light of the Romantic issue of modernity. Nor did the critic foecus upon
race, milieu, end the evolution of art according to time, as the author

intended. Whatever its shortcomings., however, Benci's first article iz a fine
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a Stendhalian work, full of digresslons and anecdotes, not merély a biography
of a living composer, but also a survey of the history of the theatre..~+
Taking off from Stendhal's intimations, Benci also manages surreptit1ous
rémarks-concernlng Itely's oppressors, thus exempllfylng the very liberal
tone of the Antologla.a F N

In the same July 1824 issue, Benci wrote a second artlcle which was
meant to be an exhasustive explanat1on on Stendhal s views on patriotisme
- a! antlchamhre or parochialism, but taklng the lead from Raczne et Shakespeare,

" the-critic 1natead gets carried avay and writes a long easay on Romanticism

. @s he understands it. Evaluating such Romsntic issues &8 the unities in the
“theatre, tranglations, Italian literéture, language, and clagsical versifica-

tion, theﬂéritic argues in favor of clasasicism by sustaining the yelidity of

clﬂssical1ru1es. Although he is never venomous in his stand, trying to see

the other side of the argument, he failg to understand that for Stendhal
“literature is the expression of the times in which an. author lives. Shake-
“'gpewre and Daﬁté'héd'been Romentics in their deys, because their works had

émbodied and répresented-the”times in which they livsd.g Here is how Stendhal
'dﬂfines;Bomnnticisﬁ:" '

La Boﬁanticiéma ost 1l'ert de présenter aux peuples
les ceuvres littéraires qui, dans 1 Btat ectuel de leurs
‘habitudes et de leurs cruyances, sont susceptibles de
- leur donner le plus de plaigir posslble.

Le clasg1cisme, au contraire, leur présente la
‘littérature qui donnait le plus grend plaisir possible &
leurs arrigre-grands-p2res.

N Sophocle. et Euripide furent éminemmenf romantiquéa:

| llS dsnnérent aux Greca ‘rassemblés au théstre d'AthEnes

" les tragfdies qui, d'aprés les habitudes morales de ce

' peuple, s religion, ses préjugés sur ce qui fait la
dignit€ de 1'homme, devaient lui procurer le plus de
plaisir possible. ’
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Contemporary imitation of these celeﬁrated_trngedians would bore today's
Frenchmen, added Stendhal. That is what clagpicism is. And that is what
Benci 4did not understand 10 , y

In the November 182l issue Benci published enother lengthy article on
Stendhal's De 1'amour this time, requested by the suthor with a létter written
in Italien. Binqe De l'amour is not only a book or love, but also an histori-
cal and sociological survey of Itelian mores end culture, Bencl takes up again
one of the nnst pera1stent topics in Stendhal's discussion, patriotisme
d'entichambre, that Caliban, that monster afflicting Ttaly and elaborates upon
its d=structive impact. But in the footsteps of Stendhal, the critic tekes

pleasure in e?aluatlng in deta11 outstanding Ytelian virtues, among them the

capacity for love, l'amo urzga351on-—pa331onate love—found particularly among’

women , who unlike their French gisters lack vanity. ‘Benci elao examines at -
great length the author's easay on the education of women, but here again he -
fails to explain to his readers De l'emour's central point of view, which
Stendhal defined as "crystallization.ﬂl} .

e que j appelle crlstalllsat1on, he wrote,h"c'est l'opération de
1l'esprit, qui tlre de tout ce qui se présente la dfcouverte que 1'objet aimé
& de nouvelles perfections. 12; For Stendhal crystallization ia the manner in
which the 1ms.g:|.ne.t:|.on 'HDI'kB onﬂ renlity: . it is the operation of the subjectiv-
on the objecp;ve vorld. It 15 a relatlve vision, a very Romantic approach to
life and to art; 1It is 1n61y;dual, ever chenging, ever adapting to the
present, as men is able to 'ix.n;.erpret it within the limits of time and space
allowed to him, Crystallization does not simply apply to love, it relates
to all human activities. In another definition 1t has been called .reelismo
romant1co——R0mant1c reallsmIBQ?becausélit peffain; to realism but cannot
ignore the subjectlve orT Romantlc interpretation of it, o>

Benci fails to mentlon the perscnel tope of this all important of
Stendhal 's works. Dut of 1gnorance, or perhaps out of courtesy,:he never
mentions the author's great pa331on for Metilde Viscoptini, nor does he allude
to her important role as & gm__dlnlera ;n the Carbonari's secret sect to 1ibp-
erate Italy. But the cfitic is full of p;pige for Stendhal, favoring espe-
cielly his love and admiration fbr_Italf; a detail which he finds particularly
flattering at & time when the country had mostly detractors. Animated by &
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present political shortcomings and afflictions to her virtues and glory in
former eres, getting away with considerable criticism of present-day
regimes, as he can pass tke censor, unsuspecting that e book on love could
be politically harmful to the Austrians.

Most importantly, like the critiec, Italien readers could taeke Stendhal's
" psychological study of Italien mores as an impressive document through which
Ttaly could be studied with the eyes of an enlightened fore:i.gner.lh

In a piece vhich appeared in the Antologia in August 1825 dedicated to
& new edition of Alessandro Menzoni's theatre and other works, Giuseppe Mon-
teni agein referred to Stendhel. Centering his discussion mostly on the
drematic unities, the eritic finds that new literary trends lend perfection
to the characters because they are closer to reality. Linking Stendhal‘s
name with those of Mme de Stadl, Alessandro Manzoni, mnd Hermes Visconti,
Montani hails sll of them as pioneers of Romantieism. Stenéhal is ao con-
sidered because of his Racine et Shakespearc.lﬁ

When Stendhal’s first novel, Armance, was published in 1827, the author

had been traveling in Italy and had stopped for sixty-eight deys in Florence,
-spending much of his time in the Vieusseux Gabinetto, reading end conversing,
and alsc meeting many other members end visitors. Among them were Lamartine,
Lecpardi, Gino Capponi, Vincenzo Salvagnoii, & young Florentine lawyer and
poet who was to remain his dear friend for ﬁhe rest of his life, and last but
not least, Giuseppe Montani. Thereafter the critic reviewed Armance in the
Antologia issues of January and February 1828 in two detailed and eulogistie
installments. '

Since the title of the novel is Armance ou quelques Scdnes d'un salon de
Paris en 1827, Montani takes the lead and points out that, as lithography
answers wodern neads, so a literature thas might be called lithogrephic is in

order for modern times. Hence the eritic concentrstes on the sc@nes which
have the distinetion of sketching events as they are happening in France.
Armance, he writes, is & novel of menners and as such it gives a prominent
place to ledies and gentlemen of rank. Octave, the protagonist, is an incon-
gruous character as a twenty-year-old misanthropist, an anachronism  a sort of

‘anti-hero, as later critics designated some of Stendhal's characters. In the
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review, as in the novel, the nature of Octave's affliction is never revealed,
it remains "un segreto," no doubt to entice the readers' curicsity with an
.dntrigue, or perhaps to spare the ladies among them from being offended.

' The most interesting part of this review consists of the critic's expla-
nation of the author's tenets on the novel as a genre. It should be like a
-mirror, realistic thaet is, but it should be Romantic as well, and therefore
interpret the timeg in which it is written. A trensplanted Romantic from Lom-
. bardy, Montani fully agrees with the point of view that literature is produced
for and about a given generation. He finds Stendhal's form pleasing if
.bizarre, but his style contemporary and full of witticiem. Finally, exhorting
hia readers to draw their own conclusions, the critic suggests that Armance is
peychological, as well as being a reelistic and Romantic novei.ls'
1 The last article on Stendhal in the gggg;ggig_appeared in the September
1830 issue. Stendhal himself wrote to Vieusseux asking thet Montani write a
reviev of Promenades dans’ Rome, which had been published in 1829. This
article is the most complimentary and charming trihite paid to the author in
Italy vhile he was still living. Taking e walk through Rome with Stendhal,
Monteni surveys the author's pronouncement on‘Roman ert end nature, With

Stendhal he goes beck through historical eras’'to see architecture in Rome as
the expreasion of the times in which it was produced. Finding the work a sure
guide, and the best to date, for visitors from abroad to acquire a feeling of
beauty, the critic also remarks thﬁt it is so well done, that it can teach the
uninitiated onlocker to become aware of the grandeur of Rome through landmarks
of Roman architecture. Echoing the suthor's statement, he points out that the
Colosseum and tbe Pantheon are symbole of aencient ideal beauty. Montani looks
for other Romantic elements he appreciates in the work reviewed. He umder-
scores Btendhal's remarks on melancholy, a feeling that a visit through the
Eternal City arouses in the sensitive visitor. Other reactions of the author
are repo;ﬁed such as the quintessence of true beauty in the breathtaking
sculpture of the angels in the Stuarts' tomb and to the art of Raphael and’
Correggio as artiste represgnting expression. Since Stendhal hed stated that
intelleqi.and feelings cannot guexist in the same pérson, Montani repeatedly

points out that the author defies thet rule by his own personality and work.



Montani elaborates upon Stendhal's customary comparison between ancient
and modern art, leading to the author's wviews on ideal besuty, not as a mere
imitation of nature, but rether as the Romantic interpretation of expression
and feelings. By examples the eritic shows that for Stendhal ideal beauty is
in the artist's feelings expressed in the chiaroscurc. Stendhel's Romantic
principles, he notes, can be illustrated through the Interrelation of the arts
and literature.

Flattcred by Stendhal's predilection for Itmsliens end by his comparison
in favor of Italy with other countries, the critic stresses the point that
for this autbor there is a great distinction between the man of the North and
the man of the South. His anecdotes, writes Montani, are introduced to illus-
trate this diffiecult difference, not as a digressioa.

In Promenedes, in sum, Stendhal is fouud to be & student of the visual
‘arts, musice, the theatre, and other institutions, in relation to time, race,
and eclimate. The critic’s candor and simple, conversational style as a
Journalist eminently gualified him to realize that this complex author was a
Toreigmer who loved Italy apd honestly studied every means to understuand her,
so that he could write about her truthfully.lT

By the articles just surveyed, it appears that at the time they were
written, if one wanted to be Romantic and modernm, one should be well informed
about wvhat wes happening in the present, as well as writing ebout it truth-
fully. Nevertheless, to speak and write about the truth was becoming more and
more dengerous in Italy. Ae many of the Antologia articles were more dering
and openly hostile to the Austrians, censorship became increasingly harsher,
until on March 26, 1B33, the journal was suppressed.

Stendhel was among the many losers of this sad event, the repercussion of
vwhich was deeply regretted all over Europe. Criticism on Stendbal came to a
halt in Italy, at the very time when he was beginning to get recognized because
of the publicity these reviews hed afforded him. Although six full length
articles and two importent references were dedicated to him in the Antologis,
the readers had failed to be introduced to the Vies de Haydn, Mozart et

Métastase, or to Rome, Naples et Florence. Besides, another important article

had slready been in the making for e review of Le Rouge et le noir, eas it is
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evident from many colleéted hotes and letters and other fragments in French
and Ttalien, written partly by Stendhal himself, and partly by his friend
Count Vincenzo Salvagnoli. The two were to collaborate in this article manqué

by basing it on the psychologieal study of vanity and on the sombermess of
modern-day Frence as a consequence of the suppression of freedom by the Con-
gregﬂtion.la ._ . :
Although Vieusseux strugaled constantly to resume the publication of his
beloved Journal. Br to replace it with a,similar_one, it was only three years

after his death, and five years after the unification of Ttaly that Francesco

Protonotari sueceeded in beginning the publication of the Nuove Antologia in
1866. ‘

However, the articles on Stendhal which appeared in the Antologie in the
course of seven years are guite unique, as they first show the source of his
originality. His critics in Florence emphasized the Romsntic qualities of his
artistic creation. They saw him as an innovator, en author who believed in
progress brought about by relying and improving upon past endeavors. As a
"modern" author following in the wake of Mentesquieu and of Mme de Stafl,
Stendhel approached art, music, literature and all other instituticns of a
country in relation to time, milieu and climate.

Because of their deep invelvement in the destinies of their country,
these critics fully understood and were sincerely flattered by 8tendhal's fre-
quent comparisons of Italy in her past glory and her present subservience and
aspiration to recaplure that glory. By documented evidence it eppears that
those c¢ritics were at times coached bty the author himself because he always
asked for "toute la verité," or "la verité toute nue,” wishing that the
message bhe had for humanity be delivered as he intended.

His message had been crystallized to a large extent in Romantic Italy.
RejJecting the old for the contemporary in his early cultural works, Stendhal
became a pioneer of Romanticism in his country with the theories he exposed in

Racine et Shakspeare. In it he advocated clearing out of the way old-

faeghioned, rule-ridden sterectypes of literary classicism and the mcderniza-
tion of the theatre. He then opted for fentasy to replace ¢lassical rules.
During his lifetime Stendhal remained obscure and neariy unrecognized by
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the general public and by most experts in literature. The editions of his
works were usually limited and very few copies of them sold. He gathered few
crumbs of that glory he so coveted, because even when the erities noticed him,
it was to expose his plagiarism or his seemingly unorthodox method of composi-
tion. These critical essays in the Florentine Journmal remain among the slen.-
der rewards he could count es a man of letters.

These reviews are important alsc because they laid a soiid foundation for
future Stendhel critiecism, expressing and interpreting the spirit of the times
in which he lived and the aesthetics he hed formed in the country he so loved.
Historical vicissitudes kept them hidden in the dusty pages of the suppressed
Riscrgimento Journal, thus causing & long delay in the understending of the man
and his literory production-—Just a&s he had elways predicted. Yet ameng his
Itaelian crities and those other elite intellectuals in- Milarn and Florence,
Stendhal found the happy few, he met with his kindred spirits. He would not

have asked for a much greater reward.
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A PORTRAIT OF AN ARTIST: MAUPASSANT'S OLIVIER BERTIN

Anne Limoges Miller
,Bpwling Green State University

ﬁéupassant notes in a passage Trom La Vie Errante that for a novelist

vigion is the most important sense, for Mil devient facile de recomnattre, &
la lecture de toute oeuvre travaill@e et sinc@re, les qualit€s et les

nl In the same section of La Vie

prbpriétés physiquea du regard de 1l'auteur.
‘Errante, Meupassant develops his idea of this link between the artwork and itc
creator:
 L'Intelligence, aveugle et lsborieuse Inconnue, ne peut rien

savoir, rien comprendre, rien d8couvrir que per les sens. Ils sont

ses uniques pourvoyeurs, les seuls intermédisires entre l'universelle

Heture et Elle. Elle ne travaille que sur les renseignements fournis

par eux, et ils ne peuvent eux-mémes les recueillir que guivant leurs

‘qualit€es, leur gensibilité;~1eur force et leur fingsse.

‘La valeur de la pensfe d€pend donc Svidemment d'une fagon directe
de la valeur des organes, et son Etendue est llmltée par leur nombre.

(p. 23)
Since the humen intelligence can gather iniprnmxibﬁ”bniﬁ through the senses,
vhich vary from person to person, any work of the humen mind will betray
characteristies of the'person who produced it. . Because physice] factors
" affect en artwork to such an extent, it becomes worthwhlle to study the
art1st_?imself. Maupussant in fact wrote a study of both Flaubert and Zola,
and in "La Vie d'ﬁn-Paysagisfé“'illustrated this connection between an
. artist's_temperamen? and his perﬁeption of nature. Maupaseant devotes the
" first helf of the article to the importance of careful observation, then he
concludes wlth descr1pt1ons of Monte, Corot and Courbet, three famous artists
he hus seen pa1nt1ng near Btretat, his hgme in Normandy.

Maupassant’s most deteiled characterization of an artist, however, is

Olivier Bertin in Fort Comme La Fbrt e novel about an aging artist and his

mistress of many years, Any de Gullroy. By examining Bertin's strengths and
weaknesses, it is poasible to determine what qualities Maupessent finds
essential in an artist, - When ihe reader has. met Bertin, an gatabllshed,
wealthy painter, Maupassanttfill?'us in on the develoPment_éf his career.
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After completing his training, Bertin hed gone unnoticed, but after winning
critical acclaim for two paintings and a first prize for another, he grew
rapidly in the public's esteemn.

Maupassant comments on ome of the paintirgs that helped to make Bertin's
reputation: '"une Jocmste, sujet hardi, classa Bertin parmi les audacieux,
bien que son ex&cution sagement originale le fit gofiter quand m&me par les
aca.dc"emiques."2 The important phrase here is "exfcution originale." On one of
the rare cccasions vhen Maupassant discussed principles of art, he wrote,
"Yoir: tout est 13, et voir juste. ... L'originalit® d'un artiste s'indique
d'abord dans les petites cheses et non dans les grandes. ... I1 faut trouver
aux choses une signification qui n'a pas Et€ découverte et thcher de

3 Maupessant's words to the aspiring poet

1l'exprimer d'une fagon personnelle."
who had sought his advice indicete the emphasis he pleces on observation.
Careful observation lesds to originality, or the ability to express something
"d'une fagon personnelle,” because it enables the artist to find something

{

unique, the "signification qui n'a pas encore &t& dfcouverte,” in his subject.

In Fort Comme La Mort, Moupassent does not just state that Bertin is original,

but shows the painter observing his model with the care Meupessant recommends:

Tant&t il s'€loignait d'elle, fermait un oeil, se penchait pour
bien découvrir tout 1l'ensemble de son modele, tantSt il s'approchait
tout prds pour noter les moindres nuances de som visage, les plus
fuyantes expressions, et saigir et rendre ce qu'il y a dans une figure
de femme de plus que l'apparence visible, cette Emanation 4'idfsle
beant8, ce reflet de quelque chose qu'on ne seit pas, l'intime et
redouteble grice propre & chacune, qui fait que celle-13 sers eimée
&perdument per 1‘un et non par l'autre. (pp. 997-98)

Hesides observing what he is going to interpret, an artist must have the
perception, or sensitivity, to detect the uniqueness of the object, This per-
ception is what enables Bertin to capture "ce qu'il y a dans une figure de
femme de plus que l'apparence visible, cette émanation d'id€ale beautd;"

observation alone would have given him only the "apparence visible." A phrase
in this description of Olivier at work which indicates the refinement of
Olivier's powers of observation is "noter les mpindres nuences." One day his
migtress Any wears & new dress which he admires, and he comments, "Ah! on peut

dire qu'aujourd'hui on & le sentiment des nuances.” {p. 986) The ability to
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detect nuances is ooe that Maupassant prizes, for he wrltes of the Venetian .
painter llepolo,_FPersonne comme lui n'a su répendre sur un mur le gréce des
lignes humeines, la s€duction des nuances qui grisent sensuellement le regard,
et le charme des choses r&vfes dane cette sorte d'ivresse Etrange que l'art
communique a 1'espr1t. e | | ‘
Maupaasant touches on Bertin'sg artlatlc sensltlvity in hlB description of
the way the paznter approaches a mpdel,’ but he shows 1t nnre fully when Bertlp
is listening to & musical performance at his club: "Il se sentait emporté
dans une sorte d'zvreaae nerveuse qui rendait son corps ‘et son intelligence
incroyablement vibrants. ... Les yeux fermfs, 1es jambes croisfes, les bras
mous, il Ecoutait les sons et voyait des choses que passaaent devant ses yeux
et dans son esprlt. " (p. 10h8) An imege which’ occurs later in this passage

" 5r intoxication.

as well as in the passage on Tiepolo’ is that of ' grlserle,
Maupassant Bpeaks of Bertzn 8 1mag1nat10n grlsée par les mEiodies," (p. 1048)
and uses the image to’ descrlbe one of his owr experlences, tco, in La Vie
Errlnte. st boat is erchored offahore from San Remo gnd’ the evening breeze -
coming from land brings with it the perfhme of aromsatic’ plants as well as the
sound of the San Remo orchestra’s concert in the public square. The effect is
unearthly: "“Je demeursis heletent, si gris€ de sensations, que ie”troublg de
cette ivresse fit déllrer mes sens. Je ne saveis plus vraiment si Je ' ‘
respirais de la musique, ou si }'entendais des perfums, ou ei Je dormals dans
les Btoiles."™ (p. 18)5 '
This intoxicatior of the senses which Maupsopant shares with his charac-
ter often leads to an artist’s seeing a new, mre original menner of express-’
ing life if he is able to analyze and express vhat he has felt. Maupassant
records this phenomenon in Bertin: o
Il &tait dans une de ces heures oll 1'esprit excité comprend tout avec
plus de plaisir, oll 1'oeil voit mieux, semble plus impreasionnable et
plus clair, oll 1'on gofte une Joie plus vive 3 regarder et A sentir,
corme Si une main tuute-puissqqtc venalt de rafraichir toutes les’
couleurs de la terre, de ranimer tous les mouvementa des &tres, et de
reponter en nous, ainsi qu'une montre qui s'arréte, l'activité des
sensations. ({pp. 1055-56)

When Bertin is in this -state of heightened sensitivity,.artistic creation is

easy for him:
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... le lendemain, aprés une nuit de nerfs, une de ces nuits qui
mettent les artistes dans cet &tat d'activité cErébrale beptisée
inspiration, il se dfcida & ... travailler jusqu’au soir.

Ce fut une journde excellente, une de ces Journées de pro-
duction facile, oll 1'id€e semble descendre dans les mains et se
fixer d'elle-ndme sur le toile.’

... 1l goflte ce bonheur dopné aux seuls artistes d'enfanter
leur oceuvre dans 1'all&gresse. Rien n'existait plus pour lui,
pendant ces heures de travail, que le morceau de toile oll naissait
une image sous la caresse de ses pinceaux, et il éprouvait, en ses
crises de fécondité, une sensation €trange et bonne de vie abondante
qui se grise et se répand. (p. 1059)

All images in the last pﬁragraph of this description of Bertin at work

ere ones of creation. Images like "enfanter leur oeuvre," "

toile ol naissait
une image,™ and "vie abondante qui ... se répand” all suggest the creation of
8 living being. This implies that for Maupassent, art is not divorced from
sexualit&. The phrase "la caresse de ses pinceaux" indicates the artist's
love for his creation. This feeling that Bertin has in his "erises de
fécondit€" is the same one that so excites Claude Lantier, Zola's artist in
L'Oeuvre, when he declares, "Ah! la vie, la vie.' 1la sentir et le rendre dans
oo r€alité, ... et fuire vivre,'et faire des bommes, la seule fagon d’étre
Dieu!“6

Maupassant wrote after visiting some of the Renaissance masterpieces in
Italy, "on se demande avec stupeur celgue fut 1'&me exaltBe et féconde, ivre
de beauté, follement créatrice. de ces g8nérations secouBes par un délire
artiste. ... Le méme reflet d'impBrissable beauté, apparu sous lelpinceau des
peintres, sous le ciseau des sculpteurs, s'agrendit en lignes de pierre sur la
facade des mnnum,ents."T This exalted creative state is not typical, hovever,
of Bertin and other ertists of his time. Maupasssnt comments in Notre Coeur
on the composer Masgival, "il avait'shﬁi cette espdce d'arrét que semble
frapper la plupart des artistes contemporains comme une paralysie précoce. Ils
... pareissent menecés d'impuissance & la fleur de 1'dge." (p. 1217) The
sexual images above which are repeated in the pAssage on Renaissance artists
with "ame . . . féconde, ... créatrice” contrast sharply with the image here of
artists "menacés d'impuissance” and suggests that many artists of Maupassant's
time were too far removed. from nature. Even in Italy, where Moupassant so

admired the works of its Renaissmnce artists, he is aware of & decline in
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artistic sensitivity:

Mais plus on est gris€, ... plus on se sent aussi envahi par wn
bizarre sentiment de mslaise ... I1 provient de 1'&tonnant contraste
de la foule moderne si baiale, sl ignorante de ce qu'elle regarde ...
On sent qQue 1'Bwe dBlicate, hautsaine et raffinfe du vieux peuple
disparu qui couvrit ce sol de chefs-d'oeuvre, n'agite plus les tetes
d chapeaux ronds couleur chocolate, n'anime point les yeux 1nd1ffe5ents,
n'exelte plus les d8sirs vulgaires de cette population sans réves.

" around

Bertin, too, notices the superficiality of the "gens du monde
him, and he denounces them: ™"'Ils vivent, diseit-il, & c6t€ de tout, sens
rien voir.et rien pnétrer; 3 coté de la science qu'ils iguorent; & cOté de
la nature qu'ils ne savent pas regarder; ... ¥ c&6t€ de 1la beauté duiﬁonde ou
de la beauté de 1l'art, dont ils parlent sans 1'avoir découverte, ... ," (p.
1027) Although Clivier Bertin is mware of Lhe shallowness of his soc:l.ety',
and although he has the sensitivity and skill to be a great artist, he comr

promises his art to please "le monde." ‘How “does this happen? Maupassant

1t

tells us when we meet Bertin:

Intelligent, enthousiaste, travailleur tenace au réve changeant, &pris

de son art gu'il connAissait & merveille, il avmit acquis, gréce & la
finesse de son esprit, des qualit®s d'exécution remarquables et une -
grande souplesse de talent n€e en partie de ses hésitations et de ses . .
tentatives dens tous les goenres. Peut-&tre aussi 1l'engouement brusque
du monde powr ses oeuyres El&gantes, distingufes et correctes, avait-

il influencé sa nature en l'empéchant d'&tre ce qu'il serait normale-~
ment devenu. Depuis le triomphe du début, le désir de plaire toujours

le troublait sans gu'il s'en rendit compte, modifimit secr3tement sa
voie, att8nuait ses convictions. (p. 98k)

In spite of his considerable talent, then Bert1n hes gone aatray by
abandoning his search for Orlg1nn11ty When his "ocuvres €l€gantes, dis-
tinguées et correctes" become poyular he stops looking for what is unique in
his subjects, and instead copies himself. Indeed, when the reader meets
Bertin, he hes spent the afternoon searching futilely for a subject, for
"toutes les figures entrevues ressemblsient & gquelque chose qu'il avait fait
d&3d, toutes les femmes apparues &taient les filles ou les soeurs de celles
qu'aveit enfantfes son caprice d'artigte.” (p. 985) When Any became his

mistress twelve years before, she estaeblished herself as his advisor end
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source of inspiration. It is she who directs him towards "l'art distingué;”
"Depuis douze ans elle accentuait son penchant vers 1l'art distingu€, combat -~
tait ses retCurs vers le simple rémlité, et par des coneidérations d'&l&gance
mondeine, elle le poussait tendrement vers un id€al de gréce un peu manifré et
factice.” (p. 988) The result is that Bertin's admirers call him & "Watteau
réaliste" and his detractors refer to him as a "photographe de robes et man-
teaux.” {p. 1043)

Maupassant is, in fact, an admirer of Watteau. In a discuseion of
Tiepolo, whom he admires, he writes of him "€l&gant et coguet commeﬁhtteaufg
However, in his writings he stresses the need for originality, as in this
excerpt from "Le Vie d'un Paysagiste: ™Il faut ouvrir les yeux sur tous
ceux qui tentent du nouveau, sur tous ceux qui cherchent & d&couvrir
1'Inaperqgu de la Nature, sur tous ceux qui travaillent sincdrement, en dehors
des vieilles routines."lo In his desire to please his public, Bertin has
gradually sbandoned the "ex@cution originele”" (p. 993} which Maupassant noted
in his early painting "Jocaste." By ellowing others to choose his direction
in art, he becomes unable to follow up the new direction he imegines one day:

Et il se sentait 1'intelligence si libre et si clairvoyante que
toute non oeuvre dtartiste lui parut banale, et qu'il concevait une
nouvelle manidre d'exprimer la vie, plus vraie et plus originele. ...

Mais ddo qu'il fut seul en face de la toile commencée, cette
ardeur qui lui brflait le sang tout & 1'heure s'apaisa tout & coup.
I1 se sentit las, s'assit sur son divan et se mit & révasser. (p.
1056}

When he finally chooses a subject for a8 new painting entitled "Réverie,” his
desire to please wins out over his artistic convictions:
I1 voulait reproduire exactement ce qu'il avait vu au psre Moncesu,

... une fille pauvre, révant, un livre cuvert sur les genoux. Il

avait beaucoup hé€sité€ s'il le feramit laide ou jolie? Laide, elle

aureit plus de caract@re, plus de philosophie. Jolie, elle efduirait
davantage, répandreit plus de charme, plairait mieux.

Le g€sir de faire une &tude d'aprds sec petite amie le décida.
La R&veuse serait jolie. (p, 1123)
By compromising his art to please those "gens du monde" whose Judgment he
deplores, Bertin merits the opinion of the Figaro which offends him so,
"1'Art d€rodé 4'Olivier Bertin." (p. 1180)
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Nenetheless, Bertin has produced one chef-d'ceuvre, his portreit of Any.
Maupassant says that it was "le meilleur, certes, qu'il efit peint, car i1
avait su voir et fixer ce je ne seis quoi d'inexprimsble que presque Jamais
un peintre ne dévoile, ce reflet, ce myst2re, cette ph¥sicnomie de 1'&me qui
passe, insaisissable, sur les visages." (p. 1014) 1In Any Olivier Bertin has
found a sublect which would indeed absorb his abilities, his worth, his
artistic powers: "Le portrait avengait et s‘annongait fort bien, le peintre
€tant arrivé 3 1'&tat d’'émotion né&cessaire pour découvrir toutes les qualités
de son modele, et les exprimer avec l'ardeur convaincue qui est l'inspiration
des vrais artistes.” ({p. 1000) With this portrait Olivier has fulfilled
Maupassant's three requirements for a chef-d'oeuvre, as he states them in "Le
Romen": "le travail confinuel et la connaissance profonde du métier peuvent,
un Jour de lucidit&, de puissance et d'entrafnement, par la rencontre
- heureuse d'un suJet concordant bien avec toutes les tendances de notre
esprit, amwener cette éclosioﬂ de 1'oeuvre courte, unique et aussi parfaite

que nous la pouvons produire." (pp. 839-40)
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clv.
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IMAGES OF RETREAT: GEQGRAPHY IN THE PASTORAL NOVEL

Carcle Deering Paul
Ilinois Wesleymn University
From Ariosto and Sannazarro to Roussesu and Mallerm&, the bucolic tredi-
tion has formed an important part of our literary heritage. In his fine study
of the pastorsl, "The Daten Flute,"l

ness of pastorasl literature is to be found in a longing for immocence and

Reneto Poggioli contends that the unigue-

happiness'that is recoverable through retreat., France's most noteble contri-
bution to pastoral romance, Honoré diUrfe's L'Astrfe, i2 no exception to this
rule. D'Urfé follows many of the conventions common to the pastorsl code.

The originality of Ll&ggzgg.lies in the presentation of the theme of retreat
itself and in the recurrence of a structufal figure that controls and modifies
its presentation. This figure is that of the circle. It occurs in the ini-
tial deécriﬁtion of the pastoral site, Forez; it is the underlying pattern of
its architecture; and it reappears in the many natural structures that dot the
landscape, especially ih the cavern where the hero, C&ladon, seeks refuge
after his banishment by the heroine, Astrée. |

The opening paragraph of the novel describes the pastoral scene:

Aupr®s de !'encienne ville de Lyon, du c6tE qu soleil couchant, il

y a un peys nommé Forez, qui en sa petitesse contient ce qui est de

plus rare au reste des Gaules. ., . . Au coeur du pays est le plus beeu

de le plaine, ceinte, comme d'une forte mureille, des monts assez

voisins et arrosfe du fleuve de Loire, qui prenent se source assez prés

de 1§, pesse presque par le milieu, non point encore trop enfl€ ni

orgueilleux, mais doux et paisible.
The scene of the novel is thus a eircular aree cut in two by the river Loire.
The mountains form e strong wall, "une forte murajlle," protecting it from the
intrusions of a less perfect world end provide thé éhepherds and shepherdesses
with a tranguil spece in which to pursue their Neoplatonie love quest.

By a convention common to the pastoral, the retreat into nature is in
fact an affirmdtion of culture. While Gaul is torn by wars waged by the
Romans and countless barbaric tribes, the founders of the'pastoral colony
assephle around Mont-verdun snd vow to renounce ambition and to live & life
that is "douce et accompagn€e de moins d'inquiftudes™ (p. 156). The men and

women come with the desire to seek an slternative to a stafe of war in the
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calm of the rustlc life. They create an area of civilizetion, peace, and
harmony in the midst of discorder. They see Forez as a simple solution, &
retreat from heroic life. At the same time, its founders are members of an
ancient nobility; this pastoral society, while it rejects the imperative of
action preserves an aristocratic and courtly ethos. It replaces a chivalric
ideal with a Neoplatonic love dream set within a courtly society. The society
of Forez in its retreat to the static world of the pastoral rests on an affir-
mation of the civilized existence preserved from the destruction surrommding -
it and upholqing the high values of an aristocratic, Neoplatonic culture. The
circle enélbéing the péstoral scene is one that excludes disorder end makes
the worldly and_the‘soqiai-poasihlel.'---

While retreat into Forez is en entry into a tranquil space, it is at the
same time an entry into a rigidly hierarchical society. Amasis is the female
ruler, Adamas her high priest and counselor, the various druida are next,
followed by numerous shepherds and shepherdesses. Everyone bss a fixed place
in the social .order. Forez sgociety gravitates to its center, Mont-verdun,

2 mountain that hides a circular structure. "Tout ce rocher, qui pour sa
grandeur se peut nommer une montagne, est de nature tellement creux, qu'il
semble quend on est dedans, que ce ne soit qu'une vofte" (p. 157). At Mont-
verdun and the neerby palace of Marcilly with its cultural treasures and its
immense veulted salons, the sheﬁherdg and shepherdesses gather to tell stories
of numerous "bons amants" énd"to-pass Judgméqt on those who have transgressed
their strict codes of hehavior. As C., S. Lewis writes: ™Like courtesy, pas-

13 pryrestg shepherds represent the apex of

toral is. & poetry Of conduct.
social man. He "represents men neither as 'homo sapiens!'nor as 'homo fcbor,'
but only as 'homo artifex. T The circles of Mont-verdun and Marcilly indi-~
cate a passage into social conventions, social postures, and play acting. As
Jacques Ehrmann bhas noted in his study of thc language of L'Astrée, Forez is
"> and the social mask. The artifice of the

;n1mit1ve habit is however, resdily dlscermed by these worldly aristocrats

the domain of "la parole publique

able to a.ppre.cmte the subtleties of art and the rea.l:l.tles of nature. In their
awarenessg of 3001a1 man, d'Urfg€'s shepherds and shepherdesses presage the gar-
den parties of a later time when costumed aristocrats looked fqr‘paatoral

places -in the Versailles gardens and in the arbors of the nearby:Petit Trienon.
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The pelace of Marcilly recalls the courtly society of the Itélian Renaissance,
as vell as the atmosphere of the Court of Navarre, to the extent that it
blends a Neoplatonic quest with a courtly hierarchy and order. Gustave
Reynier has pointed out the presence of gatherimgs held by noble ladies in
which matters concerning the refinement of semtiments were discussed. The
'ﬁuéhess of Retz, the Duchess of Rohan, the Princess of Léon, Mne.JQe Villeroy
and Mme. de Cimiez, Mme. de Guise, the Duchesé of Nevers, and Mlle. de Longue-
v1lle were only a few of the ladies whose salons offered the pleasures of
"bornne compagnie,' n The quest for certainty and order after the wars of
religion that marks much of the literary production of the seventeenth century
and that wes to find ite expression im the codes of the Classicists is sug-
gested in part by the courtly standards of Mercilly end Mont-férdun. It is
this need for an ordering of the passions as well as of the intellect that ie
seen as the purpose of the pastoral. The circular spaces of Mont-verdun and
Mareilly, temple and palace., are communal spots at the center of Forez and are
emblems of social integration and harmony.

Gérard Genette has observed t hat the generel plan of Forez is based on
concentfic circles.” In this the geography of L'Astrée recalls Tommaso
Campanella's city in La Citjﬁ;gel Sole (1602), Campagellais utopia has a

great dome at its center; the dome is en¢ircled by seven circular divisions.
D'Urfé€'s Forez and Campsnella’s city recell the popular baroque structure of
"mise en abime.” The concentric circles reflect as well the order of the
' Ptolemaic system with the earth at the center surrounded Ey the heavenly
‘hodies, This c1rcular image of scientific and cosmological harmony comple-
ments the spaces of temple and palace. _

wae?er, there are also other circular structures in L'Astrée that sug-
gest not the whaleness of the pastoral cormmity but rather the void at the
circle's center. Passage from the éécial sphere to the socilal void is made by
wey of the garden. Geography in L'Astrée flutters between nature as culture
and @ more ambiguous nature escaping domesticity. Around the palace of Isoure,
for example, one finds gardens that are perfectly domesticated. Their
"natural" appearance is the product of cultivated artifice. The garden around

Isoure is "...agencE€ de toutes les raretfs que le lieu pouvait permettre, it
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en fontaines et en parterres, fit en allfes et en ombreges,... rien &t€ oublié
de tout ce que l'artifice y pouvait ajouter" {p. 47). The grottos around
Isoure also attest to the art of taming nature without appearing to do so: "Il
y aveit plus1eurs autres diverses grottes, si hlen contrefaites au naturel, que
l'oeil trompait dien souvent le jugement” (p. 48). As soon a5 the shepherds and
shepherdesses leave the palaces with their domesticated gardens, they risk
getting lost in a labyrinthine forest. Silvandre, one of the "fid@les amants,”
loses his way and leads his friends into the forest.

I1s entrérent dans le bois, et ne se donndrent gerde que la nuit peu &

pet leur 6ta de sorte lm clarté, qu‘ils ne se voysaient plus et ne se

suivaient qu'd 1a parole. Et lors s'enfongant davantage dens le bois,

il Bllvandrea perdit tellement toute conneissance du chemin, qu'il fut

contraint d'avouer qu'il ne savait o i1 &tait.... Tent ¥ a que Sil-

vandre, suivi de cette homn&te troupe, ne put de tonte la nuit retrouver

le chemin, quoiqu'avec mille tours et détours, il allait presque par

tout le bois. Et enfin il s'enfonga tellement, que pour se suivre ils

&taient contraints de se tenir par les habillements, la nuit étant si

obscure qu'elle semblait express€ment é&tre telle pour empécher qu'ils ne

sortissent de ce bois. (pp. 133-134)
The protective circle of the communal palace becomes transformed into a sinuous
line; a type of maze. The garden lemds to a forest with nmo clear exits. It is
within that forest that the image of the circle becomes reversed; pslace and
temple are now replaced by the cavern. There are many examples of this rever-
sal of imagery. 1 will concentrate on the most well-known, the cavern of
CEindon.

In the first book of L'Astrée, C&ladon is banished by Astrée and spends
some time at Isoure. When he leaves the palace, he almost gets lost in the
forest. "Il s'enfonga dans un bois si Spais et mardcageux en quelques endroits,
qu'd peine en put-il sortir™ (pp. 90-91)}. He decides to follow & river and
eventually comes across a cavern in which he takes refuge. It is & circular
structure that has been hollowed by the movement of a nearby river:

Aussi n'&tanit-ce autre chose qu'un rocher que 1'eaun £tant grosse avait
cavé peu & peu et assez facilement que l'ayant au commencement trouvé
graveleux et tendre, il fut pis€ment ning, en sorte que les divers
tours que l'onde contrainte mvait faits, l'avaient arrondi comme s'il
ett &t& fait exprés,.. Le lieu pouvait avoir six ou sept pas de

I(Longeuz)‘, et parce quielle &tmit ronde, elle en avait sutant de largeur.
p. 91



Céladon rigorously awoids spcial contect and he 1eavea his refuge
only to wander alone thraugh_the forest. During the 1engthy aojourn
in the cavern, he lives off roots and vegetatlon. The result of this
regimen is to make him not pnly venk,_but phya1cally unrecognizable.

"Son visage se changea de,aorfe_qu'ii n'était pas éonnhissable“ (p. 137).
When he sees his reflection in the uater, he ié anmazed at his appearance,
"Et lui-méme quelquefois allant boire g la proche fontaine, s'étonnait
quand il voyait sa, figure dans l'eau" (p. 95). The changes he undergoes
while in the cavern tranafbrm hlﬂ features in such a vay that he experi-
ences himself as "... tout autre qu'iLlne soulait etre" (p. 95). The
retreat to the void of the cgvefn_in which the self becomes lost or
changed is complemented by the présence of & riféf su::oun&ing the
cavern. The water imagery, suggests dissoluxion a refurn?to a pre-
social state. Céladon is. described 88 being "défalt" (p. 95) wndone; it
ig as though he ﬁispolvea in the cavern in wh1ch he d1sappears.

The isolation C&ladon experiepnces from the social group and from
his own being is underscored by a veiled crit1c13m of Neoplatonlc love,
the cornerstone of the pastoral communlty. In a 1engthy exchange.
Léonide accuses him of ceasing to be h1mse1f ", .. vous cessez 4'Btre
wous-néme” {p. 148). C€ladon responds by p01nt1ng out that the lover
not only has no will since he follows his lady's wishes in all things,
but that he is not even A man; "Je nie que 1'amant soit homme, puisque
d2s 1'heure qu'il commence de devenir tel, il se dépouille tellement de
toute volont€ et de tout jugement, qu'll ne veut ni ne Jjuge plus que '
comme veut et juge celle & qui son affection 1'a dnnné" (pp. 1h8-1h9)

ThlB senge of nonbeing is accompanled by a senge of nonldentlty.

It permits Céladan to take the last step in his progreas1ve vithdrawval
from his own personality. The cavern EplBode endn with C6ladon becom--
ing totally "autre” and assumlng the disguise of Alexis, daughter of
Adamne, The retreat from his own belng is so complete that it 1nvolves
the loss of the primary sign of 1dentity, the proper namg ~ The soJourn
in the cavemrn appears to be 8 reductlon to the absurd of the theme of
retreat itself. )
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Céladon's comments oz the poaltlon of the lover in Neoplatonic thought
reverberate throughout the text. His pos;tion is emblematic of many of the
other characters in the novel., Almost all the other "parfaits amants™—gil-
vendre and Diane, Lycidas and Phillis, Galath€e and Lindemor, Lfonide and
Ergaste—are isolated from each other even in the midst of the social group.
This is & disturbing-phénomenon in & novel whoge purpose is to ghow & har-
moniocus community baéed on Neoplatonic love. Céladon's experience intimates
that the love quest involves not.only isolation but & radical alteration of
the self that verges on total alienation from one's own being.

From a thematic point of view, C&ladon’s cavern is the very antithesis
of Marcilly and Ment-verdun. One is the space of isolation, the other the
space of the social, In one the desire for formlesshess replaces the formal
social structures with their codified rules of behavior. The cavern in which
Céladon loces his rpame iz doubled by the image of social integration and unity
of being of the circle around Forez and the vaulted rooms of its commuanal
structures.

Temple, palace, and cavern are complementary images but they are also
profoundly contradictory. Thg presence in L'Astr€e of the cavern seems to
belie the utopian thrust of the pastoral retreat and sugzests that all is
not ag it seEmﬁ; The spaces heve the effect of cancelling each other out.
The play between immges of retreat and integration and retreat and dissolution
point to the impossibility of the pastoral Eden. The cavern signals the pre-
sence of a fissure in the social fabric. Tt is a detour, a space for the
expresslon of feelings unmeceptzblie to the pastoral society. It is a place of
exile for failed social reletionships.

Tony Tenner, in an interesting study of the nineteenth century novel, per-

ceptively notes that ir La louvelle Hélofse, Julie's dreaﬁ is one of keeping

everyone together-—a dream of total harmony ond complete incorporation.
D'Urfé'e p&storal circle wants to do the same thing; it seeks to create a
homogeneous space of harmony, calm, and intepration. But the pastoral dream
of L'Astrée, like Julie's dream, is a failed dream. Tts shepherds are always
in danger of being swallowed up by those obscure ceverns that are concealed

in its landscape.
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HISTORICAL FANTASY: MUSIC ANMD MUSICIANS
IN CARPENTIER'S CONCIERTO BARROCO

David Herbert Bost
Venderbilt University

In a recent interview at Vanderbilt University, Professor Roberto Gon-
zllez Echevarris of Yale, one of the foremost suthorities on contemporary
Spanish Americeh prose narrative, asserted that Ale]o Carpentier's historical
vision was essentially probleﬁatic.l His novelized perception of the past no*
only affirms a constant persistence of myths, legends, archetypes, and other
manifestations of an atemporal, cyclical interpretation of events; there is
also, nevertheless, & movement forward: & recognition and distinction of a
past, present, and future. Accordingly, circular time coexists with sequential
time, synchrony with chronology. These two seemingly contrasting postures
create an internal dielectic, a tension that is never truly resolved. As one
of the main topics of Carpentier's fiction, the dynamics of the historical
process are lntegral to his novelistic expression throughout his career.2 Los

pasos perdidos, probebly his best known and most widely read novel, describes

a paasage from a world obsessed with linear movement of time to a land where

time is of little importan;. In fact, the credtive tension of Los pasog Per-
didos seems to exist, in part, in the narrator's inability to adjust to the
rhythm of modern society; instesd, he searches for and attempts a return to a
Dast charscterized by more primitive challenges to his daily existence. His
sensibilities numbed by 20th century fragmentation and alienation, he dreams
of men's long past primordial nature, of a time truly before time. In El

reino de este mundo, Carpentier once ggein Juxtaposes one vision of the past

againet another. Haiti's historical and politicel evolution flows simultane-
ously with the folklore, customs, end traditions of its African heritage. And

in Concierto barroco, one of Carpentier's later novels, history once again

reveals its multifaceted neture. Though strict chronclogy within the movel is
almost totally disregarded, Carpentier pays close attention to certain histor-
ical events, '

Generally spesking, Concierto barroco portrays an eleborately ﬁrtistic

fictionalization of 1Tth century Baroque music and composers. The historical

13
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background régafds“ﬁany of the acclaimed mésters.of Baroque musical culture:
Domenico Scarlatti, Antonio Vivaldi, end George Frederic Handel. Within thds
given historical framework, numerous references to 1lTth century composers
implicitly create a fiéurative dimension that parallels the novel's overall
thematic structure. The many musical-allusions,.fb; example, bring to light
" certain popular legends and beliefs surrounding -the composers of this epoch,
As a result, a clear relationship exists between kistorical fact and novelis-
tic fiction. Yet Carpentier's legendary knowledge of music and hiétory is pot
lhere pedantry, for these higtorical characters funqtion in perfect ﬁarmony
wishin the novel's structural unity,. '

It is this cledrty discernible h1storlca1 backdrop that is of prlmary
interest to me todey,: for at the heert of Cnnc1erto barroco is its vieion of

the past. With a degree of poetic license, Carpentler hes based numerous epi-
sodes and characters on verifiable historical facts. This imag1nat1ve, inter-
textual Qdialogue between a contemporary Spanish Americen novel end certain
historical documents of the 18th century leads to what Gonzélez Echevarrf has
identified as a characteristic feature of Carpeqpie:'sl;aat novei{stic stage:
"... parody and humor rule... in,Carpentier'éulastIgrtistic phase.3

" As s measure of this parody, historical é;g,figfiqnal characters exist on
the snme narrative level. - Carpentier uses both hiaﬁofical figures as well s
stereotypes. Vivaldi, Scarlatti, and Handel\interaét with a eharacter knowvn as
the Amo, eh 18th century indiano who has come back to Eu:upe w1th his black
servant from Cuba,’ Filomeno. Having becpme bored with Hadrld the Awny and
Filomeno arrive in Venice;, the music capital of the Itallan Baroque. Venice
it in the midst of its annual Cernival, and i¢s lnhabitants have masked and
d1sgulsed themselves in & primeveal release of human pasazona and 1nh1b1t1ons.
They enter the Botteghe di. Caffe of ¥icterie.Ardulno,vhen they meet the three
composérs. The narrative makes specific references regarding each composer
that 'add‘parodic dimensions- t{ -their qharactgriiaiibﬁ. Vivaldi's initial de-
scription highlights his flaming -red hair, his prominent nosé, and his elegant
coiffure: | R

) ﬁiii estaba sentado ya, en una.mesa del fondo, el Fraile Pelirrojo,
 @e’hfbito cortade en la melor tela, adelantando su larga nariz corva

entre log rizoe de un Relnado natural que tenfa, sin embargo, como un
aire de peluca llovida;
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In his luecid study on Vivaldi's work and life, historian Marc Pincherle
discusses five portreits of the composer, two of which were done during
his lifetime. Pincherle's observations parallel Carpentier's fictional
creation:
There ig the very lively sketch made by P. L. Ghezzi in
1723... The Prete Rossco appears in profile, half-length. He
is portrayed as having long and ecurly hair, e somevhat receding

forehead, a promipent, arched nose._....5 His glance is lively,
his expression interested and willful.

In the portrait by Frengois Morellon de la Cave, Pincherle notes that
"the hair (is) so well groomed thet it may be taken for a wig. nb
The historicity of Carpentier’'s Vivaldi goves well beyond his appear-
ance, That Vivaldi never gave mass is a well-known faet, though the
reasons for his priestly neglect are somewhat vague, According to one
legend, Vivaldi left the altar during mass in order to write out the
theme to & fugue, an act thet had him promptly repoftea to the Inquisi-
tion.T More recent evidence, however, refutes this story. In a letter
to one of his patrons, Viveldi reveals that & physical restriction pre-
vented him from seying masae:’
I can no longer walk on account of this chest ailment, or rather,
this tightress in the chest (strettezza di petto, commonly be-
lieved to refer to a kind of asthma). No nobleman invites me to

his house, not even our prince, because all are énformed of my
ailment... Such is the reason I never say mass.

Cerpentier apparently opté for the latter of the two explanations. The
narretor offers the following insight: "-aungue nunce hubiese dicho una
misa pues esteba demostrado gue los humos del incienso le daban ahogos ¥
prurites.” (p. 93) Ironically, Carpentier's fictional version dispenses
with the more entertaining of the two accounts.

Vivaldi's relatively wnknown stetus wntil the 20th century is also
alluded to in the text. When he, Scarlatti, and Handel join forces to

perform a concerto grosso, the narretor mekes reference to his past ob-

scurity: "...desencadenf el pAs tremendo concerto grosso que pudieron

haber escuchado los siglos—aunque los §iglos no recordarcn nada,..."
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{p. 41) Despite immense popularity and fame during his lifetime, Vivaldi was
quickly fbrgotten'after hia.,dea.th.9 His works lay either dormsat or disre-
garded for almost two centuries. In 1926, Dr. Alberto Gentili, a professor
of music history et the University of Twrin, discovered several old vo;umeé
of music deting from the 16th, 17th, and 18th centuries. One discovery led
to aenother, and Dr. Gent111 figally uncovered more than 300 works by Vivaldi.
The Turin collectlons sparked aen unexpected, though spectacular. reneissance
of Vivaldi's music, eventually leading to the creetion of ‘the Instltuto
Italiano Antonio Viveldi by the Venetlon Antonio Fanne'. °

The three composers have come t6 Vivaldi's Ospedale to practice thelr
works. The Ospedale, or Semlnarlo Musicale dell' Ospedale della Pietd, was
one of four institutions 1n VEnlce established as chariteble orphanages and
gsylums that later developed 1nto music schools.l0 ¥ivaldi's Pietd wae known
throughout the city for its dJSClpllned a@ll-girl orchestra; accordingly, the
Pietd became an ideal place for Vivaldi's instrumental experiments and musi-
cal povelties. The girls of the Pietd #eré'often referred to by their musicsal
instruments. In fact, Carpentiér'a "Cattarina del Cornetto,' who gives Filo-
meno his trumpet, seems té aétually have existed. .
Once io the Ospedale, Vivaldi and his cohorts unchain their concerto

rosgo, & suitable format for their virtuosity. As en art forﬁ, the concerto
grogso flouriahed between the years 1670 end 1T750. 'Highly répresentative of
Barogue musical form, -the concerto grosso utilized small groups of solo1sts

thet were pitted agalnst the full orchestra.12 Each one of Carpedtier's musi-

ciens performs w1th thée in§trument to which he is hlstorlcally linked: Vivaldi
plays v1011n Scarlattl plays clavichord, and Handel, the organ. Their per-
formances cur:ously echoes a similar event .in Rome in the year 1708. John
Mainwaring, Handel's 18th century biographer, describes this competition in
coneidershle detail:
When he caite first inbo italy) the masters in greatest esteem

were Alessandro Scerletti; Gasparini, and Lotti. The first of these

he became acquainted with at Cardinal Ottoboni's. Here also he be-

came known to Domenico Scarlatti, now living in Spain,end author of

the celebrated lessona. As he wns an exguisite player on the harpsi-
chord, the Cardinal resolved to bring him and Handel together for a



trial of s8kill. The 1lssue of the triml on the harpsichord hath been
differently reported. It has beén gaid that some gave the preference
to Scarlatti. However, when they came to the Qrgan there was not the
least pretense for doubting to which of them it belonged.  Scarlaetti
himaelf declared the superiority of his.antagonist, and owned ingenu-
ougly, that till he had Heard him upon this instrument, he had no con-
ception of its powers. 5o greatly was he struck with his peculiar
method of playing, that he followed him all over Italy, and was never

."80 happy as when he was with him...it wes mentioned....that Scarlatti,
as oft as he wes admired for his great executigg, wvould mention Han-
del, and cross himself in token of venerstion. ,

”Handel's historical vidtory is. tranaformed into dramatic fictional expression
in Carpentier' 8 novel. The performance produtes an ascending degree of ten-
aion'that reaches & climax when Vivgidi and Scarlatti yield to the Saxon's .
dezzling s]ull-"' " | | o

Y parecia que el movimlento hubiese llegedo a su colmo, cuando Jorge .
.Federlco, srltendo de pronto los Juegos de fondo, las mutaciones,
el plen -con tal acometida en los tubos de clerinea trompetas y -
bombardaa, que nll{ empezaron n sonar les llamadas del Juicio Final
~"FEl Sa)én nos estf jJodiends a todoa'" grité Antonio, exmsperando
el fortissimo. "—A mi ni se me oye—" grit§ Domenico, arreciandp .
. en_ acordes. (p. 41) ’ T

Other stories exist that attest to Handel's musicel prowess. Scarlatti s

Pirst meeting with Handel is said to have taken place in Venice durlng its

Carnival. Ae in Concierto barroco, all the Venetians were mnsquerading duutng
the celebration. The masked Handel wvas playlng the harpsichord, when Scar-
latti rushed up and reportedly cried: "This is either the marvelous Ssxon or ',
the dev:tl'"lh Though neither Handel nor Domenico Scarlatti had met et the |

time, it is qu1te probable that Alessand:o Scarlattl had 1nfbrmed his son of
15

e

Handel's famed virtuosity.
Carpentier further explores the pistorical dimensions of .Handel's fic-
tiopal characterization. When Handel first appears in tﬁéunovel, his col-
leagues assure him of his opera's success:
—"C8lmate"—"dijo el FrailélPelirrojé—- Ya s€ que la Agripine tuvo,
esta moche, mfs &xito que nunce." "—Un triunfo!"—dije e} napolitano,

vaciendo une copa de aguardiente dentro de su café—"El Teatro Grimani
estaba lleno." (p. 35) ,
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On December 26, 1T09, the first day of the Venetian Carnival, Handel's
Agrippine was performed at the Teatro de Sen Giovanni Crisostomo, one of the
three theaters owned by the Grimani family.16 The opera was an immediate suc-

cess. Mainwaring writes:

The sudience was so enchanted with this performance, that a stranger -
that should have seen the manner in which they were affected, would
bave imagined they had all been distracted.

The theater, at almost every pause, resounded with shouts and
acclamations of viva il caro Saessone! and other expressions of appro-
bation too extravagant to be mentioned. They were thunderstruck with
the grandeur and sublimity of his style; for never had they known
until then mll the powers of harmnn% and modulation so closely
arrayed, and so forcibly combined.l’

Agrippine ran for twenty-seven nights to capacity crowds, a surprising phenom-
caon for the epoch. Cardinal Vincenzo Grimani, Agrippina's librettist, and
part owner of the theater, was Jubilant upon the opera's success.l8

Filomeno's contribution to the musicel spree adds a further dimension to
the fictional elaboration. Undeunted by the expertise of his Baroque col-
leagues, Filomeno rushes into éhe kitchen and brings back a variety of.copper
kettles that he usea W add 8 unique, rhythmic quality to the impromptu con-
certo. His African heritage imbues new life into the European artform.
Filomeno's presence symbolizes the historical and cultural heritage of his
native America. America'’s historical process has synthesized severai dispar-
ate cultural reslities: the European, the Africen, and the indigenous.
Ironically, Carpentier's metaphoricsal concerto has reversed the cultural
transmutation. Furcpe, nct America, has been chosen as the place for their
hybrid experimentation.

An interesting precedent exists for Filomeno's actions, In 1861, an
American compocor from Louiciana, Louis Moreau Gottschalk, organized a music -
festival to be held in Havana's Teatro ChseSu. Aas curpentier observes in his

scholerly La mfisica en Cubs, Gottschalk's orchestra consisted of forty piancs,

one of which was played by Cuben Nicolfs Ruiz Espadero, Cuba's most famous
composer during this epoch.l9 Gottschalk's creativity led him to bring from
Santiago de Cuba a group of Afro-French drummers for the percussion section,
paralleling Filomeno's rhythmic tribute. Thus, Carpentier has used his own
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historical invéatigations for later fictional purposes. La mfisice en Cuba

offers other intertextusl similarities. Eapadéro,.fbr exgﬁﬁie, was known by
the title Monsieur Espadero, de la Havane, e French affectation for which

Filomeno yeatns: "Fn Parfs me llamarfin Moneieur Phllumbne, asi, con P.H. y un
hermoso acento greve en la 'e'. " (p. T5)

‘The historicel veracity of certain segments in Comcierto barroco has ob-
" vious links outside the text. Within the work itself, however, the constantly
repeated historical signals function to create a unity within the discursive

-dimension of the novel., The importance of Venice in the gusic world, for
 ¢xample,iéxistsIboth within the novel and outside. The éarﬁival atmosphere
.fserves';s.altppal determiner throughout bistory and fiction, consistently pro-
viding en atmosﬁhere of spontaneity and release. The Baroque egthetic is,
perhaps, the most pervasive of the historlcal symbols, functlonlng as ahn over-
all unlfier.ﬂor\the characters. The Baroqup supplies a common bond for both
Vivaldi and Filomeno, otherwise vastly separated by their respective cultural
experiences. - N

Concierto barroco 5 unique vision of history prdvides e strong thematic

| undercurrent that is complemented by alluslons to specific works and composers
that share a similar v1310n. The destructlon of traditional chronology is
__fundamental to the novel,. as seen by characters who' exist in impossible simul-
tanelty with one another. - Vlvaldl, who died in 17h3, sturbles across lgor
Strav1nsky'a grave, vio died 1n 1971. It is 1ronic that Vivaldi prsise Stra-
vznsky's work, for the "Russian compoaer occaaionally ridiculed the Vemetian's
music. Nevertheless, Vivaldi keenly anelyzes Strav1nsky's music when he con-
ments: "Buen mfisico..., pero muy anticuado, e veces, en sus propSsitos. Se
inspiraba en los temas de slempre.' Apolo, Orfeo, Pers&fona-—hasta cufndo?"
(p. 51) Though Vivaldi never mentions it, he strongly impliee one of Stravin-
sky's symphonies that best exemplifies a work "anticuado er sus propSsitos™:
The Rite of Sﬁring- This symphony is based on ancient veneration of Spring in

Pagan Russia. Its programmstic structure evokes archetypal images of man,
creating & vision of a world that resists interpretation based om lineal

chronology. Filomeno appeers to have taken & similar stance:
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Y parecisle o Filomeno que, al fin y &l cabo, lo finico vivo, ectual,
proyectado, asaetado hacia el futuro, que para &l quedabe en esta
ciudad lacustre, era el ritme, los ritmos, a la vez elementales y
pitagéricos, presentes acé abajJo, inexistentes en otros lugares...

(p. T7)

Filomeno's ruythms have possible corollaries in The Rite of Spring. ATfter the

melodious iptroduction, the listener is stertled by a series of rhythmic pul-
sations that both frighten and excite. Comments by music critics concerning
Stravinsky's symphony parallel Carpentier's artistic fictionsl vision of his-
tory. Louis Biancolli observes: ''Stravinsky perceived things and presented
them musically in terms of noises immanent to those things, eternally present
Cerpentier later writes a novel concerned more directly with this

symphony. In Congagraci®n de la primavera, Vera, a Russian dancer, dreams of

performing Strevinsky's work, a hope that is ultimately realized at the end of
the novel.

Another composer elluded to in the novel whose musical theories are woven
into the thematic fabric of the work is Richard Wegner. Filemeno and Monte-
*zumg observe his funeral procession and are told by the boatmen of his strange
rusical imagination and creations:

Bs de un mfisico alemfn que ruridé ayef de apoplelia--dijo el Barquero,

pasando los remos—: Ahora se llevan los restos a su patria. Parece

que escribid Speras extranas, enormes, donde salian dragones, caballos

volantes, gnomos y titanes, y hasta sirenas puestas a cantar en el

fondo de un rio. (p. S4)
Indeed, Wagner died in Venice, having made the trip to Italy hoping to regain
his health. As Carpentier's novel suggests, he was carried back to his

famous operas house, the Festpielhaus, & building specifically designed for

staging his sumptuous operas. Wegner's operatic theory revelutionized the
EBuropean music stage of the 19th century. As one of the first composers to
create an orgsnic unity among all of opera's parts—music, drama, snd poetry—
his operas are based on mythological or legendary figures in German folklore.
Wagnerisn opera began to be séen 8s an expressidn of artistic totality, and
his historical vision shares‘some gsimilarities with contemporary Spanish
American novelists. Like Carpentier, Wagner searches:in both history and myth

for artistic inspiration.
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Although certain works in the movel function to identify characters
{Montezuma and Viveldi, for example), other compositions mentioned create
a comic ambivelence. When challenged by the Amo to put music to Orlando
furioso. Vivaldi replies that he has alreedy done so. Qilaﬁ&d'Furioso,
however, cannot.fUnctiou metonymically for Vivaldi's works.l Ironically,

both Handel and Scarlatt{ composed operas based on Ariosto's legendary
hero: Orlando and L'QOrlaendo, respectively.

The presence of history in Concierto barroeo is dominant throughout

the text. Carpentier begins with a considerable number of true events,
easily proved and verified, yet transcends their temporal. limitatiochs,
Man's artistic creations provide ready'&ccess to a past filled with -’
music, dance, literature apd art. Created in a world tqtal;y possessed
by a lineal progression of time, Concierto barrovco édunferpqints. never-—
thelese, by meking history a purely artistic elaboration. 'As both his-
torien and poet, Carpentier successfully reveels the essentinlly creative

nature of historiecal discourse.
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THE SIGNIFICANCE OF THE BALLAD
"LA CONSTANCIA" IN DON QUIJOTE

David L. Garrison
Wright State University

"Mis arrecs son las armas,
mi descanso el pelear...”

Scholars have suggested that Cervantes derived the inspiration for Don
Quijote from Orlendo’s madness and various enecdotes about people who were
strangely affected by romances of chivnlzyyl from the anonymous, satirical
"Entremés famoso de 1oa'romances,"2 or from the mildly burlesque "Romance de
Lanzarote y el Orgulloso.“3 Two of these three main hypotheses have to do
with the ballad trmdition, and for good reason: in the opening scenes the
author often employs romeances vielos as the background agaimst which he pro-

Jects his comic hero. Indeed one of the first literary quotations in the
novel is the ballad, "La constancia," which he cites in the second chapter of
Port I. It seems to me that, in the search through the early chapters for
clues to the seminal ides of the story, important related guestions have not
been adequately stressed, namely, "What is the function of this balled within
Chapter 2 snd, in a general sense, within the context of the novel?" I will
examine these issues and focus on the special resonance the ballad had in
Cervantes' day, for there are indications that "La constancia” plays a far
more vital role than is at first apparent.

Don Quijote mentions the ballad upon srriving at the first inn, which he
of course envisions as 8 castle. The innkeeper, seeing Don Quijote's out-
landish knightly get-up, seys to him:

—35i vuestra merced, sefior caballero, busca posada, emén de lecho

(porque en esta venta no hay ningum ), todo lo demfs se hallarf en
mucha abundancisa.

Viendo don Quijote la humildad del alcaide de la fortaleza, que
tal le parecid a €1 el ventero y la venta, respondis:

~Para mf sefior castellanc, cualquiers cosa basta, porque
mis arrecs son las armas,

mi descanso el pelear, ete,
B3
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Pens8 el hufsped que el haberle llamado castellano babfa slde por haberle
parecido de los sanos de Castilla, aunque €1 era andaluz, y de los de la playa
de Sanl@car, no menos ladrén que {aco, ni menos maleante que estudifantado paje,
v asf le réspondid:

—Segin eso, las cnhp.s 'Qe'vuest'ra'tnerc_'e-d serfn duras peilas, ¥y su

dormir, siempre velar; y sieéndo asf{, bien se puede apear, con seguri-

ded de haellar en esta choza ocaagﬁn 'S ocagiones para no dormir en todo

un ello, cuanto mfs en una noche. T
That Don Quijote should refer to & balliad ib his dialogue with the innkeeper
is not ip iteelf unusual in a se enteenth-century setting. As Menfndez Pidal
notes, "las alusiones a los romances . . . andaban entonces de moda en la con-
& he ballads could be used much like proverbs io' oob-
versation because people knew them so well. Since Cervemtes' readers had . - .
probebly heard "Le coilstancia" subg or reécited many titles, they would have
known several lines and had a genersl idea of the poem if they did not 'know it
by heart, Proof of this is provided within the novel itself, for the inkeep-~
er's response to Don Quijote's gquotation is in pert an allusion to the next two

versacifn ordinaria.”

verses of the poem, as ‘'we see from the complete text:
"La constancia"

Mis arrecs son lag armas,
mi descanso es pelear,
mi cams las duras peias,
‘mi dormir siempx;é- velar.
' Les mapidas son ‘eBCUTESB,
los caminos por usar, il
- S el cielo con sus mudanzas

ha por bien de me .dafiar
. andando de sierra en sierra

por orillas de la mar,

" por probar si mi venturs

hay lugar donde avadar,
R A .. Pero por vos, mi sefiora,

' . ~%odo se ha de eomportar.
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Thus it wvme much more than the two lines cited by the hero which at this point

became part of the novel in the minds of Cerventes' contemporeries. By
reminding them of the ballad, the author effectively incorporated it, or as
much as each reader remembered, into the new written context. Within that
context the ballad is even well-known to the ionkeeper, a low-life character
described as "no menos ladrén que Caco, ni mencs maleante que estudiantado
paje." Whereas in other parts of the novel characters have no idea what Don
Quijote iz saying when he addresses them in the archaic langusge of the
romances of chivalry, he quickly makes himself understood here through the
ballad. It serves him as a kind of oral literary code which contemporary
Spaniards—readers as well as characters——understood, 8 brief allusion which
reveals much about his lifestyle, his ideals, end, indirectly, the pature of
his locure.

The poem not only identifies Don Quijote to othere, but &lso serves sg a
moral guide for the hero himself, a personal credo which motivates him and
gives meaning to his life. He sees it as & precedent and justification for
his career as g knight-errant; he envisions himself within the chivalric tro-
dition described by the poem; "La conetancia" is one of his saered texts, so
to speak.’ If we keep this sacred text in mind as we read the novel, we find
that the mad Donh Quijote never abandons the way of life it represents. - Though
frustrated and confimed by the limitations of his humanity, he never forgets
those ideals of the wandering life, the suffering and service for his lady.
Nor does he ever commit a meeningless act or Justify a deed by saying: "lo
hice porque me dio la gana." He justifies his ections and attaches meaning to
his adventures primarily through reference to literary texts such as "La
constancia.” This is what Cerventes shows us directly for the first time in
Chapter 2, . -, . -

By suggesting Don Quijote's ideals the poem establishes an irony which
will reverberate throughout the novel, for ta compare Don Quijote's life with
the life described in "La constancia"” is to see the differences between his
aspirations and hie reality. When Don Quijote says, "mis arreos son las

1]

t P . PR .
armas,  we are reminded of his ridiculous weapons and ermor. "Mi descanso es

peleer" ironiecally foreshadows the coming battles with windmills and people,
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"mi cema las duras pefias" the times Don Quijote mnd Sancho will in fact be
forced to aleep outside, "mi dormir siempre velar" the vigil Do_j; Quijote will
keep during his night at this first inn. The ne:_rﬁ-éié;ht_lineg are an.accurate
if general description of the wandering 1life of Don Quijo:te and the cruel blows
fate hag in store for him; indeed, the verses "el cielo eon gus mdqnzas / ha
por bdien de me dasior™ would sound entirely approp;-iate if .;ﬁoken by him. .They
- would have a much less netaphorical, mich more 1:l.tera1 mea.ning with respect to
Don Quijote than they seem to in the poem, however, for we know how often he is
going to be physically harmed, brutally daflado by 6‘[’-;‘__1&1' characters in the novel.
Finally, our herc suffers all for Dulcinea, a humble village woman he doesn't
really know: "Perc por vos, i sefiora, / todo se ha de comportar.” As we can
gee, every line of the ballad hds ircmic a.pplica.tmn to the life of Don Quijote
In e genersl way it foreshadows the emtire a.ct:.on of the novel. _

_ Another level of irony stems from the comic overstate.ment alrea.dy 1nherent
in the bsllad: even in Cervantes' time the melodmmat:tc exaggeration of verses
such as "Mis arreos son las armas, / mi descanso es pe;ear,,'
bumorous- to many people. Certainly the playful, jesting panner in which the
innkeeper responds to Don Quijote's 'quofation indiqa.tea that he considers the
poem quite in keeping with the comedy of the ma ]_:_‘#ihght"a appearance and speech.
Cervantes incorporates it into Ch'apt.e"r' 2 partly -:i.n'ozjdchar to play upon its comic
overtones, He further develops its irony_ by having hip hero make statements
in leter contexts which recall the poem I:i‘ fact.- at \r,a;r;-:l.oﬁ_s times throughout
the novel Don Quijote's words will echo the senti-menta., if not the very words
of "La constancia." For example vhen agked to expla.:l.n his profession on the
way to GrigbSstom's- funeral, he ment:LonB the exemplary storiea of Lanzarote
and other famous imights, conclud:.ng w:l.th a descnpt:on of his own life thet

is reminiscent of the life descrided In the ballad. "Y as{, me woy por estas
soledades y despoblados buscandc las aventuras, con fnimo delidermdo de: ofrecer
mi brezo a la mis peligrosa que la suerte me deparare” (p. 126). -After being
severely dafiedo in his 'bettle with the Gd.licians, Don Quijote reflects to
Sancho that such hardahi.pa are part of the life of &8 knight-errant; "Y ai po
fuese porque imagino Y bqué diga imﬂ.glno? eé miy c:.erto, que todas .estas

must have seened

incomodidades son muy anejas sl e.jercicio de la.s arues, aquf me dejarfs morir

13
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de puro enojo" (p. 151). Further on in the same discussion, he tells Sancho
that "la vida de los ceballeros andantes estd sujeta a mil peligros y des-
venturas" {p. 151) and that "las ferdidas gue se reciben en.lds batallas, antes
dan bonre gue.la quitan” (p. 153).: In spite of:all misfortunes, however, he
remains faithful to Duleinea, as is evident in his speech to Maritornes. Be-
lieving this grotesque, pitiful ereature to be a .lovely princess who has fallen
in love with him, he declines to make love to her when.she atumbles into his
bed by mistake, explaining that "hd guerido la fortuna, que no se cansa-.de -
Derseguir -a los buenos, ponerme en este lecho, donde yagb .tan molido y quebran-.
tado, que, amhque de mi voluntad quisiera satisfacer & la vuestra, fuera
ipposible. - ¥ mAs, que se afiada a esta imposibilidad otra mayor, queres la
prometida fe que tengo dada a la sin par Dulcinea del Toboso, (nica sefi ra de.
mis mfs escondidos pensamientos! (p. 160).. These are but a few exmmples of: -
the many occasionsg when the hard wandering life and the steadfest loyalty of
courtly love vhich are expressed in the baliad are reexpressed by Donm Quijote.

"La constancia" is a prime example of chivalric literature cited directly
by the hero and 1ater reflected in his works and deeds.. It ie Don Quljote 5
statement to the world that he is, or at least asplres to be, a caballero
andante: th1s is his manlfesto. As such it contrlbutes greatly tp our initial
understandlng of his character and to our perception of the complex ironic
texture of the novel. Unless we know the whole poem, r&ther than Just the |
lines included in the tle‘xt‘., we do not grasp ite ng.l.peani;ag. within the con-
text of the Quijote nofere; the force of its ifony as did Cervantes' contem-
poraries; who knew the o;ai‘tradition_pervading the novel.g. It is clear that
Cervantes chbdses this ﬁerticular balled because it is e succinct, widely-
knoun expre331on of the ideals of knight-errantry whlch obsess his hero,
because it helps to esteblish the fundemental ironic tension between Don )
Quljote as he is and as he desires to be, because it foreshﬂdows the actlon of
the novel, and becanse its overstated melodramatlc tone already borders on
the bu.rlesque Trdeed, elthough the quest to determlne Ylas chlspa.s que -
encendleron la 1nmnrt&l ‘hoguera del ote is hlghly problematic and by
its nature Bomewhat sneculatlve, it uould gseen possible and plaualble, for all
the reasons I have mentloned that "La constancia was one of the chispas, one

of the sources whlch led to the gen351s of the novel
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HOTES

Litarceldno Menfndez y Peleyo, "Cultura literaria de Miguel de Cervantes
¥ elaboracifn del Quijote,” Revista de Archivos, Biblioteces y Museos, 12 (
(1905}, 333-34k. He cites documented cases from the era of Cervantes about &
man who returned home one day to find his entire family weeping uncontrclla-

bly over the death of Amedfs, snother man who memorized Palmerfn de Oliva,

and another who imitated the madness of Orlando; about a priest who believed
that the stories of Amadfs and Dor Clarién wvere true; and about s Salamancan
gtudent who wes reading a romence of chivalry and suddenly, in a moment of
hallucinetion, tock up & broadsword and rushed to the defenae of cone of the
characters in it, shouting epithets and fencing against his imaginary foes,
"Todos estos hechos, o algunos de ellos, combinados con el recuerdo de Orlando,
que D. Quijote se propuso imitar juntamente con la penitencia de Amadis en
Sierra Morena, pudieron ser la chispa que encendif esta inmortel hoguera™

(p. 334). ‘

2Ramﬁn Menéndez Pidal argued thet Cervantes steered away from ballads to
parcdy romances of chivalry only after freeing himgelf from the influence of

' (He made the original statement of

the "Cntremés faroso de los romances.’
this idea in a speech to the Madrid Ateneo in 1920 ertitled, "Un aspecto en la
elaboracipn del Qui)ote,” which was published by the Ateneo in the seme year
A lengthier second edition esme out four years later: Madrid: Cusdernos
Literarios, 192k. This edition wes later reprinted, along with a summary of

the debate the esgay engendered, in MenEBndez Pidal's De Cervantes y Lope de

Vega, Madrid: Espasa Calpe, 1940.) His argument ic besed primarily on several
parallels between the "Entremés” and the episcde of the "mercaderes toledanos™
(Chapter 5, Part I). Don Quijote, like Bartolo {the hero of the "Entremés")
tries to be a knight and, like Bartolo, is dbeaten with his own lance and blames
the digaster on his mount. Both heroes allude to the balled of the Marqués de
Mantus, end believe themselves to be Veldovinos, a charecter in that bellad.
Then both return home, go to sleep and awaken again with more delusions. Be-
gides these similarities, the perodic technique Cervantes uses in this episode
is similar to that of the "Entrenfs" but unlike that of any other part of the
novel, 1In Chapters 5 and T Don Quijote imagines himself to be someone else,
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as Ba.rtolo. do.ea throughout the "Entremés,” but in”th;a Test of i‘.he\'nowlel Don
Quijote's personality “queda . . . firme y ergt.u.da. frente a la. de los hémes
que le enloquesen” (p. 23). §

The "Entremés famoso de los mmnces ca.n be found in Emilio Cota.rdo,
ed., (blecc:uSn d,g &ntremeses. in the NBAE, tomo I, volmnen I., nﬁmero 17, :
Pp. 157'-61 o . . . .

For en excellent resume of pre-1968 scholarahip on the origin of the

Quijote, see Carlos Varo, G€nesis y evolucién del "Quijote” (Madrid: Ediciones
Mcalf, 1968), pp. 127-h43.

3Lou:.s A. Murillo, "'Lanzarote' and Don gu:.jote,“ in Michael J. Ruggerio,
ed., Studies in the Literature of Spain: Sixteenth and Seventeenth Centuries
(Brockport, N.Y.: Department of Foreign Lenguages, State University of New:
York, 1977), pp. 55-68. Murillo srgues that if the "Ehtreméa“ had eny :ln;t’lu-
ence at all it vas indirect snd minor, for there is a: cruc:.a.l difference _
between the two works: the "EntremEs" parodies new, written.ballads (except
for the "Romagnee del Marqués de Mantus"), while the Quijote aliudes in the
opening chapters only to the romances viejog of the oral tredition. Moreover,
vhile Menéndez Pidal argued that Cerventes chose not to parody the old ballads
out of reverence for them, Murillo shows that the Lanzarote ballad has meny . .

burlesque elements end a humorous tobe which Cervantes wished to bring into
bis own work. A further link between the belled and the novel lies in the
phonetic similarity. between the mﬁnes of the two herces: Murillo argues thet
Don Quijote nemed himgelf in imftation of "Lanzarote" and that Cervantes'.
readers of 1605 would have readily detected "in 'Quijote' the resonance of t.he
popularizing, patirical manner alreedy :melic1t in the 6l1d ballad” {p. 60)

He concludes fhat it was the Lanzarote ballad which suggested to Cervantes "a
popularized end implicitly comical treatment of a chivalric story on vh:l.ch to
base his own" (p. 60).

L
All the ballzis which appear in Chapters 1-7 can be found, indexed

according to first verses, in Antonio Rodriguez-Mofiino, ed., Cancionero de
romances: Anvers, 1550 (Madrid: Editorial Castalia, 1967). '"La constancia”
("Mis arrecs son las armaes,” p. 301) and the "Romance de Lanzarote y el Orgul-
loso" ("Nunca fuera caballero," pp. 283, 284) appear in Chapter 2 of the
Quijote. 1In Chapter 5 Don Quijote imagines himself to be Valdovinos and
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alludes to the "Romance del Marqués de Mantua" ("De Mantua selif el marqués,"
pp. 130-40, 1In Chapter 7 he imagines himself to be enother ballad hero,
Reinaldos de Montalbfin, but does not gquote any specific ballad, A famous one
about this hero, "Romence de Don Reynaldos de Montaluan" ("Estaumse don
Reynaldos") can also be foumd in Rodrfguez-Moiiino, pp. 160-64.

SMiguel de Cerventes y Saavedra, Don Quijote de la Mancha, ed. Martin
de Riquer (Madrid: Cupsa Editorial, 197T), p. 4%. . AIl quotations of the
Quijote are from this edition and ere hereafter cited parenthetically.

6Ham6n Menéndez Pidel, De Cervantes y lLope de Vega, p. 31.

TThe text T cite is from Manuel Alvar, ed., El romancerc viejo y tradi-
cional (M€xico: Editorial Porrfia, 1971), p. 137. It is the same as the
original version (Rodrfguez-Motiino, p. 301) except that it has modern spelling
and punctustion. Notice that Cervantes' text reeds "el" in verse 2, where the

' This slight varisat suggests one or both of these possgi-

original reads "es.'
bilities: a) the author knew the poem from orsl tradition, where the variant
vas already in existence, or b) he inadvertently created the variant by a slip
of memory as he recalled the ballad. ““Both ideas tend to corroborate my point

that the balliad was commenly known by memory via the oral tradition.

8I have already touched upon this idea in my article, "Ballad as Code in

Don Guijote," Neophilologus, 6% (1980}, 384-89, where I apply Roland Barthes'
theory of codes to study the "Romance de Lanzarote y el Orgulloso” and a comic
transformation of it in Chapter 16, Part I, I would argue that the Lanzarote

ballad functions in much the same way as "La constancia," particularly in that
it demonstrates the oame chi?&lrié value system. It tells how the noble
Lancelot serves a lady by faithfully defending her honor and uses his strength
and skill &t arme to castigete =n arrogant foe—-preeisely the things Don Qui-
Jote tries to do in many of his adventures.

9For en excellent discussion of the interplay between oral end written
elements in the novel, see Elias L. Rivers, "Talking end Writing in Don
Quijote," Thought, S1 (1976), 296~305.

10
I take the liberty of rephrasing Menéndez y Pelayo's statement (Note 1)}
to clarify my own argument; I dom’'t believe I am violating the meaning he

intended.



SEVERAL OBSERVATIONS OR RELIGION AND ROMANTICISM
AND THEIR APPLICATION TO LARRA'S MACTAS

David Goldin
Vanderbilt University
Critics such as Paul van Tieghenh have defined‘Romanticism, in pert, as a
return to the exalted religious devotion of the Middle Ages.l- Russell Sebold
representg an opposing view, maintaining that "el romapticismo es esencialment«
anticristianc, no obstante los adornos cristiapcs gue los roménticos usan para
lograr ciertos efectas ambientales .“2 Thus, the religious tone and trappings
that sometimes appear in Romantic literature are more often related to & nos-
talgic recreation of en idealized medieval history rather than an authentic
representation of faith on the part of the writer. The emotionally charged
skepticism of the Romantics implicitly led to a new metephysics rejecting fhe
traditional religious faith of Western Europe. Without deciding whieh was the
cause and which the effect, we must recognize that the Homantic perception of e

blenk end uncomprehending universe is inextricebly linked with a loss of faith

in a personal yet trenscendent God, as is exemplified in Christien theology.3

There is a link between the nineteenth-century Romantic and the medieval Chris-
tian in that both rejéct the world; each views temporal iife as a vale of
teers. DBut whereas the medieval Christian oriented himself towerds transcen-
dentel ideals, which remmined seperated from and untarnished by the world, the
irréligious Romantic waes doomed to continual disillusionment because of Ris
non-spiritual, temporal orientation.

Eech viewed death as a resolution to the unsatisfactory nature of life,
The Christian aweited it with an accepting resignation, confident that it
marked only the passage to a purer form of being and not the end of existence.
Lacking either the religious consolation or the moral strictures against sui-
cide tbat guided the believer, the Romantic was open to the temptatlon of
self-destruction as a solution to his despalr._ There is wo transcendence,
however, 1n death for the Homantzc 1t 1s rather a continuation of life, which
be experlences through ant1C1pat10n. In bhis book The Savage God, A. Alvarez
emphasizes the refusal of Romantic suicides to accept death as an ennihilation
of the gelf. "But théy conceived of death and suicide-childishly: not as an
end of everything, but as the supreme dramatic gesture of contempt towerd a
dull bourgeois world ., . . . These epidemics of suicide & la mode had one

element in common: the belief that the suicide itself would be present to
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w:ltnesa tha drama created by his own death. . '.T.'hus suicide as a éestﬁre enhances
& personality which magically aurnvea."h. |

Suicide is often used as a weapon by its victim; homicidal aggression to-
wards an oppressor is turned imwards egeinst the self, . The Dutnh psychiatrist
Joost Meerloc has written op the double-edged, hostile motivation underlying
sel f-destruction. "Many a victim lives before the mct in a revengeful antici-
pated future. He imégineé his triumph after death, when others will feel
doomed by guilt and remorse."’ Particularly in a Catholic country such as
8pain, sﬁici-.'de represents an attitude of defiance and re‘bellion.6 If society
treats the Romantic as an outcast, he can sssert himself by embracing hia fate,
spitefully flaunting his ﬁeath a8 an accusation for the wromgs done to him.
Self-:ﬁe;t.ruct'ion is the ultimate sin for him to commit and to blame on soclety,
s:i.nce_ in a Catholic country suicide is more heinous a crime than even murder,
there being no passibility of repentance and salvation. '

- Bimilerly, as the Romantic is alienated from any concept of the Divine
and .from the world itself, he is also separated from human society. He chooses
to see himself as set apart from his fellow man, by turns withdrawing out of
personal choice or being misunderatood and spurned by the callous hostility of
others. Society mirrors the Romantic's inflexibility while it defies and con-

trusts with his emotionalism by its 1nsensit1vity.T

Essentially antisocial,
the Romentic generelly preferred to portray Lis herves .as victims of an author-
itarian oppressor. The protagonist only "wins" by loging; he a.ré:unes the
audience's syﬁjﬁ&tw by his death, either executed by & tyrant or by his:own
h.a.nd.. It is noteworthy that the Romantic protagonist is almost invariably
young, while his pawerful oppressor :|.s typlically an older figure. Perticulerly
in the many worka where the drams ar:mes out of a compet:l.t:l.on for & woman's
love, the Romentic paradigm of [ yout.h martyred by a.n older and more powerful
authority must inevitably: suggest; the rituaslization of psycholog:.cal conﬂict.
Bomantic dogma exalts love as lifels supreme,value.a Although emt_.;.c love
is frequently exalted in religious terme by Romantic writers, it ia no mﬁr.él
religiocus than the peoetry of Santa Ter'ésa or San Juan de le Cruz is erotic for
the pexunl imagery that they use, Writing about Romantic drames, Donald Shaw
comments upon their invarieble linking of love with conflict and death and of
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the supremecy of temporal, sexuel love over any religious vaiuea: " . . . la
frustracifn del amor va inevitablemente seguida de le muerte de los emantes, .
« . en todo caso le Gnica selide es la muerte. La p#rdida del amor no permite
otra solucifn, pues copmcebir cualquier otra significaria acepter uns ley:
superior a le del emor humﬁno. Hemos visto que, inecluso cuando la alternative

n3 The theme of human love is often linked

es el amor divino, es inacepteble.
to thet of politicel oppression, ginee it is not uncommon that en older tyrant
is slso the one responsible for frustrating the relationship between the loverc.

The dramatic tension in Larra's drama Mascies springs fﬁbm the common
Romantic dilemme of a pair of star-crossed. lovers frustrated by external forces,
The play begins with the anticipetion of the lovers' estrﬁﬂgement from soclety,
that of Spain in 1406, when it was still an essentimlly feudal country. Ac-
cordingly, titles and blood are the principsl means of eétablishing one's
pogition in the hierarchical soeiety. Fernén Pérez, who disputes the protag-
onist, Macfas, for the hand of Elvira, openly boasts to her father, Nufio Her-
nfindez, of his high rank as privado to don Enrique de Villena, the Maestre de
Caletrava, and hic noble station in comparison with the Hernfindez family:

Yo, ademfs soy cabellero,.

hidelgo de slta nobleze,

¥ acostemiento Su Alteza

me da por ser su escudero,

Vos y vuestira gente tode

villapo sois, con lo que algo

se o8 ha de pegar de hidalpgo

y de noble en esta boda .10
Nufio in turn cests aspersions upon the nobility of Macfas: "Mas 2qué bienes /
son los suyes, Elvira? &Cabal;erd / ¥ no mfis? ldombre de ermes, o soldado? /
IMal trovador, o simple aventurero?™ (Macfes, 26L4). _

According to formile, Elvira and Macfas are deeply in love with each other,
but their love is frustreted by outside forces. Fernfin Pérez conspires to have
don Enrique send Macfas evaey on & lengthy mission in which he will either die
or be separated from Elvira beyond the full year that she has agreed to wait
before marrying anyone else. It is Pérez's position as privado that allows him
to menipulate the deatiny of the two lovers. He first effects Macfas' absence
end then alternately threatens and cajoles Nuflo to give him his daughter in

marrisge. If Nufio egrees, there is the promise of weeslth snd prestige; if he
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refuaes, he ia‘aure to suffer the wrath of the authoritiea. Thus, from the
very beglnning, en oppasition is established betveen the Romantic ideals of
}hctas end Elv:l.ra and the unjust authority of society.

Larra establlshes Elvira's character at the beginning of the drama as that
of an obedlent and religious young girl. At the besinning of the first scene,
we learn from Nufio that Elvirs faithfully ettends Mess every day. When ini-
tially confronted with her promiae to marry after a yesr's time, she chooses
to honor her You and not to risk breaking with her father, and thereby to
reounce her love fbr chiaa._ Elvira, as she is presented in the first met,
is Bt111 far removed from the Romantlc protegonist who chooses death as the
only solution to an imp0391b1e love.

Her dutiful cparagta;tia4gontrasted with Macfas’ impulsiveness. Ee has
returnaa'tc Andﬁjqr bathhwithpﬁt the permission-of his lord end under orders
to perform a miasibaielsewhere, He exhibits a keen avareness of time and its
relation to both his love for Elvira‘and death: "Recuerds que hoy es el dfs /
que el plazo expird; y que vine / sabe, en fin, a mer de Elvira / o a mrir"
(Macfes, 275). A typical Romantic protagonist, Macfas places his love for
Ivirs above all else, end in his impatience will brook nmo delay for any other
cause then the fulfiliment of his love: "Ni me mandes que la deje, / ni que
me parta a la guerra, / ni que piemse ni imagine, / sino el cfmo ha de ser mia"
(Macfeg, 275). Larra explicitly deflnea his protagpnist'a complete identifica-
tion with romantic passion in the paragraph that ‘prefaces the drama., "Macfas,"
he writes, "es un hombre que ama y nada mfs" (Macfas, 257). From his introduc-
tion in the pley! then, Macfas is portrayed as a character who has accorded to
love the feeling otherwise reserved for God, as he makes evident when he _
describes Elvira as "mi vide, mi bien, m1 cielo" (Hac'fas, 273). This Romantlc
transvaluation of the divine 1nto human love brings ham into conflict with
Elvira when he attempta to convince her to break her marrlage vowe and flee with

him. He holds love to be sacred and the supreme arbiter of moral values: "Los
amantes son solos lqa.eapaaos. / Bu lazo es el amor: Jcufl hay mfs sento? / Su

templo es &1 universo: - dondequiera / el Dios lo oye que los ha juntado"
{(Mecfas, 281). Elvira, hovever, feels constrained”by her marriage vows, which
invoke the name of God: "Jur€ ser de otro duefio, y al receto, / y a mi nombre
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tembi&n y a Dica le debo / sufrir mi suerte con valor . . . ." ({Macfas p. 281)
Later, having fulfilled her promisge to marry him, she seeks to escape her
marriage to Pérez by the sanctioned means of entering & convent. _

During the couraa of the play, however, her attitude toward traditional
religious and morel velues changes. At the beginning of the play and while
still devoutly orthodox, she anticipateg and foresees an early death brought on
by her frustrated love and her forced marriage to Pérez. Deceived into think-
ing that Macias has married someone else, she welcomes the match as a form of
revenge thet will bring about her own death: "IVEame también casada, / ¥y venza
después la muerte!" {Maefas, 266). When she first begins to contemplate death,
her attitude is one of passive and resigned acceptance. There ig as yet no
cauge for suspecting that she would consider the mortal sin of éuicide.

Her vealues begin to change aa she becomes acquainted with the charecter of
the man whom ghe has merried and learns that the rumors of MacTas' marriage
were false. At this point she hegines to actively deeire and to court death:
"10b, 81 €l dolor me acabara! / Beatriz, lcufn dickose fueral™ {Macfas, 278).
When ghe reveels her enduring love for Macfas to her' enreged husband, she
openly encoursgee him to draw his sword end kill her: "Sacad, Fernfn, el
acero; / herid; no tems la muerte" (Macfas, 287). Elvira now begins to court
suicide in an indirect fashion. Love is becoming the highest value in her
life, as she indicates in her affirmative answer to Pérez's question: "ile
ama, oh cielos, de tal modo / que va prefiere a su olvido / la muerte?”
(Macfas, 287). When her husband refuses to kill her, she must snticipate
determining her own fate: ". . . que la desesperacifn / sabrf prestarme una
dage!" (Macfas, 288). By the end of the drama, Elvira despairs of life. She
forces Macfas to swear an oath that.if they are discovered in thelr ¢scape from
the eity by her husbend, he will kill her. The oath is actually an act of
blagphemy since Macfas is swearing on & cross in God's name to perform s mortal
Bin, _ ’

At the very beginning of the drama, he had insisted on his preference for
death rather than even entertaining the idea that Elvira might be fickle in her
love: "ClAvame antes en el pecho / un pufiel que eso me digas" (Macfag, 273).
By the play's ending, Macfas rushes toward hie death in a kind of Joyous
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anticipation. Throughoux the drama, he haa indicated the low valug that he
places on life! and his eager—acceptance of death may now be Judged an 1ndirect
fornm of suiclde- “lMo:ir no ha una hore s desdeﬁado anhelaba. ¥ tiemblo amado'
/ Deja; corro a su encuentr0° mfs gloriosa / sea mi mnsrte“ (MacIaa. 295).
Elvira is faced with ,the declaion to teke her 11fe by her own hand, since the f
mortally. vounded Macfaa ia incapable of stabbing her. Her transvnluntion of _
her previous relzgmous haliefB ia made manleat by her words as she staba her-
self: "la,tumba sepf el ara donde pronta / la muerte nos despose" (Macias, ’
296).. Hbrdg such as "ara' glve love and desth obviously dlvine connotaxlons.
Elvira -has evolved through the course of the drama.from a devoutICatholic to
an exalted Romantic, who chooses aelf—destfuétiop ag a solution to the dilemme
of frustrated love. | o S

The Romantic themes that we mentloned earlier—-the transvaluation of
religion to the au@remacy of erotic love, the 1nev1table failure of th1s loue
et the hands of a powerﬁpl_authority flgure, with death as the only escape and
suicide as revenge—sre all clearly present in Mscias. It 13 plausible to con—
Jecture that the-drama's txeatment of tbese themes goes beyond e slmple fbllowu
ing of convention. There is nq reason for conJecture about suicidal im;ulses
in Larrs. He trepts the athect openly in pieces such as “La nochehuena de
1836" and, in fact killed himself at the age of twenty—seven. The facts con-
cerning Larrm's maladjustmgnt to soclety and the unhnpplness that he felt
throughout his life are well known. He grev up during his fnther 5 exlle in
France and spent the brief perlod of his adult years in Spain. Although hlB
writings show a deeply felt patriotism, their acerbic critic1am suggest that
he was never entlrely at humg in Madrid society. Even though he was an only
child, Larra evxdently recelved 1ittle affect;on from his mother, He'married
young and wvas soon estranged from hlB V1fe._ It is dlfflcult to celculate the
pain inflieted upon him by the dlscovery that his father had slept with an

earlier love.ll

Although the immediate cause of his suicide was the rejectlon
from a married lover, it is clear that Larra's entire life was marred by
alienation and unhappiness.

It is possible to congider Macfac as Larra's projection of painful inci-
dents and people from his life. Macfas' rival for Elvira, Fernfin Pérez, is

linked with the hero's feudal superior and ultimately with Elvira's father,
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By their age and status in society, they all combine to suggeéi power and high
renk. It would be plausible to see in them a projection of an authoritarian
father figure, who oppresses end thwarts the protegonist, with whom the asuthor
and the audisnce are cleerly intended to identify. Mecfas) destruction in the
drams can be considered as a partianlly comscious act of defiance by the author
ageinst the forces in his life and in society that he perceived as set against
him, The protagonist's death at the hands of his enemies serves as a reproach
to their injustice. The doubts and waverings of Elvire with regard to her
ccurse of action may reflect Larra's anxieties about the constancy of women's
affections; and her. decizion to follow Maciac into death by committing suicide
might be a fantasy expressing his desire for an unqualified commitment. In the
light of what is commonly known about the circumstances of Larra's life, it
does not seem unreasonable to conclude that his literary treatment cf suicide
is a projection of the emotions end perceptions that would lead him to take his

own life within a few years.
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FOTES

1Aceordins to Van Tieghen, "pour la premidre fois depuis la Renaissance
la raligion ChrE&tienne se voit rouvir la domeine de la littérature proprement
‘dite, - d'ou elle avait €t€ expuls€e mu profit de le mythologie pefenne ou d'unme
Plus ou. moins déicte.” Paul Ven Tieghen, Le Romantigme dans la:littErature:
eumpéme (Pa.ris- Fd:Ltiona Albin M:Lchell, D- 260.

2mu:sell P. Sebold, "El incestod, el suicidio y ‘Al pr:.mer mmﬂnticism
espefio),,” Hispanic Review.hl {1973), 689. ; - -

3gdmind King believes that Romanticism is essentislly nibilistic. "The
cofiception of life behind Romantic attitudes is, of course, & negative one,
that is. tha). there is no rationally demonstreble, transcendental authority by
vhich life ip governed and through which it is made meaningful." Edmund L.
King, "What ‘i{s Spanish Romanticism,” Studies in Romanticism 2; no. 1 (1962),
8. Morse Peckham has written about the psychological consequences sptemming
from the Romentic conception of a meeningless wniverse. "This perception was
like a new.Fall .of Man. The world suddenly lost its velue; life lost its mean=-
ing; the individual. no longer had a source for his sense of identity end a
ground for his desire for order and structure. . . . At a astroke, mind was
sundered from .nature, -subject from object. . . . The Romantic experienced &
sense of proftund isolation within the world."” Morse. Peckham, The Triumph of
Romanticiem (Columbia: University of South Carolina Preaa, 191'0) P- 50.

Y

A. Alvarez, The Savage God (New York: Bantem Books, 1976), pp. 202-03.

5Jcnoent. A. M. Meerloo, Suicide and Mass Buicide (New York: E. P. Dutton
end Co., 1968), p. 26.

611'. is interesting to note that according to Antonio Montero: ". ., ., el
Werther goethieno sufrif las iras y denuestos de algunas congregaciones catd
licas." Antonio Montoro, El romanticismo literario europeo (Madrid: Biblio-
teca Nueva), p. 30.

TBeca.use of the inflexibility of both sides, there is no chance of recon-

ciliation. The Romantic ideals of freedom and perfection are always shattered
by their contact witha stultifying, monolithic society, frustrating the inadi-
vidual end his aspirations. Frederick Hoffman writes that "the hero is con-
scious of a diminished prestige; he sees that human force and energy are being
used to strengthen soclal structures that move toward an abstract, a rigid, an
impersonal condition, a stasis; he finds that the metaphors of both religion
and soclety (often they are the same metaphors) do not alleviate his concern.
Frederick J. Hoffman, The Mortal No: %eath and the Modern Imaslnatlon (PrinCE-
ton: Princeton University Press, 1964), pp. 24-25. The Romantic is inevitably
doomed to disenchantment with his initial dreams end is unable to recoacile
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himself with the world. Accordingly, Guillermo Dinz~Flaja sees the protagonist
as being forced to make a difficult choice: "y la sclucisn s6lc puede pro-
ducirse por une eveaifn radicel hacia la soledad o por un choque dramitico con
la vida que conduce a la desesperacifn y—t8pico romintico—al suicidio. . . .

Guillermo Dfaz-Plaja, Introduccifn al estudio del romanticismo espafiol {Mhdr1d:
Espesa-Calpe, 1936}, p. T3.

8This love typically turns out to be impoesible and ends in conflict and
death. Van Tieghem, though insisting on the religicus nature of Romantiecism,
recognizes the unchallenged importance that it grants to human love: 'Encore
plus gue le sentiment de la nature et l'aspiration religieuse, l'amour est wn
Elfment dominent du romantisme int&rieuwr.' Van Tieghem, p. 265.

9Donald L.. Shaw, Historia de la literatura espaiiola: el siglo XIX (Barce--

lona: Editorial Ariel, 1973), pp. 55-56.

lOMariano Jos€ de Larra, Macfas in Obras completas, Vol. 3 (Madrid:

Ediciones Atlas, BAE, 1960), p. 258. All subseguent references from this work
are cited in parentheticel form in the text.

, 1lP:i.erre Ullman writes of the incident that "for the first time in his
life Mariano wes seen weeping profusely.” Pierre L. Ullman, Mariano Jos€ de
Larra_and Spenish Political Rhetoric (Madigon: University of Wisconsin Press,

197T1), p. &8
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LA CUERTISTICA FANTASTICA DE FELISBERTO HERNANDEZ
Nancy M. Xason
University of Illinois

El uruguayo Felisberto Hernfindez (1902-1964) es uno de los autores latino-
americanos cuya obra literaria ha experimentado una revaloracifn durante los
timos afios. Entre los escritores y criticos que hen despertado nuevo interés
en la obra del uruguayo figuran Julio Cortézer, Alberto Zum Felde y John
Englekirk.l Estos han destacado la cuentistice fantfstica de Hernfndez por su
mezela genial de elementos de la reslidad cotidiana con lo irresal.

El propbsito de este trabajo es estudiar los elementos fantfsticos en la
obra de Hernfindez mediante un anflisis de *tres de sus cuentos. Para lograr
esto, se ha dividide este estudic en tres partes. La primera parte tiene tres
objetivos: establecer una definicién general de "lo fantfstico” basada en
Todorov, Vax y Belevan, introducir el grupo de cuentos estudiados y servir de
puente entre la teorfa y su aplicacién en los cuentos escogidos. La segunds
parte comprende un anflisis de tres relatos fantdsticos del autor urugueyo.

La tercera y la filtims parte resume los elementos fantféisticos vistos en los
cuentos analizados, destacando dos aspectos particulares de lo fantéstico en
la obra de Felisberto Hern&ndez: le temfitica fantfstica y las técnicas usadas
en la expresidén de lo fentfstico. Se prueba agui, concordando con la opinién
de Cortfzar, Zum Felde y Fnglekirk, que la cuentfstica de Felisberto Hernéndez
contiene varios relatos fantésticos de mérito.

Conviene shora establecer una definicifn genersl de lo que se clasifica
como '"lo fantfistico” en la literatura mediante una enumeracifn de sus
caracterfsticas mfs sobresalientes.2 Para que se produzca lo fantfstico, el
autor debe crear un mundo reel donde establece ciertas normas de realidad
16gica como el tiempo, el espacio, las materim y le consciencia humana.
Habiendo esteblecido este mundo 18gico el autor reorganiza estos elementos,
transforméndolos hasta que se vuelvan no verificables. Con esta ruptura de
las reglaes de la naturaleza l6gice, amenaza el autor las normas de la razén
y apunta hacia una tércera realidad. La invesidn de mlgo insélito en eate

mundo real puede producir miedo o terror en el lector y provocar un sentimiento
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de iﬁﬁpietahte extrafieza. El lector se queda en un estado de vacilacidn, duda
vy ambiglledad producido por uwna oscilacidn de lo conocide a lo desconocido.

Lo fantfstico estf basado en el mundo humano pero el personaje fantfstico se
aleja un poco de ello.

Se puede ver la aplicacifn de estes teorfas en los tres cuentos anali-
zados en este estudio. "El acomodador" empieza con la descripcifn de un
nundo 18gico ¥ racionel de la vide de uﬁ-acomodhdor en un cine. Luego se
rompen las leyes establecidas cusudo se introduce el elemento fantfstico, el
hecho de que los oJos del acomodador arroJan luz en la oscuridad., Lo mismo
pase con "Muebles 'El Canario'" donde mediante inyecciones, los cuerpos de
la gente funcionan como radios emitiendo la programacifn de una emisora
particuler. En "La mujer parecida a ﬁi", Hernfindez empieza sugiriendo la idea
de un suefio, peroc poco a pocod mediahte la mapipulacifn cuidadose de los des-
lices textuales, cambia ls realidad ; un mundo patas pars arriba,

Resumiendo los comentarios snteriores, selpuede ver que ef estos cuentos
de Felisberto Hernkndez se reorganizan los elementos de mundo real, trans-
formindolos de tal menera que crea otra "realidad" muy diferente pero al mismo
tiémpo manteniendo los vinculos con la previaméﬁté'ebtablecida. Las
ocurrencias insSlitas no- explicadas deJan al lector en un estado de vaci-
1ac16n qpe nunce se resuelve. B

"El primer cuento que se discutiré es "El acompdedor” de la coleccién

Nadie epcendia las lﬁmparaa.3 Es la h1stor1a de un Joven que ve & una ciudad

prande donde consigue trabajo de acomodador en un teatro Tiene un amigo gque
va a cenar dos veces por semena a la casa de un seiior. Este organiza cenas
grandes en gratitud por le salvacifn de su hzja, qulen casl se habfa ahogado
en wn rfo. EL protagonista empleza B acompaﬁar al amigo & estas cepas, y
‘deade entonces experimenta cambzos d;ficiles. Se vielve torpe en el trabejo
de acomodador ¥y lo pierde, pero el amlgo le cons1gue otro trabajo en wn tea~
tro 1nfer1or. Una noche se despierta y ve une luz en la pared que sigue los
mb?iﬁientos de Bus ojJos. FEl se da cuenta:de que tiene la facultad de emitir
luz de sus ojos pero:ne ee esuste. Al volver a la case del "comedor gratuito",

le'pide gl mayordomo gue le abre la puerta durante la noche para gque pueda ver
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lae vitrinas de una hafitaci&n conti’gua al comedor. Despufs de observar el
mayordomo la facultad extrifia de este sefior, por temor, dice que 1o har.
Durante la segunda visite nocturna del’ protagon1sta a la caga, entra en la
sala una muJer son&mbula que aparentemente no 1o nota. Flla, en el mismo:
estadb onirico, vuelve durente la tercersa visita pero esth vez ella camina
sobré €1, Una noche, al salir del teatro el protagonista, €l la ve caminando
en la calle acompanada per un hombre. Bl acomodador la Bigue pero no la al-
canze, Vuelve el protagon1sta 2 la sala otra nocke Yy decide tratar de atraer
la atenci6n de esta mujer, pero sl hacerlo ella ge cae al suelo. .El duefio -
entra, ¥y al ver a su h13a en el suelo, le pide que nunca vielva & Bu sasa. EL
protagonlsta pierde su trabajo y ve perd:endo la facultad de emitir luz de sus
ojos. '

Ha#-varioa elementos fantfsticos que aparecen en esta obra. Primero,
Heimfindez establece una realidad mindsns cofi la mencifn de datos sobre el
Protagoniafa. Desde el pfincipid se introduce la importancia de la viste. .

KB ambiente del teatro es aprop1ado porque no sblo es el ligar donde trabaeje.
el acomodador sino tembién e un sitio de Jjuego entre luz y oscuridad. 'El
becho de que los acomodadores suelen llevar una lfmpara elfetrica de bolsillo-
como bérte normal, 15gica de su tfabaJo prepara al lector para la extensidn

de esta idea & un mundo mfs )18 de lo tonvcido-~la luz emitida por los ojos.
Tambifn el teatro es el lugar donde ge presenta wma representacifn ficticie
del ﬁundo fealrén las bbras de arte. Hernfndez introduce tres comparaciones
al pr1nc1pio que 31rven de puente entre lag dos realidades: "parecfa un ratén
debajo de muebles vleJoa" {(p. 41), "Iba a mis lugdres preferidos como si
entrara en agnjeros préximos y encontrara conexiones inesperudas" (p. 41) y
"Ahora yo me sentie como un solterfn de flor em el ojal que estuviera de
vuelta de muchas cosas" {p. 42). Refuerza esta trensicifn al mundo fantfstico
mediante el uso del subjuntivo en las oraciones. Tambi&n en esta primers
seccidn del cuento se contraste la luz con la oscuridad., Ewmplea de manera
interesante le palebra "apagar': "...segifan mis.pasés.puandolyo’los apagsba
en-la alfombra rojal’ (p. 41),”"...pddfl leer disminu&endo la luz y apagandc un
poco las flores" (p. 42) y "Despufs apagaba la luz y segufa despierto® (p. 42).
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Luego HernAndez introduce el episodic del comedor gratuito que provoca un
cambio introspectivo en la personalidad del protagonista: "Me hundfa en mi
mismo como en un pantano"” {p. 45). Por ser un cuento narrado en primera
persona, HernAndez invita al lector e acompafiar al protagonista en sus expe-~
riencias. Al descubrir inesperadamente su extrafia facultad de emitir luz por
los o}os, el protegonista no se asusta sinc que lo acepta felizmente. Des-
s de perder su trabajo opine que esta nueve faculted le compensd de sus
malas experiencies. Es aquf donde Herndndez incluye la idea de la multi-
plicacidn del personeje. El protagonista se mira en un espejo, que refleja
una realided distorsionada, y se describe asi: "Me jurf no mirar nunca mfs
aquella cara mia ¥ aquellos ojos de otro mundo. Erag de un color amarillo
verdoso que brillasba como el triwmfo de una enfermedad desconocida; los ojos
eran grandes redondeles, y la cara esteba divicida en pedazos que nadie podria
junter ni comprender", (p. 47). ELl cambio es casi una metzmorfosis porque hey
varies referencias bestiales el scomodador: "ratén" (p. 41), "hipopStamo",
(p. 43) ¥y "yo era un perro lanudo", {p. 57). Desde ese momento, Se pasa & un
mundc donde las leyes de 1o real estén transformadas. Hernéndez mantiene
los vinculos con el mundo l{gico en ls escena del teatro cuando el protago-
niste ve a la muler en le calle y la sigue. Pero mfs tarde, degpués del
alivio del ambiente de misterio, ge vielve al &mbito cerrado de los encuentros
en la sala. ©Se desarrolla el ambiente onirico cuando el protagonista des-
eribe su fecultad durante la noche después de despertarse y luego, medimnte
el personaje de la muler sonfimbula. Al final del cuento, el protegonista va
rerdiendn su facultad extraiie, Pero nunca se explice cbémo obtuve ese poder.
Esto, siguiendo las caracteristicas de lo fantéstico, deja al lector en un
estado de vacilacifn y duda gue nunca se resuelve.

El segundo cuento, "Muebles 'El Canario'", es la historia de un hombre
harto de la propaganda que lo bombardesbs en la ciuda.d.h Despu€s de un mes
de vacaciones, al volver a la ciudad, decide pasar un dfe en la playa. Para
volver & su casa, toma un tranvia. Hace mucho calor y por eso lleva una cami-
sa de manga corte. De repente un seiior ae geerce ¥y le da un pinchazo con

wna jerings llevando el nombre "Muebles 'El Canario'". El protagoniste mo



105

sebe qué reaccién podrfa causarle pero decide que probablemente se enterarf

& la mafiand siguiente en el periSdico. Al acostarse se oye dentro de su propio
cuerpo el canto de un pajaro y wna vb; diciendo "Hola, hola, transmite difu-
sora "El Cenario"....hols, hola, audicifn especial. Las personas sensibili-
zadas para estes transmisiones...etc., etc.ﬁ, (p. 161). Luego escucha las
indicaciones sobre los pagos en cuotas de los muebles y un tengo.  No puede .
tolerarlo y sale a la calle buscando ruidos fuertes pafa egconder los de su
cabeza, Piensa .ir a la emisora para averiguar cSmo snular el efecto de la .-
inyeccisn y por-eso toma otra traanvia. Allf encuentra a otro hombre dando
inyecciones y el protagonista le pregunta cﬁﬁo anular 105 efectos. El hombre -
contestd que debe comprar las tabletas "El Canario" en wna farmacia pero el
protagonista le dice que esto es. jmposible porque todas las farmacias- estfin
cerrades y no puede tolerar.los ruidos. Después de pedlr una propina‘el hom~
bre le ofrece un remedio secreto ﬁl protagonista - debe bafiarse los pies con
agua biern caliente. : '

Habiendo resumido la trama de "Muebles 'El Cenario'™, es apropiado ahore
digcutir sus elementos fant&stlcos._ pai cuento empieza ern un mundo 16gico que
muchos lectores hebrfin experimentado - el ruido ¥ la rutina de la ciudad.:
narre en primera persona permitiendo la introspeccifn siubjectiva. -Er un tran-~-
via de vuelts de la_playa algo extrafio le sucede &l protagonista. “Un hombre -
Ee acerca y parece-jue quiere sentarse pero en vez de esto, le pone una inye-
ccidn al hombre sentado. Este encuentro eaﬂgl paso del mmdo ISQico al mundo
fantfstico. Es interesante potar la describci&n seglin el narrador, "€l ya me
frotaba el brazo desnudo con algo frIo que no sé por qué creI que fuera sali-

va', (p. 159). La metffora saliva es ~rara porque priméro, en general, no es
fria sino caliente y segundo, introduce un aspecto grotesco al proceso. Tam-
bién, es una Jeringa grande que dice "Muebles 'El Canario'" a lo’ largo del
tubo pero echa s8lo un peguefio chorro de 1Iquido. ‘Lo raro es que después de la
inyeccién, en vez de protestar inmediatemente, el protagonista lo acepta pen-
sando "Despufs me dic vergienza preguntar de qué se_trataba y decidf enterarme
al otro dfa por los diarios”, (p._lGO).: Es tagpiéh‘ixﬁniéd que después diga

"Pendrf que ser algo gue deje consecuencias viéibleé'éf realmenté trata de una
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propaganda", {p. 160). N&tese la palabra "visible" - lo opuesto de lo que le
pasa. Luego se penetrs de verdad en el mundo fantfistico cuando el hombre estf
por dormirse y oye el canto de un pajarito. Este canto es "anormal come una
enfermednd nueva; perc tambi&n hebfa un matiz irénico; como si la enfermedad
se sintiera contenta y se hubiera puesto a canter', {p. 161). Es aquf donde
empiezs el protagonista a ofr la voz de un locutor anunciando los muebles

"El Canerio™. Lo fantfstico queda en la remccifn de este personaje. Se
enocja porque no quiere escuchar estos anuncios, pero no le sorprende el hecho
de que provienen -de su propio cuerpo. Esta actitud de aceptacifn es muy
parecida a 1A de los hermanos en "Casa tomada" de Julio Cort&zar. Alléalir

& la calle persa buscar alivio en los ruidos cotidianos, decide tomar otro
tranvia ¥y 811% encuentra a otro hombre dando inyecciones. FEL tranvfa es
importante porque sirve de puente a la otra realidad més allh. El prota~
gonista llevaba una vide bastente rutinaria antea de su primer encuentro en
el tranvia. Las experiencias de este encuentro medifican les leyes estalile-
.:eides de la vida del hombre. Luego, el segundo encuentro le proporeions,

el medio de volver a lo normal pero no resuelve el problems. Al final se
descubre gue puede tomar las tabletas "El Canario" si no le gusta la trans-
misifn o puede bafiarse los pies en agua celiente. Hey gque notar que ambos
remedios sugeridos ganan dinero o pare le compaiifs medisnte le compra de las
tabletas o directemente pera el hombre mediente 1lm propina que recibe del
protagoniste. Esto alude & ls posibilided que lus remedios no sean vAlidos.
o se resuelve el problema sl final porque el sutor termina el cuento dejando
al protsgonista en el tranvife sin probar los remedios sugeridos. Estos en sf
son contradictorios, uno artificial y el otroc natural, asf{ se producer mfs
confusifn y ambigiiedad. EL protagonista y el lector se quedan en este

mndo ilSgico ¥y trensformado sin salida aparente. '

El tercer cuento, "La mujer perecida s mf", empleza sugiriendo un mundo
onfrico que cebe dentro de lo aceptable en la realidad 18gica, "Apenas yo
acostaba mi cuerpo de hombre, ya empezeba & andar mi recuerdo de caballo",
(p. 91).5 Luego, el nerrader relata sus experiencies cusndo era caballo con

duefios diferentes. ELl primer duefio es un panedero y el ceballo R L
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cemina en um c¢irculo dAndole vueltas al molino, Esto le presenta al lector
una imagen fécilmente recomocible. Entonces el narrador habla sobre um pedn,
gue le cuidaba durante su adolescencia, a quien mate por haberle maltratado.
El pré6ximo duefio gue describe es un hombre muy cruel de quien se escape
huyéndose hacla un pueblo cercano. All{ en el pueblo, entra al escenario de un
teatro plblico durante una funcifn de nifios y la maestra lo lleva a casa donde
~ pasa una temporada agradable., Una noche ella lo esconde en su dormitorio
. porque su cruel viejo duefio viene a la casa & buscarlo. De vuelta a la casa
. de ese dueﬁo cruel Este le da golpes al caballio, 10 que canaa que ol ecabsller:
| e muera. El caballo vuelve silenciosamente & la casa de la maestra donde es-
cucha unae conversecifn entre ella ¥ su novio. Al descubrir que su presencia
causarfia problemas entre los novios, el caballo se va de la casa guardsendc sus
Trecuerdos de ella. _ .
En este cuento Hernfindez manipula cuidadosamente los deslices textuales

péra efEctuar una trangicifn sutil de un rmundo aparentgmente onIrlco a \m
mundo fantfstico. La privera oracifn establece tres eiemenfoa claves:

1) la identidad del narrador como hombre, 2) el amblente onfrico y 3) la pers-
,pect1va temporal. '"Hace elgunos verancs empecé a tener la idea de gue yo
habia sldo ‘caballo", (p. 91). Es importante noter el ﬁso del pluscuamperfecto
"habfa sido" porque esto le indica el lector que el narrador habtla desde el
punto de vista de un hombre que ha tenido esta_expériencia en el pasado.
Luego, 1;5 descripeiones vividas de los dolores que sufrfa como "las articula-
ciones préximas a los cascos", (p. 91), claraménte enfocen 1a prescncid.-
equina. La manipulaci8n de los sustantivoe cuando dice “;.;olvidaba la combi-
nacién de mis manos con mis patas traseraa... (p. 91) alude a la idea de 1la
‘metamorfosis. El uso de otros té€rminos como "belfos" ¥ “hoc1co refuerzan
esta idea. Tembi&n se introduce la.idea de la percépc15n visual distorsicuada
cuando obeerva el narrador que "Mis 0Jos eran tambifn como lagunas y en sus
auperficlee lacrimosas e inclinadas se reflejaban 51mult6neamente cosas grande:
¥ chicas,’ ‘préximas y lejanas”, (p. 91). Describe su vida con el panadero ¥
termina enfocando en el sonido. que hacfa el mefz al comerlo. Aquf, en una

exgresibfn parentética, Hernfindez reorganize el aspecto témporal de un mundo
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racional. "(En este instante, siendo cabmllo, pienso en lo que me pasb hace
pcéo tiempo, cuande todavfa cra hombre. Una noche gue mo podfa dormir por-~
que sentia hambre, recordé gque en el ropero tenia un paguete de pastillas de
menta. Me las comf; pero sl masticarlas hacfan un ruido parecido al maiz.)"
{pp. 92-93). AL principio el parrader es un hombre recordendo sus experien-
cias sofiadas de cuendo era caballo. Ahora es un caballo recordends sus expe-
riencias de cusndo era hombre. Uno de 1os t=mas fantésticos mencionados por
Louis Vex es las partes separadas del cuerpo.6 Herndndez incluye una varia-
cifp de este tema a través de todo el cuento. "Mi cuerpo no s6lo se habia
vuelto pesado sino que todas sus partes querfan vivir una vida independiente,
{p. 9%). Luego pasa al selSn plblico donde encuentra a la maestra. Durante
una discusibn entre elle y une de sus amigas, la ucestra menciona que esta
amiga siempre le decfa gque tenfa una ecara.de ecaballo cuends era nifia. EL
narrador, al oir esto, estf de acuerdo y empieza.a "enamorarse™ de ella.
Cuando la meestra lo lleva a su dormitorio para esconderlo de su vie)o duefio,
Hernfndez reintroduce la idea de 1la percepcibn visuel mediante el uso de un
espejo. Al mirarse, el narrador comenta, "Ll espejo también mostraba pertes
de mi cuerpo; mis panchas blancas y negres parecfan tambiép roﬁas revueltas.
Pero lo que mAs me llamaba la atencifn era mi propie cmbeza; cade vez yo la
levantaba mAs. Estaba tan deslumbredo gue tuve que baj)ar los plrpados y bus-
carme por un instante a mf mismo, a mi propia idea de cahallo cuendo yo era
igorado por mis ojos”™, (p. 105). ¥l cuento termina con el narrador diciendo,
después de matar 8 su viejo dueilo ¥y descubrir que no debe quedarse, que lo
{nico gue lamenta es no ser hombre porque le habria gustado llever consigo waa
foto de la maestra a su lado. Asi Hern@indez empieza el cuento con un egtedo
aparentemente onfrico gue todos pueden comprender pero luego transforma este
estado a un mundo fantéstico mediante la idea de la metamorfosis, la reorga-
nizacilu del tiempo, la distorsidn de la percepcifn vigual y le insistencia
en las partes del cuerps. Al final, no vuelve a mencionar log suefios y tam-
poce Se reguelve la ambigledad de la jdentided del nerrador. JFl cuento ter-
mina siendo el narrador un caballe.
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Hebiendo analizado unos ejemplos de la cuentfstica fantfstica de Felis-
berto Hernfindez, convieue resumir algunos de los rasgos sobresalientes encon-
trados en ella. Primero, Hernfndez crea sus cuentos alrededor de una temftica
fantfistica. BSus temas predilectos son: la metamorfosis, el doble y las partes
separadas del cuerpo vistos en "La mijer parecida e mi" y lo aobrenatural‘el'
inexplicable vistos en "El acomodador" y "Mueblesl'El-Qanario'“, Casi Qiémpre
cempieza sus cuentos con un mundo 185ic0, con normes establecidas de tiempo,
egpacio, materia y la conciencid.:‘Lhego reorganize estos elementos, trens-
formAndolos para crear el mundo fantfstico. El lector se queda en un estado
ambiguo por la falta de explicabiones 18gicas a los sucesds extrafios. Una de
las formas en que Hernfindez logra crear sus mundos fanthsticos es mediépté;gl
uso del subjuntivo, ' Este modo verbal'hace hincepi€ en la actitud dudosa
expreseda por el narrador, luego adoptade por el lector. Tembién incluyg
Hernfindez imuchos juegos de luxz y sombrg, dlstor51onando la realidad de lo que
se percihe v:sualmente. Algunos de los motivos predilectos encontrados’ en , '
sus cuentos son el espejo el oJo y el vidrio - coses que alteran la percep;
cidn del mundo real. .De este estudjo se puede concluir que algunos de 1os
relatos de Felisberto Hernfndez s{ caben dentro del mmdo de lo fentéstico y
demuestran una creaci&n innovadors. Segfin Zum Felde, "Felisberto Heyn&ndez
compart; actualmente con J.L. Borges le primacia del cuento fantfistico en el
Plata”.
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WOMEN IN FORCA'S THEATRE:
TWC PRRSPECTIVES
Jemes E. Larkins
Wright State University
Those who are familiar with Garcia Lorca's major plays know that consid-
ered as a whole, they constitute what may be called "a woman's theatre.”
This designation is especially true of the trilogy of so-called rural tragedies
written in the last years of his life: DBodas de sangre (1933), Yerma (193k4),

and La casa de Bernarda Alba (1936), together with a coetaneous production,

Doiia Rosita la soltera (1935). Not only is the protagonist of each play a

woman, but cther femsle characters abound. The extreme example in this respect

is La casa de Bernarda Albe, in which not one man mppears on stage.

This paper analyzes the role of women within Lorca's theﬁtre from two
perspectives based on a study of the above four works. First, the plays may
be seen as an indictment of Spanish scciety, which unjustly expects the female
to be inferior to the male., Second, a more universal and symbolic interpre-
tation is possible, that of woman's important part within nature and the cosmos.
The purpose here is to show that both interpretations ere valid; if cone
Searches for messages or meanings in an individual work, one may find them on
both levels. Thus, as with most of Lorca's art, it is not e question of
"either/or" but of "both/end." To conform to the limitation of time, discus-
sion will be concentrated on three plays within each category, with emphasis

on La casa de Bernarda Alba as a social document end Bodas de sangre as a

symbolic work. : .

Lorea's strongest attack egainst Spanish society is in Lg_casa de Bernarda

Alba, the "drama de mujeres en los pueblos de Espaiia"” that became the first of
his plays té be seen in Franco Spain, in 1950. The cast of characters page
anticipates Lorca's intent and the substendard conditions of the household.
Dernerda is more common as a masculine name in Spain, Bernerdo. The daughters
are Angustias, "enguished;" Magdelena, "weeping;" Amelia, "honeyed;"

Martirio, "mertyred;" and Adela, "striving." And the servant is La Poncia,

"embittered." Also, the statement hat "el poeta advierte gue estos tres
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actos tienen la intencifn de un documental fotogrffico" indicetes Lorca's
desire to portray reality as he saw it in his country. Indeed, the models
were neightors of the poet living near Valderrublo eppecially the Francisce
Albe family, whom he carefully observed from e hiding place near his well,
And eritiecs today consider the play a mlcrocosm of Spanish society because of
its depiction of the role that women must play in twentieth century Spain.l
Le case de BernardA Alba attacks the ffaditional Spanish honor code best
known through its treatment by Golden Age'&rématists, in partieuler Calderdn.

Briefly stated, the code demands strict adherence to a standard of conduct
accepted by society. Public opinion determines guilt or innacence; and if a
vwoman's real or alleged misconduct sullies her husband'’s honor, he must

avenge himgelf by punishing the guilty partles, ppecificelly his wife, end her
lover if the circumstances warrant. In La dasa e Bernarda Alba Lorca shows .

the effect of that repressive code upon modern society, end by exten51on,

the negative effect of tradition upon contemporary Spanish life. ;Bernarda
represents the exaggerated self-rightecusness that the forced system of con- .
duct cen produce in éne whose life is dominated by appearances upon which -

her femily's moral worth depends. Her role és'a tyrant becomee even more ludi-
crous when one searches in vain for a more immediate, rational cause of her .
actions and beliefs. Although Lorea concentrates the nefariousleffébt of the
code upon the five daughtere, his qiah to present the entire femﬁie population
of the village oﬁ stage suggests that his point was, and still is, that all
Spanish women must thereby suffero? ' _ -

Bernarda asserts her—authoritf witﬁ her first utterancé, "Silencio:"
Throughout the play she expresses her absurd concept of mofglity, which is
nothing more than comﬁlete.obediencé to the code, without ﬂénefit of thought.
Examples include her unwillingness to believe that Agustia's fianc€ has
been seeing Adele, her contention that she cannot find men suitable to marry
the other daughters, her urging fhaf an unmarried motherlbe'kiiled without e
trial, the house arrest of her own mother, and her constanfdgcdlding of the
daughters end servants. The caricature reaches its zenith of hypocrisy in

the last scene when Adele, thinking that Pepe is dead, hangs herself. Bernarda
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insists that the rebellious daughter has died a virgin, allowing her to be
buried with the traditionel white shroud. She then screams, "Silencio,” end-
ing the play with the first word she spoke. Thus, not oniy are the beginning
and the end joined verbally, but there is no rebuttal to Eernarda's arguments .
and consequently, no escape from the honor code,

In a conversatiof with Bernarda's daughters, La ancza varns all nubile
Spanish women of the eventual misery they may.flpd,zn marrlage:“ "A vosotras
que sols solteras Oa-ccnviene‘saber de todos medos que el hombre a los quince
dfas de boda dejh le éama por la mesa y luego por la tapernillé ¥ la que no
se conforme se pudre llorande en un rincbn" (Acto II) Dofla Hosita la
soltera9 the last of hls plays that Lorca saw performed in Spaln (Barce-
lone, 1935}, treats the plight of the spinster from a different point of
view. Like many young Spanish ladies, Rosita has been conditioned to see
fiancéé a3 modern day knights in shining ermor, p:o;ectors qf frail females,
idealized personages proparated by the tradition of honor and faith. Con-
Bequently, she n&ively believes her cousin'’s promise to marry her, even after
he has téken a wife in Argentina. As time passes from 1885‘tdll90; and
finally to 1911, Rosita realizes too late that she is a victim of ﬁime, wvhich
hovers about her throughout the play. Like Madame Rgnevsky in Chekhov's
Cherry Orchard, to which lorce's play bears a strong resemblance, she must

finelly abandon the home. She is now forty-six years o0ld and motherless in
a provinbial"dtmnsPhere that worships procreation. A perfect Sp&nlah woman
sccording to the accepted standard of ker time and placg,JRosita has obeyed
society's laws, only to be cast aside by the society tb whose rules she has
remsined faithful. To accept her role in life dutifully, to be properly
feminine, and to live honorably: have brought Rosite only hopéleaaneéa and
despalr,

Whereas many Spaniards consider this pley an unnecessarily strong attack
ageinst the middle class, Lorca obviously intended it to be a :eallstlc por-
trayel of an wunfortunate segment of his country's populatiQD.A Or tolpafa~
‘phrase a line from a2 well known stage play, "God help us; we're both from
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‘Granada." Like Rosita as she prepares to leave the house for the final time,
he undoubtedly could say from personsl observation and with conviction, ". . .
cooprendo muy bien a esas vieJecillas borrachas que van por las calles
queriendo borrar el mundo, y se sientan s cantar cn los bancos del paseo.”

Yerma deals alsco with the problems of a childless woman, and the honor
code ridiculed in La casa de Bernarda Alba figures prominently in the play.
Here, the eoncept of maternity is carried to its extreme, as Yerma is so
obsessed by motherhood that it becomes her sole purpose in life, Although
it is never stated or proven that she or Juan is sterile, she reasons that
her husband cennot provide children while everyone and everything about her
is fertile, as the populace expects them 5o be: +the fields, ineluding Juan's;
other women, one of whom has had fourteen childien; and especially her closest
friend Maria. who bears her first child during the play.

As both Yerma's obsession and her frustration grow, the honor code
stands as & obstacle to personal satisfaetion and fulfillment. Conception is
1ossible through Yerma and Juan's friend, Victor, or s young man, whose mother
offers him to Yerma. But honor will not permit her to bear children cutside
the accepted norms of hold wedlock. Yerma asks the Vieja, "iTe figuras que
puedo conocer otro hombre? (DSnde pones mi honraf?® {Acto TII, Cuadro II).
And her desire for naturasl birth rejects Juan’s suggestion of adoption,
since, "No quiero euidar hijos de otros. Me figuro que ee van a helar los
brazos de tenerlos." ( Acto II, Cumdro II). Like & stereotyped husband from
a Seventeenth century henor play, Juan brings his two sisters to the home to
discourage his wife from acting scandulously. Following this blaetant intrusion
upon her privacy, Yerma's frustration steadily increases until she chokes
Juan t¢ deatb in s fit of rage. In the end, her strong desire to beget life
can give only death.

The common feature of these plays i1s the contemporary Spanish woman's
needless suffering in snd because of a society that deviates from a raticonal
pattern of social relationship. Leorce's works show that the principal cause
of this situation has been the acceptance of the hencr code, which relegates

women to & servile, degrading position vhether in the villages, as in the
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trilogy, or in the cities, as in Rosita's case., The insenity is both deeply
rooted and complete in ite extenpiveness, and the ironies are as cruel as
they are obvious. Women who must base their worth on producing children
often live in fear of extinetion. Sociael comnvention not only stifles
productiveness but prohibits true and sincere family relationships, when

the code'’s raison d'étre is to protect.that basic wnit. Women are

expected to limit their activities and opinions; and frustration, especi-
elly sexupl, is rampent in e country proud of its individualism. 1In the
finel analysis, all hope of true humen dignity is irreveccably lost in & na-
tion that expects automatic subservience of half its population becnuse of
the continued existence of en archaic system of morality.

The second role of women in Lorca's plays is one within nature in the
widest sense of the word. In this respect, the best point of departure is
that expressed by C. Michael Wells in his discussion of "The Natural Norm
in the Plays of Fegerico GarcSa Loreca:" "(The touchstone of his tlays is)
natural existence--life that gives full expression to primel, instinectual
vitelity (and} which opposes . . . unnatural behavior." Nature, which
is supreme, demands a& certain rhythm and conduct of life on the part of
the human being. Any deviation from the norm contradicts nature's laws and,
consequently, leads to personal tragedy. Again, the distaff side of the
human femily best exemplifies this fundamental fact of life in Loreca's
plays; and the woman must therefore bear the full impact of the resultant

tragedy.
' Dofin Rosita la soltera treats one of the faverite themes of the

Generation of '98, time. Rosita's crime against nature is her failure to
follow the dictates of time, one aspect of the natural norm that Welils
analyzes, By artificially suspending time, she violates nature's dictum
that one dares not postpone indefinitely what must fructify naturally at eny
particular moment. 'The result is thet her natural sexusl life is smothered;
and she, like the mutable rose, faces a type of premature death. Ome
understands the housekeeper's protest against the suggested proxy marriage
between the Sobrino and Rosita. To remain within the horticultural
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vocabulery suggestéd ﬁy the subtitle; "el lenguaje de las flores," such a
union is grafting; ggrunnaturul act. At the end of the pley, when she faceé
reality squarely,,ﬁbé{ta is not just another spinster seorned by a devious
fiancé and a ridiculous Granadine society, but elso a mythical figure:
"Rosita is not Ju;t everylvoman. She is Everyman, caught in an existen-
tial struggle to ereate a meaningful life against the limitetions of time".h
Upon abandoning the house, the pathetic heroine perheps realizes this as

she reflects upon the only gift, and that a cruel one, that time has given
her: "Como que no hay cosa méis viva que un recuerdo. ILlegan a hacernos

lg vida imposible.” )

protagonist illustrates the punishment that one must suffer for failing to
fulFill that dictum. God's command to all living things on Earth in |
Genegis 1, éé—Zh is "Be fruitful and multiply . . . Let the Earth bring forth
the living creature after his kind." 'Within the grand scheme, the human
being's greatest ob;iéhtioﬁ is to perpetuate life through the aect of repro-
cuction., Yerma's tragédy results from her inability to perform the, funda-
mentel mission that nature has assigned her, to bear children, when in her
mind even stones p:pcfeate: "A fuerza de caer la lluvia sobre las. piedras
éstaslse? a.hla.nd.aﬁ y hacer erecer Jaremengos" (Acto I, Cuadro I).. Further-
more, Yerma sees human imﬁregnation as a divine event., Her dream, in which
a shepherd leads a child by the hand, may be interpreted.as a type of .
Annunciation, which is also suggested when Marfe (the neme is important)
refers to hgf child as "un paiomc de lumbre" (Acto I, Cuadro I).

But the divine does rot favor Yerma, her sllusion to the possibility
of parfhenogenesis merely evades the reality of human reproducticon, and she
remains barren in an environment that abhors barreness. The puniahmént for
her sin is mapifest in the strangulation of Juan, thereby ending any hope
of ever bearing children. Her last words are, "Voy a descansaer sin desper-
tarme sobresalteds, para ver si la sangre me anuncie otre sangre nueva.

Con el cuerbpfaeco-para siempre . . ., lbe matado a mi hijo, yo misme he

matedo & wi hijo!™ As a cdrollary; Juyan must die since by his actions
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end thoughts, seemingly motivated by greed, he has denied life, a capital sin
within the nstural world., But the tragedy lies most upon Yerma, the female
who was unable to perform fully her role within nature, a crime that in
Loreca's primitive world allows no mercy end no aeppeel.

The fundamental struggle in nature that Lorca portreys in Bodas dz sangre

is that of the preservation of the species withig evolution vis-a-vis the
threat to its continuous existence on the part of an individweal., or individu-
a.ls,,5 The former aspect is represented by the Madre, the I'Iciirio.J the Padre,
and the villagers who attend the wedding and the wedding feast. The mother is
especially important in this respect. Haunted by the fear of extinction, she

is ", . . s{mbolo continuo de la tierra: fecuda en gu don de amor; ina-

rotable en su absorecibn de dolor; eterna en su funcifn ereadora. . n"e
The Novie and Leonardo, on the other hend, symbolize individuation, which
insures endless death.

Considered in its rythical aspect, the play carefully proceeds from the
presentation of the theme, expressed by the mother's desire to perpetuate her
seed; to the weddiry, the promige of rebirth within the cormunicn of nature,
to the rcception—feaét, with its act of individuation {the escepe of the
Novia end Leonardo), end finelly to the ritual sacrifice, in which the two
men are killed. Through the species, nature can pguarantee continued life, in
this play in the person cf the Novio, the Summer King, guarantor of warmth
and reproduction. Leonardo is the Winter Xing, he of the frozen hoofs of the
horse mentioned in the 1ullaby of Act I, the one who cen lead only to deasth.
As the title suggests=, there is a war within the blood ss to which road to
select. Overcome by a passion they do not entirely comprenend, Leconardec and
the Hovia choose individuation. When the villagers join in the dance at the
wedding feast, the dance of life on the universal plane, she cmnnot do 30,
because "estos pasos son pasos que cuesten mucho"™ (Acto II, Cuadro II).

She cannot Join the race, the community, the tribe. the species. Her subse-
guent escape with Leonarde is a visible threat to the species, and punishable
by death for its welfare. Knowing that both Leonardo and her husband are
dead, the Novia understands thet her tragic choice has led her to ruin:
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“Yo era una mujer quemada, llena de llagas por dentro y por fuerd, ¥y tu hijo
era un pogquitc de agua de la que espersba tierra, salud; pero el otro era un
rfo oscuro, lleno de ramas Que acercaba a8 mi{ el rumor de sus junces y su
cantar entre dientes . . . Yo no querfa, !Syele bien! Yo no querfa.”

One may speculate ad infinitum about Lorea's choice to create so many
female protagonists. Some suggestions have been his devotion to bis mother
and sister, his debt to talented actresses such as Maris Guerrero and Merta
Xirgu, his observation of the relative independence.of American women during
his residence in New York City, bis homosexuality, and the Spaniards' strong
sttachment to the cult of the Virgin Mary. All are probably valid to:a
point. But on the besis of the two perspectives presented in this paper, it
is first of all obvious that Lorca felt strongly the injustices of a gystem
that stifled and humiliated women in Spain,, as sumﬁarized earlier. He saw
the need to incorporate that unsatisfactory status guo into his dramas in
the tradition or availing oneself of national material in one's literary
works. Whether the renewed interest in Lorea's works will help correct
disparities during the post-Franco wave of liberalism remeins to be seen.
One must consider as powerful deterents the strength of tradition and the
conservative attitude {or should we sey, lamentation?) that to allow women
to vote under democracy is to encourage them to ask for even more 1ibérties.

Secondly, in the primitive, mythical world presented in his p;aya'and
poetry, the poet-dramatist reasoned that the female especielly represents
the traglc side of life in its fullest form. Thus, issues shuch.aa the pres-
ervation of the species v. individuation, reproduction v. barreness, and
natural fruition v. artifiecial suspension of time are best presented dramat-
ically by permitting the female to besr the major portion of the tragedy.

It is hoped thet this study has shown that both roles--women in soéiety and
women in the cosmos--were grist for Lorca's dramas and could be combined
therein., Thus, not only are both aspects importent in his plays, but bhoth
interpretations are logicgl in anf given work. As Loreca saw the world, in
the nation or im naturgﬁl"W6man, thy name is tragedy," whether the last word
is defined in 1ts literory semse or used aé.a synonym for ill fate in the
greater drama of life. ' ;
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THE DYNAMICS OF POETIC PROCESS IN
JOSE DE JESUS SAMPEDRO'S UN (EJEMPLO)} SALTO DE GATO PINTO
Frederic W. Murray

Northern Illineis University

Of the various tendencies along which conteﬁﬁorary Mexican poetry is _
developing, one of the more notable is that which is engaged.in an exploratibn
of the limits of poetic language atrucﬁure. A cursofy first reading of Sam-
pedro's poetry would lead the reader to wonder whether the 1imit has somehow
been exceeded, Alﬁhnﬁgh the editorial introduction to-the work states that
the reader can dzacover with relative ease the sources of Sampedro's poetry
(suggested as being culture). the casual reader may experience anything but
ease upon being audgenly ;mme;ged into a swirling maelstrom of apparently
Junbled words, disconnected images, frustrated metaphors, &nd symbols that
never seem to reach the stage of realization. The present work is rePlete
with several forms of semantxc digtortion and 1s marked by 8 complete
abendonment of sequential grammar as well as by an appsrent disavowal of -
words as interrelated communicetion symbols. The poetry doee not achievé"q _
modicum of ¢larity wuntil the reader realizes that the poe@lis engaged in an .
exploration of the process of poetization of imagery as it’flows from the
Bubconseious into the conscious mind, there to become mixed with the-influxi 
of sensery data from exterior reality. .

Sampedreo, a young poet from Zacatecas, has publiéhed one previoﬁé work;
Andar en la pelabra, in e collective wnrk entitled Crfnicas de viaje, which
eppeared in 1975 in the Journal Punto de Part1da. As such, the present
wolumn, Un (ejemplolselto de gato pinto, represents the poet's first maJor

work and is one for which he won the Premio Nacional de Poesia in 1975.

The volumn is composed of fifty flve poems of diverse length, preceded by a.-’
poetic prose selection entitlead "}égtime“ which_iﬁ its own right is: preceded
by e poem of Guillaume Apollineire trenslated into Spenish as "Los cSlquicos.™
Appropriately it is Apollinairelﬁhb, a8 Fernﬁhdéz Moreno steted, "pregond
textualmente la destruccifn de la aintaxis;ﬂ? The body cof poetry is divided

into five major sections, with one poem, "despube de todo," set apart as an
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epilogistic statement. The title of the work springs from the poem, "soli-
tude (muy adentro)”:

la conciencia encuentre su adversario: ¥yo espelismo

giramos hé€lice membrillo rajadura acuosa {dfa)

un elemplo salto de gato pinto

la muerte dentadura de diamante
la nube su liebre de designic  su otro precipicio

As a point of departure the poet proposes two central imeges that serve
as statements concerning the poetie process. The first, taken from Apolli-
naire, is that of a cow grazing in a peaceful auntumn meadow: a patently
statie scene with the images organized into an integrasted unit. It is
autumn however, and the meadow is poisoned by saffron flowers that lead to
the destruction of the peaceful (and soulful) cow. Thus the poem, "Contri-
Bucibn a la perplelidad manifiesta de la Gltime vaca que abandona para
siempre este prado florido de otoiio," is an accurate depiction of the image
structure of the pcems in the present volumm:

un oboe cuente su preludic de ozono
rebota una clscara violeta sin remedio
amanece flor después en tu corpific tenue
combinacifn de grillo y mataperro basta
la vace paciendo se derrumba intocada

su rabo madura dulce o fatfdico de mfisiea
el firmamento ha metido su armfnice filosa
nuestro prado florece en esta ruina

y es comp si yo tembién lo abandonara

The traditional poetic meadow (poetic scene, poetic sentiment) is laid
waste, this however does not signal the death of the poetie process. As
the poet mmkes clear in the last two lines of verse, any implied abandonment
of the poetic enterprise is only spparent as is made elear by the contrary
to fact clause. Furthermore, the unexpectedly lucid syntectie strueture of
these last two lines underscore the poet's affirmation.

The poet then contrasts this wasteland scene with his second ma)or
imagistic statement: that of the curious cat meandering about sniffing

here and there. The scene has acquired a dynamic quality and is populated
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by a variety of diverae”imnges. What the cat turms up is & diverse con-
glomerate or'thihgs in whieh the only connecﬁing'and common element is'the
cat itself. As to the meaning of the 1mage of the cet, a possible. auggestion
is found in the poem "Spera:
_aallendo del metro rilke te encuentra
én ragnon un muerto lo ha lefdo tiene wn gato
(gﬁrabato)
a%ado a un cordel
The cat is assigned the meaning of "garabato“ through an elliterative
metonimic twist and is then set into s atructure that is suggestive of a
stream cf 1£agea 'un cordel" upwelling from.the subconscious "el metro."
Btated in concréteterms the poet thus v1eus his sphere of action, not as a
peaceful meadow, but ‘reather =as the dynamac outflow of impressionistjc and
surrealistic images from the subconsclous mind. Sampedro in . "ragtime" had .
already stated that “el inconsciente. aparece como categorfa poetica” (p.. 15]
At this Juncture one is remlnded of Gabrlel Zald'a acerbic atatement,
n3 Zaid bases

his obaervatzon on the demands placed upon a poet by his readers; that 19,

to wit, that "wn poema es otra cosa que un garabato subjetivo.™

wvhen a poet programs (to use Zaid's termlnology) a poem that springs from a
purely adbjectlve expetrience and_givgp the eauthor-reader reletionship, the
poetic statement has to be velid from the standpoint of the reader. If thlB
demand for valldlty of poetic atatement is not met the result is extremely
hermetlc poetry. The content of one mlnd, revealed directly to .another w1th—
out the 1ntermed1ary ratlonallzatlon prov1ded by syntactlcal atructure, lacka
the pointa of reference obvious to the orlginator of the attempted communl-;
cation. The poetlc theme is.then 1ost 1n a velter ‘of caotic - -images that
communicate nothing more than an amorphoua psychlc event of unknown aignlfiw
cance. And as Fernfndez Moreno has pointed out "Mel purrealismo tiende a

ser poeaIa gin tema, oy mejor dicho,, poesIa con n solo tema masivo, global,
confuso, incesante: el acaecer psiquico” (p. 129). With 'this in mind it
becomes clear that po specific.theme ca.n___bé'iaol“a';ted and shown to devélop
through Sampedro's work; rather, the reader ia-burpoaely subjJected to &
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continuml stream of disconnected imnges that never reach the level of meta-

phor. The poet does sﬁeak of the necessity for the "liquidecin de la metf-
fora" {p. 17) after which nothing is to remmin, except of course that which

has been salvaged from the ruin of traditional poetics {by the eurious cat)

and in which each image is its own isolated theme.

By his statement that images upwelling from the subcdonscious form &
poetic category Sampedro raises a provocative guestion; that being, in just
what manner is the outflow of the subconscious mind poetie? In narrative
fiction the utilization of the Freudien unconsicous serves & clear purpose:
the eonstruction and elaboration of character as well as an explanation of
patte;ns of behavior, but in poetry one is left with amorphous psychic events
expressed by means of surrealist images of unknown significance. A detailed
search for an adequate enswer may tend to lead one down any one of several
labrinthine blind alleyé and to proclair in despair that poetry is what
poets do and leave it at that. However one possible major response is to
appeal to that much quoted and often abused final line found in Archibald

MacLeish's "ars poetica," that "a poem should not mean / But be." With
this statement the discourse concerning poetic enunciation is elevated
from one category {poetry as meaning} to another {poetry as being). The
"becoming," the poetic process itself, then assumes primacy. Once the art
Trocess itself is concentrated upon, Sampedro's poetry falls into a clearer
pattern then is immediately evident when trying to divine the "meaning" of
any given poem. The poet does stress process when he states that "la reve-
lacifn del inconsciente freudiano se llams también poema. Su estructura
depende de lo casual: :de 1o nece?afiﬁ"(p; 16). That is, stress is placed
upon process and structure rather than ﬁpon any given static theme as being
_ the goal or "raison d'eétre™ of the artistic statement. In the end, it is
art speaking to and sbout itself. '

To spgak of process and structure in verbal ‘art is to emphasize rela-
tionships fhat appear'pfincipally in the form of syntax., But syntax is an
exterior pattérn placed upon thought as it is formulated in enunciated form.
The mind however does not necessarily function along & linesl, syntactical
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end structured patternwlike-ﬁanner: were that so, we would all be master’
novelists and the concept of the struggle towmrd expression would have ho
meening; On the cohtfary,'the mind generates thought holistically. The poet
views his enterprlse as en attempt to capture and exteriorize this pristine
holistic quallty of thought and imagery as it is flrst formed at the conscious
level and -before the. attempt is made to exterlorlze 1t in & rational menner by
mesns of syntactical llneality._ In the poem "quirffano" Sampedro states:

en el fondo de ti 14 mierte no tiene gitio

por eso niego la .sintaxis absolute donde la palabra
es cfimilo

del signo:-

That is, syntex signals the’ death of poetlc perceptlon, the solldlficatlon of
fleeting thought or_lmage into B fixed and untlmately fosailized form° words
gs fossils of thought. The sudden aopearance of a syntactically constructed
statement within the body of the poem serves as & major poetic statement of
purpose. The poet explicitly stetes that he seeks the eliminmtion of syntax
in order to divine the poetic.content hidden therein. Furthermore, a quirS-
feno is a surgical'operating roo; wilith a8 surrounding spectator gallery, so
.. that what is being operated upon and being broken down:into its constituent
:iarts is leﬁéuege itbélf and particularlf poetic lenguage. Onece this is
done- vhat is left is a conglomerate of images not yet formed into & metaphor-
ical ceonstruct. The pOet once he perfbrms his "quirofenic" operation
upon languasge structure is left with what st first gleance appears to be an
emorphous Jumble of isolated'words‘and images. But not really, for the
finished poem represents one frame of time---one moment frozen--of the dynamic
influx of data from all senaorw'inpu$ channels, from.the subconscious as well
as from exterior reality, before fhe mind or the neocortex has the opportunity
to categorize the flood of data,and assign each -item a ranking of importance
or velué within s syntactical structure. The reader is raced with what
could be ealled.verbal cubiSm;-that ig, Sampedre presents aTlcat.once all
facets of a giﬁen moment of thought without the mediating process of the
neocortex, or of the superego, if you will,

Of course Sampedro's poems are not merely the poet's annotation of
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Jdmages and symbols as they flow cut of the unconscious on the one hend and
inte the sensory channels, there to mix with images inflowing from exterior
reality on the other. The result of such a purely unmediasted process would
not necesgsarily be artistic and would be akin to puttinpg down on paper the
product of a state of dreem-like revery. Rather, as Albert Rothenberg has
stated in his study ¢f the creative process, "the creator consciously uses
the mechanisms end processes characteristic of dream thought and dreaming
for the purpose of abstracting, conceptumlizing, and coneretizing as well
as reversing the effects of unconscious censorship.”  The problem of how
to circumvent the censoring mechenism of the rational mind, of the neocortex
or the superego is a serious one to which Sampedro has devoted serious dis-
cussion in "ragtime" as well as illustrated in several poems. In "apre-
hensifn" this problen is clearly drawn:
represivo caimén
irse de ti muy temprano o
meterse dentro de un azogue duro irte de mf
puedes ofrms
afuera un ritme de botes de soldado
una bayoneta se clava
en le puerta y cede
entran a nuestra casa te despiertas
rompen tu sueiio desbaratan el poema
A repressed, threatening image, the "represivo caimfn"” from the R-complex
of the brein, the site of non-rational, instinctive behavior, addresses the
conscious mind "puedes ofrme." The problem immediately faced by the poet is
that of how to hendle the image: to reject it out of hand "irse de ti muy
temprano"” or to attempt to subject and control the image by moulding it into
a traditioral poetic form "dentro de un azogue duro." But before the poet
can act, the apprehension caused by the forbidden image provokes the censur-
ing mechanism to act manifesting itself in the form of soldiera with fixed
bayoncts who invade the poetic process "nuestra casa" in search of what is
Prohibited and in the process ruin the nascent poem.
The process of censorship can be scen equalily well in the poem

"josé revueltas: apardo” in which an entire series of images of pure
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mammelien sexuality depicted in nesr pornogrephic deteil is upwelling from
the unconseious. The poet, caught up in the flow, is suddenly shot dowm by
the censuring mechanism in the form of & cowbey hero:

monea te quiere el mono en tu cenda
dormita raguel welehl - .
pornograffa gun
meriguans para meterle en tu vagina

wone peludo te desea la mona rasureda
fornico a trote de caballo inesperado
- entra John wayne :
‘ Y me asesina

Of course the erotic imagery that appears here and sporadically throughout
several other poems is oot gratuitous, . Such imagery, after all, represents
an uncontrolled upwell1ng from the subconscious, of%en at the most inopportune
moment. . Sampedro in "ragtime" devotes an extensive discussion asto the
neaning of such 1magery beginning with St. Augustlne 8 questionlng the eorigin
of such erotic images:

agustfn no comprendfe de qué sitlo podian sallr lna serie

3¢ imfigenes erSticas que le propic¢iaban un tormento de

conciencis y arrepentimiento ifiusitado, une desventurs

mistica prfxima & su fracase, dursnte la vigilia no era

diffcil pera agustin contener e inclusoc olvidar toda

imagen de ese tipo, pero al dormir volvian a ?resengarse
p- 12

It may be that there is nothing myﬂteriou! regearding the orlgln and meaning
of such perturblng imagery, and to delve inteo the naturelof good end evil in
the human soul may be an unnecessary philoadphiéal activity;" For it may
very well be that such spontaneous erotic 1magery repreaents nothing more
than sporad1c and random discharges of the mammelien limbic braln peeking
homeostatlc readjustment. c

Thus Sampedro is working with the raw sou;de meterial of verbal creativ--
ity directly. The complexity of this process gan be illustrated by the poem.
"hore cero” which is & statement concerning thé struggle toward the expression

of aesthetic categories. The first ten lines are as follows:
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&nfora de niebla bufido

ideamos un puente cruza aguafuerte

permanente melancolfa orangutfn infitil tinaje
de astros

donde respira un pfjarc tonto

contraaba}o rinde cercado en 0 dispositive crfitico
de zona

desesperenza resguarda

excelente maniobra digop mientras beatles

un durazno soga de cargador entiende

The poem begins with the sudden appearance of a c¢lassic image of perfect form
that Just as quickly evarorates, calling forth & physicel reaction of disgust
on the part of the poet. TImmediately the poet deliberately proposes the
image of a bridge over water to lead into the world of artistic form symbol-
ized by the imege e painting or etching: "“ideamos un puente ¢ruza agua-
fuerte." Agein the poet experiences failure in his attempt to weld into en
aesthetic unit the two disparate zones or categories: humep nature--the
earthiness of the "tina)a" and the spiritual or ethereal qualities of the
"agtros." While the earthiness knows itself, is self-aware "permanente
melancolfia orangutfn” the ethereal is oblivious to selfhood "donde respira
un pAjare tonto." From the artistic world oy sculpture and of painting,

both of which partake of earthy materials end so fsil, the anthor goes into
and experiences the artistic world of pure sound, seeing this es a last

ditch attempt at rescuing the aesthetic category. But while the artist is
congratulating himself for his success, the pure round sound of the counter-
base degenerates into the image of an earthy element "un durazno” under

the pressure of the imege of the music of the beatles. Again art is tied to

' and with this

the corruptibility of the human condition "soga de cargador.,’
the poet reaches a stage of understanding of the art process. With this
understanding the bettle lines are drawn more clezrly, and the poem
struggles through some 45 more lines of point end counterpoint.

Of course what is impcertant in the poem is the process of develop-
ment. By his elimination of syntsctical structure, of commas, capital-
ization, of grammatical sequentiality the poet is attempting to communicate

the helistic, globel quality of the images es they eppear of a once on the
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surface of perception.

Naturally there is & name for this process of creative thought. The
resultant images in Sampedro's poetry illustrate what Albert Rothenberg has
cheracterized as the prime ingredients of the creative process. The first is
what Rothenberg has called Janusian thinking; that is, "actively conceiving
of two or more oppopite or sntithetical ideas, images, or concepts simul-
taneously” in an attempt to bLranscend aequentiality.5 The second major cate-
gory is homospatial thinking; that is, the "concelving of two or more discrete
entities occupying the same space" in an attempt to transcend diffErentiation.6

In summetion, Sampedro in his poetry is dealing with the rupture of syn-
tax and metaphor, with en attempt to capture the flow, or better yet, the
simultaneity of imagery as it wells up from the subconscious mind and before
the thinking -and@ reasoning mind, the neo-cortex, warps it into the regimented
and lineal form of enunciated expression. The non-lineality of Sempedic's
work represents mn attempt to break the lineality of thought as exposed in
written form. But the gtream-of-consciocusness technigue and the strictures
imposed by the written presentation of thought processes nevertheless situate
the images that flow from the subconscious into a lineal ferm. The problem
then, is how to capture the non-lineal aspect of the presentation of images
as they spring forth, for they do not flow one after the other so much ap
appear on the surface of the conscious mind all of a once. The poet, in an
attempt to capture this experience, breaks the syntactical patterns, eliminetes
gigns of punctuation, liquidates the tendency toward metaphorization, and
intersperses one disconnected image within another when the tendency towarad
metaphorizatio; shows signs of attempting to develop. The technique used by
the poet to accomplish this illustrates Janusian end homospatial thinking at
its most pure.

We are faced with nothing less than the artists continual struggle with
form, and it seems that the contemporary poet hes concluded that once the
poetic imagery is fixed into form it loses a greater part of that guality that
makes it poetry--thet which is innefable slips through the net of form, of
syntex and sequentiality of thought.



132
NOTES

1306 Jesfis Sampedro. gg_(giggp;g) salto de gato pinto (México:
Editorial Joaqufn Mortiz, S.A., 1976).

2César Fernéindez Moreno. Introduccibn & la poesis (M8xico: Tondo de
Culturs Econfmica, 1962). p. Thk.

3gavriel Zaid. Lo mfquina de cantar {MExico: Siglo XXI Editores, 1970).
p. 29

l"J&.lbel--l: Rothenberg. The PEmerging Godess: The Creative Process in Art,
Science and Qther Fields (Chicago: University of Chicmgo Press, 1979). p. bl.

5Rothenberg, D. 53,

6Rothenberg, p. 69,




133
BORGES Y EL CRIOLLISMO
Abdfn Sénchez

University of Cincinnati

El presente tema ha sido objeto de discusibén y sigue siéndola por parte
de los criticos. Los gue lo atacan se basan en que Borges hace una literetura
de escape, irreal, y en que sus relatos son deshumanizedos, pere una €lite
intelecturl. Por otra parte, otros lo defienden por ser un eseritor que
traseiende lo particular al usar temas de talla universal, vflidos para todo
ser humseno en cualquier tiempo y espacio. Dado su enorme culture y su interés
por la filosoffa, la teologfia, las 1éhgua§, la historia, le literaturs, le
consideran -uno de los mfs grandes genios de l1a literatura escrita en espaiiol.
Borges ha ejercido ‘enorme influencia en los autores de la"nueva nerrativa
hispancamericana”. : | -

Es mi propbsito en la presente conferencia exponér ege mundo argentino
que apharece en la obra 1iteraria de Borgés, a través de su poesfa, sus ensayos,
gus cuentos y a través de su vida. -

Borges nace en Buenos Adres, el 2l de agosto de 1899, de familia de clase
alta, de descendencia portuguesa, espaﬁoia e inéieéa. Sus dods abuelos fueron.
militares que lucharon en Junin por la independencia de Argentina; su abuela
ere inglesa y la madrastra educabé.al niﬁo Bofsés in ingl&s hasta los nueve
aiics de edad, cuando comenz6 a ir al coiegio. 'Eiupadre era sbogado y escritor
también ¥y tenfa unm gran_biblioteéé dopde.Borges; de salud delicada, prefiere
pesarse el tiempe leyendo. - -\H:' . S '

Ya desde joven, la cultura anglosajonﬁ leillama la atencién, mientras
que lo argentino le recuerda el valor y el corale de sué antepasados o el
lado mAs primitive de la vida.  Estos serfin los doé grandes temas de todas sus
obras. Asf en el Hacedor nos dice: "Pasé delléélmifologias del arrebal, a

los Juegos con-el tiempo y com el infinito."l

Estés son sus dos grandes
temas que se mezclan de una menera u otra en toda su obra.
En 1914 egtf de vaeaciones con su familia en Génova y estalla la Primers

Guerra Mundiel ¥y se ven obligados a permanecer allf, donde terminarf su
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bachillerato, lee & Kipling, Dickens, Wilde, Poe, James, y Twain. También
lee Facunde de Domingo Faustino Sarmiento y les novelas del escritor popular
argentino sobre el gaucho Edumrdo Gutiérrez. Tambifn lee a los franceses
Victor Huge, Flaubert, Daudet, Verlaine, Rimbaud, Mallarmé, y & los inglcses
Thomas Carlyle, Thomas de Quincey, G.K. Chesterton y & los alemanes,
Shopenhauer, Wietzche, Heine y a los poetas expresionistas. Finalmente, va
a Bespalia y se pone en contacto con el movimiento ultrafsts, movimiento que
reacciona contra la belleza y la conciencie art{stica modernista, apoyfndose
en ls palabra o mejor en ls metffora, usando versos libres, y temag contem-
porfinecs, no comectan las frases; la metAfora por la metffora les lleva a
veces a la incoherencia.

Después de siete mios vuelve a Buenos Aires en 1921, y casi po conoce
su ciudad por los cambios sufridos. Se convierte en el lfder ultrafstra, pero
ge diferencia de sus colegas en que no sbusa de la metffora, y en que le
atrae el pasado de Argentine, siente nostalgia por el pasade y a su vez le
preocupan los problemas metaffgicos.

Durante 1921 hesta 1933, Borges escribe en perifdicos, publica tres
ecolecciones de poesfas y ensayos, ayuds a fundar revistes y perticipe en

otras como Prisma, Mertfn Fierrc y Sur. Sobre Buenos Aires dirfi: "Calle
2
m

grande y sufrida, sos el fmico verso de que sabe mi vida. Esta poesia

de los afios veinte se centra en las gentes, las calles y lugares de Argen-~
tina. Asf en Evaristo Carriego (1930}, poete menor argentino, Borges queda
fascingdo por la vieja ciudad y sus habitentes, especialmente el "compadrito"
que toca le guitarra y canta versos imprevistos y se mezcla ffcilmente en

ig pelea & cuchillo. Al mismo tiempo, se preocupe por el idealismo filo-
s6fico, por la filovoff{a griega y por sus ideas literarias para escribir, ve
la posibilidad de lo mAgico como ingrediente de sus escritos.

Maytfn Fierrp es la revista en la que Borges participa activamente, en

torno a ese ideal y prototipo del argentino. DEn el ensayo Discusifn
(1932), Borges habla de los orf{genes de la poesfa gauchesca, peroc Borges

digtingue claramente entre la reamlidad histSrica del gaucho y le literatura
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escrita sobre el gaucho. Generalmente, dice,.el gmucho no sabf{a escribir,
esta literatura gauchesca fue escrita por hombres de cultura que se compene-—
traron en mayor o menor grado con el gauchaje. Borges parte de la hipbtesis
de que toda literaturs es convencional y desde este punto de vista analiza la
poesfa gauchesca.

El ini¢isdor de la poesfa gauchesca, el Adfn, es Bartolomé Aidalgo,
montevidesno. Hidalgo escribié Diflogo entre el capataz Jagcinto Chamo y el
geucho Ramdn Contreras. Hidalgo descubre la entonaciﬁn del gaucho, el habla,

lo cual 51gn1f1ca saber qulen es; €8 descubrlr une VOz.y un destino, dlce
Borgea.h oo 'ﬁ.

Hacia 1841 rompe a cantar en Mbnte?ideo el cordobes Hllario Ascasubi,
precursor “borroso de Hernéndez ¥ Precursor dlrECtO de Estan1slao del Campo.
ABC&ELbl Be propone deséribir dlrectamente los 1ugarea poT - los que atravleaa
el gaucho y las diferentes situaciones. o hay el arraatre‘de;ldestlnq en
sus 1ineas que hay en el Martfn ?ierrb. hay esa desPreocﬁpadé.y du?a inocencia
de los hombres de accifn, hufspedes de la aventura, agrupados bajo un caudillo
que no les cohorta su'libertad ylhu valéntia, cuyo dthinotgra la guitarra
insolente del compadrxto y los fogones de la tropa.

El Fausto fue escrito por Estanislac del Campo, que. pe1e6 con loe
uhitarlos, Junto a uno de los abueloq de Borges. Ha_gldo criticado el Fausto
de imorancia y\falsedad y porque no hay umna quejé real de la condicifn del
gaucho abusado pofllos Jueces. Se dice que ho pertenece a la realidad
argentlna, pero &sto a Borges no le importa, pues un verso siempre es un verso.
Repite Borges que todo arte es convencional, as{ como la payada biogrfifica de
Mart{n Fierro. Seglin Borges, lo que mfe le atrae de el Fausto es la clara.

amistad que trasluce el diflogo. EL El Fausto no pertenece a la realidad argen-
tina, pertenece, como el tango, comn el truco, comy Irigoyen, a la mitologia-
argentina, '

- Don Antonio Lussich pub11c6 Los Tres Gauchos Orlentalea en Buenos Aires

en 1872, Este libro es una anticipacidn evidente del Martfn Fierro de José

Hernfndez que ley$ la obra poco antes. Esia obra profetiza de manera
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esporfdica los rasgos direrenciales del Martfn Fierro.

Finalmente, José Hernfindez, federalista frente a los unitarios, escribe

Martin Pierro. Leopoldo Lugones y Ricardo Rojas revalorizan el poema y lo

convirtieron en materia de inter€s académico. Lugones en el Payador, 1916,
lo eleva a 1a categorfa de epopeya, &l modo de las epopeyas clfsicas.
Ezequiel Mertfnez Estrada en Muerte y transfiguracifn de Martin Fierro,

1948, hace un anflisis desde un punto de vista peicoldgico del autor y de
la realidad argentine, a través del texto mismo del poema. TFrente s egtas
¥ todas las desgracias de que es victima esa clase desheredada de Argentina,

Borges en Martin Fierro, 1953, ha reconocido aspectos inadvertidos del poema,

Pero lo ha inéluidﬂ sorprendentemente, dentro del género novelesco. EL
Martfn Fierro es para Borges una novela en verso, pues la verdadera E€tica
criolla estfl en el relato. EL poema estf narrado en forma autobiogr&fica en
Primera persona. Herndndez intenta contar le historia de Martin Fierro de
formn instintiva y premediteda, cuyo tems serfe, segfin Borges, la narracién
del paisano, o el contar.

Posteriormente, con Lugones y Gilireldes, la poesfa gauchesca tiende
hacia 1le novela y se hace costumbrigta. El geucho es cantado como pefn del
compo, pues gumenta la inmigrasifn y se cercan los campos. El gaucho se
convertiré en "metrero” como don Sepundo Sombra que no se detiene ante los
alambrados, o por otra parte, el gaueho se hace resentido y duro en el
"compadrito orillero" altivo ante la ley, con el coraje como norma y ¢on un
septimiento de la hombrfe mal entendida, que le lleva m adoptar una actitud
machista.

Seglin Borges en "El escritor argentino y la tradicidn”, de le eoleeeidn

de ensayos llamade Discusidn {1932), no cree que el Martin Fierro ses la

bfblia o el libro candnigo de Argentina frente & Lugones. La idea de que la
poesin argentine debe gbundar en rasgos diferencisles argeniinos y en color
local le parece une equivocacidn. Lo verdaderamente netivo puede y de hecho
suele presciondir del color local. Segfin Borges, la tradicién argentina es

tode 1a cultura occidental y el patrimonio de todo escritor argentino debe ser
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el universo, ensaynr todos los temas, y no concretarse sflo s lo argentino.

Por otrs parte, en "Nuestro pobre individualismo", inclufdo en Otras

Inquisiciones (1937-1952), Borges define los rasgos easeneiales del argentino:
"M argentino, a diferencia de-los'americanos del Norte y de casi todos los
europeos,.no se identifica con el Ectado. Tal vez debido a que en este pafs
los gobiernos suelen ser pfaimos o debido a que el Estado es una abatracciSn,
algo impersonal, y el argentino s610 concibe una relaseiSn perscnal. FPor eso,
robar dineros.pﬁbliCOS.no es un crimen. Lo cierto es que el argentino es un
individuo no un ciudadeno. FEl mundo para el europec e5 un COSmOS, PEro para
el a;gentino, el mundo es un qaos. El argentino siante que el universo es s8lo
wa manifestacibn del azar; la filosoffa no le interesa, la Btica tampoco. Lo
social se reduce pare &1 a un conflicto de individuos ©:de elases o de naciones.
en el que todo es lfcito, selvo ser escarnecido o vencido. EL héroe popular
es el hombre sflo que pelea con la partida, ya en acto, (Fierro, Mbreifa,
Hormiga Negra), ya en rotencia o en el pasado como don Segundo Sombra.“3

Cdﬁc bizn sabemos el mundo viéto cOmC Wl Cecs ¥ como laberinto reqpresenta
la connsv1315n de la ficcién en Borges, por lo cual, " éste al describir lite-
ratura fantﬁstlca, da expresi&n & lo ergentino por antonomasia. "Profunda-
mente lo confirma una noche de la l;teratura argentina: - esa desesperada noche
en la que un sargento de policfa rural grité que no iba a consentir el delito
de que se matara & un valiente y se puso a pElear.contra sus soldados, Junto:
al desertor Martfn Flerro."™ e refiere Borges & su-cuento "Biograffa de Tadeo
IBldDTO Cruz” inclufdo en El Aileph. Borgés as{ da expresifn a lo argentino
desde un plano genérieco que puede ser mAs intenso gue lo concreto.

Fn F1 hombre de la esquina rossde (1933) Borges da forme literaria a la

clega re11g16n del cuchillerc: el coraje. El compadrito hace del corajle su

re11316n y su ley, con susg m;tologgaé, sus mfrtires 'y ‘su historia. Su credo
es estar listo para matar y pars mﬁrir. Por otra parte, el cuchillo qﬁe para‘
nosotrdé nos parece abominable, e para £l, la mhxima expresiSn del valor'y
de la justicia. -
Seglm Ezequiel Mart{nez Estrada en Radiograffs de la pempa, nos diée: "E1

hombre de le pampa sintiS en carne viva el rigor de la ley sntes de comprender-
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la. Para su alma dileteda y sin forma, todo lo que aipgnificaba traeba, perse-
cucifn prohibicibn, despojo inapelable, representaba la ley. Considerd a la
ley como un nuevo mundo de dificultades escritas que se oponfa a su voluntad
de triunfar y a su instinto de conservacién. Se defendid con el cuchillo ¥y

la soleded, campo a.mem.“s

La ley del cuchillo siempre fue mfis fuertz que la ley eserita. Por o
cugl, log autores argentinos vienlen & caer en la cuenta de que el caos o la
barbarie de que hablaba Sarmiento es 18 reslidad profunde Qe Argentina, frentc
a la civilizacibdn o educacidn., De este modo, los autores argentinos buscan la
identidad Qel asrgentino por el cemino del cuchillo, ¢ifra de la realidad
argentina.,

Fn el Becedor {156l) Borges habla del cuchillo ¢ pufial y de su fuerza
mfgica, bello y cargado de poder que le llewva al desaffo, al torpe combate
con la hoja suangrienta. Seglin Freud, el cuchillo es un sfmbolo fAlico, propio
del hombre y estd Intimamente relacionado con su mascuwlinidad y su afBn de
dominio sobre otros o sobre la hembra. Por otra parte, el cuchillo es un arma
gecreta, esth relacionade con el sacrificio y le venganza, con la defensa
repentina, con la persons que lo lleva; ,tambifn estf relacionado con la ser-
piente, simbolo de vida y de muerte y psicol&gicamente representa las fuerzas
del instinte del ser humano en contraposicidn a la espade que representaria
el eapiritu o la ley.

Toda la higtoria de Argentina se reduce e un pobre duelo & cuchillo, en
la que sus componentes: el cuchillero ¥ el cuchillo, son partes integrantes
de una realidad inescapable. De este modo, el cueato titulado “El fin" es la
historia a cuchillo entre Martin Fierro y un negro que espera seldar la muerte
de su hermano desde hace siete efios.

Por otre parte, pare el grgentino que admira la valentia, ls misiSn del
tango es darles a los argentinos la certidumbre de haber sido valientes, de
heber cumplido con las exigencias del valor ¥y del honor. El tango le recuerda
al argentino su pasedo apScrifo, a la vez estoico y orgidstico en el que ha

desefiado y peleado, para cmer. 2l fin silencioso, en un oscuroc duelo a
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', €3 un visje a ese pasado

cuchillo. Asf, uno de sus mejores cuentos, “El Sur'
apScrifo por parte del protagonista Juan Dahlman que viala & su es%ancia en el
sur pars reponerse de una septicemia o envenenamiento de sangre, Inesperada-
nente, Dehlman se ve envuelto en un incidente en el almécén, cuando.ﬁnos com~
padritos le tiran uma boles de pan. Una vez arriesgado su honor, Dahlman se _
ve forzade a enfrentarse al provocedor. Por otra parte, un gﬁucho gentado en
el suelo, como fuera del tiempo, le tira una daga pera que pueda defenderse.

EL no puede volverse atrfs, se siente empu)ado por el destino y tieng qué
pelear. El arma Justifice que lo maten pero £l salvarfi su honor.

En este cuento vemos dos tipas opuéstos de la pociedad argentine, pero
ambos sucumben por le ley de la sangre que es mAs fuerte que ellos; por una
parte, est& el compadrito e)ecutor de esa ley, y por otra, Dahlman que sucumbe
seglin las leyes de ese linaje del sur, defendiendo su honor que lo Justifica.
Se he dicho que Dahlman es una imagen velada de Borges, que atrapado entre la
dualided de la cultura angloeajont y el pasado argentinolb el ladﬂ_mﬁs‘primi—l
tivo de la vida, se decide por este mismo, por el linaje y el pasado afgegﬁ '
tine, Por lo cusl, Dahlman es una victima de ese mito fetal: 1la pelea gque
mueve la historias de los argentinos. '

El argentino no puede elegir su destino, el destino se le impone y le
revela unae realidad territle a la que pertenece fatalmehte y de 1la que no puede
escapar. EL destino es la ley ciega.de la historia de Argentina. En "Bio-
graffe de Tadeo Isidoro Cruz", nos dice el autor Que al gaucho le‘fbrman la
llanura ¥ la selva y en cualquier parte, pues su destino ve con ellbs-por todas
partes, no pueden escapar de 1. Tadeo hd matadé s uno'que se burlaba de &1
y escapa. Antes de entregarse detide pelear y es herido. Despuéé lucha &
favor del e}frcito, se emanceba, tiene un hijo, recibe une fraccién del campo
¥ es nombrado sergento de la policis rural. Habta gque une noche compréndiﬁ Bu
destino, comprendif quifn era. Al ir a apresar & un malevo se ve a sf mismo,
Tadeo Isidoro Cruz tenfa la impresifn de haber vivido ya ese memento. Cruz
comprendi§: "Un destino no es me)or que otro, pero todo hombre debe atacar el
que lleva dentro. Comprendis su fotimo destino de loto, no de perro gregario,
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comprendid que el otro era €l. Cruz no iba a consentir de que se matara a
un valiente y se pusc a pelear contra los soldados, Junto al desertor Martin
Fierro,

En el cuento "El muerto” Benjamfn OtAlore, un hombre éel suburbio de
Buenos Aires, un triste compadrito con la virtud del corale, mocetdn de
frente mezquina, de sinceros ojos clarcs, de recidumbre vasca, & Quien una
ruralada feliz le ha revelado gue es un hombre valiente, y a quien no le
inquieta la muerte de su contraric, ni la inmediate necesidad de huir de
la Repliblica, busca al 1fder contrabandista Azevedo Bandeira. Se une al
grupe de Azcvedo, atrafdo por el peligro, sin saber de qué lado estd la
razén y comienza una vide distinta para &8l; vida nueva, pero que ya esté
en su sangre. Otflora, movido por la ambicifn y por una oscura felicidad
se propone ascender a jJefe contrabandista. EL quiere valer mis que todos los
orientales Juntos. Poco & poco llega a suplantar sl 1ider, le toma la mujer,
@l apero y el colorade y es el Jefe por una noche, pues esa misma noche
Bandeira y dos hombres lo sorprenden y entonces, "DtAlora comprende, antes
de morir, que desde el principic lo han traicionado, que ha sido condenado
a muerte, qQue le han permitido el emor, el wondo y el triunfo porque ya lo
daban por muerto, porque para Bandeira ya estaba muerto."T

Finalmente, en el cuento "La intrusa" Borges dramatiza otra faceta del
compadrito, "el culto el machismo" en su relecidn con el amor'y la amistad.
La accifn transcurre en las afueras de Buenos Aires sl final del siglo XIX.
Los hermanos Nilsen: Cristjen y Lduardo scon temidos per todo el barrio,
siempre andan Juntos en peleas y comprometerse con uno es hacerlo con el otro.

Una vez Cristian tra)o a vivir con €l'a Juliana Burgos y pronto la
comparten los dos. Pero esta situaci6n no dura mucho, pues aswbos estfn
epamorados de ella y tiepen celos el uno del otro. Deciden devolferlﬁ al
prostibulo pero van a verla a escondidas y deeiden llevfirsela otra vez a su
casa. Una tarde, Eduardo encuentra alristian haciendo los eaballos y pre-
parfindolos para ir hacia el sur, salen y Eduardo descubre que su hermanoc ha

matado a Juliana y la llevan a enterrar, Cristien la mat8 para que no les
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creara mls problemas. Y termina el cuento: "Se abrazaron, casi llorando.
Ahora los ataba otro vinculo: la mujer tristemente sacrificade y la obligacibn
de olvidarla."a

La actitud de los Nilsen estf guiada por el c8digo machista, con la
paradoja finel de que €8 necesario metarla para preservaf la emistad.

Borges justifice la realidad de sus narraciones poéticamente o literaria-
mente, no socialmente, y cuando escribe no se refiere s6lo a su pasado indivi-
dual, sino 8l de todos los‘argentinos, a lo genfrico. FPor otra parte, el
argentinismd deTBorges no reside en la idealizacifn del cuchillere, sino en
mostrarnos la cruda verdad del destipo argentino. Esti de acuerdo Borges en
que esta ley ciega es un hecho absurdo o una virtud infitil de funestas con-

: secuenci&s.j De este modo dirf a su abuelo,. el coronel Francisco Borges:

Porque eso fue tu vida:

una cose que arraptran las batallas
El honor, la tristeza, la soledad
y el infitil coraje.9

En FEl informe de Brodie hay un cuento titulado, "Historia de Roséndo
Jufirez", donde Borges ofrece una réplica a la violencis del compadre. Este

cuento es el reverso de Hombre de la esquina rosada donde el corale era la

religifn absoluta del compadre y la cobardia era el pecadc mfs aborrecible.
Ahare, veintiﬁinco aiios degpués, Borges expiica por+q.& Rosendo se niega a
pelear, no por cobardia, sino porgque las riﬁaafghora:le dan asco A Roséhdo
¥ ha comprendido que el coraje del compadre es un acto ciego que rebaja a
su§ paisanus a la cateporfa de animales que se destrozan entre si.

I argentinismo de Porges regside en haber enfrentado esa realidad en

haberls presentado sin adornhos localistas y sin genuflexiones nacionalistas.
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