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PREFACE
 

The CilldDDat1 Rolll8llcO Review 10 1I loB1cal outgrowth ot 
the N.l'st Cincinnati Conf'erence 011. Romance Literatures beld 
MlQ' 1981 UlI<ler the spollsol'Chip ot the Departmellt ot _co 
Le.Dgusgeo e,ad Ute:n.tUl'e8 end the Graduate Student Association 
01' the Univel'8ity ot' Cincinnati. 

Our epeciBl thaDks to Hea'ther Arden. James Hamilton, 
Koraal H"",s. JohD Wilhite ....4 Frllllk Triplett tor their time 
in eTeluating aDd selecting the papers included in this inau­
gural volume; Pa.t.ricia Clark tar the cover design; LleweUa 
Fr6lllr. ....4 Debbie Sicldllg tor the typillg ot menuscripts. 

Fina.1ly. we wisb to exnress OUl' sincere appreciation to 
the Graduate Student Associa.tion 01' the Univeroity 01' Cincin­
nati and the University Budget Board tor their f'1DanciBl sup­
port 1 without which neither the Conference nor this .1OU1'DBl 
would ha.ve been possible 

DonBl4 W. Bleznick 



lie 4esire to comzm.micate our beartfelt appreciation 
to Dr. JobD F. Wilhite tor bis enc:ouregemellt ill reel1dllll 
the CillciD.Dati CO!1t'erence on Romance LiteratU!'es and the 
CilleiDD8ti Romance Review. His time, 8ssistaDce and example 
b..... been primary motivatillll to"",s in spavnillll tbe pro­
fese101le1 ~iv1t1es of sradUate students in the Depart­
ment of Ram&D.ce Lensuae:es and Literatures. As F~ult7 Ad": 
nsar be dared to suggest tbat we' sbould read papers at con­
ferences IlI1d submit esslllYS tor publication. He mentioned 
tbat we could bold our 0VJ:l conference IlI1d even publisb a 
joUl'D&1.. What vas a cbBlleDge is nov haUty. and what vas 
doubt.ed is nov lauded. 

MaDy thanks, John, and'1lJ8'1' God bless. 

Felix Mencbacatorre 

Erie Penn11l1ltOn 
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GLASS, LIGHT AND WATER: THE AQUARIUM EFFECT IN
 

A LA flECHERCHE IlU TEMPS PERIl.U
 

Anita Henry
 
Indiana Un!veraity of Penneylvania
 

When we encounter light 'and glaas imagery in Proust's novel, and this iij 

frequent. ve can orten note an associated vater presence.' The Narrator's roorr.. 

at Balbec is a good example of this combining. The view from 'the window is a 

seascape; it is often in fact presented as B. painting f'ramed by th.e window 

casing. Inside the room. the light passing through this" blue-fUled vindov 

separates into B. prism effect; it is broken into its composite parts 'bY the 

glass pane: 

•• cette chambre. que je traversais uri moment avant de m'habiller 
pour 1e. promenade. ave.it l'air d'un prisme oil Be d~composait les 
eouleurs de 1e. ll.lLli.~re de dehors ••.•1 

"La lumi~re de dehors" is the light of the sea, or more accurately, the light 

reflected off the water. Another description of the Balbec bedroom even mOre 

clearly enunciates the association of wateI:' with Blass and light. The begin­

ning of the Nom de Pay.! section describes the room as' a pool with polished 

sides lik.e the glass of an aquarium. ". . . les murs P6B,ses au ripolin con~· , 

tenaient, comme les paroie polies d'une piscine o~ l'eau bleuit,' un air pur. 

azure et salin- (I,. p. 383). The suggestion of "parciQ polies" will be fully 

developed in the transformation of the Balbec dining room into an aquarium. 

A different example of light and water association occurs in the descrip 

tion of the' fiery glance of the Duchesse de GuennB.l1tes on the evening of the 

opera gala in Paris. The look. the duchess shovers up::ln the Narrator on this 

occasion is 'described as an "averse etincelante." a sparkling downpour (II,. 

p. 58). This scene is part of one of the major aquarium developments in the 

novel to which we shall return. It is also one of Proust I s caret'ully con­

structed para1.J.e1 scenes,. for it repeats the nasbing blue glance ,the duchess 

gave the' Narrator during his childhood in the Combray church (I. p. 175). 

Near the close of Sodome et Goroorrhe. light and we.ter association turns 

the steeples of Saint-Mars 1e Vc!tu into radiant fish: 
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• ~ • par ce 'temps 0\2 on ne pensait qu'au bain. lee deux ant.iques 
clochers dfw rose Baumon~ Bux'tuiles en losenge, lEg~rement inf'lticbis~ 
et comme pBlpi'tants, avaient l' air de newt poissons aigus, imbriques 
d'Ece.11les, moussus et roux. qUi, sans avoir llair de bougen s'Elev­
aient dans une eau transpBrente et b1eue~ (II. pp. 1014·1015) 

Here BS at BeJ.bec: it is the proximity ot the sea 'that provides the idea 01" 

water, gently rein!'orced by nee ,temPs 0\1 an ne pensait. qu'au b&in. 1I The color 

and the shape at" the tiles begin the meta.roorphosis at" the st.eeples into' fisb, 

while the UluaioD of movement {"eomme palpitants"} suggests the movement 01" 

sunlight On water. The image is completed by the impressionistic transforma­

tion or sky' into watel' as the :fish/steeples rise "dans une eau transparente et 

bleue." 

Finally,. the three' elements o:f glass, vater. and light are tightly associ­

ated iotbe synesthetic nnoms ,de lieuxn phenomenon based on' the cacaphQ~ous 

name ot the Prince de Pat:fenheim-Munsterburg-·Weinieen: 

Le nom d.u prince gardait~ dans la i"rancpiseavec- laquelle sea ,­
premi~reB s;yllabes €taient""::comme on dit 'en fI1uBique-attaqu~s', -et dau.s 
la bEga,yante rfp~tition 'qui les scand&it. 1 1 nan, la na!vit~' m&Di~rEet 

les l.ourd.es t1dElicatesses" germaniques projetEes COJJlDeS des branchages 
verdltres sur Ie "Heim" d i email bleu sombre qui d~loyait 1a myBt~cit~ 
d'un vitrail rhb.an derri~re les 'dOrures pAles" et :finement ciselEes du 
XVIlle si~cle nlleT'1B.Ild,., Ce nom contenait parmi lea noms cli.v.ers dorit· 
:h ~ait :forme, cclui d'une petite villc d'eaux all.emazl;d.e 0\1 tout en':fant 
j1ava.is EtE avec ma grandl_re, au pied· d'une 1DObt~e honorEe -par lee 
promenades de ,Goethe:. • _.. (II, p~ 256)"· ' . . 

In this mani:festation light.is projected' as though tbrougb a stained~glass vin~ 

doY, with "&ail ,bl~ sOmbre" and "dorUres ~es" reSult-inS ~ "1mmcb~e~ 
verd4tres. n The c~o~ at 'Wate~ is 'eus:gested by " verMtre." and 'Water is spec­

itica1.ly joined to the 'i..ma&e \lith the' "evo~ati,on or''tbe Rhine in Itvitrail 

rhGnan" and at the. G~:nn8n spa ,in question I the' "pet'ite vill~ -4 1 eaux· aU_de. " 

We shall. note that this etf'ect ot water' ,caused by -staine4 glas"s is "a .second 
'., . 

parallel. to the appearance o,r the Duchesse de Guermantes at_ the wedding ot-Dr~ 

Precepied's niece. 

In hi s 6SSB,y "Mftonym!e chez ProUst," G&'ai'd Genette 'suggests, -., neat :for-. 

mula tor the association o:f vater an.d glass t "Verre I /. ~,~u dUrcie, eau /1 
cnstal l.iquide et courant."2 Glass is hardened vater; -~t'~r'-is :liq~~-t 
f'l.cnri.ng crystal. With this indication that the one substan.ce Visually' sussests 



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 

sea and is broken into its component parts biY the bedroom window glazing). 

When the two substances are eombined. the bending of light is intensified and 

there results a heightening of illusiOtt. One of the early articles on the 

Recherche ref'ers to this pecuiiar visual ef'fect. Jean Dalligny. in his article 

IIL I Oeuvre de Marcel Proust" described a fluid. blurred ef'fect, lithe Narrator 

seems to be look.ing through glass at a mist-enveloped world. ,,3 The Narrator 

does indeed spend a remarkable amount of' time looking out of or into windows. 

The combined ef'fect of liquid and glass creates the illusion of' an aquarium, E'tl 

effect developed at some length in two pl,aces in the novel and alluded to 

several times more. 

The f'irst development of' the aquarium image is the transf'ormation of' the 

dining room of' the hotel at Balbec into an exotic container for f'ish and shell­

f'ish. The image is first suggested by the green light that filters into the 

room f'rom the windows facing the sea: 

cette saile a manger de Balbec, nue. emplie de soleil vert comme 
l'eau d'une piscine, et ~ quelques m~tres de laquelle la mar~e pleine 
et le grand jour ~levaient . • . un rempart indestructible e~ mobile 
dlemeraude et d'or. (I, p. 674) 

The greenish color is caused by sunlight and real water here. the colors of 

"emeraude" and "or ." The suggestion that the room itself' is a "piscine" is 

already present, as 'is the idea of a glass wall (!lun rempart"). We have al­

ready seen that the Balbec bedroom ,is also capable of' becoming 'a " chambre/ 
4piscine, II as Genette put"s it. The image is :fully developed in the next 

description of' the dining room: 

. '.,. les sources electriques faisant sourdre a: flots la lumi~re dans 
la grande salle' a: manger, celle ci devenait comme un immense et 
merveilleux aquarium devant la paroi de verre duquel la population 
ouvri~re de Balbec, les p@cheurs et aussi les famdlles de petits 
bourgeois. invisibles dans l'ombre, slecrasaient au vitrage pour 
apercevoir. lentement balo.ncee dans remous d 'or. la vie luxueuse de 
ces gens, aussi extraordinaire pou~ les pauvres que celle de poissons 
et de mollusques etranges (une grande question sociale. de savoir si 
la paroi de verre protegera toujours le festin des b@tes merveilleuses 
et si les gens obscurs qui regardent avidement dans la nuit ne 
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et si les gens obscure qui rega.rdent avidement dans le. nuit ne 
viendrout pas les cueillir dens leur aquarium ~t les manger). En 
attendant, peu,t-etre pa.rmi. 1e. foule arret.Ee et confondue dans 1& nuiti 

ya-vait-U 'quelqUe Ecrt"-v:aiD, q~elque amateur d'"i'chtyol'ogie hUJD8.ine, 
q,ui 1 regardant· lee m4choires de vieux moostres f1mi.nins se refermer 
sur un marceau de nour:riture engloutie, se complaisa.it a clB.Sser ceux­
cf par race, par cs.ract~r.e.ll ionEs et aussi par ces caract~ree acquis 
qui ,font qu'une vieUle dame serbe dont l'e.ppendice .buccal est d'un 

'gloBnd poisson de mer, parce que depuis Bon enfance elle vit,,~s les
 
esUx' doueesdu faUbourg Saint-Germain, mange ta salad.e comrne une La
 
Eochefoucauld. (I, p. 681)·
 

Here the sOUrc~ o~' liGht is interior" electric rather than solar, and the glass 

side hf!.e b'ecome IOOre evident and more important. The rather bitter social. com­

mentary muses on the question of how long the glass side can protect t,he weaJ..thy 

from the hungry poor. The glass serves another fUnction cOlllDlOn to both t~e 

lighted window and the aquarium side; the observers can see in, but the, "fishll 

cannot see out. The image is recalled vhen the Narrator sees B. soldier outside 

of a'lighte4're9t~Urantvindow in Paris during the war: 

A l'heure du dtner les restaurants ~taieDt pleinsj et si, p&ssant dans 
la, rue~ je 'voyais un pauvre permissionnaire •. , a.rr@ter un instant 
ses yeux devant les vitres illuminl!es, je souf'f'rais comme l,l'Mtel de 
Bel.bec quand les p~cheurs no'O,s regardaient dtner . , ,. (IiI, p. 135)' 

We note 'ip. ,both of these scenes; that t.he vertical glatis, the "aquarium side," is 

a symbol of abso.lute social separation, a fact that will also be true in the 

second major aqua.rium developIl!eut. Before proceeding to that scene. let us o:::m... · 

sider brlefiy two further eJl:.B.mIlle.s of the cruelty inherent in the aquari~ 

situation. 

The illusion of the fish who, cannot see the cruel' predator lm:king beyond' 

its aquarium vall also occurs with Odette and'vith the Baron de Che.rlus. On ·the 

night when Swann returns to the rue La P'rouse after midaight to be certain that 

Odette is alone, s~ething quite sinister develops in his mood; it is in fact 

the introduction of the priso'ner theme: 

II la tena~t ,ll. 'clairl!e' en plein par 1e. lampe. pr.isonni~re sans le
 
savoir dans cette cllamore 'oil, quand il le voudrait .. 'i1 entrerait 14
 
surprendre et la capturer ., '.' . (I, p. 213) .
 

It is BGQ.in .F.l., liiSh'tod v::lndov 't.lui.t forf!lS thp. side o~ Ode'tte'li! "aquarium." This 
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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 sUhou­

ettes he had assumed to be Odette and her lover are in fact two startled old 

gentlemen~he had the wrong window, the wrong house& 

The situation of the Baron de Cbarlus is unrelieved by even a touch of 

laughter; he is the fish at the mercy of the observer: 

M. de Charlus • • . vivait dup~ comme Ie poisson qui croit que I' eau 
au il nage s'etend e.u-del~ du verre de son aquarium qui lui en presente 
Ie refiet, tandis qu'il ne voit pas a c.,t~ de lui, dans Itombre Ie 
promene\l,1" amus~ par sea ebats au Ie pisiculteur tout-puissant qui., au 
moment impr~vu et fatal . • • Ie tirera sans pitie du milieu eu i1 
e.imait'vivre pour Ie rejeter dans Wl autre. (II, 1049) 

This scene occurs at the Verdurins t on the evening the Itpatronne" has chosen 

to separate Charlus from his beloved lICharlie." The image shares with the 

dining'room. at Balbec the gle:ss. the illusion, the "p@cheur" who is in the 

darkness beyond the bright reflecting wall and who cannot be seen. The sinis­

ter intent of the observer is fully developed. 

The second m£l..'or aquarium development occurs during the evening pf the 

opera gala: 

• . . dans les autres baignoires. presque partout, les blenches d~it~s 
qui habitaient ces Sombres s~joura s'etaient r~rugi~es contre les 
parois obscures et restaient invisibles. Cependant, au fur et a 
mesure que Ie spectacle s'a~an~ait, leurs formes vaguement humaines se 
detachaient mollement l'une apr~B 1 'autre, des profondeurs de la nuit 
qu'elles tapissaient et, s'~levant vera Ie jour, laissaient emerger 
leurs corps demi~·nus et venaient SI arr@ter Et la limite vertiCale et Et 
la surface clair-obscure . • . apr~s commen~aient les fauteuils 
d'orchestre, Ie s~jour des mortels ! jamais s~par~s du sombre et 
transparent royaume auquel Ija et lil servaient de frontiilire. daI:ls leur 
surface liquide et plane lIes veux limpides et r€nechissanta des 
dSesses des eaux. (II, p. 40) 

The glass wall is as rigidly in place here as at Balbec. represented in the 

"paroi" and the "limite verticale;" here even mre than at Balbec. it seems 

to offer an absolute separation between the magnificent sea creatures and the 

observers. Fish imagery returns vith the appearance of the Marquis de 

Palancy: 

Le marquis de Palancy . . . se d.6pla~ait daI:ls 1 10mbre tran"parente et 
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PGTs.i'ssait ne pas plus voir Ie public -de l'orchestre '"qu 'un poisson-- qui
 
.. passe. ignorant de 18 f9ule des visiteura curiew: I derri~re Is cloison
 
vitr~e d'un aquarium. (II, p. 43) .
 

This reminds us that we have seen a fish-like Marquis de P.a.lancy before, long 

agel at tbe matiD€e of Mme de- Saint-Euvert,: 

M. de PalELOCY • • • avec sa grosse t'te de ce.rpe aux yeux ronds • • • 
avait. 1 'air de transporter avec lui un f'ragment a.ccidentel, et· peut­
e,tr~ pur~Dt 97lA'tolique. du vitrage de son aquarium, partie destinee a 
figurer Ie ~ut. '(I. p. 327) 

Even the unlikely locale of Donci~res can undergo a 'brief transformation 

into an aquarium. 88 the Narrator peers into lighted apartment windows: 

~ ••. des hommes et des femmes amphibies, se 'r~adaptant chaque SOiT ~ 
vivre dans un autre ~l~ment que Ie jour, nageaient lentement dans Is. 
grossse liqueur qui ~ a la tomb~e de la nuit, sourd incessament du 
reservoi.r des lampes pour remplir les chambres jusqu I au bord de leurs 

,,' ,Parois de pierre et de verre . . ., (II, p. 97) 

Here light becoces water as in the other examples of this phenomeno~1 and the 

vertical "pa,roi" is also an' element of both the Balbec and the Paris, aquaria. 

There is one more scene that fits with these clearly drawn examples of 

aquarium imagery, because of an association of glass and separation and because . 
of a similar color. trea.tment. A number of commentators have notice:d the par-

sJ.lel between the ma.gic lantern scene of Genevi~ve de Brabant and the appearance 

of the Duchesse de Guermantes at the wedding of Dr. Percepied's niece:, 

_ .. la chapelle o~ el1e suivit la messe ~tait celle de. Gilbert Ie 
Mauvais, sous les plates tombes de laquelle, dorees et distendues comme 
des alvEoles de miel, reposait les anciens comtes de Brabant •. _ • (I, 
p. 174) 
_ . • pendant qUe Mme de GueI"lDlUltes ~tait assise da.ns la chapelle au­
dessus des tombes de ses morts, ses regards fl~aient ~a et la • • • 
s'arra-taient ~e sur lOOi comme un rayon de saleH errsnt dans la net" 
• • • • (1, p. 176) 
Ce sourire tombs sur moi qui ne la quittais paR des yeux_ A10rs me 
rappelant Ce 'regard qu'elle avait laissl!! s'arriter sur zooi, peneant la 
messe, bleu co~e' un rayon de soleil qui aurait traversE le vitrail de 
Gilbert le Mauvais, je me dis: "Mals sans doute e11e fait attention a 
moi. " ( I. p. 177) . 

Proust suggests the ima~ of the l:llC:I.g1C lant.ern when he hes the Narrator describe 
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his difficuJ.ty. It j 'essayais d I sppliquer I' id~e: Ie' est MIne de Guermantes, 1 

sans parvenir quia Ie. faire manoeUVl'er en face de l'image, comme deux disques 

s~par~s par un intervalle,U (I, p. 175). We are also reminded throughout this 

long passage that Mme de Guermantes is the descendant of Genevi~ve dE'! Brabant. 

the subject of the magic lantern slides. Howard J.1oss has noted that the same 

colors are present in the magic lantern slide and in the churCh. 5 The primary 

colors are in fact the same as in the parallel scene concerning that other 

German noble, the Prince de Faffenheim-Nunsterburg.. Weinigen, for here we have 

the blue and the gold~ though without specific mention of the resulting 

" vetdl!tre. 1I The blue light in the church has two sources, Hme de Guermantes' 

eyes and the sun shining through the stained- glass portrait of Gilbert Ie 

Mauvais. The glance of the duchess is actually compared to the sun, and this 

fiery glance prefigures that of the opera gala. The sun image and the actual 

sunlight are both instances of yelloY light filtered through blue. When one 

adds the golden honey color of the Brabant tombs and the "orange sound" of the 

syllable ~nt common to both "guermantes" and ''brabant,1t there is more yellow 

to mix with the blue light. And though green is never mentioned in the pas­

sage, one recalls that, just as the name of the German prince suggests a 

Rhine chapel and a "ville d I eaux, II so the Guermantes Way lies along the 

Vivonne and has the water garden of the two "'WSys. 11 The absolute social 

separation is as strong in the Combray church as in either of the two major 

aquarium seen'ee; it is an image of the same type. 

It remains to consider the sources of Proust's fascination with glass, 

light, and water, and his combination of these elements into the aquarium 

image. Proust's use of light and water imagery is very similar to that of 

Goethe, whom he admired and mentioned from time to time in the novel. as in 
6the Faffenheim-Munsterburg-Weinigen passage. The image 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 our eyes the waterfall over against it. the 
torrent of human affairs I broken into a myriad rills. Upon the mists 
that rise from i'1 the sunlight paints a rainbow, always vanishing, 
always restored. 

The prismatic refraction here. the action of vater upon light, reminds one of 
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the prism image in the Bal.bee bedroom. 

Proust's fascination with the aquarium goes beyQnd Goethe's use or vater 

and light, however; as David Mendelson doeuments it, the aquari,um was used 

extensively as an instrument of scientific observation in the second half of 

the .nineteenth century. Mendelson points out that the aquarium enjoyed 6.- great 
B 

vogue in Paris in the decades just preceding the creation of Proust's novel. 

Proust doubtless found the optice.l illusion of the aquarium interesting, and as 

with so many other things that appea.l.ed to the curiosity of his encylopedic 

mind, the aquarium provided a recurring theme for A Ie. recherche du temps perdu. 
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JULES ROMAINS' L&S COPAINS: MUSKErEERS OF LAUGHTER 

Pierre L. Horn 
Wright State University 

Calling his 1913 novel entitled Lea CoP!ins a "Coneeiller de 1a Joie et 

Brt=:viaire de 1a Sagesse Fac{;tieuse, ,,1Jules Romains presents not only a highly 

entertaining work in the tradition of the rabliau and of Rabelais, but he also 

looks in a humorous manner at his own precepts ot" unaoimisme. It is, after 

all, through the characters' canul.a.rs on the inhabitants of two sleepy villages 

of the Auvergne region that this awesome oneness of soul. evelves. And that bis 

protagonists practice the same type of preposterouB mystification invented at 

the Ecole Normale Sup~rieure is quite understandable when we recall that 

Romaine was himself an illustrious alumnus of that institution. 

When the seven musketeers agree that "e ffectivement Issoire et Ambert 

flve.ient un d~le d'air" on the map of Frnnce (p. 26) and that somethiD8 ought 

to be done to straighten things out, they first decide to write libelous poems 

vbere Issoire rhyI'1.es with ... "passoire'l and Ambert with ... "camambert." This 

intellectual exercise, however, is obvioualy not su:fficient punishment for 

these two chefs-lieux d I e.rrondissement, and the heroes decide to teach them a 

real lesson. Not baving a Petit Larousse readily available, they extrapolate 

oracular pronouncements frOID the Bettin in which the gods, as is their wont, 

" s 'exprims.ient en temes bien voiles": "Riboutt5, Joseph. Uniformes mili­

taires. Vetements ecclesiastiques. Accessoires pour c5r5monie" (p. 44). 
Since Bottinmancy reveals no easily Wlderetandable meesages, they must of 

course consult an extra-lucid somnambulist who, af'ter coming down trom his 

roof'top, speaks with a couple of night spirits who dictate the folloving 

sibylline verse: 

Si la baguette du tambour 
Tourmente Ie eommeil du eourd, 

Si I' amour dans toute sa gloire 
C15t la mesee avant l'offertoire, 

Si Ie simulacre noquent 
Ferme la bouche au trafiquant) 

, lssoire, Ambert auront beau faire, 
lls tomberont sur leur derriere (p. 62). 

II 
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After a. test run in Nevers in which 8 copa1E. has org&1ized a vclcoming 

connnittee complete with ~geillaise and local notables-all this for Benin 

whom Broudier introduced as a. councillor to the Czar: llEtenim 1st! persus,sun 

babent te apud Sc:ytharum regem, quem Tsarem vocant, praestsnt1ssilOO o1't'icio 

praefectum esse" (pp. 93-94}-tbe hoaxers. disguised as a minister "barbu cOllll1le 

Charlemagne,lI a director general, a military attache. and a private secretary, 

I!\Ove on to Ambert where they tour the army barracks. especially the toilets and 

the infi~. thereby fulfilling the first Bottinical aod somnambulistic 

presage (llunif'ormes nrl..litaires ll and llbaguette de tambour"). The actual prank 

consists in having parts of the garrison troops act in an anarchist insurrec­

tion directed against "la sous-prefecture ... l'hdtel de vUle •.. et la personne 

du maire, arret~ El son domicile" (p. 176) e.nd crushed by the army "avec vigueur 

et rapidite ll (p. 177). The result is complete pandemonium; yet it allows the 

early-rising cititens of Ambert to become a utJanimistic group: 

Une masse s'~branle... La foule de deux rues est aspir~e avec un 
siff'1.cment. Maie lea deux rues a leur tour aspirent le reste de la 
ville. La multitude se ramasse. se canalise. affiue, conflue. Ambert 
existe, d1un jet (p. 191). 

'I'he next oracle, it ",.ill be remembered. was "vetements eccl~siastiquesll and 

111 
I wnour ... ,cll5t la messe. 1I It is therefore in the guise of Father Lathuile, 

"1'or61,.~ur ~minent et le docte theologien" (p. 193), that 1)6n1n preaches the 

3ermon that is at once verbose, learned and obtuse and whose sUbject is B. very 

literal exegesis of Christ's admonitions: "Love one another:" and "Grow aod 

multiply! II This is why at the end of the service the entire congregation is 

in the throes of Eros: 

Un vieux m!le enjambe Ie. cl~ture du bane d'oeuvre, et la premiere des 
vierges mQ.res qui lui tombe SOUB la ma.in, il 1 'empoigoe. Un adolescent 
colle ses levreB sur la nuque d'une jeune fille. Un commandant en 
retraite, sur une croupe, sbat ses mains noueuses. Des fe~es 

s'inclinent vers leurs maris, qui leur encerclent ls tsille et leur 
palpent la poitrine••. Vingt adolescents ssssillent les demoiselles 
sccompagn~es. Les commandants petrissent des hanches. L'auditoire Be 
crispe en groupes oonvulaifs (p. 216). 

The final canular takes place at Issoire. where the local authorities and 

the Chamber of Commerce want to dedicate an equestrian status of Vercing~torix: 
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Vercing~torix avait une pose simple. maia belle: Ie. main gauche sur 1e. 
cuisse, 1a main droite tenant lee renee de SOD cheval.. Vercin.g~torix 

~tait DU ••• Son sexe. bien eteJ.e sur 11~chine du cheval, f'rappait ilIa 
tois par sa groBSeur et par son naturel. Lea dames. et plus d'une 
jeune fillet n I en tinissaient pas de l'admirer (pp. 226-27>' 

When the deputy gives his speech, however, the statue comes to life and starts 

to insult .him: ItVieille lope! Tfte de chou~ Fatigul! Tu vas me Caire rendr;. 

IDa nournture! Fous Ie camp!" (pp. 228..29). as ve1l as to throw cooked apples 

at the assembled dignitaries. These acts bad naturally been predicted by the 

sentences, "a.ccessoires PO\ll" c~r~monies" and "Ie simulacre ~loquent feme 18 

bouche au trafiq\JfLnt. II 

A.t the same time that these two burgs are brought to life, or at least 

"r~g~n~r~sn by the mischievous tricks of this jolly band. the pals too acquire 

their ow collective cohesiveness and identity in exchange for lila diversit~ 

des destinees individuelles. ,,2 Whereas at the beginning of their joyous 

adventures "chacun avait 1 1impression d'@tr seul dans ',une region pleine d lun , 
brouillard lumineux... et sentait monter du fond de lui-Jneme comme une 

clameur vaste et creuse" (p. 66), at the end of the novel lYles copains etaient 

envabis par un sentiment singulier, qui n'avait pBs de nom, ws qui leur 

donnait des ordres. qui ex1geait une satisfaction Boudaine; on ne sait quo! qui 

ressemblait if. un besoin d 'unite absolue et de conscience absolue" (pp. 257-48). 

Once they have discovered this "besoin vital," they partake of the grand 

comedic feast .and thus rejoin the long tradition of f'un and carnival, along 

with ..,inting out that life itself is but a gigantic prank. and ought not 'tie 
taken seriously: liCe que les hommes cnt de serieux et de sacre, vous en avez 

fait des objets de plaisir, vous y avez tailll§ les pi~es d'\Ul jeu" (p. 253). 

While I do not wish to incur the ironic disapproval which L. D. Knights 

reserves for mere cataloguers of jokes> 3 it is important to see and \Ulderstand 

what makes Jules Romains' novel so funny. In addition to the ~~ ve have 

just looked at, there is his verbal humor, an uncanny virtuosity at ha!::Ldling 

language and 1r/'Ords which announces vriters lilte Boris Vian and especially 

Eug~ne Ionesco, as in this syllogism 1r/'Ortby of the Logician: I'Je ne te dirai 

plus rien. Tu me fais suer avec tes questions. Et tu sais que la sueur 

matinale est mauvaise ll (p. 115). 
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I vould like to examine in particular six comic devices that are most 

prominently used in Les Copains. First, there are pastiches which poke gentle 

fun at contemporary poets, such as Mor~aa in this ~t811ce: 

Feuilles dont Ie. structure imite une passoire,
 
Tristes re.meaux d I automne aux marronniere d lAmbert!
 
Mon coeur qui VOllS contemple a. 1e regret d' Issoire,
 
Mon coeur que Je compare au eoulant camembert (p. 29),
 

Jr Mallarme: 

/ Fluant. aue.n:t de Due embrun. 
qu'une passoire 

Tue~ Or si ne l'a pu Beiair Ie Tout Issoire 
Evoluant d'un pied s'avouant camembert, 
Par l'horreur d'@trelil conclu 

Chaud% 
crest Ambert! (p. 32), 

Jr Peguy: 

Ambert! Je te bah! Tu grouilles a.utour de mei. 
Paquet d f asticots dans Ie gras du camembert t 
Et c'eat Issoire qui est l~. plus loin que nous, 

COIllll'1e Ie manche en fer d'une pasBoire lourdeu (p. 33). 

ll4wen Racine, in Maurice Charney' B phrase. is "skillf'ully Violated by the 

~rreverent buddies: 

Mon maitre qui VOllS porte un amour sans ~8al 

Daigne emprunter iCl man indigne canal 
Pour vous faire tenir Ie Balut i.e plus tendre (po 77). 

-'1 this same category of' intellectuaJ. humor should be included various refer-­

!nces to literary/philosophical the~es, for instance, Gide and the gratuitous 

.lct (IIVOUS avez restaurl!!: l'Acte Pur..• Acte PurJ Arbitraire Pur! Rien de plus 

_ibre que vous!" Pl" 251 and 253 ), as well as parodies of political speeches 

7eplete with mixed metaphors a 1e. Joseph Prudhomme: 

llif'ants d'Auvergne; Mes enf'ants! J' ai pein~, J I ai souffert, Je suis 
rr.ort pour Ie. liberte, pour les droits du peuple. Avec ma sueur, avec 
mon sang, Jlai ciment~ les bases de la dEmocratie (1'. 228). 

;Jnversations with spirits, too, are very much like the operator-assisted 

.ong-distance calls provided by today's ,Bell System. including the same dis­

:urbances on the line: 
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- Enjel: Enjel! 
On entendit un petit gr~sillement. 
- Vous ~coutez1 Enjel! ••• Accordez--moi 1.8 
communication avec Pijl •.• vous savez... 
Pij1. et fils .•• 
Enjel. •• est un genie f~minin, charge de 
mettre lea va,yants en rapport avec lea 
puissances sup~rieures•.• 
On entendit un nouveau gresillement. 
- Fij1.? •• Tu dis? Je n'entends pas. 
Enjel! Enjel! ••• Ne rom'Pez pas, gracieux 
esprit, Is communication (pp. 59-6o). 

Bec.l'.use the copains are the products of an excellent classical educa­

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

their everyda.ylanguage, along with slang and vulgarities, and that zeugmas 

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

not to say tho.t they are pedants in the pr~cieu8es ridicules fashion, but 

ro.ther that they take pleasure in the beauty, richness and elastie:ity of 

laneuage, what Jank~l~vitch cB1l.s llle PJuvoir de jouer, de voler dans les 

airs, de jon~er avec lea contenua 80it pour lee nier, soit pour les 

recr~er.n5 Here, taken at random, are a few examples of their erudite 

speech: bigophone; ~izootie, no~nale, ~rahma.nes moDOrchit~, foi 

punique, concussionnaire, o.rverne, vaticinati0t!:., ~dicule~, borborygmes. 

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

peau, mon mouchoir et mon ame brandis," "vous sapiez les fondements de la 

morale, de la socieU; et du Puy-de-OOme," lice fut une file indienne et 

aveugle," nil semblait ~mu et corpulent,lI lIil fit une pause; les copains 

un bon sourire. IT 

Then there are the verbal accumulations, such as !tune luxueuse 

gal erie de miction, un vaste Pissing Room, un Urination-Palace" (p. 72), 

"je l'assimile A un vidangeur, ! un adjudant corse, au maestro Pue:cini" 

(P. 78), lila multitude se rame.sse, se canB.1ise l afflue, conflue" (p. 191), 
Or this list of fines herbes reminiscent of culinary manuals: "Un 

EOUP'i0n de thym, une branchette de serpolet, W1e feuille de menthe, et 

un rien de fenouil" (pp. 241-42). There ia even a series of,words 

starting nth a normal substantive and proceeding to imaginary formations: 

IIQu8dr8g~naires, quinquag~n8ires et sex8g~n8ires, cossus, pansus et 

cuissus lf (p. 202). 
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Historically, caricsture belongs to the fine arts, but this shorthand 

exaggeration also found its way into literature since it a.llOWB comic writers 

to both reduce and magnify their personages by focusing on one or t'\ro outstand­

ing f'eatures. And Jules Romains is no exception: Orner is personified by hie 

red nose; .Lesueur by the abundant faciel hair that gives him the look of a 

french pOodlei Ruchan has protUberant Barney-Google eyes; Lamendin I a head is 

shaped like an apple \lith a knife (that is, his nose) stuck in the middle. 

Braudier sports a ferocious Gaulois mousta.chei Martin is so average (1Iun 

lIlonsieur de vingt cinq i1 trente a.ns. taille moyenne, bouche moyenne. nez moyen. 

front moyen. pas de signe particulier" pp. 155·56 ) that this very Dande-· 

scriptnesa becomes his saJ.ient characteristic. B~nin \s physiological. needs arc 

overpowering enout$h that, like Vladimir of" .Qgdot fa.me~ he is remembered either 

for nis stercorous concerns and Jokes or more likely for bis total, complete 

dedication to the Iloodeste fonction organique": 

Sa vessie devenait peaante et douloureuse. 
Tc.ute son §me deecendait, dans sa veasie. 
B~nin aurait donn~ see droits politiques 
pour la joie d'uriner ~ son aise une ~inutei 
pas mame: vingt secondes. Maie uriner avec 
force, eruptivement, comme un geyger {po 72). 

Even minor :figures are end.oved uith caricatural traits~ !'rom the somnabulist 

with the "barbiche de ch~vrell to the calculating proprietress of the inn 

outside Nevers: 

Une femme ob~se parut. Son a.bdOmen la prt;c~dait d 'un bon pas. Sa 
poitrine venait ensuite, comparable l deux sacs de f'arine battant Is 
CI'Oupe d I un cheval; puis sa tOte, renver5~e, bourr~e d I une grllisse 
blanche; et, sur sa tete, deux: yeux ronde et saillants que la marche 
ballottait du m@me mouvement que la poitrine (pp. 107· 08). 

Authorial. intervention:;, are 'another comic device frequently used in the 

work. Romains is not af'raid to conment on the physique, personality and 

actions of his characters or to proffer elaborate explanations, whether 

needed or not: 

Derriere Lesueur, Martin grav!ssait l'escalier marche par marche. II 
n'y a rien ~ dire sur son compte (p. 24); 
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11 6'ta sea lunettes. On eut 1. limpressioD p,"nible que sea yeux allaient 
tomber sur 18 table avec un bruit de caillous.. n q,e se produisit rieD 
de pareil (p. 28); 

Ce spectacle r~conrortait. a une ~que oa tout niest que fa1sifieation~ 
contrefa~on et maltagon (p. 53); 

La fanfare attaqua. l.'H:ymne Russe qui se d~:fendit bien (p. 98h 

Le nez d 'Omer exigeait un pagne. eu a tout Ie moins une :feuille de 
vigne (p. 206). 

Today laughter is tinged with despair, and humor bas become serious and 

s8vP.ge; the world is completely devoid of rational order as it stands on the . 
brink of atomic destruction. Unlike 1Iriters like Beckett. Heller. Arrabal, 

for vhom the grotesque, according to Diirrenmatt ~ 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 1900s and 1910s (for instance, Anatole France, Andr~ 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 tha.t were appropriate to the sub­

jects discussed. The comic, with its origins in the celebration of life, mind 

and body. and laU8hter. which Rabelais defines as "le propre de l'homme," are 

essential elementB of tes Copain..l!. since humor, this integral part of Bergson I s 

~lan vital, is a powerful means f'or uniting people, for creating "cette magie 

du pluriel qui transcende la plupart de nos actes. ,,1 It is no wonder, then, 

that both groups-the villagers and the young companions-·have so merged into 

an ethos based on the release f'rom inhibition, on fun, merriment and the 

euphoria of liberating laughter. And "le rire n'est-il pas la conscience 

Joyeuae de notre f'initude ll ?8 
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GENERATIVE REPRESENTATIONS IN THE POST-MODERN
 

FICTION OF CLAUDE SIMON
 

s. Jimenez Fajardo
 
Illinois Weal ran University
 

My remarks will deal specifically with the role of described pictorial 

representations in Triptygue (1912), and LeGon de choses (19T5)~ t~ recent 

novels by Claude Simon. 

Simon's pervasive interest in the language or representations. in pictures 

of all sorts. postcards, stamps, oil paintings. etchings, photo~raphs. even 

film, may stem from his early interest in painting--he was a student of Andre 

L'H5te--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 

may be used as a basis for the examination of such artistic concerns as 

framing and arranging, focusing. and naturally, the selective process itself. 

Simon, in one of his few theoretical statements has himself suggested a func­

tional analogy between language and painting; he says of his own fiction " .•• 

certaines qualites communes regroupent ou si l'on pr~f~re cristallisent dans 

un ensemble des ~~ments apparemment disparates ••• exactement comme certaines 

qualitee communes (harmoniques ou compl~mentaires, rythme, arabesque) 

rassemblent dans un tableau, permettent d'y cohabiter en constituant un 

ensemble pictural coh~rent. les objets ou lea personnages qui y sont 
• t' 1.1represen es .•• 

Together witb the growing importance of static' representations, Simon's 

recent novels manifest as their eentr~ concern the movement of vriting toward 

form. That is to say, they nre higbiy self-conscious 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, and that the 

relationships between various ways of representing are as ~portant as their 

objects, Simon proposes fictions in which language penetrates and transforms 

19 
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al1'otber modea of picturing. While representations generate the ~ictional
 

text~ the text itself becomes an overarching metaphor for all its enclosed
 

'tepresentst ions.
 

The confrontations of' le.nguage with f"ragmentEltfon. be it that of the 

"materials selected for its engagement, or its own tendency to digrS9sio~, under­

pin the form of these narratives. The ,text's integrative efforts are, aJ.~o 

.consta.p.tly threatened by- two 1"u.nda.m.ente.:J:. human experiences. apparently s.ntag­

onistic and yet inseparable, love and death. For eros. as well as death, can 

be the origin of disjunction. In these conditions, none of the represen~ations 

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

~lBted connotations. In this sense" ..representations-llhich offer the text 

'~o~nts of departure qr obje~te of study. enigmas to solv~--though they ~y 

refuse to divulge the mystery stubbornly sought vithin them, by la.nguage, ulti ­


mately become elerr.ents in the resolution. as do any other portions of the
 

fiction sinee 'the text generates its o~' significance through its very search.
 

In the,'novel preceding ~riptygu~. ies Corps conduc~~~S (1971), Sinon
 

inyestiga.ted the assimilative capacity of a text-as if the novel were 6.Il
 
" " " 

organism capable. ;to make use of' and transf'orm into ita olip tissue the lD)at
 

,disparate elements. He conoentT~ted,~n the inner resources of language to
. , 
,create a n-exus af Iielationships that brought together the various anecdotal , 

sequences' and "f'uaed them 'intO:: ep/in4ivisible vhole. 
, ,'" 

In !l".iptyque he exBminet3 particulfl,r aspects of picturing per~. There is 

now AD empha.sia on problems:of' perspective, on the visualization of a scene 

before it is represented, or its triangulation. on framing. or the selection 

of material.. Again. as alvays, love or death are the inescapable centers of 

convergence of all human activity in the fietion, its cause or its origin-for 

Simon's novels are not solipsistic experiments in form, but meditations on our 

most essential concerns. 

There are in Triptygue three fictional. sequences taking place in three 

different localities: 1) in a village a woman en~ruatB her little girl to 

two older girls in order to meet with a lover; 2) in an industrial city a 

young couple gets me.rriedi the groom celebrates with friends before going to 
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his bride's bedi 3) ~n a resort city by the sea,' a WOJn8,D. seeks the help of in- ,­
.' 

nuential mo.le friends.i he)" ,.son has been a.rrested on a drug traffic charge. 

Each sequence centers on pn erotic encounter Which is' either followed"by or is 

the consequence of a disastrous event: the little girl drovns; the groom,. 
drunk. is attacked and.beaten in the night after making love with a barmaid; 

the woman in the resort city must grant her faVors to help her SOD. In the 

first and second series the,~ovemaking is detailed but not the drowning nor. the' 

violence; in the third are described the transactions and bribery necessary to 

save the young man, but not the lovemaking. 

Three means of representation are considered in the novel: fixed images­

(posters, postcards). film and written fiction (a detective novel). Their 

SUbject may be any one of three sequences, of incident, which, in their turn, 

may contain scenes from the other two in'an~'of the three modes of representa­

tion. For instance, the novel opens in the village with the description of a 

postcard showing a view of"the resort city; ,later, the wedding sequence and the 

"mother and son mystery storyll appear as films .. fiction or pOsters. Nellr the 

end of Triptygue a man from ~h,e "mystery storyll completes a jigsaw puzzle show­

in a picture of the village and its environs, but he suddenly brushes"it aside 

~n ~~~~rent disgust. As the puzzle falls apart, the movie that contained this 

scene ends. The specttl;toro W8J.k t;)ut. into the night of the industrial city. 

To some extent. the novel Triptygu.e follows" the gradual. elaboration of a ' 

puzzle, but one which would offer. no completed imge o.s a guide. As in this 

sort of assemblage, each element, i~ ,.the fiction generates new possibilities of 

linkage. relating to its shape .or",its principal colors or its port~on of design. 

Furthermore, to pursue the analogy, with·a puzzle, or a mosaic, the components i 

consist as much of individual segments of action as they do of varieties of 

representational modes--imagea. ~~raight narrative, film. In other words, the­

components of the stories may b~ contiguous to one another as much in terms of 

what they show, as in terms of how ,they show:. The transi't'ions' or links between 

each segment of the fiction result f'rom several types of cODIpOsiti,onal: analogy: 

similarities of words, compo.rable shape3, paral1.el movements ~,inclusion in the 

same perceptual field. 

The first problems that the text seeks to solve are framing and 
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triangulation or the selection of' a visual compass. From a postcard image. the 

deeeription recedes--backward zoom--oituateo the card on a kitchen table. then 

backs out of the room to give a panoramic view of the couatryside: "De 16 

grange on peut voir Ie clocher. Du. pied de 16 cascade on peut aussi voir Ie 

clocher mais pas 16 gra'ge. Du haut de 16 cascade on peut voir a 18 rois Ie 
1aclocher et Ie toit de 18 grange. Thus, having moved from too narrow a focus­

ing to e. broader one. new problems of' perspective ariee. The "IrDving camers,lI 

though it expands the angle of vision. aces not solve the problem of selection: 

sometbing must al~8 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 witbin each sequence and between them. Thus, it is not 

sUfficient to situate various distant parts of a picture within a frame, they 

must also be linked by the description at their most basic. compositional level. 

As the description progresseD, its main problem is to join the wterfall to the 

barn and the steeple. The elements used in the linkage are verticality and 

depth of field: "Construite sur Ie pre en pente J la grange aux rnurs faits de 

planches verticales, plus ou moins disjointes" :J ~e1E!:ve sur un soubassement de 

ierre. En amont Ie Boubassement affleure tout juste le sol. ... si lion 

fixe Ie clocheI', les tiges et les fleurs des ombelles se muent ~ leur tour en 

formes floues oscillant doucement. dessinant des triangles aigus dent les 

cot~s imprEcis se croisent et se disjoignent tour ~ tour. II (pp. 9-10) As we 

read on, this imagery of verticality and triangulation acquires sexual over­

tones (phallus - vulva) when it serves as a means of access to the inner 

darkness of the barn where lovemaking is taking place. Three separate activi­

ties are in progress: 1) the creation of linkages between the three prin­

cipal elements of the landscape; 2) the self-reinforcing multiplication of 

imaBes of verticality (pbaJ.lic) and congress (triangle - vulva); 3) a pulsa­

tion, or the back and forth movement of the "eye, n imrord closeups and back­

l1'3.rds to panoramic views. 

The waterfall will join t~e other two clements of the description by 

means of analogies involving the language itself and the concept of verti­

cality. " •.•les planches qui .:onstituent la pared de 1a grange ont jou~, 
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gonfie.nt ou se contractant, de f.Iorte que quelques dGchirures s'ouvrent dans Ie. 

couche des afficbea superposEes. L'une d'el1,e~ toutefois, plus importante, 

semble avoir ~t~ aggrandie a dessein. Au pied de '-la cascade BIest creuB~ un 

bassin dOnt on ne voit pas Ie fond, en forme de cuvette. a peu pr~B circulBire 

'" A mesure -que Ie. profondeur augm..ente l'eau V:~rdi d'abord, puis devient d'un 

bleu de lessive qui s'epaiasit par de3res, presque nair au centre du bassin. 

n faut UJi moment pour que Iloeil colle it Ie. fente que lion a agrandie se 

fass~ a Ie. delni obscurite•.• " (p'p', 10_12..)1,. 

The barn and the waterfall a.re now join~d tl;lrougb homologous languae;e 

(dessei,ri I ,bassin, ~essive), homologous actions (widenins: ,;, ,gap or a trough) 

and the idea of darkness (darkening o:f vater. darkness'· inside the barn). 

Water is a'more propitious element for the introduction of sexual imagery. In 

.;' any case, the gaze is already' penetrating inside the barn~ Soon movement,.' ' ' 

wa.te~ ~d shape will join to create ,.a,D" unavoidabl~ transition to the coitus: 

" ••. la truite file sur 113. droite d'un rapide coup de queue et se glisse dBJlS 

l'ouverture du broc couch~ sur 1e fianc,. Avant' qu'el1e.disparaisse les . . 
gar~ons ont pu voir vriller-8on ventre clair. Lorsque 1e bassin de l'homme 

recule on, entrevoit pendant une traction de seconde son membre 1uisant et 

cy~indrique sortant a demi de 1 t t;paisse toison noire entre les cuisses 

:r~plit;es, presque bleues .•• " (p~ 15) Once this quick image of the coitus 

appe~s, all previous images suddenly acquire, in retrospe~t. a specifically 

erotic cOntent. The very movement of the description, the' traming and triangu­

lation, are the pu;Lsations of lovemaking. 

Thus the prose gradually evolves into a determinate design wherein all 

COmponents, though superficially distinct, are metaphoricalI'y equivalent. 

Shifts from one ~£equencf: ~o the other, :from one locale to aIlJither, from one 

mode' of representation ~o another, minimize the importance',;()f the incident and 

.draw the reader's attention to the self-referentiality of the \I1'iting. 

It is again th'is representational emphasis that we want to illustrate in 

LeGon de chases, our second examined work. ','The inner articulations of descrip­

tion, the linkages between diverse series of 'incidental matter; fUnction in 

the same manner here as they did before. Transfers are effected by means of 
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hotnologous elements (sound, shape. gesture) and also include other types of 

representation assimilated by the text. Ag.ain, the tva central themes in the 

narration are the dyad of death and eroticism (destruction/construction) and 

the concept of composition itself, integrated as before as an actively sought 

source of material. Among the inner articulations of the prose ~ I shall 

examine briefly the function of framing and its epecific generative properties. 

The consequences of framing are considered immediately in the opening 

section of the novel entitled "G~nerique.n '.:'hi.:; is the formativE: kernel of the 

novel, whose various elements are subsequently developed in the central five 

parts and whose content is duplicated ~th slight amplifications in the last, 

seventh part, lICOurtS Circuits" ("Short Circuits ll ). IIGenerique ll consists of' 

the description of a room in fi tumbledown house. It is developed in three 

parts of which the third is> though only far our purposes, the most signifi n 
• 

cant. Here, the desire for total inclusion--an aspect of description's ten·· 

dency to proliferation-transforms the origin and form of t~e description into 

the matter described: liLa description (la composition) peut se continuer (ou 

etre compl~t~e) ~ peu pr~s ind~finiment selon la minutie apport~e a son execu­

tion, 11 entrlltnement des metaphores proposees I 11 addition d'llutres obj ets •.• 1,5 

The e~phasis on organizing principles is also based on the contrast between 

completion (or containment) and dispersion. The "frame" i6 defined both in 

terms of 'Whet it holds and of what it excludes. All the paxentheses here-WId 

in the rest of the paragraph-involve matters of artistic choice, composition 

a.nd containment. In fact, the description is referred to as Iltableau ll and 

manifestly seeing beCOmes the equivalent of ordering, assigning compositional 

Values to the material, so that description ia, actually. invention. The 

desire for 5pecificity leads to the fabulatir.g activity iteelf and its ori~in. 

The containing power of the frame is used in its exclUding capacity~ as its 

rnn+cnL~ ar~ preeented together with the selective decision that gave them 

body, by ~entioninK 'What has not been chosen. 

The novel's second segment IlExpansion" begins with the depiction of a 

fixed image, end ImpresEdonisl:; seRscape, later identified as Monet's lIe ffet du 

soir. II In this representation to the second degree! a description of a picture 

of a scene) immediately and inseparably stressed are both the manner and the 
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object of the painting: "Lee flots verdlttree. lea rochers violets, l' ~cume, le 

ciel bas t sont figur~s indiff'remment au moyen de petits coups ,de pinceau en 

forme de virgules ou de minuscules croissants. It (p. 15) From this quick initial 

sketch the description proceeds to its second fOrm, a standing back (it begins 

with "De loin ••• tI). After these two Ifvues d I ensemble, II tbe third descriptive 

movement t in its effort toward exhaustive detail focuses 90 closely on the 

style of individUBl strokes as to isolate them :from their context: line tout 

pr~B on peut distinguer Is matiE!:re de chacune des touches dirig'es de droite it 

gauche, d I aOOrd empat'e,. puis s I ~la.rgiBBant I d~~&pant, en m~ temps qui elle Be 

rel~ve comme une queue.~1 (p. 15) The notation no longer mentions color and is 

limited to the shape of the fltrokes. Such attention bypasses all: repreeenta-·' 

tiona! significance.ip the picture and the text (the description) must retreat 

once more: IlL'image de 1 1 immobile templ!te' 'est' colli5esur. \Ul papier pelucbeux 

qui l'entoure d1une,marge gris-vert. 11 (p. i5) From this distance the wall 

itself (subject of "G~D~riquell) appears, and a "generative" transition may be 

achieved to the next "picture, II a windov: "lle est pwaisee a c6t~ de 1a 

fen~tre dont l'embrasure encadre un paysage champ@tre ••• 11 (p. 15) Since the 

main concern has been fOr the text to find a proper "fra.me rt or .focus, aspects 

of this concern will create the hinge between the frames: 

p&Ysage
image 

l'embrasure encadrel'entoure d'\me marge ------------­

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

between scenes in Les;on de choses and is to this novel what triangulation or 

point o.f view vas to Triptyg,ue. As in the latter and Les Corps conducteurs~ 

phonetic and referentiBl analogies of all sorts enter into play, a vocabulary o:=­

of design, gesture, connotation is being created at the same time as a proper 

distance of description and 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 soon suffused both with eroticism and death, as 

ironic self-refiection encloses the whole in a web of artifice, otherwise 

called art. 

Here again, having situated the concept of invention at the source of bis 
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fiction, Simon erects the spiraling structure of' a !3elf·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 l 3 novels are not 

abstract experiments in fom, but meditations on the perennial antagonists. 

love and death. 
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NOTES 

lClaude Simon, liLa. Fiction mot A mot," in Nouveau ROIIIB.D: bier. aujourd'hui 

2.	 Pratiques (Paris, 10/18, 1972). p. 81. 
2The title of the talk liLa Fiction mot l mot," itself announces thia task. 

3Claude Simon, Triptygue (Paris, Ed. de MiDuit, 1973), p. 9. All subse­

quent	 references are to this editon. 

4Italic9 mine. 

5Claude Simon. LeGan Ue choses (Paris, Ed. de Minuit, 1975), p. 10. All 

subsequent references are to this edition. 



THORNS AMONG THE ROSES: REPRESENTATION AND NARRATION IN PROUSTIS 

"LA HEJ.AllCOLIQUE VILL~GIATtJRE DE HNE DE BREYVES" 

Ren~e A. Kingcaid
 
T1J.e Ohio State University
 

Proust dedicated his first collection of short stories and poetry) ~c2. 

Plaisirs et les Jours)l 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 vaus donne ce livre-ci , cleat d'abord parce que 

c' est un livre d I images. ,,2 He immediately explains that the lIimac;es" to whicl"! 

he refers are the illustrations done for the volume by the fashionable so.lon 

hostess end s.ma.teur painter Hadeleine Lemaire, about vhom Proust repeats the 

compliment of' Dumas fils, Ill que c'est elle qui a cr~~ le plus de roses apres 

Dieu,1I (p. 5). 

Hovever, "un livre d'i>nae;es" describes b.~s Plaisirs et les J2.l±t.'_~ in a 

much less literal sense than the one to which Proust so coyly limited himself, 

for the collection-presents the reader with a succession of strikin~ imac;es 

conjured up, not by the illustrator1s brush, but by the author's pen. Willi.c 

Heath is remembered as he used to vait for Proust in the Bois de Boulogne) 

leaninC!: pensively against a tree and resemblillff for o.ll the vorld a young 

nobleman from a Van Dyck painting, or a John the Baptist by ds Vinci. The 

hero of the first story, Baldassare Silvande, reconciles himself to the 

approach of death by imagining in detail its sveet and melancholy serenity. 

The verse sections of the collectio~l.are grouped under the heading "Portraits 

dc peintres et de musiciens, It and in vhst is perhaps the best knOVIl short 

story from the work, IlLe. Confession d'une jeune fille/' it is a series of 

facial images--her own and her lover's in the mirror; her mother1s. horrified, 

as she gazes upon the lovers through a vindow-that preciIlitates the heroine 

into disaster.' Imagination is :thus one of the principal themes of Les 

Plaisirf3 et les Jours~; 3 more than just s picture·~book, the work is in large 

part an investigation of' the very process of representation. as it fUnctions 

to create mento.l images as well as (literary) works of art. Nowhere in the 
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collection does this double inquiry into representation become so much the 

Iistuff''' of fiction than in the nouvelle "La ~ancolique viUlSgiature de MIne de 

Breyves," 'W'};dch Ha.urice Bard~che has described as "un conte qui. B. pour sujet 

1'insidieux trava.il de l' imagina.tion, ,,4 and ",hieh o:ff'ers a f'ascinating investi~· 
gat ion of' the III8J1Jler in \lhich representation distances itself" f'rOm reality and 

of' the means by which literary art might restore their resemblance. 

The pl.ot of' the story is a simple one: FranQoise de Breyves, a young and 

attractive widoll much BoUSht af'ter by society, refUses to aJ.lOlol'" an unattrac­

tive- and reputedly unintelligent young nobleman to' be pr.esented to her during 

one o:f the final soirees of' the Paris season. While she is mildly nattered 

by his attention. -she is shoc;ked by the straightforward invitation he extends 

to her at the end of' the evening to visit him at hie home. Her indif'f'erence 

becomes a sudden desperate passion, hovever, as the end of the season end M. 

de LalEande' s departure f"or Biarritz frustrate her ingenious attempts t.o see 

him again. ,'_. RecogJ;Lizing that ste has f"ailen hopelessly in love with a man she 

does not Qven know, Fran)'oise retires to her'country estate and thence to 

Trouville, to nourish her melao.choly ao.d groundless love -on music ,and a pho­

tograph of' Bi~ritz, in the end refusing to al10w the concerned narrator to 

fetch'La.1eande from B1arritz and thus prevent her from pining endlessly aWa::f. 

One is lett 'to conc1ude that Mme de Breyves 'WOuld just as soon pine away. f'or 

the nouve11e ends on the prticieuse note of' melancholy promised by the title 

and sUIIIlIli!'!:d up in a memory of' opportunity lost: 

S1, se promenant sur 1a plage ou dans 1es bois elle'laisse 

un plaisir de contemp1ation ou ~e r@verie, moins q,ue cela 

une bonne' odeur, un qhant que~a brise apporte et 'voile, 

doucement la gagner J _ lui faire pendant un instant oublier 

son mal. elle sent ,subitement dans un grand coup ali coeur 

un'e blessure doulo~e et, plus haut que 1es vagues ou 

que lea feuilles, dans llineertitude de i'horizon sylvestre 

ou marin t elle apeI"(Joit l'indtic:ise image de son inviaible 

et' prt;sent vainqueur qui I les yeux brilla.i:lt it travers les 

DU/lSescomme 1e jour oil il s'ofI'2-it it elle'~ "s'enfuit avec 
, 

l'e carquois dont il vient encore de 1ui d5cc):cher une 

n~C:he. (p. 79) 
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The poignant lesson of Mme de Breyves' experience is that representation 

and reality need have very little to do with each other. In ttR~f1exions 

~tapbysique5 sur le concept de 18 repr~sentation,,,5 Pierre Trotignan def'ines 

represeIltation as the activity that unites entity A to "some other reeJ.ity 

X. II stressing that A and X need entertain no resemblance betveen each other 

for X to become the substitute for (repr~sentant de) A. He goes on to estEl.b~· 

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 t the primary mental operation of sub­

stitution that defines representation. the ability to "faire des id~es." 

Similarly, in Michel Foucault's Lea mots et lea chases. we read that 

resemblance lias an essentia.l. feature of Renaissance epistemology, its recogni·" 

tion being vhat permitted the world to be read as a language waiting only to 

be deciphered. But !'rom the seventeenth century on 7 resemblance as a basis of 

knOWledge is repla.ced by the recognition of difference: "Liactivit~ de 

l'esprit•.• ne consistera donc plus a rapprocher les choses entre elles). 

mais au contraire a disc~~••. ,"6 and language~ now conceived of as only 

one of IlIBl1y possible forms of representation, loses the privUeged position 

it had formerly enjoyed as representation of truth. Finally, L~vi-Strauss' 

studies of totel!lic representation lead him to redefine resemblance itself only 

in terms of difference-fila ressemblance n t enste pas en soi: elle n' est quI Ul'J 

cas particulier de Is diff~rence) celui oil Ie. dif~rence tend vers z~ron7_ 
vith signif'icat:ton again shown to be a mental process secondary to that of 

8representation., or the perception of difference.

Proust goes -to great lengths in liLa Melancolique vill~giature" to deDlOn·· 

strate just how little Mme de Breyves I representations of M. de Lal~ande (X) 

resemble him ("some other reaJ..ity A"). According to the text, she has seen 

him "seulement deux ou trois fois et pendant quelques instants" (p. 77); from 

time to time she forgets vhat he looks like and has in fact completely for­

gottEn -that her first impression of him vas largely unfavorable. Her subjec­

tive represente.tioWl have all the more room to grow in that it is nearly 

impossible to detenni"I?e in the~~elle. exactly what reality Fra.n<Joise I s 

representations do or'do not resemble: Je.cquee de LalEande's characterization 



32 
,; '; 

is a ma..st",rpiec~ of, i.ndirect pre'sentation. 'Franc;o1.se t B fl"lend Genevi~e 

declares him' t~-':be "i~sign1riant et ennU)reux" (p. 6T); F1"aoc;oise' ~~es 't~t 
, .~ ,:' . " - , ' ' :, , : ; '.

llhe is lIun peu laid du reate et vulga:ire .. !llIl.lQ~ Ji1assez b~ux yeux (p~ 67) • 
.. , , . .., "". 

The n8l'.r~tor allows Jacques himSelf to :state hi-s,' address as 5-.rue Roiaie, but 
", -, , . .'" - " , 

restricts himself to merely surmising that Jacques "devait en ef'fet .Ie. tro'uver 

Franc;oise bien Jolie" (p. 67). It- is "GeDevi~ve -who sup;PJ.;i.ea the inf'orIlls:Hon 

that Lal~ande is a ' Celll:at. :althOugh B. rather poor one. and M~ de Grumello, a. 

mutual :crieod. inf~rms t.he ladies of the quanyls extended 'st~ 'in Bie.rritz. 
, , ,- ~ • > ' 

Thus. there is a i:.oie in the love story where Jacg:~es de ~a.l~ande should be; 

the ese;ential "question :t'~ho~ is he?'" which SbQuldhav'~'coD8tit¢edhim as a 

"reali'ti~" in the''text. '-'gOeS begging.: ,"Lui l se..~ait:-el1e ce .',que cl~aiti sinon 

quln 
, 

en emana:i.t
(' 

'pour elle de tela !rissons de.. d€solation ou de bEatitude que 

tout 1e reste de ~~ vi~ ''et' des choses ne comptait plUS". (P._ .16). 

In the, s;ec()n~ i4;~ce~ the only- moment .ot ,~ct, ~t?l:"r:~P;t ?:,etveeIl, Fran~'ois'e" 
and Jacques is shrouded 'iD""amb"i~t:f_9.'l'lU~· bol,a,n.essof.. lJ~,a invi t~tiOD.""-:lIII 

- . - :~,. -;' 

passa pr~s d I elle, reIlIWl. l€;g~rement 1e coude de ;Franc;oi,se ..~vec 1e sien ': ,et I 

lea ye-ux brillants , dit, au moment ou il ~tait contre el1e~ syant touJoUrs 

l'air de chercher sa canne': IVanez chez 1OOi. 5, rue Royslet"_so sbocks 

Franc;oise that., the narra.tor adds I "elle ne sut Jamais tr~s exactement dans 

1a suite si ce n-'avait pas ~t~ une hallucination." (P. 68)."" As Franc;oise 

thus questions the real.ity of -Jacques' initiative, ber at-ory begins to par­

take, of the fantastic a~'TodoZ'Qv describe'd it, an indistinguishable mixture:' 
, i ' " , " , .., 

of the real. and the -ilIlfl,gined, dependent for ita sustenAncoe upon the persist­

ep,,'7,e of ~bigui~y,.lO A1t~gh themomen1"",-of contact aeems "real" enough in 

the story~it'fOrmB part'af'the'plot. a link in the chain of its successive . , . 
events-F:re.nQoise I s dOubts serve' to induee' her into the cOJl1pensatory ""rId 

of .f811tasy. 

It is rant'aay, a f'ictione.1 "as irl! believed i;n uncritically, tluit governs 

tl).e course Of' Fran~6ise's i'cwe affair. Scbeming, \lith .GlD'1~~ve to':'e:r'range ~ 
priv.ate concert of I cello mus'ic. she behaves as- >i,f .the afr~ir as she imagines. . 

it vill evolve vere already' a given in realit:r: _ 
., 

,C'est. que j~: ~e dirai~ 'jl'ai W:1 pet"it 'int€ir@t~ m@me-:aasez_ 

!1"and. pour deB chases que ni ~'concerneIit'pas -et qu'on, 
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ne me permettra sans doute pas de te dire Bvant lDl mois 

(d'ici lit elle aurait convenu avec lui Jacques d'un 

mensonge pour n'@tre pas decouverte~ et cette pens~e 

d'un secret o~ seula ils seraient tous lea deux lui 

~tait douce), ~ Wre sa connaissance et a me trouver 

aVec lui. (pp. 69-70) 

As Frangoise advances farther into fantasy, part of her retains a sufficient 

hold on reaJ.ity to a.l.lo'W' her to realize how much of her love and miseroy she 

has herself invented-·"elle maudissait son imagination aussi; elle avait 81 

te:ndrement nourri son amour que Franr;oise se demandait pa.rfois si seule aUfisi 

san imagination ne 1. I avait pas enfa.nt~1I (p. 74) -but she has completely lost 

-her grasp by the final chapter: 

Souvent elle imagine qu I il va venir a Trouvi1.1.e. 

s'approcher d ' el1.e) lui dire qu ' i1. 1. l aime. Elle 1.e voit. 

ses yeux brillent. 11 lui parle avec cette voix blanche 

du r@ve qui nous defend de croire,tout en ml:!me temps qu'il 

DOUS force il ~couter, Clest lui. n lui dit ces paroles 

qui nous font dlhirer. ma.l.gr~ que nous ne les entendioDs 

jamais qu'en songe, quand nous y voyons briller, si 

attendrissant, le divin sourire confiant des destinees 

qui s1 unissent. (p. 18) 

Her refusal to allow the narrator to bring Lal~a.nde to her at Trouville 

certifies Fran~oise. fina.l.ly, as a victim of her own representations. In 

Freudian terms, one misht say that her pleasure principle has triumphed over 

her reality principle, for the former. Freud says. resorts to fantasy to 

satisfY its repressed erotic longings, while the latter seeks accommodation 

"rith reality.ll Franr;oise I s new reality is the fantasy world of the neurotic, 

as Freud def'ines neurosis in terms of disorder in the representative f'unction 

creating a "neurotic standard of' currency" based on purely aff'ective percep­

tions more often than not in conflict "'ith reality,12' In "La ~lancolique 
villEfigiature'de I·fme de Breyves)1l the "new-otic standard of currency"-the 

highly affective process of signification that dovetails Franr;ois's equally 

affective process of representation-is easily identifiable and distinctly 
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Proustian. The silence of Fl-anc;oise's devoted servants, chagrined and 

respect.tul. of her sorrow, speaks .to her of M. de Lalf!a.nde. An invention 

'WOrthy o~ Swann is her appropz:ie,tion of a line ,from the Mattre chanteura de 

Nuremboura, beard at the very soir~e where she first saw Jacques, 'as IIle 

v~ritab1e le1tlll)t!!' de M. de LeJ..t;9.I1de." (p. 74)~ a sign of 'him in his absence. 

She lIOuld in fact. the ,narrator assures us, carry this particular'bit of cur­

rencyeven"&rther:. "5i"elle savait 18 mauva!se musique qu'il aime et qu'U 

joue, les romancesm~pris~es prendraient sap.s d(lute sur son' piano et bientot 
- "',' , ,"

dans Bon coeur-Ie. place des symphonies de Beethoven et des drames de ~re.gner 

(p. 74) •.~ ~ uriidentified and barely distinguishable figure in a photograph 

of Biarritz l she attributes the featUres of J.f. de ;'al~8.nde; her previo".lB 

loathing of Biarritz itself is transformed into en avidity to hear or talk 

about the tow.. ~ignificance thus installs itself in 'W'ho.t 'Was 'once the 

merely contingent, and metonomy (Which G~rard Genette has dcmonl3trated to be 

an eEuJent.ie.l elem,ent- of representation by metaphor'-in'the Recherche du temps 

perdu13), forms ,~he- cOlllIl¥lii- denomina.tor of Mme de Breyves' neurotic currency. 
, 

In t"act, the device of metonomy, feeds end sustains her neuro5~B in such a W8¥ 

as to make possible the ultimate reevaluation of standard into n~~otic cur­

rency and guarantee the persistence of her te.ntssies in an unrelieved 

alterna.tion of pleasure and i'ain., .As the final sentenee of the nouvelle 

makes clear. Fran~oise accomplishes the supreme feat of representation end 

turns absence into preseoce-"dans l'ihcertitude de l'horizon sylvestre ou 

marin, elle aper~oit l'in~Ecise image de son invisible et present ~n­

queur1
' {po 79)-thus elilninating any' need for 'the narrator to act as pazlder,. . 

end precluding' a defini'ti,ve eruption' of reality into her imB~#ned world. 

In other 'WOrds', MIne de Breyve~' fantastic representations remain" sUf- .. 

ficiently incomplete to continuously ruel tl1,e desire that sets the fantQsy 

in motion,l4 yhile they of'fer at the same- time e.n affective completeness 

SUfficiently pleasurable to make them preferable to the reeJ.ity fbr~,\ihich 

they SUbstitute. 

In "Creative Writ(!.J;'s and Day- Dree.mi.nlh tI Freud sue;gests that creative 

fictions are esseotia1..ly ~esthetic tre.nspositions ot' their authorS',':, day·,· 

dr~ama, o"r failtasies ,15 In II~ ~ancolique vi11~giature," there h- room to . . 
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reverse the equation and read Mme de Breyves' fantasies as fictions~ tor her 

representations of her love affairs are not created spontaneously so much as 

they are derived from an established model of literary fiction. the romantic 

novel. When her plans to meet Jacques by organizing an evening of I cello 

music fail, Franr;oise reco~ize6 her elaborate eat-and-mouse plot .for that of 

a Dovel: "Jusque-lil tout occup~e it imaginer des romans pour Ie voir et Ie 

cormattre. certaine de lea rliaJ.iser d~s qu'el1e Ie voudrait. elle avait vticu 

ce d~sir et de cet espoir sans peut··i!tre slen rendre bien compte" (po 71). 

Novels appear again several pages la.ter, this time to provide a structural 

description of her fantasy: "Elle maudissait sa finesse sUBsi, qui aveit ei 

habilement, si bien et si mal arrang~ tant de romans :r.our Ie revoir que leur 

d~cevante impossibilit~ llavait peut··~tre attacht;e davantage encore a leur 

h~ros" (pp. 74,,·75). Finally, her recurrent fantasy of Lal~ande's arrival in 

Trouville and his declaration of love may well be couched by the narrator in 

terms of the dream-nIl lui parle avec cette voix blanche du r€ve ••• n; lIil It: 

dit ces paroles qui nous font d~lirer~ malgr~ que nous ne les entendions jB.m:::'., 

qu'en songe ll (p. 7a)-but this fantasy is nothing less than the standard happ; 

ending of the stereotypic romantic novel~ ending as it does with the obligatD: 

catch-phrase celebrating "des destin~es qui s'unissent" (p. 78). The word 

bovarysme springs to m.ind as a description of Mme de Breyves' neurosis, since 

both women, Fran~oi3e and Emma~ depend upon literar,y representations to give 

shape to their fantasies of impossible love. 

Yet Fran~oiBe's bovarysme is immediately countered in the p.ouvelle by an 

explicit negative valorization given to her literary models. The romantic 

novels 'WhiCh encourage Fran~oise to envision a happy issue to her love are 

actually misrepresentations of her reality; thcy are lies; UTIle se sentit 

d{!;chir~e, dans une horrible souffrance de tout cet elle~·m@me dtiracin~ tout d' 1 

coup, et a travers les mensonges subitcment 6claircis de son espoir, dans la 

profondeur de son chagrin, elle vit la r~aJ.ite de son amour" (p. 71). Thus. 

the levels of representation that constitute the ~vell~--Fran~oisels 

neurotic representations and the nC?'!!.'£cl;te as literary representation of her 

experience-begin to pull. against each ot~er. Fren'ioisels fantasies of boy·~ 

meets-eirl end life happy ever after, based on the model of reaJ.ity provided 
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by roIllSJJ.tic novels,. "are given- the lie by· the text in which Frazlf;oise appears 

as a charact~r, for that text. the ,nou;v-ell.e, represents as "re8J."- the exact 

opposite of ,the ranentlc nOVels 8l1d of Frant;oise'a imaginings: no boy-meets­

girl, DQ J,.ove affair. no happy endingtDQthing... in short, but faSitasy. While 

"reality" for Fran,;oise' is synonymous nth her fantasies, the falseness of 

these fantasies makes' up the "truth" of' the nouvelle; t,he literary models' 

that give her fantasies their coher-ence ared.!scredited. 

But how can the nouvelle, itself,~ lite~ary, representation. castigate 

novels as lies without leaving open to. suspicion its ovn claim to truth7 

Why J in other words,. should the .!!.~~ be considered a more reliable repre­

sentation of reality than FraDl]oise' s romant~c ,novels? A tentative Sllswer 

to this pro1;llem of narrative authority might h~ve be~the"pur:pose of the "' 
shift in narrative point of view that occurs in'the f~al cbapter'- Having 

adopted for the first four'chapters the pose of omniscient narrator, at the 

beginning of the t"ifth and last chapter t ,the narrator sudderily introduces 

himsel.f into the story: "Ci est A Trouville, q1.J.e je viens de retrouver Mille de 

Breyves .. Q.ue)'avais connue plus heureuse" (p. 76). This shift from omnis.. 

dent to first person na:rration might be 
. 

read as an att~t to guarantee the. . 

"reality" of the nouvelle by establishing the nBrTator as 8.n authority on Mm.e--- . 

de Breyves and eyewitness to her predicament. Not only has he knoWn her be­

fore her crisis ("que j I avai£:;" connue' plus heureuseU ) t 60 that he is presumably 

in an excellent position to Judge the e~,eDt of h'i!:! deterioration, 'but the 

information that' formS the content ot" his story is, also fresh ("je viens de 

retrouver Mme de Breyves") and thereforE'. c;me supposes, more accurate than 

older information that would have had to be reconstructed from memory. 

But I em not sure that" such a device-if it. vaa so intended-succeeds in 

establishing the narrator ae trustworthy. The original omni'scient point of 

view and the mre limited narration in the first ~~rson that succeeds it are 

mutually contradictory. since the "restricted sphere of knO'W'ledge reasonably . 

acc,essible tC?,. the ~ discredits the wider range of knowledge that that same, 

unidentifiep ~..~upposed1y' controlled 'in the bulk of the narrative. Further. 

:rec~ing Fre;Ud I s identification ot" t"iction witp authorial' t"antasy, we sus­

pect that if the narrator:' presumes to' understand Mme de' Breyves well enough 
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to exceed the limits o-r bis certain knowledge in describing her inner thoughts 

8.nd emotions~ be does so because he is himself subject to the same neurosis 

as sbe. He is given to the same insidious play of the imagination, or at 

least he has read the same novels. for his empathetic use of the first person 

plural reveals his familiarity with the experience of fantasy and romantic 

jargon: 

II lui parle avec cette voix blanche du r@ve qui ~ 

d~fend de croire tout en m!me temps qu'il nous force 1 

t1couter..•. II lui dit ces paroles qui ~ font 

d~lirer. maJ.grt; que nOUB ne Ie's entendions jamais qu'en 

songe, quand!,~ y voyons briller, Gi attendrisaant, Ie 

divin sourire confiant des destin~es qui B'unissent. 

(p. 76) @nphasis mini] 

Tlnls the narrator alone cannot establish the "truthll of' his nouvelle; his 

word is not sUf'ficient to guarantee his literary representation as real. Per,· 

haps his of'f'er in the story to bring Lal~ande to Trouville should be read as :: 

compensatory attempt to bring togeth~r representation end reality, f'or an. . 

encounter ....ith Jacques couln either reconcile Fran~oise's representations ....itt 

reality by convincing her·of Jacques' mediocrity and ending her 'passion, or 

the happy ending of' "des d~stin~es qui s I tmissent" could reconcile her story 

with the romantic, fictions ,that ha~e given rise to her representations ~ thus 

eliminating the .connict between them and' the !!9~y_~le. But both of' these 

possibilities are.blocked by Fran~oise's rejection of' the narrator's offer. 

and we are again confronted with thp nouvel3:.e's unsubstantiated claim to 

represent the truth. 

I 'WOuld suggest that the nouvelle validates its claim by the particulari­

ties of' itB O'WIl structure as representation. What the nouvelle claims to be 

real is "1 1 insidieux travail de 1 1 imagination, II the possibility of' psychic 

degeneration through the work of' the imagination such as occurs in the experi­

ence of' Fran~ise de Breyves. It demom:trates this truth through a process of' 

mimetic repreBentation, tlJJre COmIlDn to poetry than to prose narrative, that 

seeks to minimize the distance between the experience of Fran~oise and the 
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literaJ'Y. fOrm tJ:tat express~B it. The mirror e:f:(ect is 8. double one 9 ror the 

i..mage· of· the: nouvelle is imbedded in the text. In ber sorrow, Fran~oise 

"aurait vouluavo~r.:a.. soi des ,betes, ~ner;g4\les qui auraient l.angui de ~on mal" 

-(p. 13'.' 'l!hrolJgh mimetic representation. the nouvelle is in . f"act Just. !Ncb a 

beast. " It P6S_S~ tl'om en.ergy to ~anguor and in the process s,tands on their 
" . ".,' 

beads the techniques of the novels that have misled Fran~()ise: denying t~ the 

heroine the Joy of succ~SBtul intrigue and the satis:faction of a happy ending 

(or liPI1m the ,.ru"ef'Ul ,- Wisdom she ndgbt have gained :from a sad eridin'g). the 
B . . 

nouvelle refuses suspensef'Ul. build-up or"the action, an explosive climax, and , . 

even a conclus;ve ~nding. to afrer instead passage from :feverish activity to 

unrelieved suspension in tilDe, as even a cursory' exaJDination of' its verb 

tenses should make clear. 

The rapid pace or the'aorist ticks off in the first ~alf of the story a 

series of' actions lmdertaken and accomplished: IIFran~()ise de Breyves p.~sita 

longtem.Ps~·ce soir-ll" (p. 66). neUe ne r€!sista pas plu~ longtemps it sa 

,. pri~re": (p. 66h tlla soir~e de la princesse f'ut tr~B enDw.euae" (p., 61); "il 

lie revint pas" (p. 61>' IIIl f'aut nous en aJ.ler J , dit bientOt Genevi~ven (p. 

61); lle.ues se levi'!rent" (p" 68); neUe le revit" a 10. derni~re soirfe qui rut 

donn~e cette artn~e_l!" (p. 68); "Frant;oise ne tnB.D:qua plus une foia l'OpGra" 

(p. 69); 'IIFrant;oise 'se p~cipita t:oute blanche vers so. porte pour 10. ~erJ:4.er a 
clef'" (p. 11 h "Fran~ise se retira dav&11tage ~baque Jour de toutes les: JOies ll 

(p. n) .16 Addition'aily, there is in these pages'a con.:Certed ef'·:fort by the 

narrator to make or time what Frank. KeI"DDde has called kairos I s;gnif'icant 

time, time to which meaning has been attributed, in short, the time of' the' 

novel.11 'I'be t'ime of' the nouvelle begins with lice .oir-l!1I end .continues to 

be significant through the last social gatherings of "cette' e.nn~e-ll." There 

is B. so1't of' destiny at 'WOrk, :for the alternatives to Fr&11t;oise l s going to 

the princesse's soir~e are caretu11y spelled out bef'ore she is prevailed upon 

by Genevieve to attend', 'Instances of dramatic irony f'u1'ther designate that 

'Particular evening and that particuJ.EI.r decfsion a's momentous. TrYing to per­

suade Frant;oise' in 'favor of' the soiree'~ Genevi~ve' suggests innocently. "On, 

di'rait que cela peut avoirde graves cons~uences. pour toi d'a11er, che;z; 

EJ.isabeth" (p. 66). Later, at the soir&-. the' two: discuss Lal~e.l:1de, in tenns 
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that vill also prove laden with prophetic irony: 

"Tu as rais~n~" dit Genevi~ve. "El. puis tu Ie rencon·· 

treras souvent, eels. pourrait te g@ner si tu Ie coonaissais. II 

FJ.le ajouta en plaisantant: 

llMa.inten8l1t B1 tu d~aireB @tre intime avec lui, tu 

perds une bien belle occasion." 

110m .. une bien belle occasion, n dit Franr;oise-et 

elle pensait d~ji! a autre chose." (p. 67) 

After this significant decision .. then, on this significant evening .. af'ter 

these portentous conversations .. the climax of thell.Q...uyelle occurs at its exact 

midpoint (in the Pl~iade edition .. at the bottom .of page Beven out of fburteen), 

and postulates, not the convergence and resolution o~ the events that have led 

up to it, but rather .. the impossibility of' further action. The onset of the 

climax is marked by the verb tense that Genette has identified as Proust IS 

IIfal.ee reiterative," that is, an imperfect used as an aorist, that blurs the 

distinction between sin61e and repeated past action;18 here, the false reiter­

ative signals the passage :from ~airo.1! to the neurotic time of endless 

repetition. Franlioise has just forwarded to M. de Grumello a discrete inquiry 

about Laleande; !rune heure apres, un domestique lui portait cette lettre" 

(p. 72). The statement o:f climax that follows the letter I s nevs-Lel~ande 

plans to ste,y in Biarritz until January-is a statement of paralysis: nil nly' 

avait plus rien a. f'aire ll (p. 72). The verbs in the rest of' the chapter are 

chiefly in the imperf'ect, the true imperfect this time of repeated past aetion 

that tolls Fran!i0ise de Breyves' deE~neration into obsession: "elle 

llecoutait," "elle voulait garder,lI "il lui valait mieux," "elle se disait," 

(po 73) i " elle Ie revoyait." lIelle ~prouvait.," "elle se maudissait," "elle 

maudissait," "elle maudissait~1l lI elle rnaudissait ll (p. 74). 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 MIne de 

Breyves supportera-t-elle ce retour a. Paris oll lui ne reviendra qu' en janvier7 

Que f'era-t-elle d'ici lfi7 Que f'era-t-elle, que f'era·-t-il apr~s7" (p. 78). 

The nouvelle ends but does not resolve its~lf'i for Frenlioise de Breyves, 

vill~giatur~,means. more than a summer sojourn avay from the capital, an 
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indefinite stay in neurosis, in fantasy,. in the pleasure-pain world of her 

representations. 

The epigraph to "La. M!lancolique vUlt!:giature de MIne de Ereyves" 1s 

Pt-..Gdre's lament on the nature of love: IIAriane, ma BOeur J de ·quel a.oour 

b1eBs~e, I Vous mourlltes aux bords ell 'V'Ous f'lltes laisB~e:n (p. 66). By SUg~· 

gesting that the nature of love is in fact imaginary- t the nouvelle presents 

itself as an early rehearsal- for the love stories of Swann. an.~·l?dette, Marcel 

a.nd Albertine, based as they are also on the "insidieux trave.;i..l" of the lovers 

imaginations. By' calling into question the validity ,of literary r/i:Pl7esenta­

tiona and by straining against the limits of l'rose f~.ction. the:,nouvelle is 

likewise a pre~ation !'or the monumental experiment in narra1;.ive tlJ,at is the 

Recherche du temps perdu. In -the' masterwork,. the distance between representa·· 

tion and reality rill- eome, to define the, torment and the hopelessness of love; 

a recurrent mistrust of' literary fictions thems~ves will very nearly prevent 

the narrator-hero from composing ,his hovel at 'all. The presence of such phil~ 

oaophic£.l B.I1d art,istic concerns in Les Plaisirs et les JOurs further helies' 

Proust's cla.im ,to ,have produced .a':mere' picture-book; a.s we have seen, he ha.s 

strewn, some very ,thorny.-problems in'a.m:>ng MIne Lema.ire's roses. 
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STENDffAL'S EARLY WORKS CRITICIZED IN THE 

ANTCLOGIA FROM 1823 TC 1830 

Carolina Donadio Lavson \" 

Kent State University 

Because this paper I am goina to read to you is the condensation of a. 

part of another project in progress, I like first to explain the word ~o~ti.C' 

as it was understood in Italy in the early nineteenth century, since Stendhal'E1 

literary	 credo was inspired and codified in his contact with Italian Romantics, 

FOREWORD 

In !ofil.an ,in 1816, Gian Domenico Romagnosi. on~ ~f the Italian writere of 

the RomantIc manif'estoee, vhich were being published in the footateps df"Mne 

de Staell'& -campaign in f'avor of the Romantic! end ass.i.nst the classici,' gave 

a definition of RQmanticism which is best suited·to describe what' Stendhal 
believed. , 

Femagnos! began his manit'esto with pertinent questions and answers. 

Question: Sei tu romanticoY
 

Answer: Signor D.O.
 

Question: Sei tu classico?
 

.An8w~r: Signor no.
 

Question: Che cosa dunque eei?
 

Aitswer:	 Sono ilichiastico. ee vuoi che te 10 dica in 

greco, cio~ adattBto ~le eta. 

In choosing the word "ilichiastico, If Romagnosi explained, he wanted not only 

to l"eCognize literature according to the cul.tural. ages o'f mankind. but a..l.so 

and above ~l. to pro'fess prin~iples free from arti'ficial institutions, 

respecting only laws of sood taste~ reason, and IIDra.lity .• Another important 

factor to'bear in mind i~ tbat Romantics wanted to 'free Italian letters and 

their country -from tyranoy) they wanted to create a new order vlthout forget­

tins~heir t~Aditions. CoslIDpolitaniem'in itself was no longer the eighteenth 

century type when man bad no country.' but a spiritual reunion with all the 

European'_nations, holding onto one's roots. , 

~See Domenico_ Ro,magnosi, Della poesiaconsid~rata:r:i,spet'to alle diverse. eta 
_delle nazioni in I .manifesti romantic!. Ed. - Carlo' Cal:Caterra. Turin: 
UDione Tipografi~1951., '\ ; 
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44 

After the .fall of Napoleon in 1814 ~ Stendhal esta.blished a permanent res­

idence in l-l:Uan, the city he loved best and from which he vas to adopt en 

everlasting alter ego fbr himsel!'·-that of h!ilanese, no lees. While in iililan 

for seven consecutive years, he made his apprenticeship as B. man of letters 

to B. great extent through his association with the intellectual "erocchioTl 

hea.ded by Ludovico Di Breme at La Scala Theatre :faJIous loggia. It was' in 

Milan that he became llun Romantique f'urieux, If as he described himself> e.nd 

that he began t.o write. But it would be in F1orence~ Go city which had yet to 

capture his heart. that he was recognized as a pioneer of Romanticism and that 

his early wrks vere criticized from 1823 to 1830 by the tenets of the Italian. 

Romantic lOOvement. 

The group in Florence with vhieh Stendhal became-associated vas led by 

Gian Pietro Vieusseci:, M enlightened Genevan 01' Swiss Italian heritage, 

whose love for Italy made h:iJn wish for a united country and for the education 

or the Italian people. At the age of fbrty, Vieusseux settled in the city of 

Dante to spread the ideals of :freedom and cu1.ture he had Cu1.tivated, as a mer..:' 

chant in his extensive travels throuGh Europe,. aod he founded lD 1820 the 

.Gabinetto scientifico e letterarjo,l a cultural center which has never ceased 

to be f'ully Bctive to the present time. From that establishment he continued 

the "WOrk pursued io Mil.an by the Di Breme group until its members were dis-, 

persed by the Austrian police thl:ough persecutions and imprisonment. (Stendhal 

vas among those ousted from Lombardy in 1821). 

The members 01' the VieuSBeux Gabinetto, like those in the ~aneBe circle 

before them, were extraordinary men, some very Y0UD.g~ who conspired and 

battled fbr the intellectual. Wld p:J1.iticaJ. rebirth of the country-the 

RisorGimento-that is the resurrection of Italy from the servitUde of foreign 

rule to the dignity of a sovereign nation. In Florence they pursuea t.n1s 

Doble goal milch in the some 'my 0.5 the Italian Romantics had done in Hilan: 

by combating .9ampani1~~!D9_, that is provincialism, by endeaVQriDg to free 

It.eJ.ian letters and jburha.lisrn from outside oppression and domestic outIlDded 

traditions, and by advocating the I'L"Q(5rca~ oJ: ItaJ.:i4-."l institutions through 

'l!IUch needed chWlge. 
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Viesseux' group was cosmopolitan, as had been Di Breme's, since personal­

ities from all over the European continent, from the British Isles, from 
2

Russia, and even from America were welcomed at one time or another. In the 

comfortable rooms of Palazzo Buondelmoti _ these brilliant young Italians and 

illustrious foreign visitors engaged in animated conversations of encyclopedic 

scope, reading Dante, debating liberal trends in European literature and poli­

tics. Their gatherings profoundly contrasted with the lethargy and oppression 

in which not on1.y the Grandduchy of Tuscany but ell. Italian states were held 

by the various Austrian Restoration regimes. 3 The excitement that the cosmo-· 

politan visitors brought to tbe slumbering city of Florence led the spies-i 

birri-to keep a close watch on all those who visited the Gabinetto. (SteoJhal 

included, of course).~ ­

The Antologia began to be published under Vieusseux' editorship in 1821" 

and in spite of the climate of ferment and intrigue surrounding the Gabinetto I 

it managed to aurvive 1br twelve years. Contributors ftom Italy and abroad 

were invited; translations were included from 3uch outstanding pUblications tiS 

the Edinburgh Reviev and the Revue enCYclop~dique.5 The journal's aspirations 

closely resembled those of Italian Romanticism, which in r·ti.lan had been crys­

tal.1.lzed by MIne de Ste4l' s campaign for the popularization of literature and 

the unity of the Italians. Although the word llRoIlJlLIlticll was banned from the 

Antologia's prospcctus~ this liberal publication ~~. obviously Romanticism in 

action. Not only did it become the most influential Italian journal in Res­

toration Europe~ as Stendhal himself often reiterated, comparing it to the 

.J!1dJQ.bwp,h Review, but it vas and remains a shiny landmark of the history of th,.: 

Italian Risorgimento.' I~ vn~ in this ~~mosphpre ur rerwen~" liberalism. Bnd 

intrigue that Stendhal's early works were first reviewed favorably in Italy. 

The first article in •.....hich the readers of the Antologia were introduced 

to Stendhal appeared in the May issue of 1823 and was written by Giuseppe 

MJntani" who later was to reviel'T A:nnance and Promenades dans Rome. Devoted to 

reviewing Camillo Ugoni I s 'IIOrk on Italian literature in the second half of the 

eighteenth century" the article contB.ins. in the section dealing with the arts" 

a lengthy reference to Stendhal's Histoire de la peintUre en Italie. 

Since Stendhal had based his work on Lanzi's Storia pittorica. he is seen 
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as an innovator in his approach ~o art ,history. While Lanzi had stated facts. 

Stendhal had improved:up::10 his predecessor by giving Ii Itm dern" interpretation,.,_ 

of' art, because he had used his sentiment'S to guide him. Rather than con­

demning Stendhal' s plagiuism, both Ugoni and f-bntani in his wake 7 were quite 

f'ascinated and Bmused by his' research method, and spoke highly of a tOr-Eigner 

"ho could writ.e aOOut Italian art betterthBn Italians "00 had d.ea1t rlth the 

same topic bef'ore him. Ugoni and r-bntani "ere'modernisti: they espOused 

literary works \lith a Romantic imprint', 6UBtairitri~ that ,~qern criticism in 

the arts c'~d be'more ef'fective if approached with pas'~ion and feelin.'gs • 
. ,; ,,'.-' ' 

Besides" they were dedicated to the updating; of It8J.i&1 ,institutions and 

IJ't)res. A writer aho\lld be ~aturaJ., they thoughti I:r.e should sp:mtaneously 

feel a need for cbSnge and improvement of the literary production of previous
-, ;' 6 

generations. All of which was exactly.Stendhal's point of view. 

In the July,.;J.823 issue aryeared the t"irst full length article on Stendhal., 

dealing again vit~ the .HiatoirE!· de la peinture en Itolie. It vas written by 

an anonymous reviever) "0. n an'd it is an adapted translation of an article 

previously published in the Edinburgh Review. The highlight of the-piece is 

its focus on C~apter X. Book I of thc work,· dealing with the Romantic' throry 

of perfectibilitY}lShered' in by MIne de Stael.· In the interest of progress 

every generation must ,rely up:>n the works of preceding ones and improve upon 

them. 

Considering the, 4ate~-and the fact that up to then Stendhal h8d·tmjoyed 

little or no publicity, this is a remarkable criticaJ. essay from which well- ,", 

icro~.uee rQAd~~~ ~ou1d r~~o~~~ on L~Lerpre~er of Romanticism in Stendhal. 

The Introduction to the Histoire_, they .;Learned, showed Italian painters as 

Romantics before Ro~nticiatti·.'-- Cimabue" ~d Gio-t.to great~y ra1iod upon Byzan­

tine forms, but improved upon them and ~ept pace :.with -t'he~_~ tinl.es by tak'ing. 

inspiration !'rom religious subjects, thus beginnin'g an It"a.J.iaD tradition in- -,. 
painting. Masaccio personified' e:ic~eilence i;o, transition. The ,first· one to 

, .: ' ' <" 

use the chiaroscuro, which 'IlBS an adaptation of li'ght and shade .be bad' 

learned from Ghiberti} Dc::p:;1atello, 'and Brunellescbi, he vas qw.te UDique~' a 

man of feelings, exeUIP1;itiad'in his i~vative t.echnique and; ~ppliedl:;to 'his 
pninted subjects. The mst prominent painters ,Of, the high Renaissance period, 



41 

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 un1versal genius, Michelangelo in his energy, and titanic 

stren(!th. 

5tendhaJ. was finally found to be an original author, a Frenehman alto­

gether fascinating because of his experiences in love and war. who had an 

unusual nair for Itali8l1 art. Besides, here was a new French writer who vas 

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 RomBlltics in 

their own time. 7 

The next article 'WaS llTitten by Antonio Benei on tbe Vie de Rossini and 

it a.ppeared in the bntolog~a iSsue of July' 1624. TraYeling extensively in 

Europe at this time, and because he had been banned :from Lombardy, Stendhal 

directed his steps towards Florence. It appears tbLt DllV his reputation in 

the Vieusseux circle was groving and~ having been cordially 'W'elcomed~ he met 

some of the prominent me1l1berS and apparen'tl.y ne l.l1:uwell" asked Denci to revie~., 

his new work. 

Benci I s critique encompasses many of the principal areas covered in 

Stendhal's text. The critic likes to underscore the author I s comparisons 

between Italian and German music: the latter oues its distinction to the 

beauty and majesty of the orchestra aounds~ whereas in Italy musical excel­

lence is exemplified by the singers I passion. Surveying the author's pro·· 

notmcements' about the music of Cimarosa~ Paisiello, Mayer and Poor in order to 

lea.d up to Rossini's music, Benci emphasizes many facts of the M'aestro' slife. 

on staging and on conflict of' melody and harmony. and on Rossini 1 s changes 

in tht:!l' use through his career. The critic finds the Maestro's music de­

li~tf'ul. and pleasing, but Beldom sublime. It is a popuJ.ar music. destined to 

please the masses. 

Because Bene! was not a Rcmantic~ rather adhering to the classical school 

of thought he failed to understand Stendhal's approach to Rossini's music in 

the light of the ,Romantic issue of nodernity. Nor did the critic focus upon 

ruce, milieu~ Dnd the evolution of art according 'to time, as the author 

intended. Whatever its shortcomings, however. Benci's first article i3 a fine 
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lauda.tory tribute to StendhaJ. Bn<l __tbe critic 'recognizes the Vie de Rossini as 

a Stendhalian work, full of digre,Bsions end anecdotes ~ not merely a biography 

of a. living cOmp:lser:l but also a survey c't the history of the Ftlieatre. '-'" 

Ta.lt.ing off from Stendhal's intitIJ,Q,tions, Benei also IlI6llsges surrePtitious" 

remarks .concerning Italy's oppressol;'s, thus 'exemplifying the, very liberal' 
. 8 

tone· of the Alltologie.. 

Ig. ·the same July 1824 issue, Benei wrote' 'a secopd article. which was 

meant to be an exhaustive explanation on 'Stendhel; s views .o,n patriotis.!!..e 

d'antichambre _or parochialism, but taking the lead from Racine et Shakespeare, 

the',critic instead gets carried away and writes a long essay on Romanticism 

, - as he understands it. Evaluating such Rom8.ntic issues as the unities in the 

,'theatre, translations, Italian literature, language, and c1a.ssical versif'ica­

tion,~, the .critic argues in :favor of' classicism by sustaining the vaJ.idity of' 

c1as~icel ruies. Although he, is never venomous in"his stand~ trying-to Bee 

the other s~de of' the argument. he failk to understand that tor Stendhal 

, literatur~ is the expression of' the times in 'Which an, author lives. Shake­

"speare and Dente had 'been Romantics in their d~B, because their Y/Orks had 

eIhbodied and represented the ,times in which they 1ived.9
' 

Here is how Stendhal 
, " , 

defines RomanticiSm: 

Lea Bo~n~i~isrne.. oat lOan ,de pr~sEmter aux peuples, 

lee oeuvres 1itteraires qui." dan,S i,' ~t~t actue1 de leurs 

,habi~udes et de'leurs croyan,ces. sont susceptibles de 

leur donner 1e plus de plabir possible. 

Le cltiLssicisme, au cO'ntraire, leur priSsente 1a 

-littGrature qui donnait Ie plus gre.nd tu.aisir possible a 
leurs arri~re-srunds-p~res. 

Sophocle,et Euripide furent ~minemment romantiques; 
, '. , 

ils 4Onn~rent aux Grecs·ra.sBembl~s au th~~t~e d'Ath~es 

I~S- t'ragfldies qui~ d'aprE!,B lea habitudes morales de ce 

peuple, sa religion, sea pr~ju'g~B 'sUt' ce qui fait la 

dignite de I 'homme, devaient, lui procurer Ie tu.us de 

tu.aisir possible. 
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Contemporary i.¢tatioD of" these celebrated.. tragedians would 'bore today's 

Frenchmen, added 6t.endhal. That is '\(hatalaseicism is. And that is wbat 

Bene! did not understand. IO 

In the November 1824 issue Bene! published another lengthy arti,iicle on 

Stendha.l' B De 1 'amour ,this time. requested "PY. the author vith a l~tter written" 

in Italian. Since De l'em:>ur is not ,only ~ book on love, but also an'histori-· 

cal and sociological survey of' Italian ,mores and culture> Benot takes up again 

one of the most persistent topics in Stendhalls discussion; ~triotism~ 
,'. ' 

d'antichambre. that Caliban, that 1IIOnster af'flicting Italy and elaborates upon.. " ' ' 

its destructive impact. But in the footsteps of' Stendhal. the critic take& 
;,-1 

pleasure in evaluating in deta.il outstanding Italian virtues, aIIDog them the 

capacity for love. 11 am:lUr~'pasGion.-passionate lave-found _,particularly among' 

wmen~ wbe unlike their French sisters lack vanity., 'Benc,:i.- also ex&lIl.i.nes at·, 
great lengtb tbe author's ~El.sa,y on the educa~.ion of 'WOmen, but here again he' 

fails to explain to his readers De l'smour's cent.ral point of view~ vbich 

Stendhal defined as IIcrystalli:r;ati~n.•:".ll 

liCe que'j'la~Pelle crist.eJ.li~ation.·1I he wrote, "clest l:lop~ration de 

1 1 esprit, q~i ti~'e de tout ce ~td s'e pr~s,~nt.e la dl!couverte 'que l'abjet aim~ 
a de nOUvelles': perfections. lI i2,,' For Sten~..c.1"Ystallization is the manner in 

vbic:n the i~ginatian 'WOrks on .~eD.lit~: .. it is tbe operation of the subjectiv~ 

on the objective world. It ~s a relative vision, a very Romantic approach to 

life and to art. It is individual, ever chaIlGing, ever adapting'to the 

present, as man is able to interpret it 'Within tbe limits of ~i.me"and space 

allowed to him. Crystallization does not simply apply to love, it relates 

to all human e..ctivities. In another def"inition ;l.t has been called·realism 

roma.ntico-Romantic realism13~_becaus~"~t, 'pe~~in:~ to realism but cannot-­

ignore the sUbjecti,~e; ~r Romantic interpretation. of it. ." 

Benci f~ils to' ment:ion the p~rsonal tODe of this aJ,.1 importBDt of 

StendhAl's works. Out of ignorance, or perhaps out of courtesy I" be never
.; ,," ".'. . 

mentions the author's great passion fc;>r Metil,de ViscoDtini, nor does he allude 

to her importantdroie as a giardiniera iD the. Carbonm.ls' ae.cret sect to l,ib·· 
, ,,'" 

erate ItD.ly. ~ut the critic is ful.J,. of pr~i~, for st;.enc!!lal " taYO'l'ing espe-

cieJ.ly his love and admiration for. Italy ~ a detail whic,h he finds particularly 

flattering at a time when the co;mtry had mostly detractors. Animated by a 
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£!ncere concern for the destinies of his country, the critic compares her 

present political shortcomings and afflictions to her virtues Qnd glory in 

former eras~ getting a~ with considerable criticism of present-day 

regimes, as he can pa.ss the censor~ unsuspecting that a book on love could 

be politically harm!Ul to the Austrians. 

Most importantly. like the critic, Italian rea.ders could take Stendhal's
 

psychological study of Italian mores as an impressive document through 'Which
 
14


Italy could be studied with the eyes of an enlightened foreigoer.

In a piece which appeared in the Antologia in Auguot 1825 dedicated to 

a new editiOD of Alessandro M&.nzoni I s theatre and other 'Works. Giuseppe Mon­

tani again referred to Stendhal. Centering his discussion mostly on the 

dramatic unities, the critic finds that new literary trends lend perfection 

to the characters because they are closer to reality. Linking Stendhal1s 

name vith those of ~~e de Stael, Alessandro Manzoni, Rnd Hermes Visconti? 

Montani hails all of them as pioneers of Romanticism. Stendhal is BO con­

sidered because of his Racine et Shakespeare.1S 

When Stendhal's first novel, AnnanC~1 vas published in 1827, the author 

had been traveling in Italy and had stopped for sixty-eight days in Florence, 

,spending much of his time in the Vieusseux Gabinetto, reading and conversing, 

and also meeting ma.ny other members and visitors. .Among them were Lamartine. 

Leopardi, Gino Capponi. Vincenzo Salvagnoli, a young :norentine lawyer and 

poet vho was to remain his dear triendfbr the rest of bis life, and last but 

not least, Giuseppe Monteni. Thereafter the critic reviewed A~ce in the 

Antologia issues of January and February 1828 in two detailed and eulogistic 

installments. 

Since the title of the novel is Armance au quelques sc~nes d'un salon de 

Paris en 1827, Montani takes the lead and points out that, as lithography 

answers modern nedds, so a literature that might be called lithographic is in 

order fOr modern times. Hence the critic concentrates on the sc~nes which 

have the distinction of sketching events as they are happening in France. 

Armailce. he writes, is a 'novel of manners and as such it gives a prominent 

place to ladies and gentlemen of rank. Octave, the protagonist. is an incon­

gruous character as a t~enty-year-old misanthropist, an anachronism. a sort of 

·e.nti·~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 I s afnietion is never revealed, 

it remains "un segreto, tI no doubt to entice the readers' curiosity with an 

,,intrigue, or perhaps to spare 'the ladies among them from being offended. 

The most interesting part of this reviev consist. of the critic I s expla.­

nation of the authoris tenets on the novel as a genre. It should be like a 

-mil"l"Or,- realistic that is, but it shoUld be Romantic as well, and there'fore 

interpret the times in which it is written. A transplanted Romantic from Lom­

. b4rdy, M:>ntani tully agrees with the point' c,r vie..rthat literature is' produced 

for and about a giwn generation. He findS' Stendhal's form pleas"ing'it 

. bizarre~ but hi's style eonteI!lporsry and :full' of witticism. Finally,' exhorting 

JUs readers to draw their own conclusions. the critic suggests that Armance is 
16psychological, as well as being a realistic and Romantic novel.

"The: last article on ,Stendhal in the ~tolo~ appeared in the September 

1830 iss'ue. Stendhal himself wrote to Vieusseux asking that Montani write a 

reviev,of Promenades' dans·~ome. which had been published in'1829. This 

article is the most complimentnry and charming tribute paid to' the author in 

Italy while he was still livillg. Taking a walk,through Rome with Stendhal~ 

llintani surveys the author's pronouncementCin Roman art and nature. With 

8"tcndhal he goes back through historical ers.e·to' see architecture in Rome as 

the expression of the times in vhich, 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 that it is so 'W'e11 done~ that it can teach the 

uninitiated onlooker to become aware of the grandeur of Rome through landmarks 

of Roman architecture. Echoing the author's statement, he points out that the 

Colosseum and tbe Pantheoll are symbols of ancient ideal beauty. Montani looks 

for other Romantic ,elements he appreciates in the work reviewed. He tmder­

scores Stendhal's remarks on melancholy, a feeling that a visit through the 

Eternal City arouses in the sensitive vi,sitor. Other reactions of the author 

are repo~ed sl:1Ch as t.he quintessence of true beauty in the breathtaking 

sculpture of the angels .in the Stuarts I tomb and to thl!' art of Raphael' and" 

Correggi~, as artists representing expression. Since Stendbal had stated that 

intellet;"t. and feelings cannot coexist in the same person I r-bntani repeatedly 

points out that the author defies that rule by his' ow personality and. work. . . 
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Hontani elaborates upon StendhaJ. I B customary comparison between ancient 

and md.ern art, leading to the author's views on ideal beauty, not us a mere 

imitation of' nnture~ but rather as the Romantic interpretation of expression 

and feelings. By examples the critic shmrs that for Stendhal ideal beauty is 

in the artist I s feelings expressed in the chiaroscuro. Stendhal IS Romantic 

principles, he notes, can be illustrated throUgh the interrelation of the arts 

and literature. 

Flattered by Steodhal' B predilection f'or Ita1.ia.ns and by his comparison 

in favor of Italy with other countries, the critic stresses the paint that 

for this s.utbor there is a great distinction between the man of' the Nortb and 

the man of the South. His anecdotes, Wl"ites r.fontani j are introduced to illus­

trate this difficult difference~ not as a digression. 

In £To~nades, in sum, Stendhal is ~ound to be a student o~ the visual 

'arts, music, the theatre, and other institutions, in relation to time. race, 

and climate. The critic l 5 candor and simple. conversational style as a 

journalist eminently ftualified him to realize that this conplex author vas a 

t'oreiWJer Yhe loved Italy and honestly studied every means to understand her, 

so that he could vrite about her truthfully.17 

By the articles just surveyed, it appeus that at the time they vere 

vritten, if' one wanted to be Romantic and lOOdern, one should be veil inf'ormed 

about voot was happening in the present, as well as vriting about it t.ruth­

tully. Nevertheless. to speak. and write about the truth 'WaS becoming more and 

lOOre dangerous in Italy. As many of the Antologia articles were more daring 

and openly hostile to the Austrians, censorship became increasingly harsher, 

until on Barch 26, 1833. the jo'urnal w,s suppressed. 

Stendho.l. 'OfRS among the many losers of' this sad event', the repercussion of 

which vas deeply regretted all over Europe. Criticism on Stendhal came to a 

halt in Italy, at the very time When he was beginning to get recognized because 

of the publicity these reviews had af'f'orded him. AlthoUgh six full length 

articles and two important ref'erences were dedicated to him in the Antologilj., 

the readers had :failed to be introduced to the Vi_~.~ de Haydn I. MJzart et 

M~tastase, or to Rome, Nanles et Florence.. Besides, another important article 

had already been in the making for a. review of' Le Rouge et Ie noir, as it, is 
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evident from many collected notes and letters and other fragments in French 

llnd Italian, written partly by Stendhal himself J and partly by his friend 

Count Vincenzo Salvagnoli. The two were to collaborate in this article manquE;.. . 

by basing it on the psychological study of vanity and aD the somberness of' 

IOOdern-day France as a consequence of the ,suppression of freedom by the Con­
" 18gregat ].on. 

Although Vieusseux struggled constantly to resume the publication of his 

beloved journal,., or to replace it with s, similar one) it vas only three years 

after his death, and five years after _the unification of 'Italy that' Francesco 

Protonotari succeeded in beginning the publication of' the Nueva. Antologia in 

1866. 

However. the articles on Stendhal. which appeared in the Antologia in the 

course of seven years are quite unique. as they first show the source of his 

originality. His critics in Florence emphasized the Romantic quaJ.ities of his 

artistic creation. They saw him as 8.!l innova.tor~ an author who believed in 

progress brought about by relying and improving upon ps'st endeavors. As a 

"lOOdern" author following in the wake of Montesquieu and of MIne de StaU s 

Stendhal approached art. music J literature and all other institutions of a 

country in relation to time, milieu and climate. 

Because of their deep involvement in the destinies of their country, 

these critics tully understood and were sincerely flattered by Stendhal's ire.. 

quent comparisons of Italy in her past glory end her present subservience and 

aspiration to recapture that glory. By documented evidence it appears that 

those critics were at times coached bY the author himself because he always 

asked for "toute la verit~/' or lila verit~ toute nue~" wishing that the 

message he had for humanity be delivered as he intended. 

His message"hBd been crystallized to a large extent in Romantic Italy. 

Rejecting the old for the contemporary in his early cultural yorks, Stendhal 

became a pioneer of Romanticism in his country with the theories he exposed in 

Racine et Sh8k.speare. In it he advocated clearing out of the vay old­

fashioned) rule-ridden stereotypes of literary classicism and the IOOderniza­

tioD of the theatre. He then opted for fantasy to repla.ce c:lassical rules. 

During his lifetime Stendhal remained obscure and nearly unrecognized by 
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the general. public and by lDOst experts in literature. The editions of his 

'WOrks were usually limited and very few copies of them sold. He gathered feY 

crumbs of that glory he so coveted, because even when the critics noticed him, 

it was to expose his plagiarism or his seemingly unorthodox method of' CO:tllXlsi­

tion. These critical. essays in the florentine Journal remain among the slen·­

der rewards he could count as a man of letters. 

These reviews are important also because they laid a solid foundation for 

fUture Stendhal criticism~ expressing and interpreting the spirit of the times 

in which he lived and the aesthetics he had formed in the country he so loved. 

Historical vicissitudes kept them hidden in the dusty pages of the suppressed 

Risorgimento jOlU"oal .. thus causing a long delay in the understandine: of the man 

and his literary pl"Oduction--just as he had always predicted. Yet among his 

Italian critics and those other elite intellectuals in-Milan and Florence. 

StendhaJ. found the happy' f"_ew~ 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 
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~~passsnt notes in a passage from La Vie· Errante that ~or a novelist 

vision is the IlOst important" sense~ tor "il devient facile de reconnattre, ~ 

Ie. 'lecture de toute oeuvre travaill~e et sincere, lea 'qualitt=s et 1es 

propri~th pbysiques-.du regard de 1 I auteur. III In the same section of La Vie 

Errante~ Maupassant develops his idea of' this link between the artwork and its 

creator: 

L'IDtelligence, aveugle et laborieuse Ineonnue. ne peut rien 
aBvolr. rien comprendre, rien d,~couvrir que"par les sens. Us sont 
sea uni1ues ppurvoyeurs.,les 'seula interm~diaires entre l'universelle 
Ne.tW'e .et Elle. Elle ne, travaille que sur lea renseignenents fournis 
par eux, et ils ne peuvent ewe··memes lea recueillir que suivant leurs 
'<1ualitt5s ~ leur sensibilit~'",leur force et leur finesse. 

-La valeur de la pens~e dfpend donc ~videmment ,d'une fa~oD directe 
de,la valeur des orge.nes, et son ftendue est limtfe par 1eur nombre. 
(p. 23)	 . 

Since the human intelligence CM gather infurmati-on' 'only through the senses:. 

llhich vary from person to person. any wrlt of the" hUIJian mind will betray 

characteristics of the person who produeed it. Because physical factors 

affect an artwork to such B.n extent, it becomes worthw:t;Lile to study the 

artist himself. 'Maupussant in fact wrote a ~tudy of both Flaubert end 7.ola. 

and in tlLa. Vie d ,~, Paysagiste'; -illustrated this connection between an 

artist I s temperament and his perception of nature. Maupassant devotes the 

-,	 first ha:lf of the article to the ~mporta.nce of careful observation, then he 

concludes with descriptions of Monte, Corot. and Courbet, three famous artists 

he hus seen painting near Etretat, his home in,Normandy..	 . 

Maupassant's IOOst detailed characterization of an artist. however. is 

Olivier Bertin in Fort Comme La. lotlrt, a novel about an aging artist and his 

mistress of many years, /my de Guilroy. By examining Bertin I s strengths and 

weaknesses, it- is possible to dete1"IJline what qualities Maupassant finds . 
essential in an artist. Whe'n the reader has met Bertin. an established. 

wealthy painter, Maupassant fill!,! us in on the development of his career•., 
57 
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After completing his traininG) Bertin had. gone unnoticed. but after winning 

critical acclaim tor two paintings and a first prize for another, he grew 

rapidly in the public's esteem. 

Maupassant comments on one 01' the paintings that helped to make Bertin I s 

reputation: lIune Jocaste 1 sUjet hardi. classa Bertin parmi les aude.cieux. 

bien que son execution sagement originale Ie fit go~ter quand m@me par les 

academiques. ,,2 The imp::ortant phrase here is lIex~cution originale. II On one of 

the rare occasions when Maupassant discussed principles of art, he vrote, 

"Voir: tout est lao et voir juste. ". L1originalit€! d1un artiste s'indique 

d'abord dans lee petites chases et non dans les grandes •... n taut trouver 

aux chases une signification qui nlu pas ~t~ d~couverte et tacher de 

l' exprimer d I une f'ac;on personnelle. ,,3 l>Jaupassant I s words to the aspiring poet 

vho had sought his advice indicate the emphasis he places on observation. 

CarefUl observation leads to originality, or the ability to express something 

"d'une fa~on personnelle, II because it enables the artist to find somethinG 

unique, the "signification qui n la pas encore t!t~ dScouverte." in his subject. 

In Fort Comme La Mort, Ma.upassant does not just state that Bertin is origina.l., 

but shows the painter observinc; his model vith the care Maupassant recommends: 

Tantet il s'~loignait dlelle. f'ermait un oeil, se penchait pour 
bien d~couvrir tout l'ensemble de son modele~ tant6t il slapprocbait 
tout pr~s pour noter leB moindres nuances de Son visage) les plus 
fuyantes expressions, et saisir et rendre ce qu' il y a dans une figure 
de femme de plus que l'apparence visible, cette ~manation d'id~ale 

bE.6o.t6. ce refiet de quelque chose qu'on ne sait pas, l' intime et 
redoutable grace propre ~ chacune, qui fait que celle-IA sera aim~e 
~erdument par llun et non par llautre. (pp. 997,,98) 

Besides 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 lice qu'il y a dans une figure de 

femme de plus que Papparence visible, cette ~manation d'id~a.l.e beautlh" 

observation alone wcl.d have given him only the "apparence visible. It A phrase 

in this description of Olivier at work Which indicates the refinement of 

Olivier's povers of observation is "noter les rroindres nuances." Dne day his 

mistress Any wears a new dress vhich he admires, and he eomments, nAh! on peut 

dire q'~'aujourdlhui on a le sentiment des nuances." (p. 986) The ability to 
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detect nuances iie on:e that MaupasEl:ant prizes, f'or he vrit~s of' the Venetian 

p~"int~r Tiepolo, "Per50IUle comme lui· nle. su r~pendre sur .lUl-mur le. grAce des 

lignes humaines, 16 s~ducti6n des nuances qui grisent sensuellement le regard, 

et Ie chw:::me des chases r@V~es dans cette serle d'ivresse Etrange que l'art 
4

communique it 1· e.sprit ;11

MauPSSS8I1t ,touches on Bertin's artistic sensitivi,tY",in his description..af 
the way the painter approache'sa mdel.' but he 'shoW's, i~ ,'~re f'ulll when .Bertin 

is liBtening to a musical perf'ormance at his club: nil se sentait emport~ 

dans we sorte d I iv-rease nerveuse qui rendait BOn corps et Bon iiitellig'j;mce 

incroyablement vibrants. ••• Les yeux f'er~BI lea jambes 'crois~es, 'lee bras 

mous. il ~couta:it lea sons et voyait -des choses ;qtie pas'saient devant ses yeux 

et dans Bon esprit~ II (p. 1048) An image which "occur's- later' in this passage 

as well as in the- passage on Tiepolo' is that of '''griseri'e. It or intoxicatiori.' 

l.fe.upassant speaks of Bertin's imagination' "gris~e' par l'~~ ~odiestlt (p. 1048) 

and uses the image to 'describe one 'of his '~Wri: "experie~ces. too. iIi La Vie 

'El"i'ante. His bJ~t is arichored off~hore f'rom S~ Rem; I Shd "t-h~' -evening breeze < 

coming from land- brings with it the perfume 'of aromatic-pl~is as well as the 

sound of the San Remo orchestrats concert in the public square. The effect is 

unearthly: lIj"e demeurtds haletant, si grisE de sens6tion~, que le'troubl"e de 

cette ivresse fit dnirer mes sens. Je ne'sands pluS vre.i..ment si -je­

respirais de la IDllsique, -au sf' j 'entendais des parfUms. o~ si Je dorm8.is dans 

les Etoiles. It' (p. 18)5­

This intorlcatiort of the senses which MBupa;EJEJant shares with his charac­

ter often leads to -an artist 1 s 'se~iD.g a new, IIDre original manner of' express­

ing life if he-is able to analyze and express what he hB.S felt. Maupasse.nt 

records this phenomenon in Bertin: 

II etait dans un~ de ces ,heures,o.u l'esprit excitE comprend tout avec 
plus de plaisir, au itoe!l voit mieux, semble plus impressionnable et 
plus clair. au 1 'on -,gotlte \Ule -Jpie plus vive lregarder et it sentir. 
comme si 1U1e main tou:te~pui99~te venait de raf'ra1chir toutes les' 
couleurs de 10. terre. de ranimer" tous lea lIIDuvementB des '!tres. et de 
remonter en noua. ainsi qU'un2' IIDntre qui s'arr@te, l'activitE des 
sensations. (pp. 1055-56) 

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

easy for him: 
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Ie lendemain. apr~s une nuit de nerfs. une de ces nuts qui
 
mettent lee artistes dans cet ~tat dlactivit~ c~r~brale baptis~e
 
inspiration, il Be d€cida a ... travailler jusqulau soir.
 

ee rut une journee excellente? une de ces journ~eB de pro·~
 
duetioD facile, o~ llid€e semble descendre dans lea mains et Be
 
fixer d' elle·-m@me Sl.U'" Ie. toile.'
 

". il ganta ce bonheur donn€ e.ux seula artistes d'enfanter 
leur oeuvre dans Pa.1l~greBse. Rien n'existait plus pour lui, 
pendant ces heures de travail, que Ie IllOrceau de toile ou naissait 
une image sous la caresse de sea pinceaux, et il ~prouvait. en sea 
crises de 1~condit€, une sensation €trange et bonne de vie abondante 
qui se grise et Be r€pand. (p. 1059) 

All iIllages in the last paragraph of this description of Bertin at 'WOrk 

are ones of creation. Images like " enfenter leur oeuvre, 11 "toile oil naissa.it 

une image,lI and "vie Il.bondante qui ••• se repa.nd" all suggest the creation of 

a living being. This implies that f'or MEl.urassont. art is not divorced trom 

sexuality. The phrase "la caresse de ses pinceauxl1 indicates the artist's 

love for his creation. This feeling that Bertin has in his "crises de 

fecondit~" is the same one that so excites Claude Lentier, Zola's artist in 

L'Oeuvre, when he declares, flAhr la vie, la vie. I la sentir et la rendre dan::; 

00. rCS""li-t,a; •••• et. f'Bi.ce v1'Vre, et faire des hommes, la seule f'a~on d'~tre 

Dieu!"6 

Maupassant wrote after visiting some of the Renaissance masterpieces in 

Italy, "on se demande avec stupeur ce que rut 11§me exaltee et feconde, ivre 

de beaute, follement cr~atrice, de ces g~n~rations secou~es par un d~lire 

artiste. . .. Le meme ref'let dlimp~rissable beaut~. apparu sous le pinces.u des 

peintrea, sous Ie ciseau des sculpteurs, slagrandit en lignes de pierre sur la 

fa<;ade des monuments. 111 This e:x:alted creative state is not tyPical, however. 

of Bertin and other artists of' his time. Maupassant comments in Notre Coeur 

on the composer Massive.l, "il avait subi cette esplke di,arr~t que semble 

trapper la plupart des artistes contemporains comme une paralysie pre'icoce. lis 

..• pareissent menaces d'lmpuissance ~ la fleur de l'4ge. n (p. 1211) The 

se:x:ual images above which are repeated in the passage on Renaissance artists 

with trdme •.. f~conde, '" cr~atrice" contrast sharply with the image here of 

artists "menaces d'impuissance" and -suggests that many artists of Maupass'ant's 

time were too far relJX)ved from nature. Evon in Italy. where Knupassant so 

admired the WOrks of its Renaissance artists, he is aymre of a decline in 
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artistic sensitivity: 

Mais plUB on est gris~~ •.• plus on se sent aussi cnvalli par \1D. 

bizarre sentiment de mal.aise ••. Il provient de I' ~toon811t contraste 
de la foule IlPderne s1 ba:uu..e ~ 51 ignorante de ce qu' elle regarde •.. 
On sent que I'&Ie ~icate, hautaine et raft'in~e du vieux peuplc 
disparu qUi couvrit ce 801 de chefs-d'oeuvre, n'agite plus les tetes 
B. cbapeaux ronds couleur chocolate. n I a.nime point les yeux indi:fteeents, 
n'exalte plus les d~9i1='s vul,~iree de cette population sans reves. 

Bertin, too, notices the superficiality 'of the "gens du mende" around 

hitn, eJ:ld he d..er.ounces thetn: Itlns vivent. disait-il,' E!. clSt~ de tout, sans 

rien voir,et rien pGn~trer; l cet~ de Is science qu'ils:ignorent; h cOte de 

Ie. nature qulils ne savent pas regarder; ••• -~ cOt~ de'la beaut~ du monde ou 

de Ie. beaut~ de l' art, 'dent Hs parlerit sans 1 'avoir d~couverte, '.. ," (p. 

1027) Although Olivier Bertin is a1lB.re of" Lhe shallowness o~ his society, 

and although he bas the 'sensitivity and skill to be a great artist, he com­

promises his art to please "Ie 1llOnde. 1l "lIow'does this happen'l 'MaUpassant 

tells us when we meet Bertin: 

Jnt.l'>l1.j,gent, @nt,housiaste ~ travailleur tenace au r@;ve chlU1geant, ~pris 
de son art qu' il conn&issait il merveille, 11 avait acquis, grAce EI. 18 
~inesse de son esprit, des qua.lit~s d'ex~cution remarquables et une 
grande souplesse de talent n~e en partie de ses h~sitat ions et de ses , 
tentatives dens tousles genres. Peut ...~re auesi 1 'engouement brusque ," 
du mende pour ses oe:uy;res elEgantes, distingut;;es et correctes, 'avait-" 
il innuenc~ sa nature en l'em.p@chant.dl@!tre ce quill serait normale­
ment devenu. Depuis l.e triomphe du debut, Ie d~sir de plaire touJours 
le troublait sane ClU'il s'en rendit compte~ mpdi~iait s.ecr~tement sa 
voie, att~nuait See convictions. (p. 984) 

In spite of his considerable talent. then~ Bertin has gone astray by 

abandOning his search for'originnl.ity. When his Il?cuvres '~I~santes. dis­

tinguees et correctesU become' ~pular, he stops looking for' what is unique in 

his subjects. and instead copies himself. Indeed, wen the reader meets 

BErtin, he has spent the afternoon searching futilely for a SUbject, for 

"toutes lee figures entrevues ressemblaient eo quelqu.e chose qUi il avait fait 

d~ja, toutes les femmes apparues ~taient les rilles ou les so~ de celles 

qu'avait enfant~es son caprice dlartiet:e." (p. 985) 'When Any became his 

mistress tvelve years before, she established herself 'as his advisor and 
',:, 
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source of inspiration. It is she who directs him towards "l'art distingu~;" 

"Depuis douze ane eIIe accentuait son penchant vers 1 'art diatinguG. combat­

tait sea ret OUrs vers Ie. simple ~alit~. et par dea consid~rationB d'elegance 

mondaine. elle Ie poussait tendrement vers un ideal de grace un peu maniere et 

factice. " (p. 988) The result is that Bertinls admirers ce.lI him a "l-latteau 

r €aliste ll and bis detractors refer to him as a "photographe de robes et JJJln­

teaux." (po 1043) 

Maupsssant is. in fact, an admirer of Watteau. In a discussion of 

Tiepolo, whom he admires, he writes of him lIel egant et coquet commeWatteau.,,9 

However, in his writings he stresses the need for originality, as in this 

excerpt from liLa Vie d'un paysaglste": "II taut ouvrir les yeux Bur tous 

ceux qui tentent du nouveau, sur tous ceux qui cherchent it d~couvrir 

llInaperliu de Is. Nature, sur tous ceux: qui travaillent sinc~rement, en dehors 
10

des vieilles routines." In his desire to please his public, Bertin has 

gradually abl311doned the "execution origine.lell (p. 993) which Maupassant noted 

in his early painting "Jocaste." By allowing others to choose his direction 

in art, he becomes unable to follow up the new direction he imagines one day: 

Et il se sentait l'intelligence si libre et ei clairvoyante que 
toute non oeuvre d I artiste 1ui parut banale, et qu l 11 concevait une 
nO"llvol1e mani(!re d'exprimer la vie. plus vraie et plus origine.le ..•. 

Mais d~[) 'lu'il fut seul en face de la toile cOlIllD.enc~e, cette 
ardeur qui lui brOlait l.e sang tout· ~ l'heure s'apaisa tout a: coup. 
II se sentit las, s'assit sur son divan et se mit a revasser. (p. 
1056) 

When he finally chooses a subject for a new: painting entitled "R@verie." his 

desire to please wins out over his artistic convictions: 

II voulait reproduire exactement ce qu I il avait vu au pare Manceau, 
..• une fille pauvre, revant, un livre o.uvert sur les genoux:. II 
avait beaucoup hesitE s'i1 la ferait laide ou jolie7 Laide, elle 
aurait plus de caract~re. plus de philosophie. Jolie. elle E~duirait 
davantage, repandrait plus de charme, plairait mieux. 

Le dEsir de faire une etude d'apr~s sa petite amie Ie decida.
 
La R@veuse serait jolie. (P. 1123) ,
 

By compromising his art to please those" gens du mnde" whose Judgment he 

deplores. Bertin merits the opinion of the Figaro, whiCh offends him so, 

"l l Art demdE d'Olivier Bertin." (p. 1180) 

http:origine.le..�
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Nonetheless 7 Berlin has produced one chet'-d'oeuvre~ his portrait of' Any. 

Maupassant says that it was "Ie meilleur, cerles, quli.l eOt peint, car 11 

avait eu voir et fixer ce je ne aai8 quoi d'inexprimable que presque jamais 

un peintre ne d~wile. ce ref"let. ce myst~re~ cette phYsionomie de 1 1 &ne qui 

passe~ insaisisssble, sur les visages." (p. 1014) In Any Olivier Bertin has 

found a subject which would indeed absorb his abilities, his worth, his 

artistic powers: "Le portrait avan~ait et s'annon~ait :rort bien, le peintre 

~tant arriv~ ~ l'etat dl~motion n~cessaire pour d~couvrir toutes lea qualit~s 

de son mod~le, et lea exprimer avec l'ardeur convaincue qui est 11inspiration 

des vrais artistes." (po 1000) With this portrait Olivier has fulfilled 

Maupassant's three requirements for a chef'--d'oeuvre, as he states them in fiLe 

Roman": lYle travail continuel et la connaissance profonde du ml1!tier peuvent, 

un jour de lucidit~o de puissance et d'entraincment~ par la rencontre 

heureuse d'un sujet concor~t bien avec toutes les tendances de notre 

esprit, amener cette eclosion de 1 'oeuvre courte. unique et aussi parfaite 

que 'nous la pouvons produire. II (pp. 839-40) 
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6Emile Zole.. L'Oeuvre. Lee Rougon-r.t:acguart (Paris: Gallimard, Biblio­

th~que de la Pl~i8.de, 1966), VoL IV, p. 83. 
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IMAGES OF R~'l'REAT: GEOGRAPHY IN THE PASTORAL NOVEL 

Carole Deering Paul
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From Ariosto and Saonazarro to Rousseau and Mal1.arm~t the bucolic tradi­

tion has formed an importen.t part of our literary heritage. In bis fine study 

of the pastoral, "The Oaten Flute, ,,1 Renata Peggiol.i contends that the unique­

ness of' pastoral literature is to be found in a longing for innocence and 

happiness that is recoverable through retreat. France's most notable contri·~ 

but ion to pastoral romonce~ Honor~ dlUrfe's L'Astrt!e. is no exception to this 

rule. D'Urff5 follow many of the conventions common to the pastoral. code. 

The originality of L I AstrEe. lies in the presentation of the theme of retreat 

itself and in the recurrence of a structural figure that controls and IOOdifies 

its presentation. This figure is that of the circle. It occurs in the ini­

tial description of the pastoral site, Forez; it,is the underlying pattero of 

its architecture; and it reappears in the maDy natura! structures that dot the 

landscape. especially in the cavern where the hero, C~adon, seeks refuge 

after his baniShment by the heroine, Astr~e. 

The opening paragraph of the novel describes the pas,tora! scene: 

Aupr~s de ), 'ancienne ville de Lyon, du cOt~ du solei! couchant, il 
y a un pays 'nomme Forez. qui en sa petitesse contient ce qui est de 
plus rare au reste des Gaules. . . • Au coeur du pa.ys est Ie plus beau 
de la plaine, ceinte. cormne d'une forte muraille. des m:mts assez 
voisin's et a.rros~e du neuve de Loire, 'lui prene.nt sa source assez pres 
de 1.€,; passe presque par 1.e miJ.ieu, non point encore trop enn~ Di 
orgu.eil.1.eux, mais doux et paisible. 2 

The scene of the novel is thus a eircular area cut in two by the river Loire. 

The mountains form a strong wall, 1I une forte muraille. It protecting it t'rom the 

intrusions of a less perfect wor1.d and provide the shepherds and-shepherdesses 

with a tranquil space in which to pursue their Neoplatonic love quest. 

By a convention common to the pastoral, the retreat into nature is in 

fact en affirillS.tion of culture. While Gaul is torn by wars wa.ged bY' the 

Romans and countless barbaric tribes, the founders of the' pastoral colony 

assemble around !-bnt,-verdun and vow to renounce ambiti~n and to 1.ive a 1.ife 

that ia "douce et accompagnee de moins d'inquietudesn (p. 156). The men and 

'WOmen come with the desire to seek an alternative to a state of var in the 
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calm of the rustic life. They create an area of civilization) peace, and 

harmony in the midst of disorder. They see Forez as 8 simple solution, a 

retreat :from heroic lite. At the same time, its founders are members of an 

B.n;cient nobilitYi this pastora.l. society. while it rejects the imperative of 

action preserves an aristocratic and courtly ethos. It replaces a chivelrie 

ideal with a Neoplatonic love dream set vithin a courtly society. The society 

of Forez in its retreat to the static world of the pastoral rests on an affir­

matiOD of the civilized existence preserved fi'om the destruction surrounding 

it and upho1dine: the high values of an aristocratic~ Neoplatonic culture. The 

circle encl6~lng the pastoral scene is one that exclUdes disorder end makes 

the lI'Orldly and the aoc:ia.l .possible: _' 

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 f"emale 

ruler~ Adema.s her biSh priest and counselor .• the various' druids' are next, 

fOllowed by numerous shepherds and shepherdesses. Everyone has a -fixed place 

in the social ,ot'der. Forez society gravitates to its cente:r, Mont-verdun. 

a mountain that hides a circular structure. "Tout ce rocher~ qui pour sa 

grandeur se peut nommer Wle montagne J est de nature te1lement creux, qu' il 

semble quand on est' ded.a.D.s, que ce ne soit qu'une vonte" (p. 157). At M:lnt­

verdun and the nee.rby palace of Marcilly with its cultural treasures and its 

immense vaulted £aLOns, the shepherds and sh~pherdesses gather ~o tell stories 

of nume,ro~s "bons amant's" and "to pass jud~t on those \/'ho have transgressed 

their s~;ict codes 'of behavior. As C. S. Lewis writes: "Like'c'ourtesy, pas­

toral is, a poetrY 'of; condUct. n3 D'Urfe' B shepherds represent the apex of 

social man. He "-represents man neither as 'homo sapieos i :'·oor as 'homo febar,' 

but only as 'homo artifex.,"4 The circles of Mont-verdun' ahd MarcUly indi­

cate a ,passage' into social conventions, social postures, and pl~ acting. As 

Jacques Ehr.nann ,¥s noted in his study of thc language of -L I ABtr~et Forez is 

the doma.in of: "'la: parole publiquell5 and the sOcial Iri.~sk. The artifice of the 

pt'imitive"ha'bit":is ho\/,ever, readily discerp.~d by those worldly-aristocrats 

able to Q.ppreci~te tee SUbtleties of art ahd'the realities of nature. In their , 
awareness of social man, d'Urtt;l s shepherds and shepherdesses presage the gar­

den parties of a later time \/'hen costumed a:rlstocrats looked f:~r. pastoral 

places ,in the Versailles gardens and in the arbbrs of the nearby.Petit Trianon. 
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The palace of Marcilly recalls the courtly society of the Italian Renaissance. 

as 'Well as the atrosphere of the Court of Navarre~ to the, extent that: it 

blends B. 'Neoplatonic quest with a courtly hierarchy and order. Gustave 

Reynier has pointed out the presence of gat-herings held by Doble ladies in 

'WhiCh matters concerning the refinement of sentiments were discussed. The 

pu~hess of Retz , the Duchess or Rohan, the Princess of L~n, Mme. ,~e Vllleroy 

and Mme. de Cimiez , Mme. de Guise, the Duchess of Nevers, and mle~ ,de Longue­

vi.ll.e~ 'Were only "s -few .of the ladies wose salons offered th~ ,pleasures of 

llbonne cOmpagnie. t16 "The' quest f'or certainty and order aft,¢r the vare of 

religion that marks much of the literary production of the seventeenth centurJ 

and that was to find its expr~sBion in the codes of the Classicists is sug_ 

gested in part by the courtly standards or I'.ercilly and l-bnt-Verdun. It is 

this need ror an ordering of the passions as well as or the intellect that is 

seen as the purpose of the pastoral. The circular spaces of l-bnt-verdun and 

Ms.rcUly~ temple and palace, are communal spots at the center of Forez and are 

emblems of social integration e.nd harmony. 

G~rnrd Genette has observed t hat the general plan of Forez is based on 

concent~ic circles. 7 In this the geography of ~~.[!.str~e recalls Tommaso 

Campanella's city in La Citt~ del Sole (1602). Campanella I s utopia has a. . 

great dome at its centeri the dome is eneirtled by seven circular divisions. 

DIUrf~1 s Forez and Camp6.bella I s city rec'all the popular baroque structure of 

"mise en abime .. U The concentric circles reflect as well the ora.er or the 

" ptolemaic s¥Bt,em with the earth at the' cent,er ,surrowded by the heavenly 

hodies t" 1'lds circular image 'of scientific and cosmological harmony comple­

ments the spaces or teople and palace. 

HOwever, there are also other circular structures in L I Astr~e that sug­

gest not the who.l.eness of the pastor81 co~:tty but rather the void at the 

circle's center. Passage:from the social sphere to the social void is made by 

way of the garden. Geography" in ~'Astr~e flutters between nature as eulture 

BDd a oore ambiguous nature escaping domesticity. Around the palace of Isoure~ 

for example, one finds gardens that are perfectly domesticated. Their 

"natural" appearBDce is the product of cultivated artifice. The garden around 

Isoure is " .... agenct! de toutes les rarett!s que le lieu poUV'ait pennettre. :rat 
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en fontaines et en parterres, fot en all~es et en ombrages •••. rien ~te oubli~ 

de tout ce que l'artifice y pouvait ajouter" (p. 47). The e;rottos around 

Isoure also attest to the art of taming nature ',d.thont appearing to do 60: "Il 

y aveit plusieurs autres diverses grottee. si bien contrefa1tes au naturel, que 

~"oeil trompait bien SQuvent 1e jugement" (p. 48). As soon £lS the shepherds and 

shepherdesses leave the palaces with tlleir domesticated gardens t they risk 

getting lost in a labyrinthine forest. Silvandre. one of the J1fid~les amants," 

loses his way and leads biB friends into the forest. 

Us entrerent dans 1e bois 9 et ne 5e donn€!rent garde que Is nuit peu a 
pe~ leur ~ta de sorte 18 clart~, quiils ne ae voyaient plus et ne Be 
suivaient qul~ Is parole. Et lars s'enfon~a.nt davantage dans Ie bois, 
i1 Wilvandr~ perdit tellemcnt toute connaissance du che:n.in, qulil fut 
contraint d1avouer qu1il ne savait o~ il ~tait...• Tant y a que 8i1­
vandre, suivi de cette ht"Jnn@t'e trt"Jupe'l ne put de tonte la nuit retrouver 
Ie chemin, qUoiq,u'avec mille tours et detours. il nllait presque par 
tout Ie oois. Et enfin il s'enfonqa tel1ement, que pour se smvre Us 
~taient contraints de se tenir par les habillements. Is nuit ~~ant ni 
obscure q,UI elle semblai~ expre6s~ment ~tre telle pour emp@cher q,u'ils ne 
sortissent de ce bois. (pp, 133-134) 

The protective circle of the communal palace becomes transformed into a sinuous 

line j a type of maze. The garden leads to a forest with no clear exits. It is 

,:lithin that fOrest that the image of the circle becomes reversed; palace and 

temple are now replaced by the cavern. There ~re many examples of this rever­

sal of iDl8.gery. 1 wn.l concentl;·ate on the most well~·known, the cavern of' 

C~lJ:ldon. 

In the first bool'~ of L' Astr-ee, Cl';ladon is b~ished by Astr~e &lid spends 

SOMe time at Isoure. When he leaves the palace, he almost sets lost in the 

forest. tlIl slenfODl,Ja dans un hoi's si ~pais et mar~cageux en quelques endroits, 

qu 1 a peine en put-il sortir" (pp. 90-91). He decides to folloW' a river and 

eventuAlly comes across a cavern in Which he takes refuge. It is a circular 

structure that has been hollowed by the moYemeDt of a nearby river; 

AU5Si n I ~fJ.it-ce llutre chose qu'un rocher que 11 ea.u etant grosse av~it 
cave peu it peu et assez facilement que I' ayant au commencemefit trouv~ 
graveleux et tendre, il fut l1is~ment Cli.nE~ en sorte que les divers 
tours que l'onde ,contrninte BVait faits" llavaient arrondi comme s'il 
eat ~tE fait expr~s... Le lieu pouvai t avair six ou sept pas de 
longeur, et parce qu1elle EtBit ronde, elle en Bvnit autant de largeur. 
(p. 91) 



69 

C61adcnrigoroualy avoids S9cial contact and he leaves his refuge 
," .1., • 

only to wander ,alone, throu,gh the fore!lt. During the lengthy sojourn. . .
 
in the cavern, he lives ,off .roots and vegetation. The result of this
 

regimen is to mak~ him not only weak, but physically unrecognizable.
- ,: ' 

"Son visage se changes de ,sorte qu'il ,nl~a:i.t pas conn8J..sable lT (p. 137). 

When he sees .l;1isreflection in the water. he is amazed at his appearance. 

"Et lui"m6me quelq1:lefois ~lant bo~re ~ 18 proche, fontaine. f;l1 ~tonna.it 

quand il wyait sa. figure dBns l'eau" (p. 95). The changes he tmdergoes 
- ,'.'' 

while in the cavern trans:rorm his features in such a yay that he experi­

ences himself. as " ••• tout aut~~ q.u'i~ ,ne SOul~j..t atre" (p~ '95'). The 

retreat to the void ,of. the c~vern in which the, selt' becomes lost or 

changed is cowplement~d,bY the presence of a river surrounding the 

cavern. The wate:r imagery:: sugge,ata dissolution. a return'to a pre­

social ,state. ,9~ladon is, d~acribed as being IldtH'aitll (p. 95), undone. it , . 

is as though he ~i.fJpo1ves. in ,the cavern in which 'he disapp~ar's. 

The isolatio~ 'c~a&'n experiences fTom the social ~~p arid from 

his own being is underscored by a veiled criticism of Neoplatonic love, . . . 
the cornerl;ltone Of the pastoral community. In a lengthy exchange. 

L~nide accuses him of ceasing to be himself, II ••• 'vOus" cessez 4. t ttre 
, , . ", , I " 

vous-·m@me" (p. 148).. C~ladon responds by PQinting out that the lover 

not only bas no will since he follows his lady i a wishes in all things, 

but that he is not even 8. man. IIJe nie que l' amant' soit homme. puisque 

d~s l'heure ,qu'i1,c9mmence de devenir tel. H se d~uil1e tellement de 
. .. '- ' 

toute volont~ et de tout jugement, quill ne veut oi ne juSe 'plus que 

comme veut et Ju,ge celie ~ qui son affection l'a dcnn~1I (pp. 148-149). 

This sense of nonbeing is accompanied by a sense of nonidentity • 
. ,'. : 

It pennits C~ladDn to take the ~ast step in bis progressive vithdrawl 
. " ' 

fTom his own personality. The cavern 
, 

episode endg with CGl.a.don bec'om­. . . 
iog totally "autre" and assuming the disguise of Alexis, daUghter of. , 

Adama.s.. The retreat fTom his own being is so complete that it fovolves' 

the loss of the prilDary sil;I1 9! identity, the proper name. The sojourn 
" " • r ' 

in the cavern appears to be a reduction to the absurd of the theme 9f 

retreat itself. 
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C~e.don I 5 comments OD. the position of the lover in Neoplatonic thought 

reverberate t.hroughout the t~xt. Hia•position is emblematic of ma.ny of the 

other characters in the novel. Almost all the other "parfaits ame.nts"-Sil­

vandre and Diane ~ Lycida.s and Phillis, Galathee and Llndamor, Loonide and 

Ergaste-are isolated !'rom each other even in the midst of the social group. 

This is a disturbing phenomenon in a novel whose purpose is to show a har­

monious community based on Neoplatonic love. C~ladon' s experience intimates 

that the love queet involves not"onlY isolation but a radical alteration of 

the sel f that VE>rSefl on total alienation from one's ow. being. 

From a thematic point ,of view~ C~la.donts cavern is the very antithesis 

of Marcilly and !-bnt-verdun. One is the space of isolation, the other the 

space of the social. In one the desire for form.lessness replaces the fonnal 

social structures with their codified rules of behavior. The cavern in which 

Celadon loses his name is doubled by the image of social integration and tL"1ity 

of being of the circle around Forez and the va.ulted rooms of its communal 

structures. 

Temple, pa.lace, ar.d cavern are complementary images but they are also 

profoundly contradictory. The presence in L' Astrt:e of the cavern $eem~ to 

belie the utopian thrust of the pastoral retreat and suggest a tha.t all is 

not as it seems. The spaces have the effect of cancelling each other out. 

The play between imagea of' retreat and integration B.fid 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 

ex.!-,L-eS::i.lon o:f" 'fE>Plings unncceptable to the pastoral. society. It is a place of 

exile for failed social relationships. 

Tony Tanner, in an interesting study of the nineteenth century novel J per­

ceptively noten that in ~a Nouvelle Heloise, Julie's dream is one of keeping 

everyone together.:......a dream of total harmony ond cumplete incorporation. B 

D1Urfe l s pastoral circle wants to do the same thing; it seeks to create a 

homogeneous space of harmony, calm, and integration. But the pastoral dream 

of ~iAstr~~, like Julie's dream, is a failed dre~. Its shephera~ are always 

in danger of being swallowed up by those obscure cavern3 that are concealed 

in its landscape. 
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HISTORICAL FANTASY: MlISIC AND MlISICIANS 

IN CARPENTIER'S CONCIERTO ~ARRO-2Q. 

David Herbert Best
 
Vanderbilt University
 

In a recent interview at Vanderbilt University. Professor Roberto Gon·­

zUez Echevarr!a of' Yale J one of' the foremost authorities on contemporary 

Spanish American prose narrative, asserted that Alejo Carpentier's historical 

vision was essentially probl~tic.l His novelized perception of the past no~ 
only affirms a constant persistence of' myths, legends, archetypes, Bnd other 

manif'estations of' an atemporal, cyclical interpretation of events i there ,is 

also, nevertheless. a movement f'orward: a recognition and distinction of a 

past. present, and future. Accordingly. circular time coexists with sequential 

timet synchrony with chronology. These two seemingly contrasting postures 

create an internal dialectic, a. tension that is never truly resolved. As one 

of the main topics of Carpentier's ~iction. the dynamics of the historical 
2 

process are integral to bis novelistic expression throughout his career. pos 

pasoB perdidos, probably his best knove and most widely read novel, describes 

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

time is of little importan~. In fact 1 the cr~tive tension of Los pasos Per­

didos seems to exist. in part, in the narrator's inability to adjus,t to the 

rhythm of IIPdern society; instead) he searches for end attempts a return to ,a 

past characterized by more primitive challenges to his daily existence. His 

sensibilities numbed by 20th century fragmentation end alienation, he dreams 

of man I s long past primordial nature, of a time truly before time. In El 

reino de este Mundo. Carpentier once again juxtaposes one vision of the past 

against another. Bait! 's historical and politi.-.:al evolution nows simultane­

ously 'With the folklore, customs ~ and traditions t)f its African heritage. And 

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

reveals its multifaceted nature. Though strict chronology 'Within the novel is 

almost totally disregarded, Carpentier pays close attention to certain histor­

ical events. 

Generally speaking, Concierto barroco portrays an elaborately artistic 

fictionalization of 17th century Baroque music and composers. The historical 
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background regards "many of the acclaimed masters.of Baroque musical culture: 

D:nnenico Scarlatti, Antonio Vivaldi j and -George Frederic Handel. Within tb.1s 
given historical framevork. numerous references to 17th century composers 

implicitly create a figurative dimension that parallels the novel's overall 

thematic' structure'.- The many musical -allusions. for example, bring to light. ..
certain' popular legends and beliefs surrowlCii,ng -.the composers of this ~poch. 

" ..' .~ 

As 8 result, a clear relationship exists betveen bistori~al tact and novelis­

tic fiction. Yet Carpentier.'"s legendary lmovledge or music and history is Dot 

mere pedantry, tor these historical characters function in perfect harmony 

within 'the novells 'structural unity. 

It is this c~e4r~y-discerniblehiBt~r~c~ backdrop that is of primary 

interest to me today, for at the heart of Cpncierto barroco is its vision of 
, , . 

the past. With a degree of poetic license.•, C~nt,~er has based numerous epi­

sodes and che..racters on verifiable histor1cal. ,facts. This imaginative, inter­, '. .­

textual dialogue between a c.ontemporary Sp81l,ish AmeriCQ.D novel and 'cert-ain 

historical documents' af -the 18th century leads, to what Gonz~ez Echevarra has 

identif"ied as a Characteristic. ,feature of Ca,r:pentier's last noveiist1c stage: 

II paroQy and hUIlll>r rule... in-, Carpentier's "last 'arti~tic phase. 3 

As a measure of this parody 9 historical a.n4, f"i~ti9nal chQracters exist on 

the same narrative level .. Ca.rpentier llBes both h~s~orical figures as well as 

stereo"types. Vivaldi I Scarlatti, and Ha.nClel, ,in:teract with a character known as .. 
the iuno, an 18th 'century indiano who has come baclt to ~pe with his black . . . 

servant from CUba~ 'FUomeno. l'I:aving becpme :boreCl :wi~h ~drid, the Amo and 

Filomeno arrive in Venice:, ·the: ..music, capital ot the .ltalian )3aroque. Venice 

'is in the midst or 'its annual Carnival. and ~s i,*a~it~ts ?ave masked and 

disgJised themselveS 'in a primeval release ot_humanpas~ions and inhibitions. 

They enter the Botteghe di Caf"re of_ Victoria.:¥d.l4no, when they meet the three 

composers. The narrative makes specittc re:ferences regarding each composer 

that I add ;,parod1c'- dimensions -to ,their qharac.t~r:1zatioD. Viv~di I s initial de­

script.ion' highlights, his naming -r*;ci, hair, his.,p:rominent nose, and his elegant 

coiffure: 

ill'! estaba '~ientaiiO ya, en una.mesa del fondo y el Fr3.il~, Pelirrojo, 
de-;'hfibito cortado: en la mejor ·tela, ade~anta.ndp su largs. nari.,. corva 
entre los rhos de un ,lleinado natural que·tEmra.. ain embergo, como un 
aire de peluca llovida~ 
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In his lucid study on Vivaldi I s vork and life, historian Marc Fincher1.e 

discusses five portraits of the compoSer. two of which were done during 

his lifetime. Pincberle's observations par&1lel Carpentieri B fictional 

creatiQn: 

There is the very lively sketch made by P. L. Ghezzi in 
1.123. . . The Prete RDssoappears in profile, ha1.f··-length. He 
is portrayed as having long and curly hair I e. somewhat receding 
forehead, a prominent, arched nose, .•. 5 His glance is 1ively, 
his expression interested and willful. 

In the portrait by Franl;ois Morellon de 1.e. Cave, Pincher1.e notes that 

"the hair (is) so well groomed that it may be taken for a wig. ,,6 

The historicity of Carpentier's Viva1.di goes vell. beyond his appear­

ance. That ViValdi never gave mass is a vell-kno'kID fact. though the 

reasons for his priestly neglect are somewhat vague. According to one 

legend, Vivaldi left the altar during JlJBSS 'in order to write out the 

theme to a fugue, an act that had him promptly reported. to the Inquisi­

tion. 7 More recent evidence, however, refutes this story. In a letter 

to one of hi3 patrons, ViveJ.di reveals that a physical restriction pre­

vented him fi'om 68.)"ir18 mas8:· 

I can no longer wa1.k on account of this chest ailment. or rather, 
this tigbtness in the cbest (strettezza di petta, commonly be­
lieved to refer to a kind of e.~thma). No nob1.eman invites me to 
his house, not even our prince. beCause all. are ~nformed of my 
ailmeIlt. . • Such is the reason I never say mass. 

Carpentier apparently opts for the latter o-r the two explanations. The 

narrator offers the following insight: T1_aunque nunca hUbiese dicho una 

misa pues estaba demostrado que los humos del incie!1so le daban ahogos y 

pruritos." (p. 53) Ironically, Carpentier's fictional version dispenses 

with the mOre entertaining or the two accounts. 

Vivaldi's relatively unknown status until the 20th century is also 

alluded to in the text. When he, Scarlatti, e.nd Handel join forces to 

perform a concerto grosso, the narrator makes reference to his past ob­

scurity: II ••• desencadeD6 el mas tremendo concerto grosso que pudieron 

haber escuchado los siglos-aunque los siglos no recordaron nada, .•• If 
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(po In.) Despite immense popularity and fame during his lifetime, Vivaldi vas 

quiCkly forgotten -after hia"death. 9 His works lay either dormant or disre­

garded ror eJ.mst two centuries. In 1926, Dr. Alberto Gent1l.i~ a p~feSBor 

of music history at the University of Turin, discovered several old volumes 

of m.usic dating f'l"om the 16th, 1.7th. and 18th centuries. One discovery led 

to another, and Dr. Gentili finally uncovered DJ:)re than 300 works by Vivaldi. 
',- ' 

The Turin collections Bparked an unexpected, though spectacular, renaissance 

of Vivaldi 1 s music, eventually leading to, the creation of, the Institute 

Italiano 'Antonio Vivaldi .by the Venetio~ Antonio Fanna"• .' . , 

The three co~sers have come to Vivaldi's Ospedale, to ,practice their 

'WOrks. The Ospeda1,~, or Seminario Musicale dell' Qspedale della Pieta.~ 'WaS 

one of four institutions in Venice established e.s charitable orphanages and 
lOasylums' ·that later developlf:d into music schoOls. Vi'VSldi's PietA vas known 

throughout the city for its disciplined all-girl orchestra; ;accordingly, the 

Pieta. became an ideaJ. place for Vivald{'-s instrianental experiments and musi­

cal novelties. The girls of the Pieta. W'e~ 'often referred to by their musical 

instruments. In fact, Ca~~tier's t1Cattarina del Cornetw," who gives Filo­

meno his trumpet, seems to actually have existed. 

Once in the Ospedllle, Vival.di and his cohorts unchain their concerto 

grosso, a suitable format tor their virtuosity. As an art form, the concerto 

grossO nouri-Shed-between the years 1670 and 1750. Highly.r'epresentative of 

Baroque musical form',' '·the concerto grosso utilized small groups of soloists 

tha~ were pitted against the full ~rchestra.12 Each. one of Carpentier's musi­

cians performs with 'the iristrument to which he is historically linked: Vivaldi 

plays violin~ Sc~l.atti plays' clavichord,. t¥1d Handel, the orgaD. Tbeirper­

fonne.nces curiousi'y echoes a simil£LI' event,.in Rome in the year 1708. John 

Mainwaring, Hendel I a 18th centurY" biographer" describes this competition in 

OODsidere.ble detail: 

When be c~ £iroti 111110 I~aJ.T, the"'DDo-terS in grea-test esteem 
were AlesEJandro Scarlatti; Gasparini, and Lotti. The first 'af these 
he became acquainted with at Cardinal Ottoboni's. Here also he be­
came known to Ilomenica Scarlatti, now livina:, in Spain,and author of 
the celebrated' lesseDs. As' -heYR.s an exquisite player on the harpa-i­
chord, the C&rdinal reselyed to bring him and' Handel together for a 
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trial of skill. The issue of the triBl. on the harpsichord hath been 
differently reported. It bas been said that Bome gave the preference 
to Scarlatti. However, 'When they came to the Organ there was Dot the 
least pretense tor doubting tCi which of them ;it belonged. Scarlatti 
himself' declared the superiority of his- 'antsgQcist, and owed ingenu­
ously, that till he.bad heard him 'uPon this 'instrument·,. he had no con­
ception of its pc)'\,ers •. So'greatly was he struck vith bis 

. 
peculiar. 

method of playing, that be !ollowed him all over Italy. and "as never 
. s'o happY as \lben he was wit.h him••• it was mentioned...•that Scarlatti, 
ss oft' as he was admired for his great executi£~. would mention Han-
del, and'cross himself" in token of veneration. , 

-'Handel I B historical victory ls',. tr~Btormed into dramatic Nctio~ expression 

in Carpentier' ~ novel. The pel"form$llce produces an ascending desree of t(.n­

sian that rea.eh'es a p,limax when Vivaldi and Bcarla'tti ';yield to the Saxon I s 

dazzling skill:" 

y par4!ct:~:'que' el IOOvimiento hubiese llegado a su colIOO, cuando Jorge 
,Federico ,sBltlBIldo de pronto los juegos de: rondo. las mutac,iones, 
el pJ.enum•. con t'a.l acometida en los tubas de clar1.nes.• trompetas y 
bombardas, que aJ.J.! em::pezaron a sonar las llamadas del Juicio F1.11Bl.. 
_"El SeJ6n nos est~ jodiendo a todos!"-griU5 Antonio, exasperando 
el fortissimo.' "-A, mi ni se me oye"":" ll grit6 Ibmenico, arrecian~, 
en. acordes. (p. 41) . 

Other stories exist 'that attest to Handel I s musicBl. prowess. Scarlatti t s' , 
'. ; 

first meeting with Handel is said to have taken place in Venice dut:'ing its 

Carnival. As in Conc:lerto barroco.,. all the Venetians were masquerading 'dw roB 
the celebration. The masked Han'del waS playing the harpsichol"d, when Scar:' 

latti rushed up and reportedly cried: "This is either the, marvelous Saxon O'r 
the devil: 1114 Though neither Ha.ridel nor Domenico Scarlatti ,had 'met at the 

time I it is quite probable that Ale:sslBIldro Scarlatti had info,:nned his son of 

Handel's famed virtuOsity.15 

Carpentier further explores the historlcBl dimensions of,Handel's fic­

tional characterization. When"Handel first appears in the novel, his col­

leagues assure him of'-'his' opera's success: 

-
lICaI.ma.telt

_ dijo el Fraile' Pelirroj6-: 1a sf que la Agripirl'a tuvo." 

eata neche. de ~xito que nunca." "--Un trilmfot"-dijo el napolitano. 
vaciando una copa deaguArdiente dentro .de su cafE-liE! Teatro Grimani 
estaba ~leno." (po 35) 
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On December 26, 1709, the first day of the Venetian Carnival, Handel's 

Agrippina was performed at the Teatro de. San Giovanni CrisostonD, one of the 

three theatel"s owned by the Grimani family.16 The opera was an immediate suc­

cess. Mainwar10g writes: 

The aUdience was so enchanted with this performance. that a stranger 
that should have seen the IllB.I1ner in which they were affected, would 
have imagined they had all been distracted. 

The theater, at almost every pause, resounded with ehouts and 
acclimations of viva. il care Sassone~ and other expressions of appro­
bation too extravagant to be mentioned. They vere thunderstruck with 
the grandeur and sublimity of his style; for never had they know 
until then all the powers of harmomt and modulation so closely 
arrayed, and 50 forcibly combined.l'r 

Agrippina ran for twenty-seven nights to capacity crowds> a surprising phenom­

enon for the epoch. Cardinal Vincenzo Grimani, Agrippina's librettist, and
 
18


Part owner of the theater, was jubilant upon the opera's success. 

Filomcno's contribution to the musical spree adds a further dimension to 

the fictional elaboration. Undaunted by the expertise of his Baroque col n 
' 

leagues. Filomeno ~she6 into t.hp. ki~~hen Rnd brillg~ b~~k ~ variety of copper 

kct~lCO ~haL h~ u~~o tv add a unique, rhythmic quality to the impromptu con­

certo. His A!'rican heritage imbues new' life into the European art form.. 

Filomeno's presence symbolizes the historical and cultural heritage of his 

native America. America's historical process bas synthesized several dispar­

ate cultural res.lities: the European~ the African, and the indigenous. 

lronica.lly, Carpentier's metaphorical concerto has reversed the cultural 

transmutation. Europe. net America, has been chosen as the place for their 

hybrid experimentation. 

An interesting precedent exists for Filomeno's actions. In 1861, an 

Amer.i('~n ("Olll-l'lOC&'oI'" f':rnm r. .... ui~iQrl:;lo, Louis Moreau Gottschalk. organi7.E'd R. music 

festival. to be held in Havana's Teatro ChaeG'u. As clirpent1er observes in his 

scholarly La mUsica en CUba, Gottschalk's orchestra consisted of forty pianos, 

one of which was played by Cuban Nicol&'s Ruiz :E:spadero, Cuba's most famous 
19 composer during this epoch. Gottschalk's creativity led him to bring !'rom 

Santiago de Cuba a group of Afro-French drummers for the percussion section, 

paralleling Filo~enois rhythmic tribute. Thus, Carpentier has used his own 
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hiStorical investigations !'or later fictionaJ. purposes. La' lnUsics en Cuba 

offers other intertextual similsx-ities. Espad~ro. ,for e~ie. vas known by 

the title ~nsieur Espadero~ de Ie. Ha.vane. e. French e.~fectat'lon for which 

Filomeno yearns: "En Pa.r!s me llamaren Mo~si~ Philom~ne. '8s1, con P.R. y un 

her100SP acento grave en 1e. 'e'.", (p. 75) 

':The historical veracity or certain segments in Concierto' barroco has ob­

vious Jinks outside the text. Wit'hin the 'WOrk itself, however, the constantly 

repeated historical signals 'function to create a unity within ~h~ discursive 

,dim~nsion of the novel. The importance of Venice, in the music world, for 

example ?,', exists ,berth within the novel and outsid'e. The carhival. attIDsphere 

s~rves -as ,a' tonal determiner throughout history and fiction, coDsistently pro­

viding an atmosphere of spontaneity and release. The Baroque esthetic is, 

pe;opaps, the rJDst pervasive of ~he historical symbols, functioning as an over··· 

all- unifi-er, for, the characters. ' 'The Baroqu~', supplies a.,commD bond for both 

Vivaldi andl"ilo!J1eno, otherwis~ vastly separated by their respective cultU!!8l 

experiences •. 

Concierto barroco's· unique vision of-history'prdvi~es a strong thematic 

undercurrent that is complemented' by allusio;c.s to specific works and composers 

tba.t share a similar vision. The de"St:ro.ctiQo of traditional chronology is 

.f'undameOtaJ. to the DOvel" as seen 'b"y characters "who" exist in impossible simul­

taneity with one another. vivaidi"~" "be died, in 1743,- stumbles across Igor 

Stravinskyls grave, who died i'n 1971. It is ~ronic that Vivaldi praise Stra­

vinsky's work" for the'Russi~ cOIDpoI!3'er,occasionally ridiculed the Venetian's 

music. Nevertheless. 'Vivaldi ,keenly anal.yze~ Stravinsky'S music when be com­

ments: "Buen m1isico •••• pero ~ anticuado •. a'veces. en sus pro¢sitos. Se 

inspiraba en los temas de eiemP'r~: " Apolo, Or'f~'1 PersIH'ona-hasta cu&ndot" 

(p. 51) Though Vivaldi never mentions it, he s'trongly implies oIle of Stravin­

sky's sYlDPboIlies that best exemplifies a 'WOrk "anticuado en SUB pro¢sitos": 

The Rite or Spring. This symphony is based on ~cient veneration or Spring in 

pagan Russia. Its programmatic structure evokes archetypal images or man 9 

creating a vision or a world tbat resists interpretation based on lineal 

chronology, Filomeno appears to have taken a similar stance: 



80 

Y. parec!ale a Fi1.omeno que" 81 fin y'·al cabo, 10 1inico vivo, actual, 
proyecta.do" asaetado hacia el futuro ~ que para e:L quedaba en ests 
ciudad lacuDtre, era e1. ritmo, 1.os ritlOOs I a 1a vez elementales y 
pitagOricos, presentes sea Bbnjo, inexistentes en otros lugares ••. 
(p. 77) 

Filomeno I S rhythms have possible corollaries in The Rite of Spring. After the 

melodious introduction, the listener is startled by a series of rhythJnic pulu. 

sations that both frighten and excite. Comments by music critics concerning 

Stravinsky's symphony parallel Carpentierls artistic fictional vision of his­

tory. Louis Biancolli observes: "Stravinsky' perceived things and presented 

them musically in terms of noises imman.ent to those things. eternally present 

in tbem.,,20 Carpentier later writes a novel concerned IlDre directly with this 

symphony. In Consagraci6n de 16 primavera, Vera~ a Russian dancer, dreams of 

performing Stravinsky's work, a hope that is ultimately realized at the end of 

the novel. 

Another composer alluded to in the novel whose musical theories are woven 

into the thematic fabric of the work is Richard ~lagner. File-meno and M)nte­

'zuma observe his funeral procession an'd are told by the boatman of his strange 

musical imagination and creations: 

Es de un musico alemtin que murio ayer de apoplej la'--dijo el Barquero, 
pasando los remos-: Ahara se llevan los restas a au patria. Parece 
que escribi6 operas extranas, enOl;"mes'j donde sallan dragones, caballos 
volantes t gnomes y titanes, y hasta sireD.as puestas a cantar en el 
fondo de un rio. (p. 54) 

Indeed" Wagner died in Venice~ having made the trip to Italy hoping to regain 

his health. As Carpentier1s novel suggests, he was carried back to his 

famous opera house, the Festpielhaus, a building specifica.lly designed for 

staging his sumptuous oper6S. Wagner's operatic theory revolutionized the 

European music stage of the 19th cent:urY' As one of the first composers to 

create an organic unity B.ltong a.ll of opera I s parts-music. drama, and poetry­

his oper6S are based on mythol?gical or legendary figures in German folklore. 

Hagnerian opera began to be s,een as an expression of artistic totality I and 

his historical vision shares ~ome similarities 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 DOVel 1\znction to identity characters 

(Montezuma and Viva.ldi, for example), other compositions mentioned create. , 

a comic 8J11.biva.leoce~ When challenged 'by the Am::> to put-uic to Orlando 

FurioBO, Vivaldi replies that he bas alree.(l;y done so. O'~laiido' 'Furioso, 

however, cannot function metonymical..1y for Vivaldi I B works. lronicall~, 

both Handel and Scarlatti composed operas based on Ariosto's legendary 

hero: Orlando and L'Orlando, respectively. 

The presence of history in Concierto ba.rroco is dominant throughout 

the text. C8rpentie:o begins with a considerable number of true events, 

easily proved and verified, yet transcends their temporal. ,limitatiok!.s.
'" . . 

Ma.n's artistic creations provide readj"-:accees .~o a past filled with 

music, dance, literature aDd art. Created in a world totally possessed 

by a lineal progression of time~ Concierto barroc:o counterpoints, never­. . 

theless~ by making history a purely artistic elaboration. "As both his­

torian and poet, Carpentier successfUlly revea.ls the' essentiB.ll.y c"reative 

nature of historical discourse. 
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THE SIGNIFICANCE OF TIlE BALLAD 

"LA CONSTANCIA" IN roN QUIJOTE 

David L. Garrison
 
Wright State University
 

"MilS arreo s son las armas, 

mi descenso el pelear ••• II 

Scholars have suggested that Cervantes derived the inspiration for Don 

QuiJote f'rom Orlanoo I s madness end various anecdotes about people who were 

strangely affected by romances of chivalry,! !'rom the anonym:lus, satirical 
2

"Entreml§s famose de los romances, 11 or f'rom the mildly burlesque "Romance de 

Lanzarote y el Orgulloso. ,,3 Two of these three main hyp:>theses have to do 

uith the ballad tradition) and :for good re8.Son: in the opening scenes tbe 

author often empJ..oys rorna.J;!~ vieJoB as the background asainst Which he pro­

jects his comic hero.~ndeed one of the f'irst literary quotations in the 

novel is the ballad~ "La constancia. II which he cites in the second chapter cir 
Port I. It seems to me that, in the search through the early chsIIters tor 

clues to the seminal idea o'f the story, important related questions have not 

been adequately stressed~ namely, ''What is the !'unction of this ballad within 

Chapter 2 and, in a general sense, within the context of the novel '/11 I ¥ill 

examine these issues and focus on the special resonance the ballad had in 

Cervantes I day" 'for there are indications that "La constancia" plays a far 

more vital role than is at first apparent. 

Ibn Quijote mentions the ballad upon arriving at the 'first inn, which he 

of course envisions as a castle. The innkeeper, seeing Don Quijotets out­

landish knightly get-up, says to him: 

-8i vuestra merced, senor caballero, busca posada, BlI1~ de 1echo 
(porque en esta venta no hay ninguno). todo 10 dem&.s se hallarl\i. en 
mucha abundancia. 

Viendo don Quijote la humildad del alcaide de 1a fortaleza. que 
tal 1e pareci6 a ~1 el ventero y 1a vente., respondi6: 

-Para mr senor castellano. cualquiera cosa basta, porque 

mis arreos son las armas, 

mi descanso el pele&r, etc. 

83 
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Pens6 e1 hU~Bped que el haberle llamado castellano bab!a sida por haberle 

perecido de los Sanos de Castilla, aunque ~l era andaluz. y de los de la playa 

de SsnHicar, no menoa ladr'6n que Caco~ ni meoos maleante que estwUantado pa.1e, 

y as! Ie respondi6: 

.-Segiin eso, las. cams de -vuestra merced serM. duras peilas. y su 
dormir, siem:pre velari y. siendo -as!, bien· ae puede apear, con seguri­
dad de hBllar en eats cboza ocaEJ¥n y oessionee para no dormir en tode 
un B.i1o. cuanto IMe en una noche. " ' 

That D::ln Quijote should refer to a baUad in his dialogue with the innkeeper 

is not in itself UQusual. iII. a 'SE.:- enteenth-cet:l:tury setting. As Men~ndez Pidal 

notes, nlas alua10nes a los romances •••' andaban entonces de moda en Is con­

versa.cllSn ordinaria. "6: The bB1.1.ads eou1d be used much like proverbs io' oon­

versation beeauiie people knew theiD. BCli'" well. Since Cerv'8J1"tes 1 reade1's had 

probably heard "La' cO.i:J.stanc1all "sung or recited many times; they woUld -have 

knOw. several lines and had a general idea of the poem if" they did 'not 'know it 

by heart. Proof" of" this is provided within the novel itl3el1". for the inkeep­

erfs response to Don Quijote's quotation is in part an allusion to the next ,tw 

Verfle15 o~ the poem, as 'we see from the CO'mp1ete text: 

liLa conetanciall 

.Mis arreos son 1aa- ,armas, 
mi descanso es pelear, 

mi cams. las duras peiias, 

mi dDrmir siempre velar. 
Las IDaDids.s son 'escur8s ~ 

los cW!linos par, ussr, 

el cielo 'oon BUS :mudanzas 
ha por bien de me ,da.fi&:' 

andando de .sierra en sierra 

. ,	 por oril.;las de 1a llI8r•
 

por probar si mi ventur8
 

hay luger donde avadar ~
 
,	 

Pero .por VDe, iii senora.
 
'~;()do se' ha' de e-OJipOrtsr. 7
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Thus it vas mw:h mre than the two lines cited by the hero which at this point 

became part of the novel in the minds of Cervantes I contemporaries. 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 b811B.d is even well-known to the innkeeper, a lov-life character 

described as "no :menos ladron que Caco. 01 menos maleante que estudiantado 

paje." Whereas in other parts of the novel characters have no idea what Don 

Quijote is saying when he addresses them in the archaic language of the 

romances of chivalrY', he quickly makes himself understood here through the 

ba.ll.ad. It serves him as a kind of oral literary code vhich contemporary 

Spaniards--readers as well as characters--understood, a brief allusion which 

reveals much about his lifestyle) his ideals, e.nd, indirectly, the nature of 
8

his 10cura.

The poem not 'only identifies Don QuiJoteto others, but also serves as a 

moral guide for the hero himself. a personal credo which motivates him and 

gives meaning to his life. He sees it as a precedent and justification for 

his career as a knight··errant; he envisions himself "ithin, the chivalric tra­

dition described b:- the poem; lILa constanciall is one of his aaered texts, so 

to speak. If 'We keep this sacred text in mind as \Ie read the novel, we find 

that the mad'r)on Quijote never abandons the ';tay. of life H represents~ Though 

£'rustrated and confined by the limitations of his humanity, he never forget.s 

those ideals of the wandering life, the suffering and service for his lady. 

Nor does he ever commit a meaningless act or justify" a deed by saying: "10 

hice porque me dio la gana. II He justifies his actions and attaches meaning to 

his adventures primarily through reference to literary texts such as liLa 

constancia. Ir This is what Cervantes shows us directly ,for t,lte first time in 

Chapter 2 w 

By suggesting Don Quijote's ideals the -poem estab1~shes an irony which 

will reverberate throughout the novel, for to compare Don Quijote' s life with 

the life described in liLa constancia~' is to see the differences between his 

aspirations and his reality. When Don Quijote says, 1_'Inis arreos s~n las 

armas," we are reminded of his ridiculous weapons and armor. "Mi descanso es 

pelearll ironical..ly- foreshadows the coming b.attles with windmills and people, 
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11m! csma. las dun.s pefl.as'l the times Ibn QuiJote EU:ld Sancho vill in :fact be 

forced to Bleep outside, "mi dormir siempre velar", the vigil Dop. QuiJo~.e vill 

keep during hi,s nigtrt at this first inn. The next eight lines are BQ,.,ac:curate 

if' general description of' the wandering"lite of' Don QuiJote an4 thecruel,blovs 

tate hu in'sto'De tor him, indeed, the verses bel cielo C:O.~,!JUS ~as I. he. 

por bien de me ~·;c.rn 'WOuld sound entirelY appropriate if' ,spoken ,by ~m. They 

w\1ld ~ave: ,a much less metaphorical, much I1Dre literal meaning vith respect to 

Don Qt,d'Jote tbBl1 they seem to in the poem" however., tor we knOw how often he 19 

going to be pbysically harmed. brutally ~ado by' ot~er characters. in the' novel. 

Finally, Ou:F.-hero suffers all' tor Dulcinea. '£I. bumble ,village woman he doesn't 

reall.:r know: "Pero por YOS. mt senora. / todo se ba de comportar." As,ve ,eM 

see, ,every line 'of the ballad b&a ironic application. to the lite of'. Don. QuiJote. 

,In a general vay it foreshadows the entire, aCtion of tb:e novel. 

Anotber level of irony -stems froiD "tb'e c~c: overstatement B1~;eadyiDherent 

in the ballad: even in Cervsntes I time tbe ~dramatic exaggeration of verses 

sucb B.1!l ,"Mis arreos scm lB.'s armas,. I mi descanso es peiear /' must have seemed 

b~rous,to- ,lIlS.J11" paollle. Certninly tbe piaytul. Jesting JJ;lBllD.er in wbicb tbe 

inn,keeper re'sPonds to Don' QuiJotets 'quotB.tion indicates that be consi4ers tbe 

poem quite :in kfl!eping with the 'comedy of'the 'ad ~gbt's appeara:nce and speech. 

Cervantes incorporates it into Chapter 2 partly in 0:r:4er to play", upon its comic 

overtones. He furtber develops its irony by' having hi" hero ~Jl!Ske statements 

in l~ter contexts 'Which recall tbe poem. In f'&ct. at, ~ious ,times througbDut 
" " 

the novel Don QuiJote's words will echo the >sentiment~, ~:f not, the,very words 

of 1,'La coD.stanc1a. It For exampie, wen BSked to explain his profession on the 

way ,to Gris6stom1s-tunerai~'be mentio'DI!l the eX~Pla~, ~~ries of Lanzarote 

-8Dd,other hmDus ,knights; concludii:l.g'vith a descri,Ption of his own, life that 

1s reminiscent' of the life desc:rib'ed i~"tbe bB1lad'~ "Y as!. me, voy por estB.s 

sole~~ ,y'-'4espoblados buscando las aventuras. con 4nimo deliberado de -o.trecer 

mi brazo a la m(s peligrosa que la suerte me deparare" (p. 126) .. -After being 

seveJ:l:W datledo ,in his 'battle with the Ge.l.icians, Don QuiJote r:enects to 

SaD,cbo that such ha:rd8hips are part of the life of a 1might-err8LI.tJ "Y si DO 

fUese ,po;rque imagino "quE diSC imagino? sE Img' cierto, que: tOdasestB._S.I ... -,~ 

incoood1d;a4ea Bon muy aneJas ai. eJ~i~io de las ~~,I' aqu! me deJar!a morir 
, 
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de puro enojo" (p. 151). Further aD in the same discussion, he tells Sancho 

that "la vida de lOB ce.b.s.lleI'OS andantes est' sujeta a mil peligros y des­

ventura's" (-p.• , 151) and the.t "las. fendas que se redben en-·las batallas. antes 

dan boDrs. que.,la· qui~B.I1~' (p •.J-.5.;3)'-:,!.",",In., spi~.e.g!.:~ misf'ort\m.es,' however,- he 

remains faithtul.to 'Dulcinea~ as is evideI1t in his speech to- MBritdrnes. Be.... 

lieving this grotesque. pitif"ul creature to be a .lovely princess who has· fallen 

in love with him, he declines to mak.e ,love to her when .she atumbl'es into his 

bed by mistake, explaining that "hlii"querido 18. fortuna. que' no se canas.de,' 

perseguir ·,a 108 buenos, ponerme en -estelecho, donde. yago·,:tan 1OO1iOO, y quebran~·. 

tado. que; "UU1que de mi :volUDtad quisiera satistacer ale. vuestra, fuera, 

impos1ble.· Y de, que se ai1ada a esta imposibilidad ,otra' ma.yor~ que:';es la 

prometida fe que tengo dada a l.~ sin, par Dulcinea, del Toboso, tinicB sed ra de 

!Dis ~6 escondidos pensamientos.!1 tp-. 160).·. '!'hese. are but a' few eXB%llpl.es of:' 

the many o.ccasio~, when the ,hard '4Ildering lif'e and t'he stea~Bt loyal.ty" of. 

courtly l.oy--a· which ,are expressed in the bal.lad are reexpressed by Don Quijote. 

liLa constanciall is a prime example of chivalric literature cited directly 

by the hero and la.ter reflected in his works 'iUld deeds., It is Don Quijote,'s
: .. ,'" ". ;'" . ". ' " 

statement to the. world that he is, or at leBst Bspires to b.e" a caballero 
, , " ' 

andante: this is his wmifesto. As such it contribute:s. greatl~,.'-~o our initial 

unde!standing of his character and to our perception of th~ C?omplex ironic, 

texture of the novel. Unless we know the whole poem, ra.ther th~ just the 

lines included in the te'xt, we 90 not grasp itfil, t'141 :meaning, wi:thin the c.on-. 

text of the QuiJote nor feel the for~e of its irony as did Cervantes' contem-, 

poraries, who knew the o'~a:i.. tradition pervading the novel..9. It is .c;J.e~r that 

Cervantes chooses this particular ballad because it is a succinct, wi4ely­
I , .' " . " ., '.' , , 

lmo;wn expression of the ideals of knight-errantry 'Which obsess his hero, ...'. . .' 

because it helps to establish the fundamental ironic tension between ,Don 

Quijote.as he is and as,he desires to be, because it foresh$dOVs, the, action of 

the novel, and because its overstated, melodramatic tone aJ.,.r.eady borders qn,,,' ' 

the burlesque. Iro.dcod, aJ.though the quest to determine "las chispas que
',', '10' , 

encencI;ieron la i~rtEiJ. ho~era. del Quijote" is highly problematic and by 
• 

its nature somewhat speculative. ,it vould seem possible and plausible, for all 

the"~e'asons I ha~e m~tioned~ 'th~t liLa const~nciall one of the c~ispas. o~eWBS 

of the source~ whi~h led to 'the g~e~i~ ~f"the.~ovel. 
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HOTES
 

~rce11no Men&1dez y Pelayo, IICultura literaria de Miguel de Cervantes 

y elaboraci6n del Quijote?" Revista de Archivos. BibliotecB.s y Museos. 12 ( 

(1905), 333-34. He cites documented cases from the era of Cervantes about a 

man ",ho returned home one day to find his entire family weeping uncontrolla­

bly over the death of Ama.dh, another man who memorized Palmerfn de Oliva, 

and another who imitated the madness of Orlando; about e. priest who believed 

that the stories of Amad.!a and Don Clari'n were truet and about a SalemancBD 

student "he WRS reading a romance of chivalry BDd suddenly, in a moment of 

hallucination, took up a broadsvord and rushed to the defense of one of the 

characters in it, shouting epithets and fencing against his imaginary foes. 

IITodoB estes hechoB, 0 algunos de eilos. combinados con e1 recuerdo de Orlando, 

que D. Q,uijote 5e propuBO imitar junta.mente con la penitencia de Amadts en 

Sierra Morena. pudieron ser la chiGpa que encendi6 esta imnortal hoguera", 
(p. 334). 

2Ram6n Men~ndez Pidal argued that Cervantes steered away from ballads to 

parody romances of chivalry only artef' f'reeing hilllSelf from the infiuence of 

the t1Entremes famoso de los romances. II (He made the original statement of 

this idea io e. speech to the Madrid Ateneo in 1920 entitled, nUn aspecto en la 

elaboracipn del Quijote. It which was published by the Ateneo in the same year 

A lengthier second edition eame out four years later: Madt'id: Cua.dernos 

Literarios, 1921z. This edition WBS later reprinted, along with a summary of 

the debate the essay engendered, in Men~ndez Pidal.'s De Cervantes y Lope de 

Ve~, Madrid: Espasa Calpe, 1940.) His argument ia based primarily on sevef'al 

parallels between the lIf:ntremes" and the episode of the "mercaderes toledanos" 

(Chapter 5, Part I). Don Quijote, like Bartolo (the hero of the "Entrem~s") 

tries to be a knight and> like Bartolo, is beaten with his ow lance and blames 

the disaster on his mount. Both heroes allude to the ballad of the Marquh de 

Mantu.u. and believe themselves to be Valdovinos, a character in that ballad. 

Then both return home, go to sleep and awaken again with more delusions. Be­

sides these similarities, the parodic technique Cervantes uses in this episode 

is similar to that of the ItEntren.Gg" but unlike that of any other part of the 

novel. In Chapters 5 and 1 Don Quijote imagines himself to be someone else, 
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as Bartolo does 'throughout the nEntr~s.n but in the rest o-r the novel Don 

, .- ,. 
QuiJote's personality Irque4a ••• rtrme y erguida frente a 18 de los h~roes 

que le enloqueeen" (p. 23). 

The nlntremes f8IIJJ'so de lOB rOmances" can' be found in EmiIib Cotare1o, 

ed •• Colec~'i&S'n .~ 'entremeses. in th~ ~. tomo I, ~lumeD 'i~ .'ni'ime~ 1 T. 

pp. 1570:-61. 

For 8IL excellent, resume of pre-1968 scholarsbip on t~e ari,gin of tbe 

Quijo'te •. see,. Ca,rlos Val"O. ~nesiB y evoluci6n del "QujJote" <.Madrid: Ediciones 

Alcol~.1968). 1'1'.' 127-43. 

\.ouis 'A. Muri.l1o. "'LBnz8l"Ot'e'" and' DOn QuiJote," in Michael J. Ruggerio f 

ed., Studies in the Literature of Spain: Sixteenth, 8114 Seventeenth Centuries 

(Bro~kportt.,N.Y.: Department of Foreign Languages.: state Univ~rsity of New' 

York, 1977), pp. 55-68. Murillo argues that if the "Entremes~' bad rmy in;f'lu­. .. . ' 

ence at all, it vas' indirect BD.d,~or_. for there is B:crucial lJif!'erence 

betveen tJ;1e. two wo~ks: tbe "ED,trem€s" parodies~ new. wr:it~.en, ~alladS (except. 

:for tbe "Ro~ee del Marqu~s.. de,Mantua")., wbile tbe Quijote,alludes in tbe 

opening chapters only to tlle romances viejos o:f the oral. tradition. M:>reover. 

while Men~ndez Pidal s,rgued that Cervantes chose not to ~dy ,tbe old ballads 

out o:f rev~rence :for them. Murillo shows ,that the Lanzal"Ote be.l1ad has 1D8tlY, 

burlesque elements and a hUJIDl"OUS tone which Cervantes Yished to bring into 

his own work. A fUrthe+ link betveen the., ballad and the novel lies in the 
, ' ' " '. 

phonetic similarity between the names of' t:he two heroes: Murillo argues that, 

Don Quijote named himsel:f in imitation o:f nL.8nzarote." and that ~~BllteBI . 

readers of' 1605 would have readily d,etected "in 'Quijote' the resonance o:f. the 

popularizing, satirical. manner already 'implicit in the old ballad" (p. 60). 

He conc1~des that it was the Lanzarot~ b8JJ.ad' which suggested to C~1"~S "a 

popularized end implicitly comical treatment of' a chivalric story on vhich to 

base his own" (p. 60). 

4All the ba-L1.eis which,app~ar in Chapters 1-7 C8ll. be found. indexed 

according to :first verses. in Antonio Rodrrguez-Mbftino, ed., Cancionel"O de 

romances; Azwp.rs, 1550 (Madrid: Editorial Castalia, 1967). liLa constanciall 

("Mis arreoa son las armas." p. 301) and the "Romance de Lan&arote y e1 Orgul­

1080" ("Nunca tuera caballero," pp. 283. 284) appear in Chapter 2 of' the 

Quijote. In Chapter 5 Don QuiJote imagines himself' to be Valdovinos 8lI.d 
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alludes to the "Romance del Marques de Mantua" ("De Mantua sal.i6 e1 ma.rqU~S.1I 

pp. 130-40. In Chapter 7 he imagines himself" to be another ballad hero. 
Reinaldos de MoDtalb~, but does not quote any specific balla.d. ,A f"amous one 

about this hero, "Romance de Don Reynald9B de Montaluan" ("Estauase don 

Reynaldos") can also be f"ound in Rodnguez:-tooiiino, pp. 160-64. 

5r4iguel de Cervantes y Se.aVed..ra, Don Qui.1ote de 18 Mancha, ed. Mart!n 

de Riquer (Madrid: CUPS8 Editorial, 1977). p. 44. All quotatione of" the 
quiJote are from this edition and are hereafter cited parenthetically. 

6RamSn Menl!ndez Pid.B.1, De Cervantes Y Lope de Vega, p. 31­

7The text I cite is from :t>fa.nuel Alvar, ed" &1. romancero viejo y tradi­
cional (M15xico; Editorial Porroa., 1971) I p. 137. It is the same as the 
original version (Rodr!guez-Moilino, p. 301) except that it has modern spelling 

and punctuation. Notice that Cervantes' text reads l'el" in verse 2~ ~ere the 

original reads lies. If This slight variant suggests one or both of these possi­

bilities: a) the author knew the poem from oral tradition~ where the variant 

vas already in existence. or b) he inadvertently crea.ted the variant by a slip 

or memory as he recalled the ballad. "Both ideas tend to corrobora.te my point 

that the ba1.lad was collIlOOnly known by memory via the oral. tra.dition. 

61 have al.ready touched upon this idea in my article. "Ballad as Code in 

Don QuiJote." Neophi1ologus. 64 (1980). 384-89 t where I apply Roland Barthes' 

theory of codes to study the "Rol1l8l1ce de Lanzarote y el Orgulloao" and a comic 

transformation or it in Chapter l6~ Part 1. I 'W'Ould argue that the Lanzarote 

ballad f'unctions in much the same way as liLa constancia, II particularly in that 

it demonstrates the same chivalric value system. It tells hov the noble 

Lancelot serves a lady by raith:f\1lly defending her honor and uses his strength 

and skill at arms to ca.stigate an arrogant roe-~preeiBely the things Don Qu:i.­

Jote tries to do in many or his adVentures. 

9F'or an excellent discussion of the interplay betveen oral. 8lld written 

e1eIilents in the novel, see Elias L. Rivers, "Talking and Writing in Don 

QuiJott," Thought, 51 (1976), 296-305. 

101 take the liberty or rephrasing Men~ndez y Pelayo's statement (Note 1) 

to c1arif'y my O'Wtl argument; I don It believe I am violating the meaning he 

intended. 
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Critics Buch as Paul van Tieghen have defined 'Romanticism. in pant ,ss a 

return to the exalted religious devoti6n- of, the ~lldd1e Ages. l , Russell Sebold 

represents an opposing view, maintaining tpat "e l rome.nticismo es esenci8.lment", 

enticristiano., no obstante 109 sdomes cristiaoos que 105 romantiCOB usan para 

lograr ciertos efe.etas ambienta.lef> .,,2 Thus. the religious, ~one and trappings 

that sometimes appear in Romantic literature are more orten related to a nos­

talgic recreation of an idealized medieval history rather than an authentic 

representation of faith on the part of the \/Titer. The emotionally charged 

skepticism of the Romantics i~licit1y led to a new metaphysics rejecting the 
traditional religious faith of Western kurope. Hithout deciding whieh was the 

cause and which the effect, we must recogni~e that the Romantic perception of a 

bl8l1k and, uncomprehending universe is inextricably linked with a loss of" faith 
3in a personal 'yet transcendent God l as is exemplified in Christian theology. 

There is a linlt between the nineteenth-century Romantic and the medieval Chris­

tian in that both reject the world; each views telllJX'ral life a3 a vale of 
tears. -But whereas the medieval Christian orip.nted himself towards transcen·· 

dental ideals, which remained separated from 8l1d untarnished by the world, the 

irreligious Romantic 'Was doomed to continua.! disillusionment because of" Ms 

non-spiritual, temporal. orientation. 

Each viewed death as a resolution to the unsatisfactory nature ,of life. 

The Christian awaited it with on accepting resignation, confident that it 

marked only the passage to a purer form of being and not the end of existence. 

Lacking either th~ religious consolation or the moralstri9t~es against sui­

cide tbat guided the believer, the Romantic was o~en to the temptation of 

self-destruction as a solution to his despair. There is no 'transcendence. 

however, in death for the Ro~tic; it'is rath~r a continuation of life, which 

he experiences throueh anticipation. In his book The Savage God, A. A.l.vare~ 

emphasizes the refu~al of Romantic suid!des to accept death as an annihilation 

of the self. "But th~y conceived' of death and suicide-childishly: not as an 

end at everything, but as the supreme dramatic gesture of contempt tovard a 

dull bourgeois vor1d • • • • These epidemics of suicide ~ 1a mode had one 

plcmcnt in comnm: the belief that the suicide itself \/'ould be present to 
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witness th~ draDB created by his awn death. Thus suicide as a gestUre enhances 
" """" ,
 

a persODality which ~g~cally survives." , 

Suicide- is otten used 8S a ,weapon.by its victim. homicidal aggression to­

wards an oppressor is turned iu:wards -against the self." The DutOh psychiatrist 

Joost Meerloo"has written on- the double-ed8ed~ hostil.e notiV8.tion \U1derlying 

self-destruction. - .IIMany a victim lives before t~~_ ,act in a reveng:ef'uJ. antici­

pated -tuture. He i.m8.gi.nes his trium;ph atter death. when others Y1ll feel 

doomed"bY guUt and remorse. ,,5 Particularly in a Catholic country such as 

Spain, s~c1'de :represents an attitude of defiance and rebellion. 6 If aociet·y 

treats the Romantic as an outcast, he can &SSert himself by embrBCing his fate, 

spitefulJ.y flaunting hi's death BS an accusation for the wrongs done to him. 

Se1f":de~trw::tion is the ult~te sin for him to commit B.Ild to blame on society, 

since in a Catholic CO\tt:ltry suicic\e is more heinous a crime than even murder, 

there being no possibility of repentance and salvation. 

,!ii.m:UlI.rly i as the Romantic is alienated from any concept of the Divine 

and,~ the"llQrld itself, he is also separated floom human society. He chooses 

to see himself as set apart floom his fellow man, by turns vithdrawing out of 

personal cboi~e or being misunderstood and spurned by the callous hostility of 

others. Soci~y mirrors the Ronwnti.;'s Jnfl.exibility while·j,t, defies and con­

trasts vith his emotionalism by its insensitivity.' Ess~tial1~ antisocial, 

the Romantic generally preferred to portray his heroes ,as victims of an author­
, , ' . 

itarian oppressor. the protagonist only "vins" by losingi he arouses the_ 

audience's sYJiipatby by his death, either executed by a tyrant or by h!s'ovn 

hand. It is not:~~b,y t~t the Romantic protagonist :is almost invariably 

young, while his pave:t:'tul oppressor ~~ typical.ly an older figure. - Pa.rticularly 

in the many works where the ~ama arises out of a competition tar a woman's 

lovell the Romantic paradigm <?"! ,a youth.,martyred 'by.'an older and mre powertui. ~ , ,- - ,­
authority must, inevitably, suggest the ritualization of psychOlogical conflict. ... 8" . 

Ro~tic dogma exalts love"as,life~s supreme. value. Although erotic love 

is :f'requently exalted in religious terms by Romantic writers, it is no mre 

religious than the poetry of Santa Teresa or San Juan de 1.a Cruz is erotic for 

the sexual image17 that they use. Writing about Romantic dramas, Donald Shaw 

COJlmlents upon their invariable linking of love with confiict and death and of 



the supremacy of tempore.l., sexua1 10ve over any re1igious vaiues: II •••• la 

frustracHSn del amor va inevitablemente seguida de la muerte de 1:os a.mantes •. 

• . en todo caso la Gni~a seJ.id.e. eo Ie. muerte. La p~rdida del amor no permite 

otra ~01u~i6n. pues concebir cllalquier otra significar!a aceptar una' ley' 

superior a la del aDlQr buma.no. Kemos visto que, incluso cuando la alternativa 

es el 8l!lor divino, es inaceptable."9 The theme of human love is often linked 

to tha.t of political oppression. since it is not uncommon that an 01der tyra.'1t 

is also the one responsible for frustrating the relationship between the lovers. 

The dramatic tens~on in Larra's drama Mac{as springs from the common 

Romantic dilemma. of a pair of star-crossed, lovers :frustrated by external forces", 

The play begins with the anticipation of the lovers I estrangement from 30ciety ~ 

that of Spain in 1406. when it was still an essentially reuds.1 country. Ac­

cordingly~ titles and blood are the principal means of establishing onels 

kOsition in the hierarchical society. Fernl!in P€rez.. who disputes the protag­

onist, Mac!as 1 for the hand of Elvira. open1y boasts to her father. NOOo Her­

nlindez.. of his high rank. as privado to don Enrique de Villena, the 1-m.estre de, 

Calatrbv~. and hi~ noble station in comparison with the Her.n!ndez family: 

Yo. ademas soy cabellera , ' 
hidalgo de alta nob1eza. 
y acostamiento Su Alteza 
me da per ser su escudero. 
Vas y vuestra gente tod.e. 
villanosois, can 10 que algo 
se os ba de pegar de hida1.go 
y de noble en esta boda.10 

Nufu> in turn casts aspersions ukOn the nobility of ~fac!as: "Mas l.qu~ bienes / 

son los slly'Os • Elvira1 l.Caba11ero / y no ms1 lilombre de armas" 0 soldad01 I 
1.Ma.l trovador. 0 simple aventurero1" (Mac!as l 264). 

According to formu1a~ Elvira and Mac!as are deeply in love with each other" 

but their 1ove, is :frustrated by outside forCes. Fernlin P~rez. conspires to have 

don Enrique send f4ac{ns a~nay on a lengthy mission in which he will either die 

or be separated from Elvira beyond the full year that she has asreed to wait 

before mal'TYing anyone else. It is P€rez.'3 position as privado that allows him 

to manipulate the destiny or the two lovers. He first effects Mac!ns' absence 

and then alternatelY threatens and cajoles NuI10 to give him his daughter in 

marriage. If Nui'io agrees, there is the promise of wealth and prestigei if he 
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re:f'Uses, he is sure to Butrer the wrath. of the authorities. Thus, f'rom the 

verY beginning, BIl opposition is established between the Romantic ideals of 
; , I ' 

Mac!as,:8.I1d Elvira and the UDJust authority of society. 

L~a'establishes Elv~a's character at the beginning of the drama as that 

or BIl obedient and religious young girl. At thebeg1nning of the :first scene. . .	 .' 

we learn frQm Nude that Elvira .faithf'ully attends Mass, t!Very day. When ,ini ­

tially confronted ~th her promise to ZDBr1'Y' after a~ar's time, she chooses 

to honor her 'YOW BIld not 'to risk breaJdng with her :father, ,and thereby to 
, ,- /:'1.". ,.,'" '" ' 

renounce her love tor ~c~as. Elvira, as she is presented in the first nct. 
o ,_	 ':;. 

is still f'ar reDJ)ved J'rQm the Romantic protagonist who chooses death as the , ';' ' " 

only	 so1.uti~ to an ~s.sible,love. 

Her dutif'ul c~E\J'a~t~, is, contrasted with Mac!as', impulsiveness. Be has'.. ' " '."'" -' ­

returned to AndtiJ~ ~th"wit.b,/;)ut the permission of his, lord BIld under orders .	 -' ' 

to perform e. missipq. ,elsevbere,' He exhibits a keen awareness of time and its 

relation to both his love for Elvira and death: "Recuerda que hoy es el d!,!;\. I 
Q.ue el plazo expir<S'. y que vine I sabe, en fin, a ser de Elvira, I 0 a mlrir" 

(Mac!as, 275). A typical Romantic protagonist. Macfae places his love :for 

Elvira above all. else, BIld in hie impatience Y1JJ. brook no delay fur any other 

cause thBIl the t'ul.:fill.ment o:f his love: 'INi me m&ndes Q.ue la deJe, I ni que 

me parta a la guerra, I ni que piense ni imagine, I sino el c6ml ba de ser ma" 

',Hac!aa, 275). Larra explicitly defines, his' protagonist I s complete identi:fica­

tlon with ~tic passion in the paragi-~ph\batpre:racesthe drama. "Macfas," 

he writes. "es un hombre Q.ue BIDB. y nada zS" (Mac:!as, 257), From his introdUC­

tion in the play~f'thentMe.c!as 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 vida, mi bien, mi cielo" (Mac'fas, 213), This Romantic 

transvaluation ai'the divine into hUman. love brings 'him into conflict with 

Elvira when he atteinpts t~": ~onvince her to break her marriage 'VOYII and fi,ee with 

him. He holds lov~'-to be'("~acred and the supreme arbite,r o:f moral values: "Los 

ame.ntes son sOlos' "los, esp,so's', I Su lazo es el WlJ,Or: IcuU hay res santo? / Su 

templo es Muniver'~o: . dOndeQ.uiera I el Dios 10 9ye que los ba Juntado" 

(Ma,c!as, 2JU). Elvira, however, :feels constrained by her marriage vows, which 

invoke the name of "God: t1jur~ serde otro duefio, y al recato. I y a mi nombre 
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tambi~ Y 8 Dics le debo I su:f'rir mi suerle eon valor •••• II (Macfas p. 281). 

Later I having f'ult'illed her promise to :marry him, she seeks to escape her 

marriage to P~re2 by the. sanctioned means of' entering a' convent. 

DuriI18 the course of the play, however, her attitude toward traditional 

religious s.nd morel values changes. At the beginning of' the'play and "W"hile 

still devoutly orthodox, she anticipates and f'oresees an early death brought on 

by her frustrated love and her f'orced marriage to P~rez. Deceived into think­

ing tbat Macrae has married someone else, she welcomes the match as a f'orm of' 

revenge that vill bring about ber own death: n IV~e tambi~n casada, .; y venga 

despues 1e. muerte~tl htae!!§., 266). When she first begins to contemplate death~ 

her attitude is one of' passive and resigned acceptance.' There is 'as yet no 

cause for suspecting that she 'lOuld consider the 100rtal sin of' suicide. 

Her values begin to change as she becomes acquainted ~ith the character of' 

the man whom she has merried and learns that the rumors of' Mac!as 1 marriage 

~ere f'alse. At this point she hegins to I!l.ct.1vcl.y desire and to court death: 

111Gb, si el dolor me ace.ba.re.~ / Beatri2) IcuM. dichosa f'uera~" (Macras, 278). 

When she reveals her enduring love f'or Macras to her' enraged husband. she 

openly encoure.eee him to drav his sword end kUl her: IISace.d. FernW1. el 

acerOj / heridi no temo la muertell (lolac!as. 281). Elvira now begins to court 

suicide in an indirect f'e.shion. Love is becoming the highest value in her 

lif'e. as she indicates in her affirmative ansver to P~re21s question: "Ue 

a.ma.. oh cie1oli. de tal 10000 / que ya pref'iere a 6U olvido / le. muerle'l" 

(Macras.287). When her husband refuses to kill her. she must anticipate 

determining her own f'ate: II.. • que la desesperaci6n / sabr.§: prestarme una 

daga!" (Macrag. 288). By the end of' the drama. Elvira despairs of' lif'e. She 

f'orces Mac!as to swear en oath that if they are discovered in their u!oape from 

the city by her husbnnd. he will kill her. The' oath is actual.ly an act of' 

blasphemy since Macras is swearing on a cross in GOd I S name to perf'orm a mortal 

sin. 

At the very beginning of' the drama, he had insi~ted"on his p:reference for 

death rather ths.n even entertaining the idea that Elvit"8,might be fickle in her 

love: lIC1'vame antes en el pecho / un puflal que eso me digas" (Macrae, 273). 

By the play's ending. lIfacras rushes toward his death in a kind of' joyous 
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anticipatiOJ;1. TbrOus:bou1; 'the drama, he hB.s indicated the low vai.ue that "he 
• 'f, '"'.' _' .';,"_ 

pl.B.Ces on life .. ,ana."hia eager B.Cceptance of death D:f DOW be Judged an indi'rect 
, , " '0 .",'." _'. - , ,I ' 

foJ."l:Q. ot su$cide: "U4~~ir,~ ba una bOra ".,deslleiiado anh.elaba" Y tiemb10 amado: 

/ ~Jai COrJ'O a au eneuentr'oi de g1ori~~a I sea trl ~uertelt (Mac!ae .295). .' , , , ': " .. ". , ..' . , 

Elvira is faced with the 4ec:isiqn to take her ;Lif'e by 'be,r own ~dt 'since th'e';'
- , ".' _.' ' .-, - " . ',' , 

JlI)rtally.vouuded Mac!as il3 incapable of' stabbing her. Her tnmsvaluation ot 
, " -, ,. " , 

her previ.o~ religious belief's is lMl.de manifest by l:I.er words ~s ahe' stabs her­

B~t': "l.~l~~a 8er,~' el ara dona,e Pronta I 1a ~erte n~s de~p,se" (Ma~!as,' 
296)., Wpr~ B.uch a's lIara'lJ' give 19~e and death o~viously diviD'~ c~~n~tations. 

-. , " ",' 

E:1vira· has ev.olved throu~h the, course 0'£ the, drama. f'rom a devo~, Catholic to 

an 'exalte~ 'Romantic ~ who chooses ael'£-destruction as a solution to the .dilemma 

0'£ tl-ustrated love. , " " "," 

The Romantic themes that we men,tion~d earl!~--:tbe trans'\'8.luatlon of 

rel;igion" to. tbe su:premacy of erotic love? the inevitable, failure of this love ' . ' ..' ',' , 

at the hands. of a powerf'ul authority figure, with death as ,the only escape and 
.,0, , " • • 

suicide as revenge-are eJ.l clearly present in Mac:(as. It i's PlauSible to con­

j ecture' that 'th~·..drama's, ueatmen~ of tbese them~s goes beyond a dmPi~" '£ollow­

ing of conVE;Dtion·. There 'is no rea-son for conject~~' about sw.c!·daJ. imp~s~'s 
in Larr~. He t,reo.ts the aul?J~c':t' openly in pieces ~~h a'~" "i:A"' nochebuene:' de . 

:' ,,' , ' , , ',', 

1836" and, in' fact, kU1.ed .himself at the age of twenty-seven. The facts con­

cernins ~'s ,ma.ladjq.st1IlfP1t to society and the unhappiness tbB.t he,·'felt 

throughout his 1.ife are well lmo'Wn. He gr~ up during hi~' .'rather' 6 exile in 
, " " 

France and. s~~t,the brit:::fl,p,e~iod of,his aduit.Years 'in Spain. Although his 

writings show a deeply felt patriotism, their acerbic criticism suggest that 

he ll'8.S never EP\ti~'EuY at bome: in Madrid s;ociety. ,Even though he was an only 

,chUd. L~ra eVid~tly rec'ei~~d littl.e affect~on t'rom his JlI)~her. He married 

young and vas soon estrang~~ 
" 

from his vi'£e. It is di'£ficult to calculate the 

pain inflicted upon"him by the discoVerY-that, hia f:athJ9'r had aJ.ept with 8D 

ear1.ier love. ll Although t:h~ immediate ~ause o~ his suicide vas the reje~tio~ 
from a married lover, it is clear that Larra' B entire l:,ife vas marred by 

alienation and unhappiness. 

It is possible to consider Mac!a~ as Larra ' s projection of painful inci­

dents and peop1.e t'rom his life. Mac!ae' riveJ. 1"01' Elvira, Fern4n ~rez, is 

1.inked with the hero's feudal superior and ultimately vith Elvira's father. 
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By their age and status in society t they all combine to suggest power and high 

re.n.k.. It would be plausible to see in them a. projection of an autbOritarian 

rather figure. who oppresses and thwarts the protagonist. rith whom the author 

and the audience are clearly intended to identify. Mac!as ~ destruction in the 

drama can be considered as a partially cooscious act of defiance by the author 

against the forces in his life and in society that he perceived 0.6 Bet against 

him. The protagonist I B death at the hands of' hie enemies serves as a reproach 

to their injustice. The doubts and vaveriDgs of E1.vira with regard to her 

ccurse of action mfJ.Y reflect Larra's anxieties about the constancy of women's 

arrectioD3j and her. decision to follow Macias into death by committing suicide 

might be a fantasy expressing his desire for an unqualified commitment. In the 

light of" what is commonly known a.bout the circumstances of" Larra'fl lif"e, it 

does not seem unreasonable to conclude that his literary treatment of" suicide 

is a projection of the emotions and perceptions that would lead him to take his 

own life within .a few years. 
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l10TES 

lAccord.iDs to Ve.u Tieghen ~ "PJur 1a premi~re fob depuis 1& Renaissance 
1a religion Chr&tienne Be voit rouvir 18. doma.ine de 18 littErature propremen,t 
ditie~··d'ou elle avait ~te expUls~e' au profit 'de 1& mythOlogie pli,5:enne OU d'une 
plus_ou,ooins deiate." ~ul:Van Tieghen, La Romantieme dans la:'litt&rature' : 
eurOp~ene (Paris: Editions Albin Michel), p. 260. , ., 

'2aussell 'Po Sebold,-"El ineeat6. e1 aU1cidio y'el primer rtimtmticisDD'·· 
e~~," Hispanic Reviev.41 (1973). 689_ 

,. 'Edmund" Kin~' b~ieves that ROme.DticiBm is essentially nihilistic:. uThf! 
cO!iception",b:flife behind,'Romantic attitudes is, of" course, a neg8.'tive one, 
that ~E1.1i~t. there is no rationally demonstrable l tre.n!,!cendental· authqrity by' 
which"lite'is governed and through which it is made meaningf'ul. ',I Edmund L. 
King, ''What cis Spanish ,Romanticism," Studies in Romanticism :2~ no.·1' (1962) t 
8~ .l-br8e Peckham bas written abOllt the P6yChological consequ~ces,stemming 
from: the Romantic eonception 'of a meaningless universe4 "This perception 'WaS 
like a nev",Fall.·,of' Mari. The world suddenly lost 'its valuei 'lite lost its mean­
ingi the individWiJ.. no 10IlSer .had a source ~r his sense of id~nti,ty: end a 
ground for his desire :for order aDd structure. • • • At a stroke, mind was 
sundered ,from ·n'sture, -"subJect f"rom obJect. • • • The Roman'tic" experienced a' 
sense of PJ;'Ptbund i~ation ,witl;lW the world." Morse, Peckham. The Triumph of 
Romanticism (Columbia': University of' South Carolina Pre.ss, 1970), ,po 40. 

4
A. Alvarez. The Savage God (Nev York: Bantam Books, 1976), pp. 202-034 

5Joost A. M. Meerloo. Suicide and Mass Suicide (Nev York: E. P. Dutton 
and Co •• 1968), p. 26. 

6It is interesting to note that according to Antonio t-Dntoro: It ••• e.l 
Werther goethieno Buf'riS las iras y denuestos de aJ.gunas congregaciones catS 
licas. II Antonio Montoro. El. romanticismo literario europeo (Madrid: Biblio­
teca Nueva) I p. 30. 

7Because of the infiexibility ot both sides, there is no chance of recon­
ciliation. The Roms.ntic ideals of freedom and perfection are aJ.va.ys shattered 
by their contact with a stultifYing, monOlithic society, frustrating the indi­
vidual and his aspirations. Frederick Hoftms.n writes that lithe hero is ean­
scious of a diminished prestigei he sees that human :force and energy are being 
used to strengthen social structures that move toward an abstract, a rigid, an 
imperaonal condltioD 1 a stasis, he tinds that the metaphors ot both religion 
and society (otten they are the same metaphors) do not a.l.leviate his eencern." 
Frederick J. Hottman, The Mortal No: eath and the Modern Ima ination (Prince­
ton: Princeton University Press, 19. • pp. 2 -25. The Roms.ntic is inevitably 
doomed to disenchantment with his initial dreams and is unable to reconcUe 
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himself with the world. Accordingly. Guillermo D:laz-Plaja. sees the protagonist 
as being :forced to make a difficult choice: fly Ie. soluci6n 8610 puede pro­
ducirse por 'WlB. evasi6n radical bacia Ie. soledad 0 por un choque dramtico con 
Ie. vida que conduce a Ie. desespera.ci6n y-topico romntico-a.l. suicidio..••" 
Guillermo n!az-Plaja i Introducci6n 8.1 estudio del romanticisIllO espanal (Madrid: 
Espasa-Calpe, 1936), p. 73. 

8Tbis love typically turns out to be impossible and ends in c.Onflict and 
death. Van Tieghem. though insisting on the religious nature of RomanticisQ, 
recognizes the unchallenged imr.ortance that it grants to human love: flEncore 
plua que Ie sentiment de Ie. nature et l' aspiration religieuse, Ii amour est uo 
l!Sl~ent dominant du romantisme int~rieur." Van Tieghem, p. 265. 

9DOne.l.d L. Shaw, Historia de la literatura espanola: el siglo XIX (Barce·· 
lona: Editorial Ariel. 1913). pp. 55-56. 

l°Mariano Jos~ de Larra. Macras in Obras completas. Vol. 3 (Madrid: 
Ediciones Atlas, BAE~ 1960). p. 258. All subsequent references £'rom this york 
are cited in parenthetical form in the text. 

llPierre Ullman writes of the incident that Ilfor the fi.rst time in his 
life Mariano was seen weeping profusely. l' Pierre L. Ullman. Mariano Jos~ de 
Larra and Spanish Political Rhetoric (Madison: University of Wisconsin Press, 
1971), p. 8. 
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LA CUENTISTICA FANTASTICA DE FELISBERTO HERNANDEZ 

Nancy M. KaSOD 

University of Illinois 

El uruguayo Felisberto Hernández (1902-1964) es uno de 108 autores latino­

americanos cuya obra literaria ha experimentado una revaloraci6n durante loa 

Últimos años. Entre los escritores y críticos que hem despertado nuevo interés 

en la obra del uruguayo :figuran Julio Cortázar) Alberto Zum Felde y John 

Englekirk.1 Estos han destacado la cuentística ~ant'stica de Hernández por su 

mezcla genial de elementos de la realidad cotidiana con lo irreal. 

El prop6sito de este trabajo es estudiar los elementos ~antástico6 en la 

obra de Hernlíndez mediante un Bmilisis de +'res de sus c~entos. Para lograr 

esto, se ha dividido este e~tudio en tres partes. La primera parte tiene tres 

objetivos:. establecer una definici6n general de "lo f'antástico" basada en 

Todorov 1 Vax y Belevan, introducir el grupo de cuentos estudiados y servir de 

puente entre la teoría y su aplicaci6n en los cuentos escogidos. La segunda 

parte comprende un an~lisis de tres relatos fantásticos del autor uruguayo. 

La tercera y la última parte resume los elementos fantásticos vistos en los 

cuentos analizados, destacando dos aspectos particulares de lo ~antástico en 

la obra de Felisberto Hern~ndez: la temática ~antástica y las técnicas usadae 

en la expresión de lo ~ant~stico. Se prueba aquí, concordando con la opini6n 

de Cortázar, Zum Felde y Englekirk, que la cuentística de Felisberto Hernánde7. 

contiene varios relatos fantásticos de m~rito. 

Conviene ahora establecer una de~inici6n general de lo que se clasifica 

como "lo ~ant~stico" en la literatura mediante una enumeraci6n de sus 

características más sobresalientes. 2 Para que se produzca lo fantástico, el 

autor debe crear un mundo real donde establece ciertas normas de realidad 

16gicacomo el tiempo, el espacio, la materia y la consciencia humana. 

Habiendo establecido este mundo 16gico el autor reorganiza estos elementos, 

trans~ormándolos hasta que se vuelven no verificables. Con esta ruptura de 

las reglas de la naturaleza 16gica, amenaza el autor las normas de la raz6n 

y apunta hacia una tercera realidad. La invasi6n de algo insólito en este 

mundo real puede producir miedo o terror en el lector y provocar un sentimiento 
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de inqUietante extrañeza. El lector 8e queda en un estado de vacilación, duda 

y ambigüedad producido por una oscilaci5n de lo conocidO a 10 desconocido. 

Lo fant~stico est~ basado en el mundo humano pero el personaje fantástico se 

aleja un' ~co de ello. 

Se puede ver la aplicaci5n de estas teorías en los tres cuentos anali­

zados en este estudio. "El acomodadOr" ~mpieza con la deacripci6n de un 

mundo 15gico y racional de la vida de UD acozoodador en 'Un cine. Luego se 

rompen las leyes establecidas cuando se introduce el elemento fant'atieo. el 

hecho de-que los ojos del acomodedor arrÓjan luz en la oscurid8d. Lo mism 

pasa con "Muebles IEl Canario'" donde mediMte inyecciones? los cuerpoS de 

la gente funcionan como radio~ emitienao la programaci6n de una emisora 

particul.a.r. 'En liLa mujer parecida a m", HernMdez empieza sugiriendO la idea 

de un 8uefio, pero poco a PJco median~.e la manipulacicSn cuidadosa de los des­

lices textualeo, cambia la realidad a un mundo patas para arriba. 

Resumiendo los comentarios anteriores, s~ puede ver que en estos cuentos 

de Felis'hGrto HernMdez se reorganizan los elementos de mundo real, trans­

for-m&ndoios de tal manera que crea otra. "realidad" riru,y dif"erente pero al mismo 

tiempo manteniendo los vínculos con la previamente'establecida. Las 

ocurrencias ins61itas no explicadas dejan al lector -en un estado de vaci­

lacicSn que nunca se resuelve. 

" El' primer cuento qu~ se discutirá es "El. acomodadorn de la colecci6n 

Nadie encend!a las lámparas. 3 Ea la historia de ui:I j'oven que va a una ciudad 

grande donde' consigue' trabajo de a_comodador en un teat"l"O. Tiene un amigo que 

va a cenar dos veces por semana a la casa de un señor. Este organiza. cenas 

~andes 'en gratitud por la salvacicSn de ~u hija, quien casi se había ahogado 

en un río • El protagonista empieza a' acompaile:r-" al amigo a estas cenas. y 

desde entonces experiment.!1 cambios difÍciles. Se VUelve torpe en el trabajo 

de: acoIJ1Odador y lo pierde. pero el amigo le consigUe otro trabajo en un tea­

tro inferior. Una noche se despierta y ve una luz en la pared que sigue los 

~vilnientoB de sus ojos. El. se de. cuenta de que tiene la facultad de emitir 

luz "de sus ojos pero-nQ ee asust&.. Al volver a la casa del "comedor gratuito", 

le pide al mayordomo que le abra la puerta dU\"ante la noche para que pueda ver 
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las vitrinas de una hBbitaci6n cont.i~ ti1 coiliédor~, Despul;;s de observar el 

mayor&~,la f"acul: te.d extraBa de este Bed~r, por' temor f dice que 1.0 har'-. 
Durant~ ia segunda visita noct~' del'protagp~iBta a la-casa,' entra en la 

sala ~a m~er BO~bb~a que apar~iemei::l.te no lo' nota. Ella, 'en el' miSD) 

eBta~ onírico, vUelve' durante la ter~era visita pero esta vez ella camina 
< 

Elobre ';1. -Una' n~che, al salir del teatro el protagonista, '1 la ve caminando, 

en la calle acompañada por un hombre. El' aCOllPdador la sigue -pero no la al­

canza. .vuelve el protagonista a 'la sala ót.ra 'nocne y decide .tratar de atraer 

la atenc:i6n de esta muJer, pera al hacerlo ella "se"cae al suelo•.El. duefio 

entra, ya.l ver a su hija en el shEilo, le pide que: nunca vuel:va B. BU =aaB. El 

protagonista pierde BU 'trabe.jo 'y Va pei'diendo lafacultad·de emitir luz de SUB 

ojoso 

Hay varios elementos fant'sticoB que aparecen 'en esta obra. Primero, 

Hel'n&nde~ estableCe Una -realidad m\indana. cort la 'menci6n de datos sobre el 

protagonista. Desde el principio se intrOduce la importanCia de la vista. 

EJ.. ambiente 'del te~tro es aprb~iado porque no s6lo es el lligar' do'nde trabaja, 

el acomodador sino' tambil:!:n es un sitio de juego- entre luz- 'y oscuridad., ,El 

hecho de que los acomodadores suelen llevar \Ula lámpara' ell:!:ctrica de bolsillo 

COIDO p~rte normal, l6gica de BU t~abaJo prepara" B.1 lector para la extensi6n 

de esta idea a un mUDdo más ali' de lo conocido--la luz emitida por los ojos. 

Tambi~n el teatro es el lugar donde se pre'senta \.Ola representaci6n ficticia.­

del mundo real. en las ~bras de arte. Hern'ndez introduce tres compara.ciones' 

al princip'io que sirven de pUente -entre las' dos re8.lidades: "parecía un rat6n, 

debajo de -m~bies 'viejOS" (p-.-' 41), "Iba a. mis lugares pre:feridos COIDO' si­

entrara en agujeros proximos y encontrara conexiones inesperadas" (p. 41) y 

"Ahora yo me sentía como un sol teron de fior en el ojal que estuviera de 

vuelta de muchas cosas" (p. 42). Refuerza esta tranaici6n al. mundo f'ant'stico 

mediante el uso del sul:>Juntivo en las oraciones. Tambi~ en esta primera 

secci6n del cuento Be contrasta la luz con la oscuridad. Emplea de manera 

interesante la palabra "apagarll 
: If ••• se~an mi:s,,:,PaeOS.PUBlldoJyo"loB apagaba 

en,la. al.:fombra rojat!', (p. 41),"" .. :. p04!u. leer disminuyendo la luz y apagando UD 

poco las nores" (p. 42) y "Despul:!:s apagaba ~a luz y seguia despierto" (p. 42). 
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Luego Hernández introduce el episodio del comedor gratuito que provoca un
 

cambio introspectivo en la personalidad del protagonista: "Me hund!.a. en mi:
 

mismo como en un pantano" (p. ~5). Por ser un cuento narrado en primera
 

persona~ Hernánde~ invita al lector a acompaTIar al protagoniata en sus expe­


riencias. Al descubrir inesperadamente su extraña facultad de eGdtir luz por 

los ojos, el protagonista no se asusta sino que lo acepta felizmente. Des,·, 

pU~s de perder su trabajo opina que esta nueva facultad le compens6 de sus 

In!l.l.as experiencias. Es aquí donde Hernández inclu;ye lB. idee. de la multi ­

plicacii5n del personaje. El protagonista se mira en un espejo, que reneja 

UIl.a ree..lidB.d Mstorsionada, y se describe as!: "Me jur~ no mirar nunca uás 

aquella cara na y aquellos ojos de otro mundo. Eran de un color amArillo 

verdoso que brillaba como el triunfo de 'W1B enfermedad desconocida; los ojos 

eran grandes redondeles, y la cara estaba divielda en pedazos que nadie podr!a 

juntar ni comprender", (p. 47). El cambio es casi una metamorf'osis JOrque hay 

varias referencias bestiales al aCOIoodador: "rat6n" (p. 41), "hipop5tamo ll 
• 

(p. 45) y "yo era un perro lanudo lT 
, (p. 57). Desde ese toomento. Se pasa a un 

mundo donde las leyes de 10 real están transformadas. Hemandez mantiene 

los v1ncul.os con el mundo lfg.i.co en la escena del teatro cuando el :protago­

nista ve a la mujer en 113. calle Y" la sigue. Pero m&s tarde. después del 

alivio del ambionte de misterio, se ~lelve al ámbi~o cerrado de los encuentros 

en la. sa.la. Se desarrolla el ambiente on!rico cuando el protagonista des­

cribe su f'acultad durante la noche des~s de despertarse Y" luego. mediante 

el personaje de la mujer sonámbula. Al final del cuento. el protagonista va 

perdiendo BU facultad extraíia. pero nunca se explica c6mo obtuvo ese poder. 

Esto, siguiendo las caracter!sticas de 10 fant~stico, deja al lector en un 

estado de vacilaci6n Y" duda que nunca se resuelve. 

El segundo cuento, "Muebles 'El' Canario J", es la historia de UD hombre . 4 
harto de la propaganda que lo bombardeaba en la ciudad. Déspu~s de un mes 

!le vacaciones, al volver a la ciudad, decide pasar un día en la playa. Para 

volver a sU casa, toma un tranvía. Hace mucho calor Y" por poso lleva una cami­

sa de manga corta. De repente un 6e~or se acerca y le da un pinchazo con 

una jeringa llevando el nombre IIMuebles 'El Canario 111. El protagonista no 
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sabe qué reacci6n podría causarle pero decide que probablemente se enterar" 

a la manana. siguiente- en el, peri6di.co. Al acostarse se oye dentro de su propio 

cuerpo el cs:nto de UD páJaro y \D18. VOZ diciendo "Hola. hola, transmite di:ru­. . 

sora "El C8llsrio~1•••• hola, bola. audici6n especiaL Las personas sensibili­
, . ' 

zadas Para estas transmisiones .•• etc., etc. ti, (p. 161). Lue;go esC!ucha las 

iDdicaciones' sDbre los pagos en cuotas de los muebles y un tango.' lió puede 

tolerarloy< salea la calle buscando ruidos fuertes para esconder los de su 

cabeza. Piensa' ~,ir a la emisora para averiguar c6mo anular el efecto de la 

inyecci6n y por-eap toma otra. tranvía. All! encuentra ~ otro hombre dando 

inyecciones y el protagonista le pregunta c6~ ~ular iQs' efectos. El hombre­

contesto. que debe cQinprar l~s tabletas "El. Canari'o" en\ma farmacia pero el 

protagoni'sta le dice. que esto es:,_imposible porq~: tod.Ss las· farmacias·: estM 

cerradas y no·· puede ,tolerar: los ruidos. Des~s_ de pedir una propina' el hom­
. .', . ' '-. ' , '" 

bre le ofrece un remedio secreto al protason:lsta - debe báilarse -los pIes con 

agua bieri·c81.iente. 

Habienfu resumido la trama de "Muebles 'El Canario 111, es 'aprOpie.do ,ahora 

discutir sus elementos fant,"stic:os •. El. cuento empieza en un mundó''l6sico que 

muchos lectores habrM ,experimentado .. el ruido y la rutina de la dudad.' Se 

narra en- primera persona permitiendo la introspecci6n s'l1b"ectiV8~' --'En un-'ti"an-· 

via de vuelta de la... playa algo extraño le sucede al p:r6tagonista. -Un hombre' 

se ac·erca y parece ·l;Lue, quiere .sentarse pero en vez de esto. le pone 'una inye­

cci6n al. hombre 'sentado., Este encuentro es el paso del mlmdo l6gico al. mundo 

f'ant,"stico. Es interesante l10tar l~, q.escripci6n segGn ~l narrador;' "~l -ya me 

frotaba el brazo desnudo con algo f';r!o que no se pOr qu¡:; dre! qUe tUera, sali­

va". (p. 159). La'met,"fora sal.iva. e:s "rara porque pi-"i.nie'r6~' en general.. no es 

fría sino caliente, y segundo. introduce ',~' ,asp~~to ~~tesco al 'proceso. Tam­

bi¡:;n, es una jeringa g¡::-ande.:que dice "Mueb¡es ¡El. Ca.ñario'" a lo' larso del 

tubo pero echa s6lo un pequeño ,chorro de l!quido. Lo raro es que despu¡:;s" de la 

inyecci6n. en vez de protestar inmediatamente, el protagonista lo acepta pen­

SQJldo ItDespu¡:;s m~ dio vergüenza pre,guntar de qu6 se. trataba 'y decid! enterarme 

al. otrO- día por los diarios", (p. 160)._ Es tambi~n ir6ni'~ó que de'spu~s diga 

"Tehdr& ·que ser algo que deje consecu~~i·aB vi~'ible'~: si ~e8ime~té trata' de una 
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propas;anda" t (p. 1.60). Ntitese la. palabra Itvisible" - lo opuesto de 1.0 que le 

pasa. Luego se penetra de verdl:Ld en el mun~ fantlistico cuando el hombre esd: 

por dormirse y oye el c::anto de un pajarito. Este canto es "anormal como una 

en:f"ermedad nueva; pero t9Jllbi~n hab1a un matiz irónico; como si la enfermedad 

se sintiera contenta y se hubiera puesto a cantar", (p. 1.61.). Es aquí donde 

empieza el protagonista a oír la voz de un locutor anunciando los muebles 

"El Canario". Lo fantástico queda en la reacci6n de este personaje. Se 

enoja porque no quiere escuchar estos anuncios, pero no le sorprende el hecho 

de que provienen -de su propio cuel"¡lo. Esta a.ctitud de aceptacitin es muy 

pnrecida a la de los hermanos en "Casa tomada" de Julio Cortázar. Al salir 

a. la calle pars. buscar alivio en 1.os ruidos cotidianos l decide tomar otro 

tranv1a y eJ.1! encuentra a otro hombre dando inyecciones. El tranvía es 

importante porque sirve de puente a la otra realidad más allá. El prota­

gonista llevaba una vida bastante rutinaria antes de su primer encuentro en 

el tranvía. Las experiencia.s de este encuentro modifican las leyes estable­

,'cidas de la vida del hombre. Luego, el segundo encuentro le proporciona 

el medio de volver a lo normal pero no resuelve el problema. Al. final se 

descubre que puede tomar las tabletas "El Canariol! si no le gusta la trans­

misi6n o puede bañarse los pies en agua cB.l.iente. Hay que notar que ambos 

remedios sugeridos gena.c. dinero o para la compañía medi&l.te la compra de las 

tabletas o directamente para el hombre mediante la propina que recibe del 

protagonista.. Esto alude a la posibilidad que los remedios no sean válidos. 

No se resuel.ve el. problema al final porque el autor termina el cuento dejaodo 

al protagonista en el tranvía sin probar los 'remedios sugeridos. Estos en sí 

son contradictorios, uno at'tificial y el otro natural, así se producen mÁs 

confusión y ambigüedad. El protagonista y el lector se quedan en este 

mundo i16gico y transfbrmado sin salida aparente. 

El tercer cuento, "La mujer parecida- a m". empieza sugiriendo un mundo 

onírico que cabe dentro de lo aceptable en la realidad 115gica, "Apenas yo 

acostaba mi cuerpo de hombre, ya empezaba a andar mi recuerdo de caballoti , 

(p. 91).5 Luego, el narrador relata SUB experiencias cuando era caballo con 

dueílos diferentes. El primer dueño es un panadero y el caballo ,--­
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camina en un círculo dMdo1.e vueltas eJ. molino. Esto le presenta al lector 

una imagen f"€cil.mente reconocible. Entonces el narrador habla sobre un peSn, 

que le cuidaba durante su adolescencia. a quien mata por haberle maltratado. 

El pr6ximo dueño que describe es 1m hombre muy cruel de quien se escapa 

hu;r¡;ndose he.cia un pueblo cercano. All! en el pueblo, entra al escenario de UL 

teatro pGblico durante una funci6n de niños y la maestra lo lleva B. casa donde 

pasa una temporada agradable. Una noche ella lo esconde en su dormitorio 

porque su cruel viejo dueí\o viene a la casa a buscarlo. De vuelta a la casa 

de ese düe~ c'ruel. ~8te le da,golpes al cabello. 1,0 que caHRa que 01 eaMlleT; 

se muera. E::l caba.lJ.o vuelve sil...nc:ioDamP...nte a la casa de la ma.estra donde es­

cucha una conversaci6n entre ella y'su novio. Al descu,brir que su preseDcia 

causaría problemas entre los novios, el caballo ae va de la cBaa guardando sus 
-

recuerdos de 'eila. 

En este cuento Hern&ndez manipula cuidadosamente los deslices textuales -, , " 

para ef"ectuar una transici6n sutil de :un 1JD.1%ldo aparentemente onírico a \ID. 

mupdo f"antástico. La primera' oraci6n establ,ece t~es el~ntos claves: 

1) la identidad del narrador COIOO hombre,_ 2) el ambiente ontrico y 3) la pers­

;pectiva tempor¡'a1. "Hace algunos ~ranos empec~ a tener la idea de que yo 

habta sido' caballo", (p. 91) •. Es i.qKlrtante Dotar el uso del plu,scuamperfecto 

"habta sido" pOrque esto le indica al lector que el narrador habla desde el 

punto de vista de un hombre que ha tenido esta. exp~riencia en el' pasado. 

Luego, las descripciones V'i:vidas de los dolore,s que suf"r'!a COIOO "las articula­

ciones prfiximas a los cascos", (p. 91). claramente enf"ocan la prescncia_ 

equina. La lIlBnipulaCi6n de los su-~t.~tivos cua.ndo dice " ••• olvidaba la combi­

nl':!.ci6n: de' mis manos con mís patas traseras ••• !l(p. 91). alud'e 'a la idea de la 

meta.IlDrf"os¡[,s. El uso de otros t~rminos co~ "belf"OS""y "hocico;' ref'uerzan 

~sta id~a. '" T~bién se introduce 1~, idea de la :percepci6n visual distorsicnada 

'cuando observa el narrador que t1Mis ojos eran tB.lllbi~n comO lagunas y en SUB 

superf"'icies lacrimosas e inclinadas se reneJaban simultMeamente cosas grande,L 

y chicas.'·prtirlmas y lej8J1l\s". ,(p. 91). Describe su vida con el panadero y 

termina enfocando en'el sonido que hacta el ma!z al comerlo., Aqu!. en una. 

expresi6n parent~tica, Hernández reorganiza el aspecto temporal de un mundo 
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raciona.l. !ICEn este instante, siendo caballo, pienso en lo que me pas6 hace 

poco tiempo. cuando todavía era hombre. Una noche que DO podía dQrmir por­

que sentía hambre, recordé que en el ropero tenia un paquete de pastillas de 

menta4 Me las comf; pero al masticarlas hac!an un ruido pa.recido al maíz.)" 

(pp. 92··93). Al principio el narrador es un hombre recordando sus experien­

cias Boiladas de cuando era caballo. Ahora es un caballo recordando sus expe­

riencias de cuando era hombre. Uno de los temas fant¡(sticoa menciona.dos por 
6

Loma Vax es las partes se¡:arad<ls del cuerpo. Hernandez. incluye una varia­

ci~n de este tejDB. a traves de todo el cuento. "Mi cueI'Jlo no a610 se habia 

vuelto pesado sino que todas sus partes querían vivir una vidR. independiente", 

(p. 94). Luego pasa al aal6n público donde encuentra a la. maestra. Durante 

una discusi6n entre ell.a y una de sus e.migas, la maestra menciona que esta 

amiga. siempre le decía que tenía. una cara. de caballo cuando era niña. El 

narrador, al oír esto, est' de acuerdo y empieza a "enamorarse" de ella. 

Cuando la maestra lo lleva a su dormitorio para esconderlo de su viejo dueño 9 

Hernlmde2. re introduce la idee. de la percepci6n visual mediante el uso de un 

espejo. Al mira.rse, el narre.dor comenta, "El espejo también mostre.ba pextes
•de mi C"Jerpo; mis manchas blancas y negras parecian tambi€in ropas re"V'Ueltas. 

Pero lo que más me llamaba la atenci6n era mi propia cabeZaj cada vez yo la 

levantaba ms. Estaba tan deslumbrado que tuve que bajar los párpados y bus­

carme por un instante a m! mismo. a mi propia idea de caballo cuando yo era 

ignorado por mis ojos". (p. 105). IJ. cuento tennina con el narrador diciendo, 

despues de :matar a. su viejo duei:o y descubrir que no debe quedarse. que lo 

-l:ulco que lamenta es no ner hombre porque le habr.is gustado llevar consigo una 

:foto de la t1aestra a su lado. Así Hernández empiez.a el cuento con UD estado 

aparentemente onírico que todos pueden comprender pero luego transfQrma. este 

estado B un mundo fantástico mediante la idea de la metamorfosis, la reorga"~ 

nizaci6n del tie~, la distorsi6n de la percepc!6n visual y la insistencia 

en las partes del cueJ:'llO". Al final, no vuelve 8. mencionar loa sueiIos y tam­

poco se resuelve la ambigüedad de la identidad del narrador. El cuento ter­

mina siendo el nerrador un cabal.lQ. 
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Habiendo analizado unos ejemplos de la cuent!stica fantástica de Felis­

berta Hern~dezI conviene resumir algunos de los rasgos sobresalientes encon­

trados en ella. Primero, Hernllndez crea BUS cuentos alrededor de una tem4tica 

!'antástica.. Sus temas predilectos Bon: la metmoorfosis, el doble y las partes 

separadas del CU~ vistos en "La mujer parecida a Id" y lo sobrenatur8.l. e 

inexplicable vistos en "El. acomodador ll r "Muebles I El. ',Canario I u.. ,Casi siempre 

empieza BUB cuentos con un mundo 16gíco, COD Dormas establecí'das de tiemPo. 

espacio I materia y la conciencie.•. Luego reorganiza estos elementos, tre.hs­

fOnrWldoloB para creer el mundo fantástico. El lector se queda en un estado 

ambigUo por la falta dé explicaciones 115gic8s a los sucesos extrsilos. Una de 

las formas en que Hernández logra crear B~q mundos fantásticos es mediante, el 

uso del Bubjuntivo'. 'Este-moóo verbal ha.ce hincapi~ en la actitud dudosa 

expresada por el narrado:r;o, luego adoptada por el lector. Tam.bi~n incluye 

Hern&ndez muchos juegos de luz y sombra, distorsionando la realidad de lo que 

se percibe visualmente. Algunos de los motivos predilectos encontra40s 'en 

sus cuentos son el espejo, el ojo y el vidrio - cosas que alteran la percep­

ción del mundo real. ,De este estud'to se pued~ concluir que' algunos d~ 10's ­

relatos de Felisberto HernMdez sí caben dentro del mundo de lo fant'stico y 

demuestran una creaci6n innovadol'"á. Segfin ,Zum Felde~ uFelisberto lle.tnM.de~ 
e:otllpB.rte B.Ctu&.1.mGnt. e:on J. I.. Borges la primacía del cuento l"antástico en el 

Ple.ta".7 
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WOMEN IN FORCA'S THEATRE: 

TWO PERSPECTIVES 

James E. Larkin5 

Wright State University 

Those who are ~amiliar with GarclEl. Lorcals major plays know that consid­

ered as a whole ~ they constitute what may be called Ita woman I s theatre. II 

This designation is especially true of the trilogy of so-called rural. tre.gedies 

written in the last tears of his life: J30das!i~ ~~~ (1933)7 Yerrna. (1934), 

and J..a easEl. de Bernarda ~ (1936), together with a coetaneous production, 

Dolla Rosita Ie. 5oJ,..~F....!. (1935). Not only is the protagonist of ea.ch pla.y a 

woman, but other feIJale characters abound. The extreme example in this respect 

is La .~_ de ~~¥da Al~I!.) in Which not one man appears on stage. 

This paper analyzes the role of women within Lorca's theatre from tw 

perspectives based on a study of the a.bove four works. F:irst~ the plays may 

be seen as an indictment of Spanish societyo which unjustly expects the female 

to be inferior to the mEile. Second, a more utliversal and symbolic interprec _. 

tfltion is possible; that 'of 'Homan 1 s important part ",!ithin nature and the cosmos. 

The purpose here is to Sholf that both interpretations are valid; if one 

searches for messages or meanings in an individual work. one may find them on 

both levels. Thus', as vith most of Lorca's art] it is not a question of 

"either/orll but of "both/and." To conform. to the limitation of time, discus­

sion will be concentrated on three plays vithin each category, with emphasis 

on La ~ de Bern~E.l!. tJ.ba. as a social document; and Bodas de sangre as a 

symbolic work. 

Lor.ca l s strongest attack against Spanish society is in La casa de Bernarda 

Alba, the "drama de mujeres en los pueblos de Espaiia" that became the first of 

his plays to be seen in Franco Spain, in 1950. The cast of characters page 

anticipates Lorcals intent and the substandard conditions of the household. 

Dernarda is more common as a masculine name in Spain. Bernardo. The daUghters 

are Angustias ~ "anguished;" Magdalena, "weeping; II Amelia) llhoneyed;" 

l!artirio, ltmartyred; fl and Adela~ "striving. II And the servant is La Poncia, 

"embittered. II Also, the statement hat lIel poeta advierte que estos tres 
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B.otos tienen 1e. intencilsn de un documenta.l f'otogr~fico" indicates Lores's 

desire to portray reality as he saw it in his country. Indeed, the IOOdels 

were neighbors of' the poet living near Valderrubio, especially the Francisca 

Alba family, whom he carefully observed f'rom -s. hiding place near his Y7ell. 

And critics today consider the play a mict6~~~m ot Spanish society because of' 
lits depiction of' the role that 'WOmen must play' in twentieth century Spain.

La case. de BernarciA Alba. attacks the traditional Spanish honor code best 

kno,m throueh its treatment by Golden Age dramatists. in particular Calderon. 

Briefly stated j the code demn.nds strict adherence to a standard of conduct 

accepted by society. Public opinion dete~nes guilt or innocence; and if' a 

woman's real or alleged misconduct sullies her husband's honor, he must 

avenge himself by punishing the, guilty parties~ specifically his vife, and her 

lover if the circumstances varrant. In La. ~a~a ~_~"' ~_ernarda !Uba~ Lorca shows 

the effect of that repressive code upon modern soc"iety, and by extension. 

the negative effect of tradition upon contemporary Spanish life. Bernards 

represents the exaggerated self·~righteousness that the forced system ot' con­

duct can produce in 'one whose life is dominated by appearances. upon which
'.her family I s moral wo'rth depends. Her role as··8. tyrant b.econtes even more ludi­

croua when one searches in vain for a more immediate, rati,?nal cause of her , 

actions and beliefs. Although Lorca concentrates the nefarious' effe·ct of the 

code upon the five daughters, his ~sh to present the entire female ~pulation 

of the village on stage suggests that ,lids point vas, and still is, that all 

Spanish women must thereby &uffer 0 ~ 
Bernarda asserts her- authority with her first utterance. 11Silencio~'" 

Throughout the play she expresses her absurd concept of mor~itYI which is' 

nothing more than complete .obedience to the code; vithout benefit of thoU8ht. 

Examples include her lUlwillingneslJ to believe that Agustia's fianc~ has 

been seeing Adela. her contention that she cannot :find men suitable to marry 

the other daughters. her urging that an Unmarried mother,be'killed without a 

trial, the house arrest of her own mother, and her constant ":'~colding of the 

da.ughters and servants. The caricature reaches its zenith of hypocrisy in 

the lllst scene when Adela, thihking that Pepe is dead, hangs herself. Bernards. 
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insists that the rebellious daughter has died a virgin allowing her to bet 

buried with the traditional white shroud. She then Bcreem.e, "Silencio." end·· 

ing the'play witn the first-word she spoke. Thus 7 not only are the beginning 

and the end joined verbally, but there ie- no rebuttal to Bernarc1a I B arguments, 

and consequently J .• no escape from the _penor code. 

In a conve'rsatiol:f with Bernardals d.aught~rs, La. Poncia warns all nubile 

Spanish va:fuen of -the eventual misery they may, find, in marriage: TlA vosotras 

que sois'- solteras as conviene saber de teems mdos que el. hombre a los quince 

<U:as de 'boda deja 18' ca.ma. por 18 mess y luego par 18 tabernilla y 18 que no 

Be ccnforme se'pudre llorando en un rinc6n" (Acto II). ~ Rosita 18;. 

50itera, -the last o't his plays that Loree. sew performed. in Spain (Barce­

lona, 1935). treats the plight of the spinster f'rom a dif:ferent point o:f 

view. Like many young Spanish ladies, Rosita has .been conditioned to see 

fianc~s ad IlDdern day knights in shining annor 0 p;ro;tectors of f'rail females~ 

idealized personages propagated by the traditi9n of ho~r eJ;ld faith. Con­

sequently. she naively believes her cousinls~promi5e to marry her, even after 

he has taken a vife in Argentina. As time passes' from 1885 to 1901 and 

finally to 1911, Rosita realizes too late that she is a victim of time, which 

hovers abJut her throuehout the play. Like Madame Hepevsky in Chekhov' B 

Cherry_Orchard, to which Lorca's, play bears a strong resemblance J she must 

finally abandon the home. She is now f'o~y..,six years old and motherless in 

a provincial at:rrosphere that worships procreation. A perfect S~ish 'wOman 

according to the accepted standard of her time and place, Rosita has ob~ed 

society's laws, only to be cast aside by the _society to whose rules she has 

remained faithful-. To accept, her role in life dutif'ully, to be properly 

feminine, and to live honorably, have brought Hosit .. only hopelessness and 

despair. 

Whereas many Spaniards consider this play an unnecessarily strong attack 

against the middle class, Lorca obviously intended it to, be a realistic por­

trayal of an mlfortunate segment of his' cOWltry's population. Or to para­

'phrase a linE: f'rom' a well mown stage play~ '~God help UBi we're bJth ,from 
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-Granada. II Like Rosita as she preps.res to leave the house for the final. time, 

he undoubtedJ.y could sray f'rom personal observation and with convictioD~ " 

comprendo muy bien a e$SS viejecillss borrschas que van POI" las calles 

queriendo borrar el mundo 7 y se sientan a cantsr cn los bancos del paseo." 

Ye~ deals a150 with the problems of a childless woman, nnd the honor 

code ridiculed in ~1!. c~~_ ,g._~ ~~!!l.a.!'_~ ..[Q.ba figures prominently in the play.
 

Here, the eoncept of maternity is carried to ,its extrerne~ as Yerms is 60
 

obsessed by motl1erhood that it becomes her sole purpose in life. Although
 

it is never sta~ed or proven that she or Juan is sterile, she reasons that
 

her husband cannot provide children while everyone and everything about her 

is fertile~ as the populace expects them ~o be: the f'ields. including Juan1s; 

other vomerl. one of' whom has had fouxteen child.len; and especially her closest 

friend l4ar~a; who bears her firzt child during the play. 

As both Yerma I s Obsession and her f'ru3tration grow, the honor code 

stands as a obstacle to personal satisfaetion and fulfillment. Conception is 

r.ossible through Yerma and Juan's friend, Vict,or, or a young man, whose motber 

offers him to Yerma. But honor will not permit her to bear Children outside 

the accepted norms of hold ,.,.edlock. Yerme. asks the Vieja~ "l.Te figuras que 

puedo canaceI' otro hoI!l.bre? l.D6nde pones mi honra?I' (Acto III, Cuadra II). 

And her desire f'or natural birth rejects Juan i s suggestion of adoption, 

since, "No qUiero euidar hiJos de o'tros. Me f'iGuro que se van a helar los 

brazos de tenerlos. 11 
( Acto II, Cuadro II). Like a stereotyped husband from 

a seventeenth century honor play 0 Juan brings his bro sistern to the home to 

discourage his wife from actin~ scandalously. Following thi~ blatant intrusion 

upon her privacy"Yermals fl'ustration steadily increases until she chokes 

Juan to deatb in a fit of ra~e. In the end, her strong desire to beget life 

can give only death. 

The common feature of' these playS is the contemporary Spanish woman \ 5
 

needless suffering in and because of a society that deviates from a rational
 

pattern of social relationship. Lorca1s "WOrks allo..... that tlle principal cause
 

of this situation has been tho acceptance of the bonor code, vhich relegates
 

women to a servile, degrading position whether in the villages, as in the
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trilogy, or in the cities, as in Rositals case. The insanity is both deeply 

rooted and complete in ita extenciveness, and the ironies are as cruel ns 

they are obvious 0 Women who must base their worth on producing children 

often live in fear of extinction. Social convention not only stines 

productiveness but prohibits true and sincere family relationshipB~ when 

the code's raison d1@tre is to protect that basic unit. Women are 

expected to limit their activities and opinions; end frustration, especi­

ally sexual, is rampant in a country proud of its individualism. In the 

final analysis.J all hope of true human dignity is irrevocably lost in e. na·· 

tiOD that expects automatic subservience of halt its population bect'.use of 

the continu.ed existence of en arch.aic system of' morality. 

The second role of women in Lorca 1 s pl~s is one within nature in the 

widest sense of the word. In this respect~ the best point of departure is 

that expressed by C. Hichael \o1ells in his discussion of liThe Natural Norm 

in the Plays of Fe~erico Garda Lorca:" "(The touchstone of his r-lays is) 

natural existence-..life that gives full expression to primel, instinctual 

vitality (and) which opposes ... unnatural behavior. u3 Nature. which 

is supreme, demands a certain rhythm and cond~ct of life on, the part of 

the htJman being. Any deviation from the norm contradicts nature i s laws and, 

consequently, leads to personal trasedy. A~aint the distaff side of the 

human family best exemplifies this fundamental fact of life in Lorca1s 

plays; and the woman must therefore bear the fu1.l impact of the resultant 

tragedy. 

~ B:.osita la soltera treats one of the faV!:'rite themes of the 

Generation of 198. time. Rosita's crime against nature is her f'ailure to 

follow the dictates of time, one aspect of the natural norm tha.t Wells 

analyzes. By artificially suspending time, she violates nature's dictum 

tliat one dares not postpone indefinitely what must fructif'y naturally at any 

particular moment. 'l'he result is' that her natural sexual life is smotheredi 

and she. like the mutable rose., faces a type of premature death. One 

understands the housekeeper1s protest against the suggested proxy marriage 

between the Sobrino and Rosita. To reI!ULin within the horticultural 
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vocabulary' suggested by the subtitle,. " el lenguaje de las nores III such a 

union is araf"ting, an unnatural act. At the end of the play ~ when she faces 
"," 

reality sque.rely, Rosita is not just another sllinster seamed by a devious 

fianc~ and a. rid,iculoUB 'Oranadine society, but also a I!Wthica:J, figure: 

"Rosita is not Just every VOlllBll. She is EveryttlBD. caught in an existen-' 
4

tiaJ. struggle to create a meaningful life against the limitations of timell.

Upon abandoning the house" the pathetic heroine perhaps realizes this as 

she refiects upon the only gin. and that a cruel one,) that time has given 

her: "Come que no bay cose. naB viva que un recue1'ldo. Llegao a hacernos 

1s. vida. imposible." 

Yerma deals with the ~ ~ima of na.ture, :fruittulness, and the 

protagonist ,illustrates the punishment that one lllUSt Buffer for failing to 

f'ulf'ill that dictum. - God's command to all living thilLgs on Earth in 

Genesis I. 22-24 is "Be fruitt'Ul. and mUltiply ..• Let the Ee.rth bring forth 

the living creature after his kind." 'Within "the grand scheme" the human 

beins's greatest Ob~igatio~ is to perpetua.te lif'e through the act of' repro­

cuction. Yerma's tra~edy results from her inability to perform,~he.fUnda­

mental mission that nature has assigned her, t.o bear children,. vhen in her 

mind e,ven stones p,rocreate: "A fuerza de caer,la lluvia sobre las ,piedra.s 

~stas, se ablWl~~ y ha~er 'cre~er Jnro.mansos ll (Acto r. Cuadra r)." Further­

more, Yerma. sees humnn impregnation as a divine event. Herdr,eam. in which 

a fJhepherd leads a child by the hand. may ,be interpreted'as a type of 

Annunciation. which is also suggested vhen Marta (the name is important) 

refers to her child aE lIun palOIOCl de'lumbre" (Acto r, CUs.drQ r). 

But the divine does not favor Yerma, her e.Uusion to the PQs~ibility 

of parthenogenesis merely evades the' reality of human re:production, and she 

remains batTen in an environment that abhors be.rrenesB. The punishment for 

her sin is manifest in the straD~ation of Juan, thereby e~di~g any hope 

of ever bearins children. 'Her last words are., :"Voy e. desc!ll1sarsin desper­

tarme sobresaltade., para ver si la E1aiJ.gre mea.nuncia ,otT-a sangre nl.leva. 

Con el cuerop seeo para siempre . .'. I he 'matado 8. .mi biJo I yo nUsma he 

matado ami' hijo ~ 11 As a corollary" JUan mu:st die since by his actions 
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and thoughts, seeminGly motivated by greed? he bas denied life, a capital sin 

within the natural world. But the tragedy lies most u:r:on Yer:na~ the female 

who was unable to perf'orm fully her role within nature) a crime that in 

LorCll's primitive wo:T.'ld allows no mercy end no appeal. 

The fundamental strugBle in nature that Lorea portrays in Bodas. !ie sangr~ 

is that of the preservation of the species within evolution vis-a···vis the 

threat to its continuous existence on the part of an individual, or individu­

als. 5 The former aspect is represented b.Y the t~dreo the Uovio~ the Padre 

nnd the villagers who attend the wedding and the \reddinG feA-st. The mother is 

especially important in this respect. Haunted by the fear of extinction" she 

is " .•• s{!nbolo continuo de In tierra: fecuda en au don de llmor; ina,·· 

gotable en su absorci5n de dolor; eterna en su funci5n ereadora. • . ,,6 

The Eovia and Leonerdo. on the other hend, 9yrnbolize individuation, which 

insures endless Qcath. 

Considered in its ~hical ~spect,. the play ·carefUlly proceeds from the 

presentation of the theme, expressed by the mother 1 s desire to perpetuate her 

seed, to the weddi~~, the promise of rebirth within the comm\Ulion of nature~ 

to the reception-feast, with its act of individuation (the escape of the 

Novia and Leonardo); end finally to the ritual sacrifice~ in which the tw 

men are killed. Through the species, nature can guarantee continued life~ in 

this play in the person of the Novio 1 the Summer King. guarantor of warmth 

and reproduction. Leonardo is the \l'inter King. he of the frozen hoofs of the 

horse mentioned in the lullaby of Act I~ the one who can lead only to death. 

As the title suggests 1 there is a war within the blood as to which road to 

select. Overcome by a passion they do not entirely comprehend. Leonardo and 

the Hovia choose individuation. ~llie> the villagers join in the dance at the 

vedding feast, the dance of life on the universal plane. she cannot do so. 

because "estos pasos son pasos que cuestan mucho" (Acto II, Cuadro II). 

She call1lot join the race c the community, the tribe; the species. Her subse­

'luent escape ,nth Leonardo is a visible threat to the species, and punishable 

by death for its welfare. Knowing that both Leonardo and her husband are 

d~ad~ the Novia understands that her tragic choice has led her to ruin: 
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Ilyo Ua una mujer que.d.a..~ llene. de llagas poI' dentro y poI' !\leI's., y tu hijo 

era un poquito de agua. de la. que esperaba tierra, salud; pero el otro era. un 

r!o oscuro. Ileno de ramas que acercaba a m! el ruJllDr de BUS juncos y au 

cantar entre mentes .• Yo no quer{a, 16yele bien~ Yo no queda. II 

One may speculate ad infinitum about Leresis choice to create 80 many 

female protagonists. .Some suggestions have been his devotion to bis mother 

and sister. his debt to talented actresses such as Mar!a Guerrero and Marta 

Xirgu, his obeervation of the relative independence of American 'WOmen during 

his residence in New York City l bis homosexuality. and the Spaniards I strong 

attachment to the c~t of the Virgin Mary. All are probably valid to a 

point. But on the basis of the two perspectives presented in this paper, it, 

is first of all obviou:3. that Lorca felt strongly the injustices of a system 

that stifle~ and humiliated women in Spain,. as s~rized 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 

wrks. Whether the renewed interest in Lorca's works will help correct 

disparities during the: ~Bt-.Franco wave of liberalism remains to be seen. 

One ~ust consider as powerful deterents the strength of tradition and the 

conservative attitude (or should we say) lamentation1) that to allow women 

to vote "..mder democ~acy is to encourage them to ask ror even more liberties. 

Secondly 1 in the primitive, Ilij"thical world presented in biB plays and 

poetry, the poet-dramatist reasoned that the remale especially represents 

the tragic aide ot life in its, fullest rorm. Thus> issues shuch as the pres-· 

ervation of the species v. ~ndividuation, reproduction v. barreness, and 

natural ~ition v. artificial suspension o~ time are best presented drama.t-· 

ica.lly by permitting the female to 'tear the major portion of the tragedy,. 

It is hoped, that this, study has shown that both roles-"-WOllen in society and 

Homen in t:Qe cosmos:--were grist for Lorca's dramas and could be combined 

therein. Thus, not only are both aspects important in his plays. but both 

interpretations ar~ logical in any given work. As Lorca saW' the world, in 

the nation or in n~ture~ "Y,oJPB.I1~ thy name is tragedy ~ I' whether· the last word 

is derined in its ,literc.ry sense or used as, a synonym for ill :fate in the 

e;reater drama of life. 
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1955), 459-460. 
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4Arthur Holmberg, "Five Years After Franco, Loree. is Alive Again in 
Spain. II 'l'he New York Ti~.) Theatr~_, October 19. 1980., 3. 

5Many of these ideas are included in B.A. Zimbardo's penetratin~ study, 
L~The rvthical Pattern in Lorca's Blood Wedding:' Modern Drama, 10, 4(February 
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pattern of tragedy. 

6Betty Rita G6mez Lance. "Muerte y vida en el drama. de Federico Garc!a 
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THE DYNAMICS OF PO>:rIC PROCESS III 

JOSE DE JESUS SAMPEDRO' S UN (EJEMPLO) flilLTO DE Q!@!. PINTO
 

Frederic W. Murray
 

Northern I~inois University
 

Of the various tendencies along Which contemporary Mexican poetry is' 

developing~ one of the more Ilotab1.e is that which ,is engaged ;l.n an exploration 

of the limits of poetic language structure A cursory first reading of Sam...4 

pedro I s poetry would lead the re~der to vender whether. the limit has somehow 

been exceeded. Although the editorial. introduction to- the \fOrk states that 
the reader can discover with relative ease the sources of Se.mpedro ' s poetry 

(suggested as being CUlture). the C8a"U8J. r~der rnay experience anything ''but 

ease upon being Bu~~enlr ~mmersed into a srrirling-maelstrom of apparently 

jumbled 'WOrds. disconnected images, frustrated. meta.phors.' Md symbols that 

never seem to reach the stage o,r realization. '!'be ,present York'is replete. . . 

with several forme of se~nti~ distortion 'and -is marked by's co~ete 

abandonment of sequential gra.mme.r as well as by an apperent· disavoWal of ' 

words as interrelated conununication symbols. The poetry does not achieve' a 

modicum of clarity until the reader realizes that the poet is engaged in an, . 

exploration of the process of poetization of ima.gery as it· flovs trom the 

sub~onGeiou~ fllto the conscious mind, there to become mixed with the,inf1~, 

of sensory data from exterior reality. 

S«mpedro, a young poet from Zacatecas, has pUbliShed, . one previous work. 

Andar .!!!. ~ pa1abra, in a collective YOrk entitled Cr,6nicaB ~ via1e .. which 

appeared in 1975 in the jo'urnfil ~t~ d~' Partida. As such, the present 

,volumn, Un (eJemplo )salto de gato pinto, represents the, poet I s first major 
1

work aDd is one for' 'Which he won ~he Premio Na~ional de Poe:"ra in. 1975.

The v01umn is composed of fifty 'fi~e poems of ,diverse length, preceded by a ...·' 

poetic prose selection entitled " ra5t;ime" which ,in its own risht ia preceded 

by a poem of Guillaume Apollinaire translated into Spanish as "Los clSlquicos.'" 

Appropriately it is Apollinaire who, as Fe~,dez Moreno stated, IIpregon6 
2textua.1lnente 1a destruccilSn de ia sintax-is.'11 The body of poetry is divided
 

into five major sections, irith o~e poem, ,id.esput!!s de todo. lt set apart as an
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epilogistic statement. The title of the work springs from the poem, "soli.· 

tude {muy adentro)lI: 

la conciencia encuentra au adver~ario: yo espejismo 
giramos helice membrillo rajadura Bellosa (d!a) 
un ejemplo salta de gate pinto 
Is muerte dentadura de diamante 
la Dube au ii~bre de designio su otro precipicio 

As a point of departure the poet proposes two central images that serve 

as statements concerning the poetic process. The first; taken from Apelli 

naire~ is tha.t of a cow graz.ing in a peaceful autunm meadow: a patently 

static scene with the images organi~ed into an integrated unit. It is 

autumn bo'W'ever~- and the meadow is poisoned by saffron flowers that lead to 

the destruction of the peaceful (and soulf'ul) cow. Thus the poem, ltContri­

tuci6n a la perplejidad monifiesta de Is Ultima vaca que abandona para 

siempre este prado florida de otof.io, 11 ia an accurate depiction of the image 

structure of the, poems in the present volumn: 

un oboe cuenta su preludio de ozono 
rebata una cascara violeta sin remedio 
BJnB.Ilece flor despues en tu carpino tenue 
combinaci6n de grillo y mataperro basta 
la vaca paciendo se derrumba intocada 
su rabo madura dulce 0 fat!dico de musica 
el firmamento ha metido au armOnica filosa 
nuestro prado florece en eata ruina 
y es como si yo tambien 10 abandonara 

The traditional poetic meadow (poetic scene. poetic sentiment) is laid 

waste. this hOWever does not signal the death of the poetic process. As 

the poet makes clear in the last tvo lines of verse, any implied abandonment 

of the poetic' enterprise is only apparent as is made clear by the contrary 

to fact clause. Furthermore~ the unexpectedly lucid syntactic structure of 

these last two lines underscore the poet's affir.mation. 

The poet then contrasts this wasteland scene with his second major 

i:ma.gistic statement: that of the curious cat meandering about sniffing 

here 8Jld there, The scene has acquired a dynamic quality and is populated 
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by a variety of diverse-images. What the cat turns up is a diverse COD­

glomerate 01: thiD.gs in vhich the only connecting and common element is the 

cat itself. As to the meatdng. of the image of the cat ~ 'a poss,ible suggestion 

is fOlUld in. the poem 1f6perall: 

saiiendo' del metro rilke te e:Dcuentra 

en ragno~n un muerto 10 he. le!do tiene un gate 

(garabato) 

a.tado a un cordel 
" 

The cat is assigned the meaning 01: t1garabato" through an alliterative 

metonimic twist and is then set into a structure that is suggestive o.t' a 
".' I ' , , 

stream of images "un cordel'l upwelling from the subconscious "el,me:!',ro." 

Stated in, eene ret.e terms. the poet tl,'lus vi~ws his sphere of ac;tion. not as a 

pea.ce:ru;L m,eadow? but 'rather as the ,dynattdc outtlov of impresaionisti,c and 

surrealistic ime.~B' from thesubcoDBC,ious mind. SampedrO ih,lt~a~imen hB,d 

already stated that "el inconsciente. aparece coroo cat·egor.!a ,PoetiQa" (p. 15) ~ 

At this juncture one is reminl;ied of Gabri~ Zaid" e acerbic stat~t, 
.. . . ' 3 

to wit, that "un poems. es' otra cosa que W1 garabato sUbjetivo. '1 "Zald bases'.his observation on the demands placed upon 0. poet by his readers; 1;hat is,. ; . ' , 

wheD, a poet programs (to use, Zaid I s terminology l 'a poem that sprl:nge from a 

purely subjective f!Xperi'ence and giv~ the author~·rea.der relationship, the 

poetic st~tement has to be valid f'ro:lll' the standpoint of the reader. If this
• 

demand for validity of poetic sto.t~ment is not met the result if; extremely'
• ' <,' 

her;m.eti~ poetry. The eonteut of one mind, revealed dir~ctly to ,aIJ,Othe,r with­

out,th~ int'ermedi'al'Y 'rationeJ.i~ation provided by syUtacticaJ., S:truct.ure. ,la~ks 
the points o~f reference obvioue to t~e ,0,r1.ginator of the attempted commun'i~ , 

cation. Th~ pOetic the:llle is.then lost in a welter 'of caotic ,images that . . . 

cOIlIDIUq.i~ate nothing roore than an amorphous psychic event of unknown signifi­

cance. ~d as 'Fern.-gnde2. Moreno has pointed out •.tlel surrealisD) t:ieIlde a 
',' , I 

ser poes!a sin tema. 0."' 'mejor dicho. ,:poes!a C<;'n 'Un solo tema ,IDasivo, globaJ., 
, . , . .. . ' 

conf'uso, incesante: 'el' acaece~ ps!quicQ" (p~ 129).- Witb:1;his in mind it. ' , . . 

becomes clear thai DO specifio ,the:lll~ can. be isol~teci iutd shown tQ develop 

through Sampedro I s work; rather, the reader is purposely sUbject'ed 'to a 
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con:tinual stream· of diSCOIUlected images that never reach the level of meta­

phor. The ~et does speak of the necessity for the 1l1iquids.ci6n de Ie. met§.­

foral! (po 1'1) after which nothing is to re!llB.in, except of couxse that which 

has been salvaged from the ruin of traditional poetics (ny the eurious cat) 

and in ~fhich each image is its own isolated theme. 

By his statement that images upwelling from the subconscious form a 

poetic category Sampedro raises a provocative question; that being, in just 

what manner is the outflow of the subconscious mind poetic? !n narrative 

fiction the utilization of the Freudian unconsicous serves a clear purpose: 

the eonstructioD and elabora.tion of character as well as an explanation of 

patterns 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 answer may tend to lead one down any ODe of several 

labrinthine blind alleys and to proclaim 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 i s liars poetica,lI 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~n the poetic process itself? then assumes primacy. Once the art 

rrocess itself is concentra.ted upon. Sampedro's poetry falls 'into a clearer 

pattern than is immediately evident when trying to divine the "meaning" of 

any given poem. ,The Foet does stress process when he states that "la reve­

laci6n del inconsciente freudiano se llama. tambien poema. Su eatru:ctura 

depende de 10 ca.sual~ de 10 necesario"(p. 16). That is, stress is placed 

upon process and structure rather than upon any given static theme as being 

the goal or IIraison d'@tre" of the artistic statement. In the end, it is 

a.rt speaking to and about itself. 

To speak of process and structure in verbal' art' is to emphasize rela-· 

t,ionships that appear principally in the form of syntax. But 'syntax is an 

exterior pattern placed upon thought as it is formulated in enun'ciated :form. 

The mind however does not necessarily function along a lineal, syntactical 
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and structured pattern···like manner: were that SO~ we would eJ.l be mB.ster· 

novelists and the con'cept of the struggle toward expression vould have no 

meaning. On the contrary-., the mind genel"ates thought holistically. The 1X)et 

views his enterprise BS an attempt to capture and exteriorize this pristine 

holistic quality of' thought and imagery BS it is first f'ormed at the conscious 

level and·before the,attempt is made to exteriorize it in a rational manner by 

mefmB ofsynt~tical·lineal.ity. In the poem " quimfano" Sampedro states: 

en el f'ondo q.e ti I.e. muerte no tiene 6itio 
por eso niego Ie., sintaxis absolute. donde Ie. palabra 
E'B c1'imu.1.o 
del signa:' 

That is, syntax signals the' death of poetic per.cept{ozi'.. the solidif'ication of 

fl.eeting thought or.J.ma.ge into II fixed and untimately f'osBilized f'orm: Wbrds 

as fossils of' thought. The sudden B.ppe~ance of', a syntactical.1y constrUcted 

statement within the body of the poem serves as a me.jor poetic Btatement of 

p1J.l"lX>se. The poet explicitly states that ,he seeJts the e1iJDination of syntax 

in order to divine the poetic content hidden therein. Furthel'llPre, a quirtS;.­

~ is a surgical operating room with, a surrounding spectator gallery, so 

that what iB being operated upon and being broken down into itB constituent 

. parts is langu8.ge itself and particularly poetic' leDgtiBge. Once this is 

done what is left is a conglO1ii~rat.e, of images not yet formed into a metaphor-·, 

ieaJ. :construct. The poet ~ once he performs his "quirofanic" operation 

upon language Bt,ructure is left with what at ..first glance appears to be an 

anbrphous Jumble of isolated wrds. and images. But not ree.lly, for the 

{inished poem :representB one frame of time---one moment frozen·--of the dynamic. . 
innux of data f'rom all sensory input channels, from the subconscious as well 

a.s from exterior reality". before the mind or the neocortex has the opportunity 

to categorize the flood of data. ,and assign each, item a ranking of importance 

or value within a 'syntactical: 'structure. The reader is faced with what 

could be cal.l,ed verbal cubism; ·that is. Sampedro present's an.:at ,once eJ.l 

facets of a given 100ment of thought without the mediating proCeBs of the 

neoc-ortex, or of the Buperego I if you wiJ.~. 

Of course Sampedro I s poems are not merely the poet f s annotation of 
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.~es and symbols as they flow out of the unconscious on the one hand and 

into the sensory channels ~ there to mix with images inflowing from exterior 

reality on the other. The result of such a purelY umnedio.ted process would 

not necessarily be artistic and would be akin to putting down on paper the 

product of a state of dream··like revery. Rather~ as Albert Rothenberg has 

stated in his study of the creative process, lithe creator consciously uses 

the mechanisma and processes characteristic of dream thought and dreruning 

for the purpose of abstracting) conceptualizing. and concretizing as well 
4 

as reversing the effects of unconscious censorship,II The problem of how 

to circumvent the cen~oring mechanism of the rational mind) of the neocortex 

or the superego is a serious one to which Sampedro hos devoted serious dis'~ 

CUSSion in IIragtime li as well as ill'tl6trated in several poems. In "apre_ 

hensi6n" this problen is clearly drawn: 

represivo caiman
 
irse de ti muy temprano 0
 

meterse dentro de un azogue duro irle de m!
 
puedes o!rme
 

af'uera \m ritoo de botas de soldado
 
una baYoneta se clava
 

en la puerla y cede
 
entran a nuestra caga te despiertas
 

rompen tu 5uefio desbaratan el poema 

A repressed~ threatening image} the "represivo cai." f'rom the R-complex 

of the brain. the site of non-rational, instinctive behavior, addresses the 

--::onscious mind "puedes o!rme." The problem immediately faced by the poet is 

that of' how to bandle the image: to reject it out of hand "irse de ti muy 

temprano ll or to attempt to SUbject and control the image by moulding it into 

a traditional poetic form "dentro de ill1 azogue duro." But before the poet 

can act~ the apprehension caused by the forbidden image provokes the censur~· 

iug mechanism to act manifesting itself' in the form of soldiers with fixed 

u6yoncts wbo invade the poetic process "nuestra casali in search of what is 

prohibited and in the process ruin the nascent poem. 

':i'he process of censorehip can be seen equally well in the poem 

"jose revueltas: apando" in which an entire series of images of pure 
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mammelian sexuality depicted in near pornographic detail is 1..lJ:'W'eUing :from 

the UIlconseious. The poet ~ ca~t up in the nov. hi" suddenly shot down by 

the censuring mechanism in the form of a. cowboy hero: 

mona te quiere el mono en tu cenda
 
dorm!tQ. raquel wel:'eh .
 

pornograffa sun
 
mariguana para meterla en tu vagina
 

mono pe1udo te desea 18 moDa rasur9.da.
 
fornico ,8 trote de caballo inesperado
 
entra john vayne
 

y me asesina 

Of course the erotic imagery that appears bere and, sporadically throughout 

several other poems is not gratuitous •. ,Such imagery~ after all, r~presents 

an uncontrolled upwelling from the subconsc{ous" often at the most inopportune: 

moment. Sampedro in uragtime" devott=B an extensive discussion as ,·to the 

meaning of' such "imagery beginning with St., Au.guetin'e's que-~tioning-the origin 

of such erotic images: 

agusi!n no comprend!a de qu~ sttio pod!an 6alir tina serie 
de imSgenea eroticas que 1e propiCiabe.b un tormento !ie, 
concien.cia y arrepEmtimiento inuBitado.ll,' una deBventura 
m!stica proxima a su f'racaso. durante 1e. vigilia no era­
dif!cil,para agust!n contener e in~iuBb o1vidar toda 
imagen de eae t1po~ pero al dormir volv!a.n, a presentarse. 
.. (p. 12) 

It may be that there iB nothing :tJJYlter.ioul. regarding .the origin and meaning 

of such perturbing imagery, and tO,delve into the nature of good and evil ,in 

the human soul. maY be an unnecessary.philoBoph,ical activity.' For itme.y 

very well be that such spontaneous ero'tiic imagery represents nothing more 

than sporadic and random discharges of the mammelian limbic brain seeking 

homeostatic readjustment. 

Thus Sampedro is working with the raw source material of verbal creativ~· 

ity directly. The complexity of this process can be illustrated by the poem· 

"hora cero" which is a statement conc.erning the ~truggle toward the expression 

of aesth~ic categories. The first ten lines are as foJlovs: 
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&nfora de niebla bufido
 
ideamos un puente cruza agunfuerte
 
permanente melancol!a orangut€n inutil tinaja
 

de astros 
dcnde respira un p~jaro tonto 
contra.a.bajo rinde cercado en a dispositivo cr!tico 

de zona
 
desesperanza re5~uarda
 

excelente maniobra digo mientras beatles
 
un duraz,no soga de cargador entiende
 

The poem begins with the sudden appearance of a classic image of perfect form 

that just as quickly evarorates? calling forth e. physical reaction of disgust 

on the part of the poet. Immediately the poet deliberately proposes the 

image of a bridge over vater to lead into the world of artistic form symbol­

ized by the image a painting or etching: i1ideamos un puente cruza e.gua­

f'uerte." Again the poet experiences failure in his attempt to veld into an 

aesthetic unit the two dispara.te zo~es or categories: humnn nature--the 

earthiness of the "tinaja" and the spiritual or ethereal qualities of the 

"astros. lI While the earthiness knows itself, is self-aware "permanente 

melanco11a or8J'lgutlln" the ethereal is oblivious to selfhood "donde respira 

un p~jaro tonto." From the artistic world oi' sculpture and of painting, 

both of which rartake of earthy materials end so fail J the author goes into 

and experiences the artistic world of pure so~~d) seeing this as a last 

ditch attempt at rescuing the aesthetic category. But while the artist is 

congratulating hj,maelf for his success" the purl': round sound of the counter·· 

bass degenerates into the image of an earthy element "un durazno" under 

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

the corruptibUity of the human condition " soga de cargador,lI and vith this 

the poet reaches a stage of understandinG of the art process. With this 

understanding the battle lines are draw lIlOre clearly? and the poem 

struggles through some 45 more lines of point and counterpoint. 

Of course what is important in the poem is the process or develop­

ment. By his elimination of syntactical structure, of commas, capital ­

ization, of grammatical sequentiality the poet is attempting to communicate 

the holistic, global quality of the images as they appear of a once on the 
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surface of perception. 

Natura.l.ly there is e. name ror this process of creative t::p.ought. ,The 

resultant images in Sampedro I S p'etry illustrate wha.t Albert Rotbenberg has 

characterized as the prime ingredients of' the creative process. The f'irst is 

what Rothenberg bas called Janusian thinking; that is, "actively conceiving 

of two or IrOre opposite or antithetical ideas , images, or concepts simul­

taneously" in an attempt to transcend sequentiality.5 The second major cate­

gory is bomospa.tis.l. tbinking; that is, the "conceiving of' two or more discrete 
6

entities occupying the same space" in en attempt to transcend diff'erentfation. 

1.n summation, Sampedro in bis poetry is dee.1ing with the rupture of syn­

tax and metaphor, with an nttempt to captllFe the now., or better yet~ the 

simultaneity of' imagery as it vells up from the sUbconscious mind and be1'ore 

the tbinking"and reasoning mind, the neo-cortex. warps it into the regimented 

and lineal form 01' enunciated expression. The non-lineality of SilmpeM'c' B 

vork represents an attempt to break the lineality 01' thought as exposed in 

written :form. But tbe stream-of-consciousness technique and the strictures 

imposed by the written presentation of thought processes nevertheless situate 

the images that now from the subconscious into a lineal form. Tbe problem 

tben. is how to capture the non-lineal aspect 01' the presentation of images 

as they spring forth. :for they do not flow- one after tbe otber so much as 

appear on the surface o:f the conscious mind all o:f a once. The poet" in an 

attempt to calJture this experience, breaks the syntactical patterns, eliminates 

signs of punctuation, liquidates the tendency toward metaphorization. and 

intersperses one disconnected .!mage vithin anotber wben the tendency toward 
, 

me'tapborization sbows signs of attemptine; to develop. The technique used by 

the poet to accomplish this illustrates Janueian and hOIOOspatial thinkine; at 

its IlCIst pure. 

We are :faced with nothing less than the artists continual struggle \lith 

form, and it seems that the contemporary poet has concluded that once the 

poetic imagery is fixed into :form it loses a greater part of that quality that 

makes it poetry--ths,t which is innefable slips through the net of form. o:f 

syntax and sequentiality o:f thought. 



132 

NOTES
 

IJose Jesus Sampedro. Un (~lo) saJ.to ~ gato pinto. (M~xico: 
Editorial Joaqmn M:lrtiz, S.A. ~ 191bT. 

2Cesar FernMdez M:lreno. Introducci6n a la poes!a (Mexico: Fondo de 
Cultura EconlSmicQ., 1962). p. 74. .- - -- ­

30abriel Zaid. LQ ¢quina de cantar (Mexico: Si~o XXI Editores. 1970). 
p.	 29 

4Albert Rothenberg. The Emergin.A Godess: The Creati5~ Process in Art, 
Science and Other fields (Chicago: University of Chicago Press. 1979~~1. 

5Rothenbers, p. 55. 

6 . 6Rothenberg, P' 9. 



133 

BORGES y EL CRIOLLISMO
 

Abd~n Sanehez
 

University oí Cincinnati
 

El presente tema ha sido objeto de discusi6n y sigue siGndolo por porte 

de 1.os críticos. Los que lo ata.can se basan en que Borges- hace una literatura 

de escape, irreal, y en que BUB relatos son deshumanizados, para una. elite 

intelectual. Por otra parte. otros 1.0 defienden por ser un eBcrí tor que 

traeeíende lo particular al llSar, temas de talla universaJ., vUidoB para todo 

ser hWIÍBi10 en cualquier tiempo y espa~io. Dado su enonne culturtJ y su interés 

por le. filoeof!a, 1e. teología" las len~s. la historia. la literatura., le 

consideran,-uno de los ,OOI:!, ,gr~des genios de la literatura escrita en espafíol. 

Borgee ha ejercido 'enorme. influencie. en los autores de le."ntieva narrativa . 

hispanoamericana", 

Es mi propósito en la pre~ente conf'erencia exponer ese mundo argentino, , 

que aphrece 'en la obra literaria de Borges, a trav~B de su poesía, sus ensayos, 

BUS cuentos y-n traves,de su viaa. 

Borges nace en Buenos ~res_. el 24 de agosto de- '1699, de familia de clase 
, 

alta, de descendencia portuguesa, espaílola e inglesa. Sus dOs abuelos fueron, 

milit.ar'es': que lucharon en JUJ?{n por la independencia de Al"e;entina¡ su abuela 

era inlilesa y la n:adrastra educaba al n:Úio BorgeB in ingl~s hasta los nueve 

aiios de edaa, cUl;l.ndo comenz6a ir al colegio. El 'padre era. aoogado y escritor 

tambi~n y' tenía UDa granbibliot.eca donde Borges, de salud aelicada, pref'iere, 

p&sarse el tieD,po leyendo. 

Ya desde joven, la cultura anglosajona le llama la atenci6n, mientras 

que lo argentino le recuerda el valor y el coraje de sus antepasados o el 

lado más primitivo de la vida. Estos ~er~ los dos grandes temas de todas sus 

obras: As! en el Hacedor nos dice: npas~ de 'l~e' mitolOgÍas del arrc.bal. I;l. 

los juegos con ·el tiempo y con el infinito. ,,1 Estos son BUS dos grandes 

temas que se mezclan de unamenera u otra en toda su obra. 

En 1914 est' de vaeaciones con su f'amilia en G€nova y estalla la Primera 

Guerra r-tundial y se ven obligados a permanecer allí. donde terminar!J: su 
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bachillerato. lee a Kipling, Dickens, Wilde, Pae> James, y 'l'\min. TambiEn 

lee Facundo de Domjngo Faustino Sarncianto y las Dovelas del escritor popular 

argentino sobre el gaucho Eduardo Gutii?rrez. Tambi~n lee a los i"ranceses 

Victor Rugo, Flaubert. Daudet, Verlaine~ Rimbaud, Mallarm~, ya los ing)..cses 

Thomas Carlyle, Tbomas de Quince;y'". G.K. Chesterton y a los alemanes, 

Shopcnhauer, Nietzcbe 9 Reine y a los poetas expresionistas. Finalmente, va 

ti Espaíia y se pone en conta.cto con el movimiento ultra.!'sta, movimiento que 

raaccionB contra la belleza y la conciencia artística modernista, apoyándose 

en la palabra o mejor en la met§.f'ora, usando versos libres, y temas contem­

porfuleos, no conectan las :frases; la meUi.fora por la metltrora les lleva a 

veces a la incoherencia. 

Después de siete a.los vuelve a Buenos Aires en 1921. y casi no conoce 

su ciudad por los cambios sufridos. Se convierte en el líder ultra!stra. pero 

se diferencia de sus colegas en que no abusa de la met~f'ora, y en que le 

atrae el pasado de Arsentins, siente nostalgia por el pasado y a su vez le 

preocupan los prol'l1emas metafísicos. 

Durante 1921 hasta 1933, Dorges escribe en perí6dicos, publica tres 

colecciones de poesías y ensayos. ayuda a i'undar revistas y participa en 

otras como Prisma, Martín Fierro y Sur. Sobre Buenos Aires dir~: IICalle . . ­
grande y suf'rida, sos el único verso de que sabe mi vida. ,,2 Esta poesía 

de los años veinte se centra en las gentes, las calles y lugares de Argen­

tina. Así en Evaristo Carriego (1930}o poeta menor argentino, Borges queda 

fascinado por la vieja ciudad y sus habitantes, especialmente el "compadrito" 

que toca la guitarra y canta versos imprevistos y se mezcla f!cilmente en 

la pelea a cuchillo. Al mismo tiempo, se preocupe. por el idealism filo·· 

86fico, por la filooof'!a griega y por sus ideas literarias para escribir, ve 

la posibilidad de lo mágico como ingrediente de SUB escritos • 

.Martín Fierro ea la revista en la que Borges participa active.mente. en 

torno a ese ideal y prototipo del argentino. En el ensayo Discusi5n 

(1932). Borges habla de los or!genes de la poesía gauchesca, pero Borges 

distingue claramente entre la realidad hist5rica del gaucho y la literatura 
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escrita sobre el gaucho. Genera1.mente~ dice, ..e1 gaucho no sabía e8cribir~ 

esta literatura gauchesca fue escrita por hombres de cultura que se compene­

traron en ma¡yor o menor grado con el gauchaje. Borges parte de la hip6tesis 

de que toda literature. es convencional y desde este punto de vista analiza la 

poeera gauchesca. 

El. iniciador de la poesía gauchesca, el Addn, es Bartolom' Hidalgo ~ 

montevideano. Hidalgo escribi6 Diálogo .~~ e1_ capataz_ Jaeinto Chano "l.. el 

saucbo Ram5n Contreras. Hidalgo descubre la entonaci6n .del gaucho,
."

el habla,_._- '. 

lo cual 'significa saber quien es; es ~escubrir UDa V?z. y 1m dest,ino I díc;e. 

BOrges:'" 

Hacia'1841 rompe a cantar en M:Jntevideo el cordob~s Hilario Ascasubi. 

precursol" "borroso de HernM-dez y precursor directo de EB~BDisla? del ,Campo. 

ASCaB~bi" 'se propone describir direét'~nte los lugares JlO~.10~ que atra~esa 
el gaucho y las diferentes situaciones. ~ro hay el arraetre del, destino en 

sus' iíne'as que hay en el Mart!n Fierro. hay esa despreocupada y dura inocencia 

de 'los hÓmbr<!B de acci6n. hut!:Bped.es 'de 'la aventura, agJ;"Upados bajo un caudillo 

que no les cohorta su' libertad y su ve.l~ntía. cuyo de:stino 'era la guitarra 

insolente del compadrito y los fogones de la trop~. 

El Fausto i\le escrito por Estanislao del Campo) que peletS con los 

unitarios,' JWlto a uno de los abuelos, de Bo,rges. Ha sido criticado el Fausto 

de ignorancia y falsedad y porque no hay una queja real de,l~ condicitSn del 

gaucho abusado por' los jueces. Se dice que no pertenec,e ,a la realidad 

argentina, pero ésto a BorBes no le importa, p\.les un v.erso siempre es' un verBO. 

Repite fu"ig~s' que todo arte es convencional~ ,o.sí como la. ,payad,a. biogr~fica de 

Martín Fierro. SegÚn Borges, 10 que más le atrae de el Fausto es la clara, 

amistad que trasluce el di~10go. El. Fausto no pertenece a la realidad argen­
~-- . 

tina, pertenece, como el tongo, conn el Ú·uco. COm) Irigoyen. a la mitolog!a, 

argentina. 

Don Antonio Lussich publictS Los Tres Ge.uchos Orientales en Buenos Aires 

en 1872.'" Este libro es uno. anticipacitSn evidente del Martín Fierro de Jost!: 

Hern§ndez que leyó la obra poco antes. ElSta obra profetiza. de manera 
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espor~dica los rasgos diferenciales del Martín Fierro. 

Finalmente, Jos~ Hern§ndez. federalista rreote a los unitarios, escribe 

Martín Fierro. Leopoldo Lugones Y' Ricardo Rojas revalorizan el poema. y 10 

convirtieron en materia de inter~s académico. Lugones en el Payadar, 1916, 

lo eleva a la -categoría de epopeya, al modo de las epopeyas clásicas. 

Ezequiel Martínez Estrada en MUerte y transfigurBci6n de ~mrtín Fierro~ 

1948, hace un análisis desde tUl punto de vista psico16gico del autor y de 

la realidad argentina, a trav€s del texto mismo del poema.. Frente a estas 

y todas las desgracias de que es víctima esa clase desheredada de Argentina. 

Borees en l~rn Fierro, 1953, ha reconocido aspectos inadvertidos del poema, 

pero lo ha incluído sorprendentemente, dentro del genero novelesco. ª­
Martín Fierro es para Borges una novela en verso, pues la verdadera 6tica 

criollo. está en el relato. El poema. estli. narrado en forma autobiográfica en 

primera persona. Hern1índez intenta contar la historia de Hartín Fierro de 

forma instintiva y premeditada, cuyo tema sería. según Barges) la narraci6n 

del paisano~ o el contar. 

Posteriormente, con Lugones y Güire1des J lo. poesía eauchesco. tiende 

r.l8.cia la novela y se hace costumbrista. El gaucho es canta.do como pe6n del 

cwnpo. pues aumenta la inmigral!H6n y Ge cercan los campos. El gaucho se 

convertirá en Ilme.trero" cama don SeGundo 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~ can el coraje cooo norma y con un 

s~ntimiento dc la hombría mal entendida~ que le lleva B adoptar una actitud 

machista. 

Según Borges en "El escritor argentino y la tradici6n ll 
, de la. eoleeeión 

de ensa.yos llamada Discusi6n (1932), DO cree que el Martín Fierro sea la 

b!b1ia o el libro ca.n6nigo de Argentina :frente a LugoneEJ. La idea de que In 

pacsra argentina debe abundar en rasgos diferenciales argentinos y en color 

lOcal le parece una equiwcaci6n. Lo verdader8JJlente natiw puede y de hecho 

suele prescindir del color locol. SegÚn BorSes, la tradici6n argentina es 

toda la cultura occidental y el patrimonio de todo escritor argentino debe ser 
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el universo, ensayar todos los temas, y no concretarse B510 a lo argentino. 

Por otra parte, en "Nuestro pobre individualismo", incluido en Otras

Inquisiciones (1937-1952), ~rges define los rasgos eeeneiales del argentino: 

"El B4gentino. a diferencio. de los americanos d'el Norte y de casi todos los 

europeos, no se ideotifica con el Eota.do. '!'al vez debido a que en este pata 

los gobiernos suelen ser p~Bimo6 () debido B; que el Estado es una abstracci6n. 

algo impersonal. y el argentino 6610 concibe UDo. relaei6n personal. Por eso, 

robar dineros públicos, no ,es un crimen. Lo cierto ea que el argentino es un 

individuo no un ciudadano. El ,mundo para el 'europeo es :un eosms, pero para 

el argentino. el mundo es ~ (Jacs. El argentino 'siente que el universo es a6lo 

una ~nifeBtaci6n del azar; la filoBo.:M:a no le interesa·, la ~tica tampoco.' Lo 

social se reduce para ~ a un conflicto de individuos 'o:de elases o de naciories~ 

en el que todo es lícito. salvo ser escarnecido o vencido. El. h¡:;roe popular 

es el hombre 15610 que pelea con la partida. ya en acto, (Fierro, Moreira. 

Hormiga Uegra),. ya en p:¡tencia o en el pasado COIlXl c)on Segund.l? Sombra. ,a 
Coirio bi:?n sabemos el mundo visto cozoo un caos y COIOO laberinto representa 

la cOSIllOvisil'in de la fic;=cilSn ep. Borges, por lo cual l' , ¡:;steal describir lite­

ratura f'ant~stica, da expresílSn a lo argentino ¡xir antonomasia. "Profunda-' 

mente lo confirma una noche de la literatura argentina: ,esa desespernda noche 

en la que un sargento de policía rural grit6 que no iba a cons~ntir el delito 

de que se matara a UD valiente y se puso a pelear contra sus soldados, junto 

al de~értor'Martín Fierro. ,,4 ',se refiere Bornes a su' cuento "Biografía de Tadeo 

Isidoro Cruz" incluído en El Aleph. Borges así da expreei6n a lo argentino 

desde un plano gen~rico que puede ser OOS intenso que lo concreto. 

En El. hombre de la esquina ross,da (1933), Borges da. forma. literaria a la' 

ciega religi6n del cuchillero: el coraje. El. comptldrito' hace del coraje su 

religi6ñ'y su;l~y. con sus mitologías. sus mártires 'y'su historia. Su credo 
" , , 

es estar listo para matar y para morir. Por' otra' parte, el cuchillo que para 

nosotros nos parece abominable, es para ~l. la m&xima expresi5n del valor y 

de la justicia. 

SeglÍn Ezequiel Mart!nez Estrada en Radior;raf!a de la pampa, nos dice: "El 

hombre de la pampa sinti5 en carne viva el rigor de la ley antes de comprender­
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la. Fnra su alma dilatada y sin forma" todo lo que ai6r:lifieaba traba, persc­

cuci5r. prohibici6n, despojo inapelable, representaba la ley. Consideró a la 

ley como un nuevo mundo de dificultades escritas que se oponía a su vo.1.untad 

de triunfar y a su instinto de conservaci6n. Se defcndi5 con el cuchillo y 

la soledad, campo afUera.. ,,5 

La ley del cuchillo siempre fue 006 fuerte que la ley el3crita. Por lo 

cual) 108 autores argentinos vienen a caer En la cuenta de que el caos o la 

barbarie de que hablaba Sarmiento es la realidad profunda de Argentina, freate 

a la civilización o educaci6n. De este modo, los autores argentinos buscan la 

identidad del argentino por el camino del euchUlo, cifra de la realidad 

argentina. 

2n el Hucedor (1961) Borges habla del cuchillo o pufla.1 y de su fuerza 

~ica, bello y cargado de poder que le lleva al desafÍo ~ al torpe combate 

COn la hoja sangrienta. Según Freud. el cuchillo es 1m símbolo fálico. -propio 

del hombre y está !ntimnmente relacionado con su nasculinidad y su af~ de 

dominio sobre otros o sobre la hembra. Por otra parte, el cuchillo es un arme. 

secreta, está relacionada con el Bacrific~o y la venganza, con la defensa 

repentina. con la persona que lo lleva; ,también estf¡ relacionado con la ser· 

piente~ símbolo de vida y de muerte y psico16gicamente representa la6 rllerzas 

del instinto del ser humano en contraposición a la espada que representaría 

el eapíritu o la ley. 

Toda la historia de Argentina se reduce a un pobre duelo a cuchillo, en 

la que SUB componentes: el cuchillero y el cuchillo. son partes integrantes 

de una realidad inescapable. De este modo, el cuento titulado "El. finl! es la 

historia a cuchillo entre Martín Fierro y un negro que espera saldar la muerte 

de su hermano desde hace siete 8Íjos. 

Por otra parte. para el argentino que admira la valentía, la misión del 

tango es darles a los argentinos la certidumbre de haber aido valientes, de 

haber cUlIlplido con las exigencias del vlllor y del honor. El. tango le recuerda 

al. are;entino su pasado ap6crifo, a. la vez estoico y orgiástico en el que ha. 

desafiado y peleado, para caer al fin silencioso, en un oscuro duelo a 



139 

cuchillo. As!, uno de sus mejores cuentos, IlEi Sur",' es un viaje a ese pasado 

ap6crifo por parte del protagonista. JUBD Dahlma.n que viaja a BU estancia en el 

sur para reponerse de una septicemia o envenenamiento de sangre. Inesperada­
" ', 

mente, Dahlman se ve envuelto en un incidente en el almac{;n, cuando unos com­

padritos le tiran una bolas de pan. Una vez arriesgado su honor, DablIC8J1 se 

ve forzado a enf'rentarse al provocador. Por otra parte, un gaucho sentado en 

el suelo, COlOO fuera del tiempo, ,le tira una daga para que pueda defenderse. 

El no puede volverse atr~St se siente empujado por el destino y tiene que 

pelear. FJ.. arma. Justifica que lo maten pero -~l salvarli su honor. 

En este cuento vemos dOB tipOS opuestos de la sociedad arsentina, pero 

ambos sucumben por la ley de la sangre que es m&s fuerte que ellos i por una 

parte, estli. el compadrito ejecutor de esa. ley, y por otra, Dah1man que sucumbe 

se6Ún las leyes de ese linaje del sur, defendiendo su honor que 10 justifica. 

Se he .dicho que Dablman es una imagen velada de Borges, que atrapado entre la 

dualidad de la cultura anglosajona. y el 'pasado argentino o el lado m&s' primi-, 

tivo de la vida, se decide por este mamo, por el linaje y el pasado argen·-. 

tino. Por 10 cual, Dablman es una víctima de ese mito fatal: la pe1ea que 

mueve la historia de los argentinos. 

El. argentino no puede elegir su destino, el- destino se le impone y le 

revela lIDa realidad terrible a la que pertenece fatalmente Y de la que no puede 

escapar. El destino es la ley ciega. de la historia de Argentina. 'En IIBio_ 

grafía de Tadeo Isidoro Cl"UZ II ~ nos dice e1 autor que al gaucho le forman la 

llanura y la selvn y en cualquier parte~ pues sú destino va. con ellos por todas 

partes, no pueden escapar de~. Tadeo ha me.tadó a uno que se burlaba de el 

y escapa. Antes de entregarse decide pelear y es herido. Después lucha a 

favor de1 ej~rcito, se amanceba, tiene un bija, recibe una fracci6n de1 campo
. , 

y es nombrado sarsento de la Ixüic1'a rUral. Hasta que una noche comprendi6 su 

destino, comprendi6 quilm ere.. Al ir a apresar a un malevo se ye a sí miStlP. 

Tadeo Isidoro Cruz tenía la impresi6n de háber vivido ya ese memento. Cruz 

comprendi6: IlUn destino no es mejor -que otro, pero todo hombre debe ata.ear el 

que lleva dentro. Comprendi~ su íntimo destino de lobo, no de perro gregario, 
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eomprendi6' que el otro era él. Cruz no iba a consentir de que se matara a 

un valiente y se puso a pelear contra los soldados; junto al desertor Martín 

Fierro. 6 

En el. cuento fiEl muerto 11 Benjamín OtUoro., un hombre del suburbio de 

Buenos Aires, un triste compadrito con la virtud d(ü coraJe, mcet6n de 

frente mezquina, de sinceros ojos claros, de recidumbre vasca. a quien una 

lm(laJ,ada f'eliz le ha revelado que es un hombre valiente, y a quien no l.e 

inquieta 1.a muerte de su contrario, ni 1.a inmediate necesidad de huir de 

la República, busca al líder contrabandista Azevedo Bandeira. Se une al 

grupo de Azevedo, atraído por el peligro, sin saber de que lado está 1.a 

ra=6n y comienza una vide. distinta para él; vida nueva, pero que ya está 

en su sangre. otálorn., movido por la ambici6n y por una oscura felicidad 

se propone ascender a jef'e contrabandista. El quiere valer MS que todos los 

orientaJ.es juntos. Poco a poco llega o. suplantar al líder. le toma la mujer, 

el apero y el colorado y es el jef'e por una noche, pues esa misma noche 

Bo.l'ldeira y dos hombres lo sorprendeD y entonces, "Otálora comprende, antes 

de morir, que desde el principio lo han traicionado, que ha sido condenado 

a muerte. que le han permitido el amor. el mnndo y el triunf'o porque ya lo 

daban por muerto;, porque para Bandeira ya estaba muerto. liT 

Finalmente, en el. cuento liLa intrusa ll Borges dramatiza otra faceta del 

compadrito, lIel culto e.l machisro" en su relación con el amor·y la amistad. 

La acci6n transcurre en las afueras de Buenos Aires al final del siglo XIX. 

Los hermanos Nilsen: Cristian y Eduardo son temidos por todo el barrio, 

siempre andan juntos en peleas y comprometerse con uno es hacerlo con el otro. 

Una vez Cristian trajo a vivir con el".a Juliana Burgos y pronto la 

comparten los dos. Pero esta situaci6n no dura mucho, pues ambos estW:J. 

enamorados de ella y tienen celos el uno del otro. Deciden devolverla al 

prost1bulo pero van a verla a escondidas y deeiden llev~rsela otra vez a su 

casa. Una tarde, Eduardo encuentra.' aCristian haciendo los eaballos y pre­

po.rlíndolos para ir hacia el sur, salen y Eduardo descubre que su hermano ha 

matado a Juliana y la llevan o. enterrar. Cristian la mat6 para que no les 
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creara IMS problemas. Y termina el cuento: "Se abrazaren, casi llorando. 

Ahora los ataba otro vínculo: la mujer tristemente sacrificada y la obligaci6n 
8de> olvidarla. 11 

La actitud de los Nilsen está guiada por el c~digo machista, con la 

paradoja final de que es necesario matarla para pre8erv~ la amdstad. 

Borges justifica la realidad de SUB narraciones poéticamente o literaria­

mente, no socialmente, y cuando escribe no se refiere a610 El. su pasado indivi­

dual, sino al de todos los ~argentinos, a lo gen~rico. Por otra parte, el 

argentinisrW. de .Barges no reside en la idealizaci05n del cuchillero, sino en 

mostreu-nos la cruda verdad del destino argentino. Esui: de acuerdo Borges en 

que esta. ley ciega ea un hecho absurdo 'o una virtud inútil de· fUnestas con­

secuencias. De' este roda dir§. a su abuelo I '. el coronel Francisco B.orges~ 

Porque eso fue tu vida:
 
una cosa que arrastran las batallas.
 
El honor, la tristeza, la soledad
 
y el inúti.l coraje.9
 

En El informe de Brodie hay un cuento titulado, "Historia de Rosendo 

Juárez l
,', donde Borges of1'eCe una r~plica a la violencia del compadre. Este 

cuento' ea el reverso de Hombre de la esquina rosada donde el coraj e era la 

reliBion absoluta del compadre y la cobardÍa era el pecado más aborrecible. 

Ahora. veinticinco a:íos después, Borr.;es explica por/Q,1~ Rosendo se niega a. 

pelear, no por cobard!a. sino :¡x>rque las rii1as 'ahor.a)..e dan asco a Rosendo 

y ha. comprendido que el ,coraje del compadre es un acto ciego que rebaja a 

sus paisanos a la categoría de animales que se destrozan entre sí. 

El argentinismo de Borges reside en haber enfrentado esa reaJ.idad en 

haberla presentado sin adornos localistas y sin genuflexiones nacionalistas. 
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