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PREFACE
 

All of the works presented in this volume were read at the XIV 
Cincinnati Conference on Romance Languages and Literatures. In a 
certain way, therefore, these 24 articles represent the 290 papers 
defended during tbe mentioned event. Each one of tbem has a 
unique purpose and merit, and as a whole they serve 10 feflect the 
wide range of topics coveted in our conference. 

Since the risks of misinterpretation are implicit in every metonymy, 
the objective sought by the process of selection was to produce a 
balanced and synthesized image of last year's conference. This 
meant that the diversity that traditionally dermes our annual meeting 
would sometimes decide tbe exclusion of works otherwise worthy 
and excellent. With such a large span of topics to cover, only a few 
articles could represent eacb area. This has been, with no doubt, 
tbe most painful part of the editors' job. Although tbe Cincinnati 
Romance Review has been growing in siz-e for the last couple of 
years, tbe task of self-limitation is still our most difficull. 

We would li1:e to express our appreciation and grati[Ude to Prof. 
Jean-Cbarles Seigneurel--our Executive Editor--and to aU the 
members of the Editorial Board for their generous coUaboration. 
Special thanks must be made to Donna R. Taylor, responsible for 
tbe formatting, layout and word processing of (bis issue. 

Luis Gabriel-Stheeman 
Heng Li 
Lydia Allen 
Nancy Applegate 



COMIC REBIRTH IN MACHIAVELLI'S
 
PRINCE AND CLlZIA
 

Bertina Loeffler 

Renaissance scholars widely acknowledge Niccolo Machiavelli's 
challenge to traditional notions of morality. Tltey likewise concur that 
Machiavelli informs both his political writings and his comedies with 
moralities distinct from those of his classical and medieval 
predecessors. In both genres, he does not aim at the affirmation of 
Christian virtue, but instead, virtU. Usually defmed as the strengtb of 
mind and the ability to meet challenges, virtu calls for a nexible 
reaction to the ever-changing forces ofJortuna that threaten to 
undermine the security of both the stale and subject. While 
acknowledging the intersections of -heroic· and ·civic· l'inu which 
inform Machiavelli's writings (Plamcnalz 218), scholarship has 
maintained the traditional distinction between lhe polilical and cornie 
genres within his 0PI/S. This paper will conlesL precisely the noLion of 
comic alleriLy in Machiavelli's writing. Specifically, I will argue th<:lt 
TIle Prince (1513), his most widely knovm political treatise, funclions 
as a comedy by means of its regenerative end. For the genre of 
comedy makes manifest the agenda of Machi<I\"CUi's political writings. 
Only as a comic hero m<:lY Machiavelli's prince fulfill the desired 
objeetive of uniting and redeeming the Italian peninsula from foreign 
domination. 

The final chapler of The Prince makes Machiavelli's reformative 
intentions especially clear. The chapter's title, -An Exhortation to 
Grasp Haly and Set her free from the Barbarians- (-Exhortation ad 
capescndam [(aliam in liberlatemque a barban's vindicandami-) already 
underscores Ihe need for Halian liberation from thc foreign forces on 
the peninsula.1 Throughout the chaplcr, hc implores his envisioncd 
·savior,· Lorenzo de' Medici, to adapt his political maxims and to 
-cure· a ·sickened· Haly by liberating her from -barbarian tyranny" 
ebarbaro dominio·) (Wo'*.'i' 1: 96). Likewise, his repeated use of the 
word ·redemption,- or -reden:ione-, and its cognates accentuates 
The Prince's optimistic conclusion. 

The salmtion of Haly and elevdtcd status of de' Medici projected by 
The Prince coincidc <:llmosl completely with the characteristics of the 
'Western comic tradition. For example, comic resolution in the form 
of ·wish-fulfillment- (Frye 167) traditionally materializes in the final 
act and resulLs in a -higher," new society lhat ·carries lhe promise of 
a new beginning in life· (Salingar 13). Renewal, the (etos and final 
cause of comedy, in turn produces lhe -inevitable- comic "happy 
end· (Frye 170). By imitating the literary prince, de' Medici fulfills 
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MachiaveUj's ·wish- for Italian unity and thereby transforms Italy 
from its -beaten, despoiled ... and devastated- condition to the 
dominant power on the peninsula (Works 1: 93). ]0 The Prince's 
concluding chapter, Machiavelli envisions a newly united and redeemed 
Italian society crystallizing around its founder, de' Medici. 

Ironically, the comic renewal projected by both his political comedy 
The Prince, and C/izia, the latter of Machiavelli's two domestic 
comedies (1525), necessitates death. In both cases, only the fall of one 
generation and the rise of ano(ner makes new birth possible. For 
example, the prince esLabiishc5 his new kingdom only after the 
-death- of once powerful and competing kingdoms, while Cleandro, 
the son of Nicomaco and Sartonia, assures familial regeneration 
tltrough his marriage [Q Clizia and replacing his allegorically 
-deceased- father as family patriarch. 

Unlike Clizia however, The Prince must be considered a -problem­
comedy, since the pmentially cruel and violent means of political death, 
requisite to ensure political regeneration, remain absent from the 
domestic comedy. An analysis of the nature and function of death in 
The Prince and Clizia reveals how violence distinguishes political from 
domestic succession. At the same lime, the distinction suggests an 
intersection of public and private space that problematizes the apparent 
division bet'M=en them. 

The transfer of power from father 10 son was the well-established 
means of domestic succession in Renais.sanee Florence. The strong 
patrilinearily of Florentine families assured a relatively uninterrupted 
and undisputed continuum of male authority. The allegorical -death" 
oC Nicomaco, for example, neither ruptures the .smooth continuation of 
the human experience, nor prematurely alters pos.se.s.sion of power. As 
the newl)"Mld son, Florentine-society expects Cleandro to replace his 
father as the head of the domestic hierarchy. As such, Nicomaco's 
-death- becomes an anticipated reality of human eltperience and 
represents an integral element of the human life cycle, not a violent 
interruption of it. 

Generational sUcce.'i.sion of political power, on the other hand, was 
neither uninterrupted noc undisputed. Machiavelli refutes its validity. 
In the political sphere, he argues, the position of the father guarantees 
nothing about the effectiveness of his successor. Generational 
succession, according to Machiavelli, usually resuJts in de-generation. 
As he explains in Chapter Two of the first Discourse, when a society 
-set up princes by inheritance and not by choice, the heirs quickly 
degenerated from their ancestors .... (Works 1: 197).2 Hi.storical 
examples confirm his distrust of hereditary succession. He writes in 
The Prince that Commodus, son of the great Roman emperor Marcus 
Aurelius, and Antonius, hereditary successor to the skilled Emperor 
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Severus, failed to rule as effectively as their fathers and quickly lost 
their empires due to their own ineptitude. 

Machiavelli insists that patrilinearity contributes nothing to the 
transfer of power in the political ~phere. lnstead, he repeatedly 
Ydlorizes innate ability and virtu as the only reliable source of securing 
pov.oer. He writes in The Prince, ~Those defenses alone are good, are 
certain, are durable, that depend on )nur~elf and yoUT ('I'M) abilities:" 
The most effective prince rc1ic~ not on his lineage, but on his own 
ability, or ~heroic- virtu, to create a position for himself by first 
deslroying established p~rs. The ~generalional rupLure~ (Schnapp 
663) necessary to ensure political rebirth and dependent on the prince's 
own skills, diametrically opposes the continuity of domestic patrilinear 
succession. 

However despite the constancy of domestic succession in sooeenth­
century Florence, the continuum of the priV"dle power-transfer was not 
exempt from potential ~rupture: The plot of Clizia for example, 
centers around the ~crisis of succes~jon· in which the satisfaction of 
Nicomaco's sexual desire for the young ward Clizia, and the conscquent 
~unnatural pairing of an cider man with a younger 'NOman [,J would 
lead to ... the. dissipation of patrimony· (Schnapp 674). By 
prilJritizing the fulfillment of his own scxual desire over his son's 
marriage to Clizia, Nicomaco threatens not only to compromise his 
patriarchal authority both in and outside the home, but also to disrupt 
the continuum of familial succession. Without a bride and subsequent 
oIT~pring, Cleandro cannot regenerate the family name. 

Unlike the opposing military forces which threaten political 
succession, aberrant sexual desire which threatens familial succession 
can be non-violently ·conquered.· By means of hcr civic virtu, 
Sofronia is able to cool Nicomaco's desire and cnsure patrilinearity. 
By humiliating him before the entire household and threatening 
publicly to disclose his ·dishonorable~ pursuits, Sofrorua coerces him 
into resuming his dUly as patriarch. This in turn secures the comic 
rebirth that precludes any potentially ~tragic· consequences of his 
fixation for the young girl. If Nicomaco complies with Sofronia's 
demands, she in turn promises the returned allegiance of all household 
members, which his single-minded sexual pursuits have alienated from 
him. ~We'll all return to you: she assurcs him (Works 2: R61).4 
Skillfully and non-violently she dissipates thc threallo generational 
succession resulting from the potential diuuption of -the continual 
flow from old to young· (Di Maria 209). She spoils Nicomaco's 
attempt to reclaim youth and vitality and thereby ~invcrt the familial 
hierarchy by playing the role of the male in a fertility rite naturally 
reserved· for youth (Raimondi 232). 

The comic rebirth inherent in political succe.~sion relics on violence 
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not only to destroy established power, but also 10 maintain newly 
acquired power. The -theatricality· of princely violence, Machiavelli 
argues, strengthens the allegiances of the new prince's subjects and 
military forces to him. Throughout his writings, Machiavelli maintains 
the importance of -appearances,· and the dichotomy between 
appearance and reality. Representation, and tbe ·politics of image­
become primary means of power for the prince. By staging spectacles 
of violence, the prince makes himself appear viciously brutal. In doing 
so, he inspires fear in his subjects that consequently ensures their 
allegiance to him. As a result, ·PCJ\\Ief becomes in part, if not entirely, 
an effect of the representational illusion of truth- about the prince 
(Kahn 199). Nevertheless, this illusion of pO\\'er ensures the obedience 
of both the populace and the militia to him. 

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

In the domestic sphere, the theatricality of -honor- replaces that 
of -violence- as the most effective means of strengthening the 
allegiances which ensure suecession. The social importance of the 
family's idealized public -appearance- provides enough incentive to 
contain potential discord and unite all household allegiances around the 
patriareh. The importance of public image derives directly from the 
particular social circumstances of Renaissance Florence. Already in the 
fifteenth century, Florentine males -frequently established [their) own 
independent household and possessed [their) ~ property privately"' 
(Goldthwaite 257). The independence from previous generations 
provided a unique opportunity for non-aristocratic citizens to 
-ennoble- themselves by means of capital gain and self-m ade 
reputation. Gradually, the -family- became a representational ideal 
rather than a reality of social life. By the sixteenth century, the 
fictionalized, aristocracized notion of -family"' became the -principal 
criterion- for social nobility in Florence (Goldthwaite 268). This 
concern for reputation, an extension of the -Renaissance cull of 
personal fame" (Martinez 142), became intrinsically valuable for the 
identity of the Florentine family and the continuity nol only of the 
family name, but also of the community at large. 

The danger of public humiliation for the middle-class family directly 
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informs Nieomaco's decision to cnd his pursuit of Clizia and acquiesce 
to Sofronia. Only the threat of -going public· with lhe -private­
convinces him to resume his rightful position and duty as family 
patriarch. Public disclosure of hi" lil:entiousne.~s and domestic 
-shamc: or Mvergogna, Mwould irrevocably damage not only his 
-appearancc- as a noble Florentine merchant, but also his family's 
public imagc, both of which would compromise their valued social 
status. For this reason, when Sofronia threatens pnblic exposure he 
immediately ceases his sexual pursuits and resumes hi" Mhonorablc· 
duties. He promises her, MI'm prepared not to go beyond the limits 
you set, if only the thing doesn't get known,- or M!lon si risappia­
(Works 2: 861). Tne vital importance of public image to a family's 
position in florentine society prnvide.~ enough incentive for Nicomaco 
to re"ume his rolc as an Mhonorable- Florentine gentleman. 
Thcreaftcr, he dutifully returns ttl his bnsincss affairs and his 
-dignified and honorable pastime.~,· his Mdiporti gruve e onesti.­

Consequently, Nicomaco calls off the active pursuit of his sexual 
desire and his son Cleandro marries Clizia. Their marriage assures 
patrilinear succession, extends the family -honor- to the neX( 
generation, and in so doing, aggrandi.t.es it all the more. Linking the 
name of the Florentine famay with Clizia's noble Neapolitan ancestry 
simultaneously strengthens the Mappearance- of nobility and expands 
it beyond the parameters of Florentine society. As with the prince, the 
illusion of image slrengthens the family's -appearanceMwhich in Lurn 
ensures snccession and regeneration. 

The conscious cxereisc of violence differentiates lhe political from 
lhe domestic sphere for Machiavelli. However, the reformati~ aim of 
his political comedy unites it with his dom~lic comedy, and as such, 
problematizes the distinction between public and prl\'ale space. As a 
comic writer, Machiavelli's political ideas lake on a different light. He 
was greatly influenced by the Polybian lheory of historical events; the 
circularity of their growth, ruin, and recurring gmwth. Indeed, both 
comedies revolve around the concern for succession. However, the 
exclusion of individuals from this cycle due 10 their monality led to 
Machiavelli's anxiety about regcnerating both the Florentine and Italian 
polity. As he writes in the third Discourse, MIt is most certain that 
there is a limit for the ex.istence of all things in the world- (Works 1: 
419).6 Yet lhe Mhappy end- of comedy asserts an optimism for the 
future and for the human ability to exercise control over the 
malignancy of time, ncgali\\;!ortuna, and elCClusion from lhe Polybian 
eDntinuum. Although the life of lhe individual and the state both have 
a beginning, a middle and end, neither restricts its life to the Lime­
series of physical e\\;nls. Bolh the st::lte and its subjects can ensure the 
Mprojection of self into the futurc thmugh offspring· in the form of 
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citizen·sons and familial heirs (Pitkin 250). MHeroie· and Mcivic· 
vim) attest to Machi~Ui's afftrmation of human agency to produce the 
political and domestic heirs that ensure the regeneration of the 
individual and the Florentine state, respectively. Informed by virtU, 
both comedies attest to Machiavelli's conviction of reality, self, and 
Florence. Their projected renewal confirms l1is belief that human 
beings can indeed sustain both social and private order. Intrinsically 
redemptive, the comic genre provides the vehicle through which 
Machiavelli extends this optimism and ensures both political and 
domestic rebirth. 

Univer.fity of California, San Diego 

NOTES 

1 All tran<;lations of Machiavelli's works haYe been taken from Allan 
Gilbert's 3 Volume collection, The ChieJ Works and Others (Durham: 
Duke UP, 1989). Citations are parenthetically referred to as Works, 
follOM,:d by the appropriate volume and page number. Original Italian 
cited from Feltrinelli's 8 volume Opere (Milano: 1965) and referred to 
parenthetically as Ope!r!. 

2 -Ma come dipo; si comincio a Jare if principe per successione e 
non per eietione, subito cominciarono Ii e!r!di a degene!UJ'f! dot loro 
ontichi, ... -(Opere 1: 131). 

3 -E queUe diJese solamente sana buone, sana cer1e, sana dumbili, 
che dependano do te proprio e dalla virtu tuo- (Opere l: 948). 

4 - rulli not vi lorneremo- (Ope!r! 8: 162). 
5 - sua inumana crudelta, /u quale, ... 10 lece sempre net 

con:t.ette de' suo; soldati venerando e tem'bile- (Ope!r! 1: 71). 
-Egli ecoso verissimo come tutte Ie cose del mondo hanna il 

termine della vita loro; . ..• (Ope!r! l: 379). 
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GRISEL y MlRABELLA:
 
A LA LUZ DEL DEBATE MEDIEVAL
 

Metr:edes Roffé 

La pregunta por los rasgos distintivos del género ha preocupado a 
casi todos los crfticos que abordaron la ficci6n sentimental. En cuanto 
a la delimitaci6n del corpus, el haber agrupado textos tan disímiles 
como Siervo libre, Processo de cartas y Questi6n de amor bajo un 
mismo r6tulo ha resultado hasta ahora un recurso falsamente 
económico. No parece casual Que entre los críticos que propusieron 
desistir de la tan mentada unidad genérica se encuentre Antonio 
Gargano, editor de Triunfo de Amor, obra habitualmente soslayada en 
los trabajos de conjunto. 

Lo que me propongo en este trabajo es encarar una sola de las 
obras comiideradas más representativas del género, Grisel y Mimbella, 
de modo que el imperativo de dar cuenta de una variedad de obras no 
me prive de la posibilidad de analizar un texto en particular, si se 
quiere en su alipicidad, en su uuicidad, o en Jo que considero su 
pertenencia a una hermandad genérica diferente: el debale literario. 

El debate ocupa en Grisel una notable proporci6n del espacio 
textual--Patricia Grie~ calcul6 las dos terceras partes. Sin embargo, 
los estudiosos de Flores no le han dedicado, hasta ahora, una pareja 
atención crítica. Barbara Matulka fue la única que estudi6 el debate 
en profundidad, en especial el debate central entre Torrellas y 
Bracayda: rastre6 la procedencia de los abogados; desmont6 gran parte 
de los argumentos que los personajes esgrimen, y abord6 su 
significación ideol6gica en el marco de lo que ella llama "tbe feminist 
quarrel in ftfteenth century Spain" (5). En menor medida, Menéndez 
Pelayo (58) y Carmelo Samon~ (121) reConocieron también la 
importancia del debate en el texto. 

Antonio Gargano observa aun el equilibrio que se da en Gásel 
entre debate y elemento narrativo. En el otro extremo del espectro 
crítico, Dinko Cvitan<Jllic condu}e que "el epígono del debale feminista 
en si no aporta nada realmente decisi\Q a la n<Mla de Flores" (206), 
opinión con la que Patricia Grieve y Marina Brownlee parecen 
coincidir. Según Grieve, "[t]he accusations which each debaler 
4{BracaYda y Torrellas] hurls al lhe olher h~ notbing to do with the 
actual case al hand" (58); según Brownlee, el debate entre los abogados 
"h~ literally nOlhing lo do with tbe attitudes projected by Grisel and 
Mirabella" (202). 

Estas opiniones nos enfrentan con dos hechos relevantes para la 
historia critica del género sentimental y de Grisel. Por un lado, los 
trabajos de conjunto sobre la ficción sentimental que incluyeron a 



9 Grisel y MirabelJa 

Grisel como pieza clwe del género obliteraron más de la mitad de la 
obra. Por otro, parece evidente que cada -.ez que se intenta analizar 
Grisel como ficción sentimental, hay algo de la coherencia interna del 
texto que se pierde o no se percibe. ¿Qué repercusiones tiene la 
obliteración de todo aquello que en Grisel es debate a la bora de 
considerar la pertenencia genérica del texto y a la hora de delimitar los 
rasgos que definirían el género sentimental? Grisel y Mirobella ¿es una 
ficción qne incluye un debate? ¿es un debate "envuelto" en un marco 
narratiw? En todo caso, ¿cuáles son los elementos pn:wenientes de la 
tradición de la disputa que se incorporan al relato? Más aun ¿hasta 
qné punto es necesariamente el componente narratiw el que estructura 
la secnencia de debates? 

Los libro& de texto de literatura española suelen hacer mendón de 
los debates medievales que han sobrevivido en nuestra lengua.1 Tanto 
en el caso de lo que Alan Deyermond ha llamado "el género perdido," 
como en el caso específico de los textos acerca de la condición de las 
mujeres, los debates en español confirman la pertenencia de una parte 
importante de la literatura de la PenInsula al acervo cultural europeo. 
Con antecedentes esporádicos desde el siglo iv, y tras un primer auge 
durante el renacimiento carolingio, el debate literario floreee en 
Europa a partir del siglo xii, cuando la disputa se institucionaliza como 
método de investigación y enseñanza uni-.ersitaria. Desde entonces,los 
debates sobre distintos temas proliferan en latín tanto como en lenguas 
romances, anglosajonas y esllW3s. 

Una tradición muy temprana es la de los debates entre el Invierno 
y el Verano, que se inicia con el poema atribuido a Alcuino, Conf1ictus 
veris el hiemis (Poetae latini, 1: 270-4). En debates entre estadones, 
flores o bebidas, el poeta suele balancear los pros de elementos 
pertenecientes a una misma categorfa.2 En ocasiones, sin embatgo, el 
debate empieza con la loa de uno de los elementos y termina con el 
panegírico del otro (HanIord, "Debale" 328), una estructura que será 
frecuente y a partir de la cual se podría llegar a predecir el resultado 
de una disputa desde el mismo comíenz.o. Es el orden que sigue Santo 
Tomás en la Suma leol6gica y es, también, el orden seguido por Juan 
de Flores en el debate cenlral entre Bra;ayda y Torrellas. Ellector 
familiarizado con la estructura del debate podría prever desde el 
primer parlamento de Bra;ayda, y precisamente por ser eUa la primera 
en exponer sus razoneS, la ulterior derrota de las mujeres. 

También se conservan en diferentes lenguas distintas -.ersiones de 
disputas entre el Agua y el Vino, el Alma y el Cuerpo y el Corazón y 
el Ojo.3 La tradición acepta, junto a debates sobre problemas 
filosóficos o legales, una serie de disputas entre profesiones--Ia 
Navegación y la Agricultura, el Cura y el Lógico--o entre monjes de 
dos órdenes riv"iles··como el De darevallensibus el Cluniacensibus.4 
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Estos textos suelen incluir secciones de muy distinto tenor, que 
rechazan cualquier separación tajante entre lo cómico y lo serio, la 
doctrina y lo trivial. En ciertos casos, disputas consideradas hasta 
ahora meros ejercicios escolares, admiten análisis, como el de Michel­
Aodré Bossy, que recuperan la significación de esos textos como 
veh[culos de la confrontación entre los distintos sectores de la 
burguesl'a naciente en el seno de la sociedad medieval (xi.....:xv). 

Si DOS remontamos a la primera realización del debate sobre el 
tema del clérigo y el caballero, nos encontramos con el be1lfsimo lexto 
latino AJt~lCatio Phyllidis el Florae, de la segunda mitad del siglo xii.5 

El poema empieza con una referencia a la estación (la prima\'era) y la 
hora del día (la aurora). Sigue la descripción de las dos jóvenes, 
semejantes en todo··en estirpe, en belleza, en edad, en hábitos y 
costumbres-o: ~sola differentia modus est amons." Luego de sentarse 
a la orilla de un do, en un lugar tópicamente ameno, las dos 
muchachas empiezan a conversar: Phyllis suspira por su amante, un 
caballero; Flora responde, entre risas, que su amiga ama a un mendigo, 
y alaba en cambio la gracia de su propio enamorado, un clérigo. La 
disputa se desencadena, cada muchacha rebate lo que sostiene su 
compañera y afirma seguidamente los pros de su propio amante. Al 
cabo de una veintena de estrofas, Flora propone someter el caso al 
juicio de Cupido, y amba<; se trasladan al Paraíso donde reside el dios. 
Amor tiene sus propios jueces: "Usus et Natura," que fallan a famr del 
clérigo, como el más apto para el amor. 

De la segunda mitad del siglo, o de principios del xiii, es la 
reelaboración francesa Le jugement d' Amour. Las doncellas se Uaman 
aqui F10rence y Blancheneur. El autor se extiende en la descripción 
de los ~tidos y del palacio del dios Amor, y agrega un episodio que 
Menéndez Pida! sintetiza asf: 

el dios Amor reúne los barones de su corte para que juzguen 
el pleito de las dos doncellas, y el Esperver, el Ruiseñor, la 
Alondra y demás aves entablan una segunda discusión del 
tema, la cual termina con un duelo, en que el pequeño 
Ruiseñor, campeón del clérigo, wnce al corpulento Papagll}Q, 
campeón del caballero. (70) 

Menéndez Pida! observa que las distintas wrsiones de los textos sobre 
el clérigo y el caballero siguen una doble vertiente: mientra<; algunas 
reducen la contienda wrbal y se explayan en los elementos descriptiws 
y narraliws, otras tienden a desarrollar más la disputa. En todas ellas, 
sin embargo, se empieza con una disputa individual y luego, anle la 
imposibiJidad de llegar a un acuerdo, se somete el caso a una segunda 
instancia, un juicio público. En la ~rsión latina el dios Amor confía 
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sentencia a sus jueces. En el/ugement y en las versiones anglosajonas 
y romances, el dios la delega a un tribunal de barones. Ellugement 
introduce una WIiaciÓn relev.ante: en el debate p6blico no son ya las 
doncellas sino sus representantes, las a~s, las que toman la defensa de 
un bando u otro. 

Este tipo de estructnra en dos partes, donde a la primera 
corresponde la discusiÓn de un caso individual a cargo de los directos 
interesados, y a la segunda un juicio p6blico ante un juez o una corte, 
en que el tema se eleva a una categoría general, y cuyas partes se 
delegan a la pericia de representantes, es la qne encontramos en Grisel. 
En esta obra la disputa individual sobre quién fue más responsable de 
la conquista amorosa tiene lugar en el combate de generosidad entre 
Grisel y Mirabella, donde cada enamorado se culpa a si mismo. Al no 
arribar a la verdad esperada por el Rey, el consejo propone una 
segunda disputa, ahora p6blica, sobre quiénes tienen., en general, ma}Qr 
responsabilidad en la conquista, si los hombres o las mujeres. Aquí no 
son ya los enamorados los que debaten sino sus representantes, el 
poeta misógino por la parle de los varones, Bra~ayda por la de las 
mujeres. La relaciÓn entre el combate de generosidad y el debate· 
juicio queda motivada no sólo por las necesidades de la trama sino 
también por ciertas constantes del debate como género literario. 

La derivación del debate en un juicio o proceso, como la que 
encontramos en Grisel, no se conoce anles del siglo xii, pero ya en el 
siglo siguiente, señala Batiouchkof, ni! fut mis en vogue par Rutebeuf, 
par Cardri et autres trouv~res" (517). Los debates en que la disputa 
se somete a la autoridad de un juez o una corte son numerosos. 
Cupido, Júpiter, Dios o un rey son los personajes que con mayor 
frecuencia garantizan oon su autoridad la solemnidad de la escena y la 
ecuanimidad de la decisiÓn.6 

La evolución del debate literario también da cuenta de otra de las 
características formales de Grisel que no ha hallado satisfac[Qria 
repercusión entre los crílicos. Me refiero a la articulación, en un 
mismo texto, y alrededor de un debate eentral, de otroS debates 
menores, como el que precede, en Grisel, al duelo entre Grisel y el 
otro caballero, o el intercambio de réplicas entre el Rey y la Reina tras 
la determinación de la sentencia contra Mirabella. En sus páginas 
sobre el debate del Alma y el Cuerpo en la tradición anglosajona, 
Rosemary Woolf observa que 

... in the twelfth century a development took place in the 
Body and Soul tradition--a development perhaps even more 
importan! tban the transformation of monologue into 
dialogue--whereby tbe theme, instead of being a short and 
isolated anecdote, became a large and flexible framev.urk, with 
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al1 tbe tradilional dealh tbemes accumulaled inlo Ihe reproach 
oí Ihe sou!. Tbis transition was Di very great literary 
importance, firstiy, because through il separate themes became 
organized inlo a dramatic whole .... (93) 

La integración que observa Woolf en los debates anglosajones sobre el 
Airo a y el Cuerpo de varios tópicos relacionados con el tema de la 
muerte--Ia descripción del entierro, el ubi mili, y el quid pro/uit-_,7 es 
paralela a la que se opera en Grisef cuando alrededor del debate 
central sobre la responsabilidad en la conquista amorosa se inclu~ un 
motivo cortés como los temores y los riesgos a los que se expone el 
enamorado, tema de la disputa inicial enlre Grisel y el otro caballero, 
El debate entre la Reina y el Rey sobre el cumplimiento de la 
sentencia queda asoeiado a la tradición como confluencia de otros 
motivos tópicos de disputa. En primera instancia, ese debate 
con.stitu~ un ejemplo más de la confrontación entre Piedad y Justicia, 
otro tema tópico de debate en la Edad Media. La intercesión de la 
Reyna ante el Rey por la vida de Mirabella no puede sino recordar la 
intercesión de Mar(a ante Cristo por la salvación del Alma en los 
debates del Alma y el Cuerpo. La asociación de la Reyna con María 
se estrecha aun más si pensamos en el lamento de la Reyna por su hija 
como reelaboración del plancfUs de María en los debates entre MarIa 
y la Cruz.8 

Quedan por trazar otras relaciones menos obvias entre la quaestio 
central de Grisel y Mirubella y la quaestio tópica de los debates entre 
el Alma y el Cuerpo. Batioucbkof señala que los debates entre el 
Alma y el Cuerpo que tienen lugar durante la vida del bombre se 
remontan a una tradición cristiana, basada en la Epístola a los Gálatas 
(5,17), en la que se oponen las obras de la carne·-Ios vicios--a los 
frutos del Esplrilu--Ias virtudes. La relación entre el Cuerpo y el Alma 
en los debates anglosajones se expresa, según Wooif, a través de dos 
imágenes recurrentes: una es la del caballo y el jinete; otra es la del 
Alma y el Cuerpo como esposo y esposa o como pareja de amantes. 
Lo que subyace bajo esta imagen es, como bien señala WoolC, el 
presupuesto patrístico de que la mujer debe ser gobernada por el 
marido, como el cuerpo por el alma, y el peligro que implicarla la 
inYersión de esas jerarquías. Las oposiciones paulinas cuerpo/espfritu, 
vicios/virtudes se bomologan así a otra oposición tópica: 
esposa/esposo. Los debates lieerarios que, como el de flores, plantean 
una oposición entre bombres y mujeres., asimilan la ecuación patrística 
cuerpo:vicios:mujer::esplritu:virtudes:hombre. 

La polémica entre el Alma y el Cuerpo suele girar alrededor de un 
motivo: el grr¡do de responsabilidad que a cada uno le toca ell relQl;ióII 
COII el pecado, de lo cual se derivará el castigo que se le impolldr6 a 
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cada una de las panes después de la muerte. El debate planteado en 
Grisel y MirobeJ1a sobre quién tiene la mayor responsabilidad en la 
per:recución amorosa, si el varón o la mujer, y de acuerdo con ello, qué 
castigo se le impontúá a cado uno, reelabora, pues, la quaestio central 
de los debates del Alma y del Cuerpo. Tanto en estos debates como 
en el de Flores se plantea el problema de la responsabilidad ante el 
pecado, uno en el seno del individuo (el alma o el cuerpo), otro en el 
seno de una pareja o de la sociedad (Grisel o Mirabella, varones o 
mujeres). Ambas cuestiones cabcn cn el marco de una concepción de 
ascendencia paulino-agustiniana, según la cual los elementos de ambos 
pares de opuestos se corresponden uno a uno, como 105 elementos de 
una homología. El texto de Flores queda de este modo asociado no 
solamente al debate como género, sino tambiéu, más específicamente, 
a una de sus ~rtientes más enraizadas en el problema religioso-moral 
del pecado y la culpa. 

La estructura del Lexto de Aores se comprende así en el marco de 
la tradición del debate lilerario. El combate de generosidad, en tanto 
debate individual, deriva en el juicio público en la corte, siguiendo la 
estructura de tantos otros debates anteriores. La relación entre el 
debate individual entre Grisel y Mirabella y el debate central entre 
Brar;ayda y Torrellas y, sobre todo, la tan cuestionada pertinencia de 
éste, se aclara ahora, a la luz de los múltiples debates que se inician 
como un enfrentamiento entre dos personas, tipos o elementos que, 
incapaces de llegar a un acuerdo, deciden someter el caso a un juicio 
público. El hecho de que en el segundo debate no sean Grisel y 
MirabeUa sus propios abogados sino que a cada parte se le asigne un 
defensor idóneo--Torrellas y Bra~ayda-·, tiene, como hemos visto, 
antecedentes tales como las a~s dellugemenl francés, o el diablo y el 
ángel en los debates del Alma y el Cuerpo. El debate literario informa 
el lexío de Flores procurándole a la historia de Grisel y Mirabella un 
modelo eSlructural en el cual los pasajes narrativos y los cuatro grandes 
módulos dialógicos quedan motivados no sólo por el devenir de la 
fábula sino también por la tradición del debate eomo género literario. 

Vas.rar CoJJege 

NlITAS 

1 Véan.se el debate del Cuerpo y el Alma y sus sucesores, la Disputa 
entre un Cristiano y un ludio, Elena y Maria, las di~rsas versiones de 
la Disputa entre el Amory un ~'iejo. el debate delAguay el Vino 
incluido en Razón de amor, enlre Seso y Corazón en el Suelto de 
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Santillana, entre Pobreza y Fortuna en el Corbacho, y entre Razón y 
Volunlal en Triste DeJeyta<ion. 

2 Véanse el Rosae Li/iique Certamen de Sedulio Seota (Poetae 
Latini, 3: 230-1), y el poema de Walafrid Slrabo (S.iK) (Raby, O:rford 
316-7). 

3 Véanse en edición de Wrigbl el Goliae Dialogus inter Aquam el 
Vinum (87-92), una versión francesa del siglo xiii (299-306) Yun poema 
español del s. xvii (306-10); una versión latina (95-106), una anglo­
normanda (321-333) y tres versiones inglesas (334-49) del debate entre 
el Alma y el Cuerpo; y las versiones del debate eDlre el Corazón y el 
Ojo publicadas por Wrigbt (93-5) y por Raby (Ox/ord, 389-90 Y310-21). 

4 Véanse el debate De Navigio el Agriculturu (Poetae Latini, Vol. 4, 
parto 1, 244-6) Y en Wrigbt (251-7 y 237-42) un debate entre el Cura y 
el Lógico y otro entre monjes de dos órdenes contrarias. 

S Véase Raby, History 290-4; Menéndez Pidal, 69. 
6 En La Disputoison du Vtn el de l'[aue la di~puta tiene lugar en la 

corte de Cupido (Hanford, "Debate" 330); la Bataille des Vins, de Henri 
d'Andeli, se desarrolla ante el Rey Felipe (332); en Goliae Dialogus 
inter Aquam et VinUnJ, Tetis y Liaeus llevan su causa ante un tribunal. 

7 En dos \ersiones del debate sobre el Alma y el Cnerpo, se incl~ 
una arenga rmal sobre el Dogma de la Redención (BationchkDf 525); 
en una ~rsi6n p~nzaI, al debate entre el Alma y el Cuerpo sigue un 
debate de los órganos contra el Cuerpo, y nn tercer debate entre el 
ángel y el diablo (535); en una ~rsión de Bon~sin da Riw, al debate 
entre el Alma y el Cuerpo le sigue un debate entre los órganos, y 
deriwdo de éste otro entre el corazón y el ojo (341). 

8 Sobre los debates entre María y la Cruz y el plantus de María 
véase Yeager. 
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LE MOYEN DE PARVENIR
 
DE FRANÇOIS BÉROALDE DE VERVILLE:
 

UNE ENCYCLOPÉDIE À L'ENVERS
 

Bemd Renner 

Le moyen de parvenir de François Béroalde de Yerville est une 
œuvre extrêmement complexe. Dans le titre, l'auteur nous dit lui-même 
qu'il s'agit d'une sorte d'encyclopédie. Cest avant tom le sous-titre qui 
souligne cette entreprise ambitieuse: Œuvre contenant la raison de tout 
ce qui a esté, est & sera: ~c demonslrations certaines & necessaires, 
selon la rencontre des effets de VERTU.- Le cas est cependant loin 
d'être aussi facile que le litre le laisse supposer puisque l'eoeyt:lopédie 
en question se distingue ooll5idérablement de tout texte de ce genre qui 
fut écrit avant ou sera écrit après. Nous proposons une étude de la 
table des matières de la première partie du Moyen--qui comporte 62 
chapitres--pour élucider le problème de catégorisation que pose cette 
œuvre. 

En guise de remarque préliminaire, il serait avantageux de comparer 
brièvement ceUe fameuse table avec les éléments structurants des 
-romans- de Rabelais, un précurseur, d'Un côté, et ceux de 
l'Encyclopldîe de Diderot eL D'Alembert, des successeurs, de l'autre 
côté. Chez Rabelais, les titres des chapitres sont descriptifs, voire de 
véritables résumés de l'action tandis que l'Encyclopédie est schématisée 
à un très haut dégré car les enlrées, consistant en général d'un seul 
mot, suivent l'alphabète. Béroalde se situe entre ces deux grands textes, 
non seulement temporellement mais aUssi épistémologiquement. Ses 
titres ne sont plus descriptifs comme ceu)( de Rabelais, mais ils ne 
suivent pas d'ordre logique apparent non plus comme chez Diderot. 

La seule table des matières de Béroalde consLitue une encyclopédie 
en eUe-même car il s'agit, à quelques exceptions près, d'un recueil de 
termes techniques et de mots-clés pris des différentes catégories du 
savoir universel de l'époque: rhétorique, grammaire,linguistique, 
mathématiques et religion pour n'en énumérer que les plus 
importantes. Tous les termes semblent se suivre sans aueun ordre 
préétabli. Au premier abord, il parai't donc justifié de constater qu'on 
a affaire à une encyclopédie -anti-encyclopédîste- dans le sens 
traditionnel du terme, qui suppose la présence structurante d'Un 
schéma assez rigide. Par conséquent, on pourrait dire, au moins en tant 
que point de départ, que le système de notre auteur repose sur le 
mOTlqut apparent de tout système. 

Ceci dit, il faut tout de suite eonstater que l'on peut bel et bien 
dégager un cerLain système, aussi codé et anLi-traditionnel qu'il soit, si 
l'on quitte la surface el se met à regarder cette fameuse table de plus 
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près. Sa structure générale est la première chose à sauter aux yeux 
grâce à la place plus ou moins étrange d'un grand nombre de titres. On 
s'attendrait par elœmple à la -Conclusion- à la fin de l'ouvrage tout 
en s'en apercevant plutôt au début (chap. 13); en ontre, le -Résultat­
(chap. 25) précède la -Cause- (chap. 31), le ·Pornct- (chap. 2) ouvre 
le livre au lieu de le clôturer et le -Sommaire- (chap. 57) est suivi de 
cinq chapitres. 

Ce procédé d'arranger les chapitres semble choisi au hasard. 
Pourtant, si l'on se souvient de la prédilection des humanistes pour 
l'encodage de leurs textes, on peut tout de même e~sa)'Cr de discerner 
un système, au momsjusqu'à un certain dégré, dans celle table appelée 
complètement obscure par la plupart des critiques.] 

·Cause- (chap. 31) et -Minute- (chap. 32), par exemple, se 
trouvent tout au milieu du texte, les deux étant reliés par la phrase 
.(...] e'est assez causé [...) (137) au début du chapitre 32. La ·cause­
et, par conséquent, l'origine sont donc situées au point de fuite de 
cette première partie, entourées symétriqnement par d'autres symboles 
de la genèse tels que le ·Chapitre général- (29) et la -Généalogie­
(34). 

Après celte eO'lCUrsion au centre du texte, on va proposer et essayer 
de justifier la division suivante: Les chapitres un à douze 
constitueraient une sorte d'introduction, la partie principale s'étendrait 
du chapitre 14 au chapitre 49 tandis que les chapitres 51 à 62 
formeraient la fin, la -Conclusion- (13) et le -Commentaire- (50) 
fonctionnant comme des transitions entre les différentes parties. Cela 
nous donnerait une symétrie parfaite (12+ 1+36+ 1+ 12), qui ne détruit 
pourtant pas ta thèse de l'envers, la seule position de la ·Conclusion­
(et de beaucoup d'autres chapitres) soulignant cet aspect. 

La qualification du chapitre 13 comme transitoire est assez évidente. 
A la fm du chapitre précédent (-Vidimus-, 51), on apprend que -CE 
LIVRE EST LE CENTRE DE TOUS LES LIVRES- juste avant 
d'accéder à la partie principale. La -Conclusion- même nous prépare 
davantage à ce qui attend le lecteur: 

Recevez donc ce present, ce passé, ce futur, beaux & fidelles 
esprits, vous y trouverez un insigne profit; attendu que tous les 
livres qui furent jamais faits, ou seront faits par hommes ou 
femmes, filles ou garçons, ou neutres, sont signez, ou marquez, 
ou paraphrasez, ou predictions de cestuy-cy tant naïf, clair & 
evident, lequel est la fin finale & intelligible de tous; & ainsi 
tous ne sont & ne seront que interpretations des secrets icy 
e:qx>sez, & qui ne se trouvent que par dessein en ce beau pelit 
abondant moule de perfection exemplaire. (54) 
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Apres amir esquissé son projet encyclopédique~·etimplicitement celui 
de l'envers, déjà par la seule position de la ·Conclusioo-··Béroalde 
est donc à même d'entamer la partie principale de son livre. Pour 
soutenir ceUe thtse, il ne faut pas manquer de voir que la con~rsation 

du banquet ne commence véritablement qu'au chapitre suivant, 
·Correlaire-, et que les personnages célèbres ne se mettent à parler 
qu'au chapitre 15, -Dessein-, 

Le chapitre symétrique à la ·Conciusion M serait alors le 
·Commentaire-. qui terminerait la partie principale. A nou~u, la fin 
du chapitre précédent fait une allusion à ce qui va suivre lorsque 
Petronius dit: ·Cela me fait souvenir de la fortune de Frere lan de 
Laillee ooslre amy defunct; il sera possible Lanlast iey"' (247). Ces 
remarques s'enchaînent à la fin d'Une des multiples histoires dans 
l'histoire et illustrent ainsi le problème principal de l'auteur et des 
célèbres invités en nous fournissant implicitement le titre du chapitre 
suivant, un des leitmotive de l'ouvrage: comment (se) taire? Tout 
énoncé, toute histoire en é'o'Oque d'autres. Evidemment, BéroaIde ne 
trou~ pas la bonne réponse non plus et, par conséquent, continue à 
écrire. 

Le chapitre 51, -Distinction-, donc le début de la fin, fournit un 
excellent exemple du côté anti-encyclopédique du texte à travers la 
satire de la recherche de la vérité absolue qui se manifeste dans le 
ren~rsernent et la déconstruction du concept de la pierre philosophale: 

A cause dequoi il advient toujours quelque disgrace a ces 
pauvres innocens, & leur tombe quelque eschet, tesmoin celui 
qui preschoit à Dampierre quand nous y cherchions la pierre 
philosophale, awc tous ces barons de Nonnandie, & que nous 
beusrnes le bon vin que Nabot avait persuadé à Monsieur de 
Chansegré d'y faire apporter pour en Caire la poudre de 
projection; il y avait blanc & rouge, c'estait Caire la pierre pour 
la projection de l'argent & de l'or potable; j'avais avec moy 
mon Pierre, qui estoit un bon Vauri,n. Le Dimanche ~nu nous 
ouÏsmes Je sermon d'un Cordelier, qui lI\Qit un ulcère en une 
jambe; & le theme de son preschement estoit: modjcum, qu'il 
repeta plusieurs Cois; ce qui fut cause que mon valet Cortit, 
disant; -Que diable avons-nous affaire si le maudit con lui a 
Cait tort: les faucons engendrent les mauvis, & les mauvis les 
fauxcons. Quand ce moine Cut guari, il s'en alla, & prit congé 
du cul & de la teste, comme c'est la coutume. (250-251, mes 
italiques) 

Comme partout dans ce livre, tous les ingrédients se mélangent: les 
causes, les résultats, les pierres et même 1cs cons! La vérité absolue 
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n'est qu'un mythe donl le cerveau humain n'est pas à même de renir 
au bout. La plupart des titres de la partie finale suggèrent l'absence de 
cette vérité, d'un loul homogène qu'on peut mai'triser: ~Distinction-, 

~Partie, ~Section~, -Epistre-, -Théorème-, -Stance. Mais 
Béroalde ne serait pas Béroalde s'il se laissait catégoriser si facilement. 
On n'est donc guère étonné de voir au moins trois titres qui vont à 
l'encontre de notre théorie, à savoir -Canon- (55), -Sommaire- (57) 
et -Absolution- (59). lis peurent néanmoins être interprêtés comme 
l'exploration des limites extrêmes de l'incertitude en laissant même 
celle-ci incertaine. 

De pareils éléments sc trouvent déjà dans ~l'introduction-, ce qui 
renforce l'aspect symétrique. Les deux seuL~ termes mathématiques des 
parties initiales e[ fmales respectivement suffISent pour démontrer la 
progression vers l'incertitude, -Axiome- étant remplacé par 
-Théorème-.En outre, des chapitres tels que -Ouestion P (1), 
·Parafrase- (3), -Coqal as ne- (9) et -Circoncision- (10) donnent 
une description plus adéquate de ce que l'auteur tâche de faire, c'est-à­
dire de tourner autour du centre inaccessible d'une vérité absolue et 
d'intégrer tous les sujets possibles sans nécessairement créer des 
transitions ou un ordre logique. 

En regardant de plus près les chapitres 9 et 10, on trouver a 
d'amples illustrations de ce qui fut dit au cours de cette étude. En fait, 
-Coqalasne- décrit le style du texte tellement bien qu'il pourrait servir 
comme sous-litre du liVre. Le chapitre même est une excellenœ 
illustration de son titre. Janis Pal1i.<.ter a bien vu celle qualité du Moyen 
et remarque: -Le M de p is a long series of digressions- (67). Voilà 
le lien avec la nolion de la paraphrase, elle aussi un trait 
caractéristique du style de Béroalde elle titre du chapitre 3, qui, 
comme la plupart des titres de l'introduction, sert à annoncer la 
couleur tout en se trouvant exemplifiée au sein du chapitre qu'il 
intitule. En l'oœurence, la grande paraphrase qu'est le chapitre 3 est 
due au manque de samÎI du narrateur: -[ ] les petarades sentoient je 
ne sçay quoy de la musique ancienne [ ]- (9). En plus, -VAutre-, 
incarnation de l'incertilude et de l'instabilité, y paraît pour la première 
fois. Neil Kenny fail une observation très intéressante à son sujet: 

Difference has evcn invaded the stable identily of the 
interloculors, for lheir voices are different from the 
historical personae they designate. Moreover, one of the 
'voices" enigmatically called 'L'Autre', may be different each 
lime it recurs. (Kenny 145) 

Le concept de l'enrers, qui noll.5 fail voir le manque de certitude et de 
slabilité en renversant notre ordre arlificic1, se reflèœ donc également 
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dans les personnages du texte. La manière béroaldienne de se serVÎT 
des -célébrités historiques· fait évidemment penser au chapitre XXX 
du Pantagruel, où Rabelais présente des personnages historiques d'une 
façon similaire. Dans les deux textes, le renversement du savoir 
commun, des idées reçues el, par conséquent, de la certitude est 
exprimé par la divergence entre, d'un côté, la présentation elles 
paroles des interlocuteurs célèbres, telles que les deux auteurs les 
fournissent, ainsi que, de l'autre côté, l'attente du lecteur. 

Terminons par le chapitre-clé du texte, ·Circoncision-, qui illustre 
l'argumentation de notre étude et fournit à la fois un concept théorique 
important de l'écriture: 

[Vous] lrou\t:rez en ces textes & memoires meslees de toute 
sapience, moyens, clemens, & enseignemens à bien vivre, les 
mes/anges que vous trouverez sont survenus à cause de 
l'antiquité de ce volume, & des annotations, apostilles, & 
interpretations qui y estoient mises, & le Gentilhomme qui le 
transcrivit pOUT 'Klstre avancement en toute sagesse a lout escrit 
d'une suite, mes/ont sans distinction glose & texte; ainsi que 
quand \'Ous estes à table, vous qui ne jusnez pas, \'Ous mangez 
des viandes prises deça & dela, selon l'occurence. Quant aux 
jusne urs de Caresme, ils mangent par couches, comme les 
bonnes femmes qui mettent des herbes à distiller; ils mangent 
le potage, puis des eschaudez au beurre frais, des entrees, des 
pois, des fe~s, des harangs, des pruneaux, puis le poisson, puis 
le dessert. & tout à cause du jusne. Je 'KlUS asseure que ce livre 
estoit simple & net, beau comme le jOUT, ainsi qu'il est encoTeS, 
bien qu'il soitpesle-mesle de notes & considerations à la façon 
du bon homme Guyon, qui à l'âge de cent ans se mit à vivre 
capuchinementj il avait esté page de chez le Roy, puis il 
estudia, Cut à la guerre, se fit Cordelier, s'en retira pour estre 
huguenot, se fit sçavant. devint Ministre, mangea tout, puis se 
mit à demander sa vie: on luy donnait de tout ce qui luy fallait, 
qu'il mettait en son escuelle, pain, chair, souppe, potage, vin, 
sert, dessert ensemble; & on luy disait, -PourquO'f ne mangez­
'KlUS & boi~z d'ordre & à part? - Ha ha, disait-il, ...puis qu'ils 
se doivent mesler au venlre, il n'y a point de danger de luy 
envoyer toul déjà mes/é.- De mesme cecy doit estre meslt en 
vos~ cerw//e, il le 'KlUS faut bailler tout mesltj le personnage 
qui vous produit en toute honneur ces saincts memoires de 
perfection, a pensé que le texte ne val/oit pas mieux que le 
commentaÎ1f!, parquO'f il les a fait aller ensemble. Donques soit 
que vous le lisiez ou non, ou que vous commenciez icy ou là, 
n'importe, ce livre est par tout plein de fidelies instruetions & 
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sens parfait, tellement que c'est tout un par où \\JUS le lisiez. n 
est un globe d'infinie doctrine, il y a autant à apprendre en lieu 
qu'en l'autre. (35-37, mes italiques) 

Ce passage résume parfaitement la nature du Moyen. Il se distingue 
des livres traditionnel" par son manque de schéma traditionnel. Ceci 
dit, il devient logique de présenter tout d'une manière mélangée et non 
pas linéaire. La façon béroaldienne d'écrire semble donc plus proche 
d'une véritable réflexion de la vie, qui ressemble plutôt à un chaos qu'à 
une construction clairement organisée. n crée son propre univers sur 
le modèle du monde dans lequel il vit. Cette comparaison est renforcée 
par la métaphore du globe. Kenny de remarquer que l'écriture de 
Béroalde "represents increasingly the mes(onges of the human mind 
itself. The mind cornes to he conceived as yet another area of sublunar 
nature in which flux and variety ouhveigh arder and uniformity. 'the 
mixed, fragmented strueture of the miscellanies represents explicilly 
and implicitly the mind of bath reader and author" (145).2 

L'auteur donne alors l'impression d'amie accès au cerveau humain 
où tout le savoir de l'humanité est emmagasiné sans être dans un ordre 
net qui faciliterait sa disponibilité. C'est -l'état naturel- du savoir 
aceumuJé qui, dans tonte sa richesse, exige un effort considérable de 
tout usager pour le rendre accessible. Nous revoilà à la notion d'une 
enC)t:lopédie anti-enC)t:lopédique. 

L'aspect de la -satyre universelle-, eomme dit Pallister eitant 
Béroalde dans Le palais tks curieux, se trouve renforcé par le fait que 
-meslange- fut souvent utilisé pour désigner la -satire- (Pa((ister 43­
44). Kenny de conclure: 

The Guyon passage elaborates the tradilional definition of 
satura as a dish of mixed foods. Satire is 50 commonly 
associated with mixture in the period that it can even be 
denoted sim ply by the term meslangr!. The saturo metaphor can 
designate a mixture either of genres ... or else of tones ... Le 
moyen is a satura in the sense of a mes/ange of both tones and 
genres. Satire becomes, like the miscellany, a meta-genre which 
can conta in a range of heterogeneous forros: symposium, 
dialogue, conte, question, ... 
Béroalde's satwa metaphor does not designale Le moyen as a 
mixture which will be neatIy unravelled when it enlers the 
reader's mind. (152) 

Ces observations relèvent en même temps du caractère paraphrastique 
du texte, qui se distingue par ses énumérations encyclopédiques de 
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synonymes. De celte manière, l'auteur accomplit son but de tourner 
autour d'un centre inaccessible, qui ne se laisse exprimer que par 
J'intermédiaire d'euphémismes, qui ont fréquemment tendance à 
souligner le côté satirique du M~n. La discussion des -Membres 
d'Amour- (37), prise également de la ·Circoncision-, va élucider ce 
problème et en même temps iUustrer à Rameau les multiples rapports 
entre titre et contenu des chapitres: 

INlous vetillons pres le feu, & la belle pour se chauffer haussa 
un peu la euisse & sa chemise pour faire cotl-voi·tison, parce 
qu'elle y avait froid, dont je m'cstonne, poucee qu'il fait bien 
chaud là où il ne fit jamais froid, &: où il y a toujours du feu. Je 
luy dy, -Belle, eachez vmare Cela;- elle me dit, -Qu'est-ce 
que mon Cela? - C'est vostre minon. - Qu'est-ce que mon 
minon? - C'est vostre petiot de delectation. - Qu'est-ce que mon 
petiot de delectation? - C'est etluy qui a perdu de l'argent, ­
Qu'est-ce qui a perdu de l'argent? - C'est celuy qui regarde 
contre bas. - Qui est celuy qui regarde contre bas? - C'est vostre 
petit crot à jaiN bon bon. - Qu'est-ce que mon petit crot à faire 
bon bon? - C'est vosLre chose. - Qu'est_ce que mon chose? ­
C'est vostre Con. - Qu'est-ce, qu'est-ce? - Je le diray à 
Madame" (38, mes italiques) 

Voilà un exemple exceUenl de synonymes et de jeux de mots tournant 
autour d'une seule chose. 

En conclusion, on peut constater que deux des aspects-dés du texte, 
à sa\'Ou l'impossibililé d'accéder à une vérité absolue ainsi que l'envers, 
qui réétablit un ordre plus naturel des choses et fonctionne donc 
comme une sorte de révolte contre la linéarité el la clarté artificielles 
imposées à la vie, se réflètent déjà dans la table des matières, dont les 
titres témoignent bel et bien d'Un rapport avec le contenu des 
chapitres. Il résulte presque logiquement de tout cela que l'écriture 
fragmentaire de Béroalde a été qualifiée comme ·postmoderne·, ce 
qui a certainement contribué à la redécouverte de son œuvre au 
vingtième siècle. 

Princeton Unj~TSity 
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NOTES 

1 Voir par exemple les eommenlaires de Janis Pallister. 
2 Kenny 148. Voir aussi son eommentaÎre à la page 150, qui souligne 

l'analogie entre les lâches de l'eslomac et du c.er..cau: ~s separation 
and ordering of mixed food is analogons 10 the graduaI processing of 
the mixed and heterogeneous len by Ihe reader's mind.-
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LA CRÓNICA DE CHAC-XULUB CHEN: 
EL SUJETO PRÁCTICO DEL '1Ic SABER'
 
COMO ESTRATEGIA NARRATIVA DEL
 

DISCURSO DE LA CONQUISTA
 

Maños P-Miñambres 

El objeto cognoscitivo,1 "los saberes" que circulan en el eje de la 
comunicación discursiva entre el narradorjnarratario de La crónica de 
Chac-Xulub Chen de Ah Nakuk Pech, consiste--como nos asegura 
Miguel León-Portilla, compilador de esta crónica maya del Reverso de 
la conquista2.-en referir, contar, relatar "algunos de los hechos 
principales de la Conquista" (85). El autor de esta crónica, escrita en 
la segunda mitad del siglo XVI, fue un testigo ocular de los hechos que 
refiere. La presencia directa del narrador durante los sucesos narrados 
no evita, no obstante, la necesidad del uso de estrategias legitimadoras 
de su versión de la Conquista. Vamos a tratar de mostrar cómo el 
narrador empuja y manipula al narratario con el latiguillo del "a saber:" 
'~sí vista, la manipulación se define por una dimensión contractual" 
(Lozano 82). Dicbo con otras palabras: la fuerza del "a saber" permite 
al narrador de esta crónica poner al narratario en una posición de no­
poder no-aceptar la ~rdad de su ~rsión de los hechos narrados. 

Aquí lo que nos interesa es la "jugada" que el narrador pone en 
juego con el fin de legitimar "el objeto de valor" intercambiado: su 
versión de la Conquista y/o la verdad de la versión de los hechos 
narrados. Más concretamente, tratamos de ~r la actitud del narrador· 
destinador en su relación, o "contrato fiduciario,") con el narratario­
destinatario, la cual "pone en juego un hacer persuasivo" (Greimas y 
Courtés 174). El "decir-verdad" del narrador necesita de una 
manipulación de su discurso cognoscitivo para que sea efectiva la 
comunicación y por consiguiente el "creer-~rdad" del narratario se 
haga efectivo: "El saber no encuentra su validez en sí mismo, en un 
sujeto que se desarrolla al actualizar sus posibilidades de conocimiento, 
sino en un sujeto práctico que es la humanidad" (L}Qtard, La condición 
69). Humanidad representada aquí en el "a saber" que abarearfa a 
todos los integrantes de la comunidad a la que pertenece el narrador. 

Resumiendo, el "baeer persuasivo" del narrador liene que elegir 
una estrategia narrativa en la "operación cognoscitiva" que se lleva a 
cabo obligatoriamente en el eje de la comunicación de toda práetica 
diseurs¡va. Nuestra proposición localiza este "sujeto práctico" del saber 
dentro de la expresión textual "a saber" que validaría la ~rsión de la 
Conquista del narrador de La crónica de Chac-XuJub Chen. 

Queremos mostrar que la estrategia narrativa usada en esta crónica, 
el "hacer persuasivo," sustenta y/o legitima "los hechos de la Conquista" 
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desde una posición manipuladora o locus enunciativo de poder 
anclado en el "sujeto práctico" del "a saber." Esta estratégica jugada 
del narrador fuerza a aceptar el objeto de conocimiento intercambiado 
en su simulacro de comunicación con el narratario. La intrusión­
función del "a saber" en la relación de la historia con lada por el 
narrador está localizada en el ni~1 de comunicación del discurso: entre 
las dos instancias del "contrato fiduciario," entre el "hacer persuasim" 
del narrador y el "hacer interpretativo" del narratario. 

La instancia legitimadora desde la que se poslciona el narrador para 
comunicar su saber coincide muy significativamente con la isotopfa­
recurrencia central materializada en el "a saber." Recurrencia que, por 
otra parte, da coherencia al texto. Los diccionarios definen esta 
expresión como: "esto es, que se sepa, como sabes muy bien, esto es as! 
..: Expresión que se hace eco del saber social-colectivo del "sujeto 
práctico que es la humanidad" del mundo de la comunidad donde 
habita el narrador. "Mundo natural" que es incorporado a través del 
"a saber" al "mundo ficticio y/o posible" de la narración de los hechos 
de la Conquista. Esta citación impersonal-uni~rsal "tiene como única 
función afirmar.-manteniendo la exigencia de correferencialidad 
semántica con el )'O de la cláusula perrormativa··la realidad del mundo 
ficticio" (Re}es 98). Citación estratégica que legitima "la competencia" 
del narrador cuya jugada se apoya en la sabiduría colectiva-impersonal 
encarnada en el "a saber.'''' 

La fuerza de la colectividad que habita el "a saber" desafía y seduce 
la competencia del narratario presionáudole a aceptar la ~rsión de los 
hechos narrados a partir de una doble estrategia. lean Baudrillard 
describe brillantemente las dos caras de la estrategia del narrador 
afumando que: 

Challenge and seduction are extremely similar. And yel is 
there nol a difference? The challenge consists in drawing the 
other within )'Our area of strength, gi~n that there can be an 
unlimited escalation. Whereas the strategy oC seduction 
consists in drawing the other wilhin your area oC 'A'eakness, 
which will a1s0 be his or hers. (162) 

El narratario no está en posici6n de enfrentarse a las dos caras del 
"sujeto práctico" que habita el "a saber" esgrimido por el narrador. Es 
decir, la manipulaci6n es doble y por lanto el "efecto de verdad" 
buscado por el narrador más efeclim. 

Esta frase, "a saber," "es una frase descriptiva. ... o sea, regida por 
el criterio de lo ~rdadero y Jo falso" (L)'OIard, Lo posmodemiddd 53). 
Frase que, por otra parte, le viene al narrador como anillo al dedo 
para sus propósitos. Tanlo el valor semántico, su significado uni~rsal, 
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como su naturaleza pragmática se adecúan a la perfección con la 
necesidad legitimadora y la naturaleza temática de su discurso. 

El narrador de esta crónica sednce y P['('M)ca a lo largo de su relato 
al narratario con su "a saber." Esto es: "por un lado el narrador 
presupone la competencia de su lector Modelo; por olro lado, en 
cambio, la institu~· (Eco 80-81). Esta expresión lexicalizada confirma 
y legitima la autoridad del narrador y consecuentemente lo pone en 
si[uaci6n de explicar "la causa y la razón" primera de la Conquista 
desde el privilegio del poder narratim autoconferido por el "a saber." 
Esta causa-razón permitiría explicar el cambio experimentado en su 
mundo que condujo a la situación presente desde la que se enentan los 
hechos de armas de los españoles. La instancia narrativa de esta 
erónica está. situada temporalmente después de la cristianización que 
comenz6 casi simultánea a la conquista militar "en 1545- en -Zac!:" 
"Allf fue donde llegaron los padres que empuñaban a nuestro redentor 
Jesucristo en sus manos ... aquí ... está.bamos atrasados de que 
viniera el cristianismo- (92). 

Estas dos caras, esta doble estrategia persuasiva del Mhacer'parecer­
verdad- del "a saber,- el toma y daca del acicate legitimador del 
narrador homodiegético, también recibe apD>U y/o se hace ayudar de 
la colectividad convocada con el "desembrague cognoscitivo- del 
"nosotros, aquí, en los cupules- (89). La manipulación en la imposición 
del ~contrato fiduciario; li.íntoma de actitud del discurso del narrador, 
funciona como estrategia narrativa en consonancia con la focalizaci6n 
snbjetiva-homodiegélica de testigo de los hechos. Desde esta 
perspectiva, el "a saber" se convierte en una de las señales o marcas 
pragmá.ticas de la personalidad del narrador, de 10 que hace al decir. 

Se puede decir que la instancia manipuladora del -a saber" se 
combina con la búsqueda de Una relaci6n de causalidad de la 
Conquista: "Y ésta, a saber, fue la causa de que se conocieran [los 
españoles] en la comarca ...- (89). La raz6n de -la causa~ de la 
llegada de los españoles, el descubrimiento de Aguilar, pertenece "al 
conjunto de las reglas que debe respetar un discurso si se propone 
conocer y hacer Conocer un objeto (su referente)" (Lyotard, La 
posmodemidad 13). La Conquista de los españoles es la cama y rllZÓn 
del estado actual de los cupules a los que pertenece el narrador. 
Narrador que se supone está tratando de explicar y comunicar su 
~rsión de los hechos a un narratario de su comunidad que podría ser 
colectim. 

El narrador indica su situaci6n intradiegética dentro de la acci6n de 
la conquista en el primer párrafo: "Entonces )'J conlé ante el príncipe 
que había ~nido ...~ (89). Este saber personal no es garante de la 
fIrma del ~conlrato fiduciario" por el narratario, lo cual hace necesaria 
la declaración de verdad universal: "Y ésta, a saber, fue la causa de que 
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se conocieran en la comarca" los españoles que trajeron el cambio a su 
mundo. 

Al afirmar que la aprehensión de AguiJar es la causa primera de lo 
que vendrá después, el narrador presupone que en otro tiempo la 
existencia de los españoles fue desconocida. Es decir, la llegada de los 
españoles presupone un cambio radical y drástico en su mundo que se 
trata de comunicar y explicar en esla y otras cr6nicas del Reverso de la 
conquista. Esta presuposición está afirmando las diferencias ocurridas 
en su mundo con la introducci6n del cambio a tratar, es deeir, la 
irrupción de wlos señores extranjeros" en su mundo y el consiguiente 
trastorno efectuado por el descubrimiento hecho por Jer6nimo de 
AguilM. 

La autoridad que se arroga el narrador a través de la afirmaci6n 
declarativa mencionada, wy ésta, a saber, fue la causa,~ pretende ser 
válida en el mundo exterior a la narraci6n apoyándose en el "sujeto 
práctico" que habita el "a saber." Esta expresi6n conforma la base 
desde la que se legitima La crónica de Chac Xulub Chen y desde la 
cual se hace posible la aceptación y firma del "conlrato fiduciario" s610 
posible desde el "creer-~rdad" del narramrio. El desafío del "a saber" 
esgrimido por el narrador no excluye la seducci6n del narratario, ya 
que le da la oportunidad de intervenir en la narraci6n como posible 
corrector disidente de su versi6n de los hechos. Intervenci6n s610 
posible en el caso de que tuviere algo que añadir o negar. Posibilidad 
dudosa debido a lascaracteríslicas pragmático-semánticas del "a saber:" 
del latiguillo legitimador del narrador. 

Esta postura ret6rica del narrador marca la importancia en la 
transmisi6n hist6rica de la ~propia realidad" lIev.tda a cabo en una 
sociedad comunal. Es decir, el narrador combate la posible duda que 
se pudiere levantar en el narratario buscando al mismo tiempo el 
consenso: ~EI consenso que permite circunscribir tal saber y diferenciar 
al que sabe del que no sabe (el extraño, el niño) es lo que conslitu)'C 
la cultura de un pueblo~ (Lyotard, La condición 45). La duda sobre la 
verdad de los hechos narrados echaría por tierra la rlfma del Wconlrato 
fiduciario" s610 posible a partir del consenso. La posible duda tiene su 
raz6n de ser en la relatividad (o arbitrariedad) inherente en la 
presentaci6n de la "propia realidad" del narrador: "El discurso de la 
verdad ya no funciona, pues, del antiguo modo en que la palabra 
'dada,' el juramento 'prestado' bastaha para garantizarlo~ (Greimas 
128). La fuerza del "a saber," con su estrategia relativ.t a la seducci6n­
desafío de los posibles "saberes· del narratario, combate esta posible 
duda a lo largo de toda la relaci6n de los hechos narrados en La 
crÓnica de Chac-Xulub Chen. Si el narratario, como suponemos, 
pertenece a la misma comunidad que el narrador, el acatamiento del 
objeto de valor intercambiado en el eje de la comunicación discursiva 
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líene que ser total. Si DO fuera así, el narratario se estaría ~u~ndo 

de su propio mundo. Exclusión que le pondrla en situación de extraño, 
"de extranjero,~ al negarse a reconocer el saber social de la comunidad 
expresado por el ·sujeto práctico· que habita el "a saber." 

Las dos caras esgrimidas por el na saber" del narrador, esto es, la 
seducción y el desafio, son simétricas de dos posibles actitudes del 
narratario en cuanto a los hechos narrados: la de la aceptación o la del 
rechazo de la firma deJ "contrato fiduciario." La densa sociabilidad que 
preside las comunidades pre-modernas a las que pertenece el narrador, 
las que para la mayorfa de sus miembros eran el universo en el que la 
totalidad de la vida estaba inscrita, DO permitiría vivir dentro de su 
seno a ninguno de sus miembros estigmatizado como extranjero; por 
lo cual el narratario obviamente preferirá la firma del contrato a la 
autoexdusión que pnM>CaI'Ía su negación. 

Este tipo de construcción recurrente, ~a saber,~ goza de gran 
prestigio y relevancia dentro del marco de la discusión epktemológica 
sobre la relatividad del marco de la transmisión del conocimiento que 
se produce en la realización del "contrato fiduciario.~ Su importancia 
está ligada tanto a la fuerza del infmili~ atemporal, en relación con las 
caracterhtlcas universalizadoru de este tipo de expresiones 
lexicalizadas, como al uso pragmático que se hace de esta e%presión en 
el habla de todos los días. No olvidemos que "la causa-efeclo" es 
central a la explicación·relaciÓn de los hechos de la Conquista de esta 
y otras crónicas. Es decir: 

Si entendemos ~crÓnica~ [como Reyes] en su sentido más 
frecuente y general, el de relato completo de unos 
acootecimientos realmente sucedidos, contados en el orden 
lineal del tiempo, de modo que la secuencia temporal explique 
las relaciones de causa-efecto o al menos garantice la 
comprensibilidad de los hechos. (215) 

El determinar la causa primera de la Conquista se inserta, así pues, 
dentro del deseo del narrador de querel explicar las razones que 
desencadenaron el posterior aluvión del Mhombre de hierro" en 
América, como diría Américo Castro. 

La posición narrativa creada por la invocación a la autoridad del "a 
saber" une al narrador y al narratario en UD núcleo compacto que se 
manifiesta, como ya observamos, por las referencias a "nuestra tierra" 
(89), a "nosotros, aquí, en los cupules" (92). Este locus colectiro de la 
enunciaciÓn, fundamentado sobre las bases manipulatiw.s del narrador, 
puede así pedir uoa aeeptaciÓn general de la legitimidad del juicio 
acerca de la causa de la Conquista (el descubrimiento hecho por 
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AguiJar) y las consecuencias-efecto del cambio sobre el mundo que 
aparece en la historia. 

A 10 largo del relato el narrador está haeiendo algo más que 
deeirnos c6mo son las personas y 1011: !!.ucesos de la historia contada. 
Su intrusi6n o intervenci6n con la expre!!.i6n "a Mber" está mostrando 
su autoridad narrativa que se sustenta en la complicidad y aceptaci6n 
inapelable del narralario acerca de la autoridad del !!.aber coledim. 

El prop6sito de la ret6rica del "a saber" consiste en crear un grupo 
de iniciados: una audiencia que "sepa las cosas" para así poder llegar 
a una explicaci6n de los cambios experimentados en su mundo desde 
la llegada de los "comedores de anonas:" 

Este año se termin6 de llew.r el katún; a saber, se termin6 de 
poner la piedra pública. .. Se poDÍa en pie la piedra pública 
años antes de que llegaran los señores extranjeros, 105 
españoles, aquí, a la comarca. Desde que vinieron los 
españoles fue que no se hizo nunca más. (89-90) 

La llegada de los españoles habría puesto punto final a una de las 
actividades en las que la forma de vida comunal se reconoce más 
intensamente. Vida comunal marcada en este ejemplo por el "se" 
impersonal Vida comunal que colapsarla sin duda con la llegada de 
"los señores extranjeros." 

El desafío y la seducci6n del "a saber; así pues, compensa la 
focalizaci6n interna de la instancia narrativa y compromete la verdad 
individual del narrador con el "decir-verdad" universal-comunal 
legitimado desde elll:aber colectivo del "sujeto práctico." Este 
distanciamiento de la instancia narrativa a través de la ret6rica del "a 
saber" conecta, en fin, la experiencia exterior del texto con el 
narratario-~nte-Iectorpuestos en situaci6n de aceptar sin rechistar 
el mensaje-objeto transmitido. De esta manera el narrador 
homodiegétieo suple su relatividad individual, en cuanto al 
conocimiento de 1011: hechos, al mismo tiempo que desarrolla la jugada 
legitimadora de su relato. Y de esta manera también, el objeto de 
valor intercambiado en el eje comunicativo del discurso, la relaci6n de 
los sucesos de la Conquista, se transmite haciendo posible y efectiva la 
firma del ·contrato fiduciario" de La crónica tk Chac-Xulub Chen. 

Unive~ity 01 Tennessee, Knarville 
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NOTAS
 

1 "En semiótica, el adjetivo cognoscitivo sirve de término 
especificador; remite a diversas formas de articulación del saber: 
producción., manipulación, organización, recepción, asunci6n~ (Greimas 
y Courtés 59). La m<I)Uf pane de nuestra nomenclatura de análisis, y 
que aparece entrecomillada en el texto, sigue de cerca el citado 
Diccionan'o razonado de lo teoríQ del lenguaje de A. J. Greimas y J. 
Courtés. 

Z Todas las citas de La crónica de Chac-Xu/ub Chen las hacemos 
siguiendo El tnle'l:\'O de la conquista de Miguel León-Portilla. 

3 ~El contrato fiduciario pone en juego un hacer persuasim por 
parte del destinador y, en conpensaci6n. la adhesión del destinatario: 
de esta manera, si el objeto del hacer persuasiw es la veridicci6n (el 
decir-verdad) del enunciador, el cODtra-objeto--cuya obtención se da 
por descontada--consiste en un creer-verdad que el enunciador otorga 
al estatuto del discurso-enunciado" (Greimas 174). 

4 Aquf entendemos competencia como "conocimiento implícito o 
explicito de las reglas psicológicas, culturales, y sociales, presupuestas 
por la comunicación" (Greimas 69). 
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ON TIlE IMPORTANCE OF BEING HERACLIUS
 
IN CORNEILLE'S HERACLIUS OR THE
 

RELATIVE IMPORTANCE OF NOT BEING DEAD 

James L Bymes 

In Hbuclius Corneillc continues his examination of what he termed 
"implexe" dramatic situations, situations that permit him to explore the 
functioning of desire in all of its obfuscatory power. The world 
depicted in this play is eharaeterized by an ontological richness that 
posits Being over circumstantial meaning. The constitution and 
measure of values generated by the imbroglios of desire, the choice of 
models and the "interdividual" erection of obstacles plunges the 
uni~rse of the play into an extreme confusion; a confusion from which 
the fmal rewlation can emerge after a crisis in which all individual and 
societal values are put in doubt, denied or menaced by a lack of 
differentiated identity--misapprehension, incest and parricide conjoin 
to threaten the ground of an intergenerational system of exchange. 

Corneille's tragic theater shapes a discourse of subjectivity that 
brings into confrontation the meaning of self, kinship, society, and 
kingship, but is not simply reducible to this confrontation. Corneille's 
perceived role as propagandist of State order and social degree is 
shCMID to be a truism in need of continual interrogation. The 'M)rld of 
the play has to await what appears to be a providential moment at the 
end of sustained disorder, a disorder from which can finally be 
disentangled the imbricated relationships of power and family relation. 
The logic of the tragedy L~ clearly a logic of the mimetic mechanism 
that has as its telos the maximum. "natural" imbrication of incest and 
violence and its purgation. The final words of the play--"Montrer 
Heraclius au peuple qui I'attend" (HemcJius Y.? 1916), summarize both 
the action and the underlying sustaining collecti~ momentum of the 
play and its congruent dilemma. The cruxes of the play can only be 
penetrated by an attention to the role of desire and violence within the 
process of vietimization that negotiates a complex valuation of death 
and desire in all of their interactions. The trauma of temporality and 
mortality is dramatically resolved by the memorial, collective 
reunification around a pivotal absent discourse that symbolically 
constitutes the integrity and perpetuation of the community. 

In Hbuclius the threat of incest expresscs the anarchic effect of the 
mimetic crisis that undermines the parentarch all political order, 
depriving it of the authority to adequately form essential distinctions 
and to mediate between life and death. The temporal and ontological 
dilemmas of Corneille's play are resol~d in an CM:rarching action that 
individuates and re-identifies the characters along with their intentions 
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and actions. The Byzantine confusions and exchanges of identity that 
precede H~raclills' ascension to the throne are dri~n by the play of 
desire as it erects and Iransgrcslies the borders that delimit nomos and 
phusis. The crisis of doubles lnspired by the radical difference of the 
usurped Maurice dead and the usurping Phocas alive is generated by 
what Girard has explored as a seemingly contradictory mythic fear of 
sameness and symmetry. Hierarchic order breaks under the ~ight of 
rivalry: the king sees heroes and subjects as rivals. The logic of 
mimetic conflict emerges when the king is reduced to the category of 
the same with his subjects. Exchanges with the other incline tOW'aros 
indifferentiation and the attendant thirst for differences which flow 
from it. When the ethos of seU-sacrifice fails 10 promote emulation 
there is a turn to sacrifice tout court. COfneille's work depicts the 
obscured entanglements of death in life through collecti~ processes of 
violence generating the foundations of social order. 

The title of Calder6n's play from which Comeille likely took several 
ideas, En esta vida todo es verrJad y todo mennru, fits this play which is 
both logical and obscure; indeed obscured by its ~ry logic--a logic of 
imitation itself wherein values constitute [hemsel~s by revealing their 
destruction, where a true discourse of verified relations is re-established 
through noLse, false report, and falsified relation. The disorder of the 
world of the play permits Corneille to analyze the way a political 
system can create itself out of the ~ry disorder that seems to prevent 
it from forming, The elements of disorder (from the necessary 
perspective of a future equilibrium that emerges) appear necessary to 
the establishment of the future equilibrium, All of the elements of this 
disorder-·the -bruit- of the crowd, the calls to vengeance, the desires 
that call to acts of incest and parricide, the lack of stable identities 
carry the v.orld of the play to a crisis that crystali1.es the demonstration 
of a renewed truth. Only a subversive violence, finally a purgative 
violence, could assemble the collective force of the people around a 
new and true authority by putting an end to the dedifferentiation in 
which all tend to resemble one another, even those who represent the 
spectacle of the uniqueness of (he differentiated "royal" family, 

The fall into dedifferentiation that follows upon the usurpation by 
Phocas of his rival Maurice makes recognition of the ties of 
consanguinity impm;lI:ibly complex. Phocas attempts to impose an 
absolute perspective centered upon himself which would join a past 
purged of crime and a future built upon his designs, The impotent 
attempt to install a counterfeit regime of silence is undone by the 
counte~rs it pllM)ked, The range of forces in thill: political v.orld 
continuously eludes his will to dominate and to carry out his flawed 
plans. The dizzying spiral of reciprocal ambivalence, generated by the 
fear and desire of parricide and incest, gCM;:rns the timing and structure 
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of the resolution of the crisis. All law is thrown into question, leading 
to the confusion that surrounds the anxiety focused on the taboos of 
incest and parricide. Where kinship has become mystified, the violent 
forces unleashed must either engulf all or else re-establish a new order 
of siblinghood, parenthood, and thus, a new order of state p~r that 
delimits life in both the profane and sacred realms. 

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

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

Death and the tomb dominate the \VOrid of the play. It is the \VOrk 
of death that regulates the collective rite of passage, delimiting the 
values and creating power; death that is "always already" at work, 
whether in an idealized or "real" state. Death is associated with the 
"bruit" of social disorder from the beginning and is the agent of its 
renaissance--it is a by-product of social disorder and a sacred 
disseminator of order. The spread of terror is coterminous with the 
spread of social -noise-; nothing can silence the noise or tame death 
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except a collective/social process. Despite the efforts of Phocas, the 
social dimension of death is beyond the power of an individual to 
control. The attempt to hide the distinctions between truth and 
falsehood, guilt and innocence is frustrated by a redempti~ coUecti~ 

push to clarity that clears the exchange of communication which Pbocas 
bootlessly seeks to control. Even the lale Maurice is able to 
communicate explicitly through a leUer, a letter that i&, at fIrst suspect, 
as is aU communication in this fallen \\WId. 

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

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

He is in the classic situation of the impure, the poUuted--he is apart, 
separated from all, for his protection, (or their protcction--until that 
moment when the violence tbat he had engendered is polarized back 
onto him. Death is perceived as being the active agent within the 
liminal 'M)rld of the play. The legacy of ~ngeance is represented, not 
only in the perpetuation of the surviving memory of that death in the 
minds of the loyal subjects, but also in the authoritative letters 
intruding upon the discourse of present conflict. The living cannot 
communicate with the dead, but the dead ean communicate through 
them. Life becomes the medium of death's message. Il is Lhe public 
noise that resuscitates Heraclius whose death was "tmp certaine"; "ll 
nomme Heraclius celui qu'it ressuscite~ (Heruclius I. 2. 34). This public 
is a present danger whose undecidability before the spectacle of death 
convinces Phocas to forego a publie execution of Heraclius. Death is 
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also present as the solution to incest. 

The dynamic of this process follows the mythic Iracks of Mia ronte 
antique" made explicit in the works of Rene Girard. The doubles, the 
transgressions of fundamental prohibitions, the destruction and 
restoring of social equilibrium by the mechanism of victimage is seen 
in the -anti·festival- unleashed by the crimes of Phocas, which results 
in his expulsion and his death as those chaotic forces con~rge upon 
him. Even the fmal execution unfolds according 10 Ihe c1assie stages, 
with the usual rounded-up suspects (prisoners, conspiralors--i.e. the 
marginal) of a well-wrought eoUecti'£ murder that leaves no one guilty 
--except the focus of evil of the dramatic world. At Ihe right time, in 
Ihe right way, with the right people, in the right dose, with the right 
victim, violence can, at least seem 10, work its demystified magic 
transforming all elements in a socially cathartic pnrification and 
forgetting of a shared violence. 

The paradigmatic process of rivalry, violence, crisis and victimization 
that is occasioned by the snOYlballing transgression of essential taboos 
and a hyperbolic degeneration of identity finally aborts the hubristic 
designs of Phocas by the vcry excess of his desires: not just to usurp 
p~r but 10 immortalin himself symbolically by projecting his identity 
into the future of the Slate and absorbing the identity of his rival 
throngh the incorporation or elimination of the next generation of his 
lineal descendanls. By doubling back on the problem of heroic action, 
it 1s shown by Corneille that heroic action is no longer be one of 
dramalic Promethean effort, but the communication of the essence of 
the heroic actor. The lucid consciousness of heroic merit and the 
uncontri~d display of myal p<J'M=r are shown to be dependent on the 
ethos of .social mediation and the political geometry that confIgUres it. 

The parallels between Phocas dcad and Maurice alive in his own 
progeny imply the whirligig nature of time as it exhibits the different 
stages and perspccti~s of the processes of ~ngeance, expiation and 
social order. Moments of sterility, death and bere~mcnt are buried 
under the desire for communal reconciliation underlying the dramatic 
teleology of the polity. The motivating valuations thai the characters 
attach to life, death, kinship, 10Ye and loyalty are shown to be radically 
grounded in an o~rarching scheme of exchange that shifts within a 
cycle of sacrifice. Phocas' dreams of immortality are lerminaled in his 
exclusion from power as Maurice is symbolically resurrected in Ihe 
reconciliation of his descendant's authority and his Kingdom. The 
tomb of Maurice is the foundation stone of the political order; the 
closing gesture is an opening to a nexus of peace, ordered 
individuation, stable identity and legitimacy. Hierarchic distinctions are 
affirmed by a violenee tamed and channeled outside the circle of 
society and the cycle of rivalry. Ineorporating death through social 
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rituals aUQ'NS for a metamorphosis of values, a symbolic immortality 
that cloaks the fact of death, and thus limits social violence. 

State Univer.sity of New y~ rll Buffalo 

NOTES 

1 See Marc Shell 40. Parentarchy as order based on one's 
relationship 10 one's parents in a gi~n political order. 
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LA MODERNIDAD DE EL QUIJarE EN LA 
CONCEPCIÓN NOVELíSTICA DE BAJTIN 

Mmr:eloPaz 

TodDll los probJemn en tomo a la creación 
n~Jíuita e~14n en esa novela inagotable 
que es El Quijote, la mejor que se ha escrito 
nunca 

Paul Ausler 

El adjeti-m "moderna" está presente en la ma)Qrfa de los trabajos 
destinados a ponernos al tanto del sentido de la "inagotable" novela 
española. Ellos eoineiden en que es éste uno de sus rasgos 
sobresalientes, algunos llegan a señalarlo como la contribución que la 
separa de las que la precedieron. El número se reduce 
considerablemente cuando, una vez utilizado el término, la crílica debe 
volearse a la incómoda tarea de aclarar un concepto que parece 
alimentarse y pervivir como una consecuencia natural de su oscuridad 
o plurisignilicaci6n. La respuesta al interrogante que se abre euando, 
evitando el reflejo tranquilizador de "hacer moderna" la novela de 
Cervantes, tratamos de precisar la palabra, supone lidiar no 5ólo con 
la temática de lo moderno, 5ino también, y en su ramificación 
terminológica, con las concept05 de modernidad y modernismo. 

A la tarea de preci5ar se han abocado destacad05 estudiosos, en un 
desarrollo que parece haber culminado con la creación de un nuevo 
término: la postmodernidad. La cue5ti6n, lejos de haber sido resuelta, 
reqniere una actitud crítica consciente de la inestabilidad de los 
e5paci05 a poblar. Pido por tanto, que 10 que sigue sea leído sólo 
como una de las infinitas lectura5 que la inacabable novela de 
Cervantes p05ibilita. 

Proponemos lo moderno surgiendo de la comprobación de una 
manera de ver la vida y de la articulación de esta "forma~ en el género 
que nos ocupa. Intentamas un repen5amiento a partir de la masacra 
bajtiniana de la novela, más que la aplicación analítica de un corpus 
teórico cuya con5ecuencia fundamental 5ería el abandono de los 
substratos ideológicos de su di.sclllT'ir. En la concepción bajtiniana del 
género novell5tico, la unión de la novela y lo moderno no e5 ajena a 
sus ideas. Por el contrario 5e de5taca la íntima relación entre el 
surgimiento de la nlM:la como género literario y el ad\enimiento de lo 
que llamamos era moderna. La contemporaneidad del género 
nO\lelístico lo convierte en el único, según Bajtin, que continúa en 
desarrollo, que está todavía incompleto (7). La novela, a diferencia de 
105 otros géneros mayores, es posterior al acaecimiento de la escritura 
y del libro (la nO\lela eomo artículo de consumo: otro signo de lo 
moderno). Teniendo en euenta ese dato esclarecedor lo moderno del 
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género se torna evidecte. El carácter escritural y textual que posee la 
DCNela, el cual no puede compartir con ningún otro género, introduce 
un elemento sustancial a la idea moderna de la DCNela: la incursión del 
lector y su actividad COmo consumidor de una nuew mercancla, es 
decir el proceso de lectura. 

La trascendencia del factor lectura es central en la Dovela de 
Cervantes. Alonso Quijano es UD "lector" que ha perdido el juicio 
como consecuencia directa de la ~Iectura" de libros de caballerfa; hay 
una segunda parte en la cual los personajes son "lectores" de un libro 
que cuenta las aventuras de un tal Don Quijote, libro en el cual 
inlentan cotejar su "lectura" con la "realidad" del caballero que se les 
presenta ante sus ojos (una presencia no mediatizada, ahora, por el 
texto). Sin olvidar, por supuesto, la lectura que DOS permite estas 
realizaciones, por dentro (a partir del ~Desocupado lector", en la 
posibilidad de una inversión de la marginalidad del prólogo) o por 
fuera (cuando nos enfrentamos a las tapas del libro para "abrirlo" y 
dejar así de confiar en la exterioridad de la -desocupada lectura~) 

nosotros lectores ejercitamos maravillados una actividad que nos hace 
cuestionar el dentro-fuera de la tarea que nO\'i (des)ocupa. El libro y 
el ser humano como ente lector son esenciales en el advenimiento de 
la era moderna. La consideración de este factor es intrlnseco al 
surgimiento de un género que se VIl haciendo en una nueVll realidad 
escritural cuya contracara es el proceso de lectura. Estos dos 
componentes adquieren sólida evidencia en El Quijote, cuya aftnidad 
con lo moderno, en tanto nOYeIa, surge de su propia génesis. Ya que 
la novela, según Bajtin: "is not merely one genre among other genres 
... lit] i.s the only developing genre ... that was boro and nourished 
in a new era of the YiUrld history and tberefOre it i.s deeply akin to that 
era"(4). Todo "desocupado lector" deEI Quijote, aunque como 
nosotros esté ejercitando la lectura en las postrimerlas de la 
modernidad e incluso ya entrada su cuestionada sucesora, la 
postmodernidad, no puede dejar de percibir el carácter "nOYeI" de este 
relato. Estamos ante lo que Bajlin llama ~the drama of literary 
development," que se está produciendo en el discurrir de la historia, 
una historia que refleja como ninguna las tendencias de un nuevo 
mundo todavía en formación (7). Según Bajtin la novela es: "tbe only 
genre boro of tbis new ~rld and in total affinity witb it"(7) y sin duda 
en El Quijote la correspondencia entre ese nuew mundo y su propia 
conformación (pensamos tanto en el acuerdo crítico sobre el "realWno~ 

de la obra, como en los componentes que tienden a superar esa 
estética) la convertirla en la novela de todas las novelas. En su 
desarrollo de una mosoffa del género nOYelístico, Bajtin es receptor y 
propagador de la incuestionable importancia fundacional y 
multiplícadora--en cuanto a su proyección futura·-que la novela de 
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Cervantes va a ejercer dentro de la historia del género. Junto a 
Rabelais constituye uno de los. máximos creadores. del discurs.o 
nOYelís.tico.1 Fueron ellos quienes. s.upieron recoger formas heredadas 
de la antigüedad clásica y del heleni!l:mo: la parodia, la ironIa, las 
Iormas transvestidas, lo que Bajlin llama "popular laugbter," la sátira, 
el elemento cómico, Jo carnavalesco... para plasmarlas a una realidad 
que por primera vez no conslituía el residno de una antigüedad 
glorificada, sino el centro dinámico de un mundo totalmente nuevo, 
signado por el protagonismo del ser humano. Es El Quijote dentro de 
los trabajos de Cervantes y de la nOYela en ~eneral, el que potencia con 
más apertura la... posibilidades del género. 

Me interesa señalar la importancia quc Bajtin le otorga a la nOYela 
que nos ocupa, el modelo más puro y clásico de novela. Quisiera 
destacar, sin embargo, que la supuesta cristalización de El Quijote 
como modelo nove1fstico no la reduce a una categoría puramente 
canónica. La imposibilidad radica en la naturaleza misma de la nOYela. 
en una aftnidad anticanónica deri\''3da de la flexibilidad Cormatiw de un 
género que, en tanto moderno, implica un cuestionamiento de la regla 
de oro del desarrollo de los otros géneros literarios: la canonización. 
En el nacimiento del discurso novelístico tiene fundamental 
importancia la destrucción del canon; "The novelization oC Iiterature 
does not imply allaching to already completed genres a generic canon 
. . .. The nOYeI ... has no canon oC its own. It is, by its very nature 
not canonic. It is plasticity itself. It is ... ever questing, ever 
examining itself and subjecting its establisbed Corms to review"(39). El 
carácter modelo de El Quijote no significa de ninguna manera la 
cosificación de Iormas narrativas que se van repitiendo a lo lazgo del 
desarrollo literario. Contrariamente, la nOYela de Cerwntes, en tanto 
nOYela potencia las capacidades creativas, alejando lo que Bajtín llama 
el "drama," el devenir del desarrollo literario, de una mera repetición 
de formas. El despegue se produce como resultado de una particular 
reflexión sobre la existencia y el tiempo, según Bajtin: "Ibe inconclusi\t 
present begins to sense a greater proximity lo the ruture than to the 
pastO(40). Esto ocurre en su opinión desde el mundo antiguo y durante 
el Helenismo, especialmente en las manifestaciones de lo carnavalesco 
yen la con\trsión ahora "heroica" del presente. 

Qué mejor ejemplo del presente y de la realidad sentidos como 
heroico comienzo, como una nueva "caballerfa," que la heroica figura 
de Don Quijote y la real existencia--no por eso menos heroica·-de 
Sancho. La incursión de la realidad es uno de los datos más 
comúnmente señalados para caracterizar la nOYela moderna; el aporte 
bajtiniano, sin embargo, es el que nos pone al tanlo de lo inconcluso 
de ese presente. En la visión del pensador ruso, la realidad deja de ser 
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aprebcnsible por medio de sistemas unitarios y se despliega en toda su 
inacabable capacidad creadora. 

La fdosoffa de la n~la de Bajtin puede ser entendida a la luz de 
tres conceptos globales, medianamente sistematizados por Monon y 
EmersaD. Su consideración no implica una reducción, por eso quisiera 
que fueran entendidos aquí como propagadores de un haz de luz que, 
wlcado sobre el peIWlD1iento bajtiniano y luego vertido sobre la ~Ia 

de Cerw.ntes, permita una m<l)Qr claridad a la hora de euestionar el 
sentido de su particular concepción n~llstica. Traducidnc; al español 
etilos conceptos son: "prosaísmo," "infinidad" y "diálogo," Lo!\: do& 
últimos fueron extensamente utilizados por Bajtin, en taolo que 
"prosaísmo" constitu}e un término de su propia creación (15). 

Los conceptos señalados aclaran el proceso de D(M;lizacióo que 
Bajtin percibe eo los géneros tradicionales y en la literatura toda. La 
posibilidad de una existencia n~lfstica estaría determinada por la 
presencia rectora de estos tres contenidos, que habitantes de la 
realidad y trasladados al texto, determinan un proceso de n~lizaciÓn. 

Su presencia en la n~la de Cervantes es de fácil reconocimiento y de 
amplia extensión. 1..0 "nOYeI," el caráctcr moderno de la nOYela, estaría 
dado por una profunda incursión de lo prosaico, del diálogo y de una 
clara eonsciencia de lo inabarcable del mundo, de su invencible 
infinitud. Estos elementos, si bien pre:.entes desde los orígenes de la 
literatura, adquieren su máxima potencialidad con la Uegada del mundo 
moderno, en el cual la nOYela de Cervantes funciona como el primer 
exponente claro de esta nueva visión. 

Consideremos ahora individualmente y de manera breve cada uno 
de los conceptos y el modo como se presentan en la nOYela. En cuanto 
a lo prosaico, un primer entendimiento habla de un tratamiento que 
privilegia la prosa por sobre la forma poética, concepto central del 
pensamiento bajtiniano. Esta elevación de lo prosaico, por otra parte, 
impone una forma de pen.samiento que destaca la importancia de lo 
ordinario, de la experiencia vivencia! directa sobre el acontecer común 
diario. En cuanto al primer sentido, resulta de perogrullo destacar la 
realidad prosaica de El Quijote; sin embargo, es importante subrayar 
en esta materia la necesidad de no trasladar las formas del análisis 
¡x'lético a una realidad tan diferente como la que con.stitu}'e la prosa. 
Ésta impone una consideración particular, "the prosaic oC prose" 
(Morson and Emerson 19). El favorecimiento de lo prosaico trae 
aparejado también una atención especial hacia el lenguaje cotidiano, lo 
que determina la destrucción de una de las premisas de la ¡x'lética; es 
decir, la equivalencia entre lo artfstico y lo poético y como 
consecuencia de esto, la igualación de la prosa a los discursos no 
literarios. La visión dellcnguaje ordinario--responsabilidad del 
formalismo ruso--como algo automático, homogéneo y no creativo 
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choca inmediatamente con el nivel artístico y la alta esteticidad que el 
lenguaje común tiene en obras "literarias" como El Quijote. La obra 
de Cervantes es una precursora destacada, una de las primeras en la 
incursión de este elemento tan moderno yen esto el "caballero" es 
indudablemente Sancho. En cuanto al segundo entendimiento de lo 
prosaico, Morson y Emcrson explican: "lf one thinks prosaically, one 
doubts that any aspect of culture ... could be organized tightlyenough 
to exhibit an aH encompassing pattern"(28). La relación cntre esta 
lógica y la obra de Cervantes es clara. Percibimos un pensamiento 
prosaieo desplegado en la negación, o al menos la sospecha, de un 
mundo sistematizado. La inmensa apertura dc El Quijote tiene que ver 
con un cuestionamiento de los sisteDlas de valores de un pasado--el 
ideal caballeresco, la escolástica medieval, la primacía del saber 
elevado por sobre el vulgar, la suprema autoridad del soberano--que 
tenían una intención totalizadora y que no pueden ahora en el espacio 
moderno expresar una realidad dinámica y desordenada. De una 
manera análoga el proceso se produce metaliterariamente, en el 
cuestionamiento de los sistemas (totalizantes) de modelos literarios 
anteriores--Ia novela caballeresca, la novela picaresca, la novela 
pastoril, la épica, la lírica, etc.--a través de esta nueva consciencia 
literaria que es la novela, que es El Quijote mismo. Señalemos 
brevemente algunos ejemplos de este euestionamiento literario: la 
alteración paródica del género caballeresco, lo que Jameson llama "the 
realistic demystification of the older kinds of transcenden! narratives" 
(410); la intención paródica de los sonetos introductorios, que siendo 
sonetos de la máxima perfección no pueden ser vistos eomo meros 
sonetos, ya que en ellos, eomo destaea Bajtin, el soneto deja de ser 
género para convertirse en "objeto de representación," para convertirse 
en el "héroe de la parodia;"(51) y finalmente la ironla que supone, 
actuando lúdicamente sobre el concepto de erudición, la interposición 
de autores: Benengeli, el traductor, el sujeto de la narración y 
Cervantes (¿padre o padrastro?). La sola lectura nos hace incursionar 
en el camino de un creador que "pensaba prosaicamente" tanto en su 
vida como en la conceptualización de la literatura. 

En cuanto a la "infinidad," dicen Morson y Emerson que Bajtin no 
sólo sostenIa que el mundo era un lugar en desorden, no explicable por 
sistemas, por el carácter cerrado y totali.zante que ellos padecen, sino 
por sobre todas las cosas un lugar abierto. Lo infinalizable se 
relaciona con valores centrales a su pensamiento: innovación, 
"surprisingness,M lo genuinamente nuevo, apertura, potencialidad, 
libertad y creatividad. La D{mla representa la textualización de estos 
valores y El Quijote representa, quizá, uno de los primeros intentos de 
discusión de la posibilidad de libertad en un mundo no sujeto a le)es 
preestablecidas. Don Quijote y Sancho reCOrren un camino signado 
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por la búsqueda de la libertad y un "orden" que está más allá de una 
aplicación ciega de valores. La libertad se actualiza en su absoluta 
ocurrencia en cada una de las <r.enturas; por eso, Don Quijote puede 
otorgarles la libertad a 105 galeotes que "merecen" (en otro mundo, uno 
de entendimientos finales) la condena que van a padecer. En este acto 
hay un intento de contemporizar la existencia de un cierto orden y el 
ejercicio de la libertad, lo que oeurre necesariamente en lo irrepetible 
de cada suceso. Lo "inagotable" de esta novela está en la propia 
inagotabilidad del mundo y en eUa tienen cabida "todos los problemas 
en torno a la creación noo.eHslica.- Cervantes era consciente de estar 
fundando un género cuyo dato sobresaliente es la capacidad 
aulorreDexiva, una escrilura que se refiere a sí misma, otra marca de 
lo moderno. 

El último eoncepto central de la eoncepción bajtiniana, según 
Morson y Emerson, es el diálogo. En su pensamiento, diálogo significa 
·una clase especial de interacción" que no debe confundirse con la 
argumentación ni con el diálogo expresado composicionalmente a 
través del signo que señala el discurso directo. Bajlín se está reliriendo 
aquí al diálogo que surge necesariamente desde una confrontación 
externa, para provocar lo que denomina "creati~ undersLanding." Lo 
esencial para la obtención dc una comprensión creativa es la existencia 
de un diálogo entre distintas realidades y para que esto se pnxluzca es 
necesaria una visión desde afuera, desdc lo otro. En palabras de 
Morson y Emerson: "Qutsideness creates the possibiliLy oC dialogue, 
and dialogue helps us undersLand a euJture in a profound way"(55). La 
palabra, un discurso, el lenguaje, se "relativizan" a través de un proceso 
de dialogización. Su ausencia determinaría un lenguaje autoritario y 
absoluto que es extraño a la novela en su determinación genérica. Son 
numerosos los ni~les dialógicos existentes en la nO'o'Cla que nos ocupa. 
Entre los más e1aros está el que exisre enLre el lenguaje propio del 
género caballeresco y el lenguaje vulgar que predomina en las 
embajadas de Sancho. De esta manera El Quijote se constitu)e en uno 
de los modelos más puros de novelas dialogizadas por la confluencia 
de infinidad de registros, lenguajes y géneros que, dialogando entre sf, 
se relativizan prCM:lcando en acto lo que potencialmente yada en la 
propia identidad. El elemento dialógico es aquí tan central, que la 
elaboración del prólogo está realizada a manera de diálogo, diálogo 
que se produce no sólo con un amigo, sino literariamenLe con formas 
canonizadas en la tradición escritural y que son ahora cuestionadas e 
ironizadas: la inclusión de sonetos, epigramas, elogios, alarde de 
erudición, actitud latinizante, etc. En ese diálogo "amistoso" hay un 
diálogo, poco amigable a ~ces. con la tradición. 

Pretendimos en este trabajo revisar la etiqueta "moderna" de la obra 
de Cervantes, en un intenlo de leer lo moderno como el resultado de 
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una nueva ordenación en las maneras del narrar. Manera prosaica, 
infinalizada y dialogada que se fusiona en una economla cuestíonadora 
de la estabilidad de unos términos que en los comíenzos del síglo XVII 
eran sumamente nO'leles (autor/lector), ell el substrato de un mundo 
que empieza a engañarse ejercitalldo una mírada de pretendida 
inspiraei6n futurista y de impulso progresista (engaño y pretensión de 
las cuales nos comunica la reflexión postmoderna). La partícipaci6n 
en este engaño por parte del Quijote y del Sancho de Cervantes es por 
lo menos ambigua, sus posturas contribuyen de nna manera 
problemática a la inspiración y al impulso de ese nue\lO orden que la 
modernidad trae aparejada porque el optimismo que viene COIl ella 
comienza a ser minado juntamente con su aparici61l. Cervantes intenta 
resol~r el conflicto planteado por la actitud moderna traduciéndolo al 
ejercicio novelador,lo cual se convertirá en uno de los datos más 
sobresalientes del mundo moderno, hasta cuando, llegado el fin de la 
modernidad, se nos informe de la crisis de la nO'lela moderna. 

Uniw:rsity 01 Cincinnati 

NlITAS 

1 Bajtin no deja de destacar el aporte cervantino, ~r página SO. 
2 Bajtill siltia en la nO'lela de Cervantes dos conceptos--heteroglosia 

y dialogfa--centrales a su teorra del género y que son parte fundamental 
del impulso nO'lelístico del español. Para una m3)Qr comprensión de 
ellos ~r página 324. 
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SEMIOTICS, SIMULACRA, AND
 
THE CONSUMERIST RHETORIC OF STATUS IN
 

MOLIERE'S Ci:REMONIE TURQUE AND
 
FIAUBERT'S CHATEAU DE IA VAUBYESSARD
 

Larry W. Riggs 

Terry Eagleton has said that bourgeois dreams of power and slalus 
tcnd to be foolish fantasies (100). This is certainly true of the 
bourgeois fantasies lampooned by Moliere and F1auhcrt. Pari of the 
problem with these fantasies of social mobility is that the an"stoaucy has 
been the only available model for those aspiring to higher status or 
greater power. As the aristocracy ccased to be tbe functionally 
dominant class, it began to dominate semiotically, as a model of 
consumption and display for {ho.~e de,<;iring high social status. Moliere 
and Flauberl are among the writers who e;{pose the great irony of 
modern social mobility: having destroyed the aristocracy as social 
substance, the bourgeoisie resLores it as style, as phantasm. 

The enemy class provides, after all, the only available semiotics of 
status. Thus, ambitiou~ French hourgeoi~ have found tbem~elves 

obliged both [0 vilify and to imitate aristocratic life, defining progress 
as generolizing a le-.el of material con~umption that was rightly regarded 
as abu~i-.e when it was the prcmgati....t: of a minority. The aristocracy 
was defined by iL~ relative freedom fmm the material constraints of 
common life (Ewcn and Ewen 120). Generalizing such freedom and 
calling it "democratization" gi'oe rise to certain absurdities. By the way, 
we must admit lhat somehow providing to c ....·eryone the means to 
consume with the abandon of aristocrats is also Ollr ~ocial ideal. 

To appreciaLe fully representations of consumption and social 
mobility in Moliere, and especially in Le bourgeois gentilhomme, we 
must remember that it is in the seventeenth century that Louis XlV's 
minister, Jean-Baptiste Colbert, begins the commercial exploitation and 
internaLional marketing of the French aristocratic veneer or, as we 
would call it, "lifestyle" (Ewen 27). Colbert's family was in the c10Lh 
trade in Reims. Moliere, too, of course, like his bourgeois 
gelltilhomme, was from a cloth-merchant family. 

We must see Monsieur Jourdain and,later, Emma Bovary, as 
archetypal consumers who believe they can "alchemize" their idcntitics 
by acquiring and displaying the signs of higher social stalus. The 
detachment, commodification, and commercial circulation of d~cor 

associated with status are already discernible to Moli~re as Ieey 
element~ in the culture and economy of modernity. He join~ La 
Rochefoucauld and La Bruy~re in showing that, in an already 
somewhat uprooted, mobile society, individuals are judged more and 
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more by their ability to display goods. Sumptuary laws become both 
mOre common and more impossible to enforce at the dawn of the 
modern era. This reflects anxiety about the irreversible loss of an 
order, the blurring of identities. 

The rise of wealth and social status based on money and the 
monarchies' power to confer social mobility, often in direct eJ'Changc 
for money, are concomitants of early modernity which concerned many 
literary figures. In fact, mobility of all kinds is seen by several 
seventeenth-century writers as threatening to destabilize both 
individuals and society. La Rochefoucauld says, disapprovingly, that 
kings can make new social identities the same way they coin money. 
La Bruy~re describes the frenetic lives of those hungry for social 
mobility. Such performative frenzy made the semiotic, arbitrary nature 
of the social structure discernible. The Iheutrnm mundi, a common 
topos of the seventeenlh century, comes, for some writers, to designate 
both increasing agitation in the context of competiti~ exchange and 
decreasing reat differentiation. The homogenizing effects of 
centralization create enormous anxiety and intensify competition for the 
signs of increasingly marginal distinctions. In Le bourgeois 
gentilhomme, Moli~re clearly elucidates the money-knowledge-mobility 
nexus: his ridiculous would-be pan;enu hires teachers to teach him the 
words and gestures--Ihe exchangeable signs--which will make him 
"noble.M Nobility itself has, in effect, become a commodity. 

It is symptomatic that the seventeenth century was the heyday of 
alchemy and other forms of instrumenlalist magic and the historical 
scene of modern science's birth, as well as marking the advent of the 
international market in commodities. The inherent logic of modern 
consumption is that of instrumentalist magie, and modern ideas of 
~a1th hem:: something in common with the desire to change lead into 
gold. In the seventeenth century, with the development of a world 
market, demand-creation became integral to ideas of prosperity. 
Linkage of motive, desire, and dreams to consumption as the means for 
commoners to achieve a happier way of life is a major element in 
modernization (Ewen 47), Though their judgments of this sort of 
progress are diametrically opposed, Voltaire and Rousseau will later 
agree that civilization itself is driven by the constant ereation of new 
desires. 

Monsieur Jourdain tries to take advantage of the facl that identity is 
a social, semiotie creation. He is a farcical Faust, and his maitres are 
Mephistophelean figures who pander to his desire for a metamorphosis, 
They purport 10 sell him "knOlliledge- that will give him access to sex 
and power by enabling him 10 pass for a noble. He aspires to the 
prestige and irresislibility of a Dom Juan. 

The maitres are already functionaries in a commodity economy of 
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pimps and panders. They exploit Monsieur Jourdain's "foolish fantasy" 
of a world in which consumption, or the metaphorical ingestion of 
semiotic "nourLshmenl" through purchase, can achieve metamoqJhoses. 
Monsieur Jourdain confidently belie-.es that the maftrer' knowledge has 
magical power and that he caD buy it. Thus, of course, it is most 
fundamentally money and the act of spending it that are in-.ested with 
the old ambitions of instrumentallit magic. 

Monsieur Jourdain is seduced by pander-teachers who exploit t.heir 
client-pupils' belief iliat. in a VKIrid of signs, knowledge and display can 
open the kingdoms of the imagination and make hallucinations real. 
The commercial and psychological nexus is named when the Ma~ de 
MlLfique says that Monsieur Jourdain's "visions de noblesse" are "une 
douce rente" (507) for the maitres. 

The idea that metamorphosis through ingestion, and by extension 
through tne purchase of commowties, is an important modern fantasy 
permits us more clearly to see consumption of commodities as 
mctonymic feasting. The general modern con-.ersion of the 'MJrld into 
resources, or raw material, thus appears to be metonymic hunting, 
gathering, and cooking. The concomitant conversion of the material 
VKIrld into a semiotic system or text seems to realize a fantasy of p~r 

by ~raising" us to the level of abstraction. The consumer of 
commodified signs enacts the fantasy that it is possible to operate 
abO\le the ineluctably material world where supplies, and therefore 
appetites, are limited. Monsieur Jourdain, by acquiring "knowledge" 
directly from his mentors, expects to be transformed. 

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

Not only does Monsieur Jourdain hire teachers to teaeh him the 
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exchangeable signs of "nobility," but he also commissions a tailor to 
make him clothes that will proclaim his new identity. He has already 
learned the essential modern "skill" of regarding education as the key 
to social mobility and commodified objects as the material from which 
identity is made. He is trying to learn to focus his desire·-his "taste"--on 
the commodities for which he must )l:arn if his performance of a new 
identity is to be persuasi~. It is no accident that a key Lo his illusory 
social metamorphosis will be financing a banquet. Aaubert, too, will 
explicitly link the consumption of signs with eating. 

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

In one of the play's mo;;t famous scenes, Monsieur Jourdain displays 
his newly acquired knowledge of the terms prvse and JleTr as elements 
in the collection of purchased attributes he is amassing. His self· 
flattering deJight in fragments of "knowledge" looks forward to 
Flauberl's Bouvard and Pecuchet, as his effort to buy the means [Q 

social transformation and gratification of his desire looks forward to 
Emma. 

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

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

Emma Bovary is another Faustian client of seducers who pander to 
her social ambition. The effects of commodified signs fabricated by 
social manipulators are analyzed most thoroughly in the la Vaub~ssard 

incident of Mudame BCMVY. This episode is recounted in Chapter viii 
of Part I. Here, Flaubert presents something that had been an 
archetype of French social history since Colbert's time: an 
"aristocratic· veneer is used as a means of seduction and dominance. 
In fact, this chapler brilliantly analyzes the construction and functioning 
of simulacra, of illJ.l.SiollS objectively manufactured by social forces and, 
in effect, mude real: la Vaubyessard shows that social representatiollS 
are both fictitious and powerfully real. Representation constitutes what 
it signifies when the image is consented to--~swallowed'--byits 
audience. The ball is a ritual, performed in a collStructed environment, 
whose essential purpose is to hide the means and motives of its 
cOllStitution. Indeed, its seductiveness makes its victims unable to think 
of social constructs us motivated manipulations. It is a particular 
seduction that participates in a culture and politics of seductions. 
Emma's orgasmic waltz with the Vicomte reproduces in her the 
vertiginous ecstasy of Monsieur Jourdain when he is made a 
"Mamarnouchi" (532). 

The la Yaub}t\ssard chapler follows those wherein 'o\e disc(M.':r how 
Emma has learned to do what William Leiss calls constructing the 
landscape of desire (6). The linkage among education, reading, and 
consumption is established when the narrator says that the old maid 
who passes romantic novels to the convent girls "uvuluil de longs 
chapitres" of the nClYeIs (my emphasis). The analogy be~en Emma's 
psychologieal processes and those of the commercial economy is 
revealed when Flaubert says of her that "n faltait qu'elle put retirer des 
ehoses une sorte de profit personnel" (70). 

Emma regards printed words and commercial commodities as 
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talismanic tokens magically related to happiness. Her education and 
Monsieur Iourdain's have similar effects. The Church's mythology and 
the old maid's novels have encouraged Emma to regard herself as a 
Cree signifier whose meaning can be transformed by the metaphoricaJ 
ingestion that is reading, purchase, and display. Her body-as-clothes­
horse is conceived as displaying the commodities she has bought--ofJ 
credit--as if they were the emanations of a process of nourishment. 
Buying on credit, of course, is itseH an elemenl in Ihe delusive 
imitation of aristocratic habiLs. Emma learns a eullural ~skill" whiclt is 
confused wiLh natural percepLion: acting as if one lived in a "world" 
made of signs. 

La Vaubyessard is a romantic n~1 in three-dimensional sp.ace. The 
overture Lo the episode, whose link with the previous chapter is 
emphasized by its theatricality--"Ils arriverenl i 1.1 nuit tombante, 
comme on commen~ait aallumcr des lampions dans Ie parc~--is a 
sumptuous feast. Like Monsieur Iourdain, Emma is prepared for an 
illusory melamorphosis by an aClual banquet. Representations of 
arislocralic life's past glories abound in the chateau's decor. The fact 
thai Ihe castle is "de conslruction moderne" (80) and partially hides the 
ruins of Ihe original chateau emphasizes the aristocracy's historical 
transformation from function to phantasm, even Cor the nobles 
themselves. The baJJ is a representation, even as it is a real event. The 
motives of this production are carefully disguised. The Marquis 
d~ndcrvilljersopens his casLle to the public because he is running for 
office. Having been Seerttaire d'Etat in the Restoration--itself a 
simulacrum.!--he wants to rcenter politics. Running for office, like any 
merchanl or manufacturer, is hardly aristocratic; the Marquis Lreats his 
own nobility as an instrumentally valuable veneer. 

Emma's culturally induced disability, her entrapment in a factitious 
reality, is underlined when Flaubert says of her Lhat she "fit sa toilette 
avec la conscience mcWculeu5e d'une actrice ason debut" (82). Emma 
conceives of herseU as both a consumer and an item on the menu aL 
a banquet of signs. Like Monsieur Iourdain in his mock-Turkish 
costume, Emma, in her wallz with the Vicomte, spins loward a 
semiotically-induced ecstasy in an orgy of display. The "[rou" (89) 
opened in her life by the ball, like the hole later burned Ihrough her 
entrails by the poi.c;on she greedily swallows, admirably symbolizes the 
lack, the abstract and therefore illimitable appetite, Ihal obsesses the 
consumer of signs. In Emma's life, the simulacrum obliterales all else: 
"aux fulgurations de l'heure presente, sa vie passee, si nelle jusqu'alors, 
s'tV"dnouissait tout en[iere" (85). This experience is explicitly tied LO 

literal consumption: at the moment being described, "Elle mangeait . 
. .une glace au marasquin" (85). The semiotics of social display is as 
poisonous as the arsenic. 
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So, the ~post-modern" self, journeying ceaselessly through the 
possibilities of identity, signification, and exchange, is born from the 
early modern coupling of instrumentalist knowledge with a politics and 
economy whose legitimacy depends on the generation of c:a:hangeable 
wealth. The desire for unlimited social Ouidity depends on the constant 
slippage of social signifiers. Consuming and eXLhanging signs of slatus 
is the key skill in a culLurc of mobility. However, Ihis competitive 
desire for difference, as ROllsseau cenainly foresees. actually fuels a 
relentless process of homogenizalion. The .~igns change, but the rituals 
of consumption and exchange vary less aDd less. Freedom [urns out to 
be an iron discipline, and mobility is circular. Monsieur Iourdain and 
Emma, hypnotized by the "visionary lulLaby" (Ewen and El,1/Cn 14) of 
modernity, live within thc circlc, thc cultural and psychological 
pirouette, traced by the semiotics of purely stylistic metamorphosis. 

Buller University 
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LOPE DE VEGNS PEASANT HEROES 

Deborah Compte 

The Spanish Golden Age plays depicting the virtues of country 
living, particularly the peasant honor plays such as Fuenteovejuna, 
Pen"btinez y el Comendador de Ocana, and EI alca/de de Zalamea are 
among the most v.ell known and celebrated works of Spanish theater, 
part of the "canon" of Golden Age drama. The Spanish rustie hero 
continues to be the subject or much critical attention as his appearance 
on the seventeenth century stage is unique and distinguishes Spanish 
theater from the European dramatic tradition of the period. And it is 
Lope de Vega in particular, in distinction from most of his 
conlemporaries, who offers us the most remarkable examples of a 
humble rustic character end~d with dignity and prestige. 

Why did the peasant appear as an appealing and ~rful figure on 
the stage? And what were the dramati.<it's intentions? To what can we 
attribute the vii/ano's risc from the pastor bobo to a heroic figure? Is 
the praise of country living and its inhabitants a reflection of Lope's 
personal love for the country, as Kathleen Gould'ion suggests? Is Lope 
motivated by a pioneering democratic spirit underscoring "the right of 
every good-loving person to dignity, self-respect, and the respect of 
others"(66) as W1..Ison and Moir posit? Is the pea.'>aDt exalted because 
of his purity of blood, as Americo Castro has shown? Was Lope 
simply echoing "tired literary cliches"(75) as Dian Fox states, drawing 
from the pastoral tradition and the well known antithesis of city and 
country? Are the plays essentially socio-political propaganda plays 
designed to uphold the seigneurial-monarchical system and maintain 
the status quo, as Maravall, Diez Borque and others have affirmed? 
Or do they reflect the need to return to the country, restore agriculture 
and its revenues in response to Spain's terrible economic climate of the 
day, as Salomon shows in his landmark study of the literary peasant? 

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

One of the most appealing characteristics of the rustic country 
setting depicted in these works is the pervading sense of harmony 
found therein. The countryside in its simplicity, vitality and productivity 
reflects the perfection and order of the cosmos. As an integral 
component of this uni~rsa1 design of accord, man is happiest when he 
regulates his life according to the rules of nature. The exaltation of the 
simple, rustic life is an ideal celebrated in antiquity by Horace, and 
Lope does not hesitate to exploit the imaginative power of its most 
illustrious classical formulation in these works. Both Mendo and Tello 
el viejo, the rustic protagonists, enjoy the simple plea~ures of the rural 
environment and pattern their daily routines to the rhythms of nature. 
In a central scene of Los Tellos, the protagonist's description of his tife 
attuned to nalure's norms imitates the Horatian beatus ille: 

iCuM. bicnawnturado
 
Puede llamarse el hombre
 
Que con escuro nombre
 
Vive en su casa, honrado ...
 
Yo salgo con la aurora
 
Por estos prados...
 
Vuelvo, y at medio dfa
 
La comida abundante
 
No me pone arrogaute ...
 
Cuando la noche baja,
 
Y al claro sol se atreve,
 
Cena me aguarda bre'o'e,
 
De la salud ventaja; (518-19).
 

In this lyric aCiirmation of the blessings of the simple life, Lope 
underscores the peasant's affinities with the natural rhythms of his 
environment, arising at dawn, partaking of the rich abundance of his 
surroundings, and activeJy participating iu its cultivation. The 
glorification of the peasant in his affinities with nature recalls the 
ancient Stoic ideal of the simple, unassuming life in which oue is 
content with the modest provisions offered by one's rural environment, 
~t ever thankful for its beneficence. While the bountifulness of nature 
is seen as a reflection of God's providence, the productivity of the land 
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is explicitly linked to the industriousness of its inhabitants, and atlests 
to the strong work ethic of the rustic people. Both Tcllo el viejo and 
Mendo farm their own plots, arc vigilant over all aspects of its 
cultivation, and contrast their tireless labor with the idleness of the 
nobles. The daily diligent activity in which the protagonists are 
continually engaged again recalls a Horatian ideal which surfaces in his 
Epodes and Epistles.1 Fray Luis de Lc6n also expresses the satiM"aetion 
derived from working one's own land in his famous lyric poem, "La 
vida rctirada".2 

While the comedia may well ha~ carried out the ~odal funmon of 
encouraging a new interefit in agriculture and promoting the values of 
labor, withm the philosophical context of these works, Lope directs his 
attention to the moral value of the virtue of work and how it avails 
man's inner character. The rustic protagonists are richly rewarded for 
their industriousness, yet the benefits they reap are spiritual as ~1I as 
material. Because nature responds so liberally to their efforts, they are 
able to provide amply for their families and live independently of 
others. The satisfaction of living by one's own hand and of being 
contcnt with one's provisions has nothing to do with material inlerests, 
but points instead to the exalted Stoic principle of spiritual self­
sufficiency: one must follow nature and desire nothing. In the Epistulae 
moroles, Seneca di<iCourses on the ...irtues of self-sufficiency: 

Necessities are procured with lillie pains; it is the luxuries that 
require labor. Seek not out the makers of artificial things, but 
follow Nalure. Nature did not wish us to be distracted over 
many things. She equipped us for whatever she forced upon us. 
(270) 

In Los Tellos Tello el viejo ad...ises his ambitious son to ignore the 
false atlractions of the world and rather appreeiate the natural fruits of 
his surroundings, as he himself does. Similarly, Mendo rejecls the 
external signs of wealth and status that his hidalgo neighbor Leonardo 
urges him to acquire in favor of the simple. yet ullimately more 
satisfying, provisions of his fields. The positive moral values atlached 
to the self-sufficiency of the peasants in these plays reveals Lope's 
concern for man's inner nature. Because they esteem and are grateful 
for the blessings of nature, the patriarchs emerge as exemplars of 
ethical perfection. They wisely sel the proper priorities, live 
independently, and conform to thc Stoic principles of nalure as norm 
and the virtue of personal autonomy. 

The principal focus of these play~ is the moral exemplarity of the 
village patriarchs who, in the idyllic confines of a solitary rU.~lic 

en"ironment, eme~e as models of cxalted philosophical values. Lope 
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takes pains to underscore the virtue, humility, generosity, and natural 
wisdom of his protagonists. 

The nobility of virtue is one of the basic tenets of the Stoic tradition, 
championed in numerous classical and Renaissance philosophical 
treatises.) Lope's characters prCM: to be models of the Stoic patriarch 
in their reiterated recognition of the importance of virtue over the 
variOlls false values which are held in high esteem by society. The 
rational pursuit of virtue is considered the highest good and brings 
about the inner peace which is prized so highly by the protagonists. 
Tello el viejo exalts the spiritual rewards reaped by righteonsness in an 
early monologue which establishes the moral tone pervading the entire 
'Mlrk, "Siempre de bacer la virtud / Resull6 al alma quietud" (519). 

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

The ethical ideals exalted in his patriarchal heroes are similarly 
dewloped in Lope's critical treatment of the theme of honor in these 
works.4 While honor in the Spanish theater is usually charged with 
social resonances such as rank and lineage, both Mendo and Tello el 
viejo exemplify a higher, less conventional kind of honor, which is 
based entirely on the individual human dignity that accompanies and 
distinguishes righteous living. In El cuerdo Sancho and Mendo draw 
attention to the distinction between true dignity and the specious honor 
based on social status and supported by an elaborate program of 
ceremonies within society. Such ceremonies may in fact be little more 
than the display of empty pretensions, as Mendo affirms: 
"Comedimientos fmgidos/ Descomedimientos son. / Nunca tuw por 
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valor / Que el hidalgo y caballero / Me quite, padre, e1 sombrero, / 
Para quitarme el honor" (456). Tello el viejo also cautions his son 
against the foolishness of pursuing VlUridly gain and honor, "lAy, Tello! 
la perdici6n / De las republicas causa / EI querer hacer los hombres 
/ De sus estados mudanza" (512). 

In his pursuit of moral e:u:cllence, the ethical man shows no concern 
for social or economic advancement. Lope's protagonists prefer the 
peace of a humble existence in which they voluntarily reject luxuries 
and self-serving ambitions. Indeed, the fundamental dramatic eonfliet 
of El cue,do en su casa derives from the eonsistently developed 
interplay bet'NCen tlte foolish ambitions of the letrudo Leonardo and the 
unassuming, practical wisdom of the rUstico Mendo in his refusal to 
follow the false dictates of honor through dress, furnishings, and 
meaningless courtesies.5 Mendo's honor is based on personal VoQrth 
and individual integrity. While Leonardo urges him to buy a title with 
the weallh he has amassed from his years of diligent labor, Mendo has 
no need for such external and ultimately vacuous displays of fortune. 
In a comic, yet poignant conclusion Mendo c1e~rly rescues the social 
reputation of the supposedly superior hidalgo Leonardo. Mendo's 
prudence, discretion, and right vaJues distinguish him as the true cuerdo 
en su casa, as Leonardo and all those around him affirm Mendo's 
natural goodness, sense and practical wi<;dom. 

]n considering the philo!'iphical dimensiorui of the plays, the pursuit 
of reason, moderation, temperance, and introspection stand out as 
additional qualities which ennoble the rustic protagonists and enhance 
their characteri1..ation as ethical men. The examination of man's inner 
nature, I would argue, is one of the primary issues of these works, and 
Lope recalls ~ry rich lilerary and philo!'iphical traditions in creating a 
humble figure who represents a higher moral order. As illustrated 
above, Lope evokes the meditative tones of the Horatian and Stoie 
traditions and successfully incorporates various of their fundamental 
doctrines into these works. The peasant herocs emerge as models of 
goodness, humility and classical moderation. They live their lives in 
accord with the natural rhythms of nature, are content with their status 
as peasants, and emphatically reject all luxuries. Their daily existence 
is one of virtuous industry and quickened mental activity, as they reflect 
upon the true essence of man and represent it perfectly in their 
exemplarity. While there is no doubt that the elevation of the peasant 
is tied to historical, socio-political and economic circumstances as so 
amply documented by such eminent Hispanist!'i as Castro, Salomon, and 
Maravall, I would agree with Rnano and Varey who slaw, "Golden Age 
plays are literary conceptualizations, and not socio-economic 
documents" (28). The philosophical richness of such characters as 
Mendo and Tello cl viejo underscores the moral ideal underlying these 
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\\Urks and Lope's interest in exploring the spiritual essence of man. 

Trenton State College 

NOTES 

1 See, for example, Horace's Epistles, Book I, Epistle 14 and his 
Second Epode. 

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

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

4 Zuckerman-Ingber considers El cundo en su casa in her 
examina[ion of Lope de Vega's honor plays (94-100). 

5 See Jaime Fernandez's article for an study of the importance of 
the peasant's discrecitm in El eueTdo en su cosa. 
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"LOVERS OF SELF:'
 
INCEST IN THE ROMANTIC NOVEL
 

Allan H. Pasco 

Although some have said tha( "incest is best kept within the family," 
I want to remove it from thi" intrafamilial privacy and consider it as a 
part of what might be called a "social disease" in the French society of 
the Pre-Romantics and Romantics. I shall suggest that because 
incest-incest implied or inferred, incest averted, incest committed, 
incest revealed-was onc of the dominant themes in the art of the day, 
we can conclude Lhat Romantic.." were obsessed with mcest and that we 
are probably justified in believing that it constituted a serious, 
widespread, and destructive problem with significant impact on the 
whole social organism. Such a study is not easy. Recorded history 
from 1750 through 1850 has left us with little in the way of statistics 
about much of anything. Figures on immigration are little more than 
guesswork. Fignres on suicide until 1825 are cobbled together from 
partial records, diaries, and a liberal use of Onija boards. But these 
statistics arc models of exactitude in comparison with what we have 
concerning incest. Indee<.t, cven today with our admirable success at 
designing, administering, and validating research instruments, whether 
questionnaires or other kinds of surveys, the test samples and statistic.<; 
on incest remind one of physicians who were expected to diagnose 
favorite concubines by taking the sultan's pulse. As Maisch put it, 
"Whilst it can be said with certainty that incest occurs in all Western 
societies, only very unsatisfaetory and barely comparable data on the 
frequency of its occurrence are available. ,,1 The most common 
statistical base comes from people in analysis and counseling. Kinsey 
built his sample from prisoners. Other sociologists pass out 
questionnaires to their students. The unreliability of such data are 
clear and need no elaboration. Still, these samples of incest victims 
provide far more numerous and far more reliable data than what 
remains from the period that interests me, where we have virtually 
nothing. Jean Renvoizc has pointed out, "[W]e can never know for 
sure exactly what used to happen behind the bushes, in the tent or 
under the pile of skins. We don't know what is happening today, so 
how can we be certain of what happened some thousands of years 
ago?" (32). Here, he is commenting on anthropologists' speeulations 
about our primitive ancestors, but the general point remains true for 
speculations about our grandfathers and grandmothers. It certainly 
holds true for the inhabitants of France two hundred years ago. 

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

Incest was not invented by the Romantics. The myth that assumed 
such importance in Freud's assessment of the human psyche was given 
its most important formulations in fifth century RC. by Sophocles in 
Oedipus Ra and Oedipus at C%nus. In France it was most notably 
picked up by Corneille (1659), though there was at least one previous 
CEdipe by Jean Prtvost. And Voltaire's CEdipe (1718) attracted so much 
attention that it elicited a parody by Dominique five months after the 
first performance. Interest in incest was apparently growing, since the 
title character of the Abbe Prevosl's Cleveland (1732-39) falls in love 
with Cecile, whom he later discovers to be his own daughter. 
Nonetheless, one would hardly claim that either Oedipus or incest itself 
was a major subject and even less an obsession in the period's 
literature. By the late eighteenth century, h~ver, when Duos wrote 
his (Edipe chez Adm~te (1778) and (Edj~e aCologne (1797), the theme 
of incest had become a commonplace. 

I tum to the period's literature less as art than as an instrument for 
understanding and, indeed, diagnosing one of the pathological ills of 
Romanticism. I am convinced that no other means serves as well to 
plumb the fantasies of an age, sinee no other artifaet strives so 
consistently to express the inexpressible, to imply the unspeakable. 
Novels are particularly useful, for they include long passages of social 
commentary and provide characters with the space to expand on their 
feelings and fears. Often artists were not conscious of the forces that 
were driving them to be what they were. Nonetheless, their paintings, 
poems, plays and novels leave little doubt of what people wt:re really 
like in a partieular period, of the impulsions that charaeterize them for 
future generations. We need to be sensitive to those images, attitudes, 
characters, and stories that are repeated in works by the same and 
different artists, that overlay one another, that then form a consistent 
pattern, a complex. For such purposes, the aesthetic value matters 
little. Literature, however, is particularly important for a study of 
incest, since incest is a shameful, hidden reality that seldom comes to 
the surface except when it is read in the context of other literature and 
other sociological realities. 

By turning to Romanticism, I am condemned to immersion in the 
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limpid pool that served Narcissus to fall in love with himself. Self­
interest, self-love, self-obsession, self-centeredness, such are the most 
salient features of the age. No longer particularly concerned with the 
general needs of humankind, Romanticism was the great age of the 
individual, where the needs of the self ~re privileged, where liberty, 
as Benjamin Constant would have it, became the "triumph of 
individualism" (quoted from Waller 93). Romantics invented a 
particularly tautological grammar. The grammatical subject was the 
nrst person, the subjective ego, which moved in a regular way through 
the verb "to be" to the verbal object, the objectified ego. While Louis 
XIV supposedly said, "Apr~s moi, Ie delnge!M the Romantic was far 
more absolute, ':A.pr~s moi, rien!" Though it is true that Romanticism 
ean accurately be understood as an opposition to Classicism, the 
opposition of imaginalion, feelings, and individualism to reason, 
universals, and discipline, it is primarily the glorification of the self. 

H is a c1iehe of anthropology to notc thal ineesL is virtually a 
universal Laboo. It was a taboo for the Grccks, and it has been a Laboo 
for the French. EJg:eptions are wrapped up in othenvorldly beings like 
gods and pharaohs, or in those moments when the society temporarily 
suspends the rules in celebratory festivals of worship or repentance. 
There are exceptions in fantasy life, if Freud be believed, and one is 
consequently not surprised to find that the lascivious fantasies of the 
Marquis de Sade and other pornographers include this taboo among 
the many violations.3 There is no doubt that Restif de la Bretonne's 
fantasy life, and a signifieant part of his voluminous writings, are 
dominated by ineest, especially by that of brother-sister and, later, 
father-daughter. As Pierre Testud clarifies, while ~ cannot be cenain 
that incest was actually committed with hL~ sister, Genevieve, there is 
no doubt of his attraction, and his incestuous relations with his 
daughters Agnes and Marion are virtually certain (Retij 636-52). Still, 
although Restif wrote several things that seem to me important in 
understanding the pathology of Romantic incest, he never joined Sade 
and Diderot in an attempt to concoct a philosophical justifieation. 
Sade has Roland explain to Justine, "[TJhe more the restrictions that 
we break seem respectable, the more the pleasure is enhanced. How 
deleetable are the pleasures if it is his mother, if it is his sister, if it is 
his daughter.'.4 In La philosophie dans Ie boudoir (1795), Dolmance 
reminds his student, Eugenie, that the families of Adam and Noah 
~re incestuous, and far from being repulsed he claims that incest is 
very natural. After all, "If love ... is born from resemblances, what 
could be more perfect than that be~en brother and sister, be~en 

father and daughter?" (3.420). Such reasoning pushcs Diderot's 
chaplain to agree with the Tahitian, "[I] grant }':Iu that perhaps incest 
does not offend against anything in nature.~5 It is worth noting, 
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however, that when Sade's Crimes de I'amour (1800), particularly 
"Emilie de Tourville" "F1orville et Courval," and "Eugenie de franval," 
focus on incest, the theme keys the destruction of characters' families, 
the institution that the period took as the quintessential foundation of 
society. 

One cannot consider incest without turning to Rousseau. Here, 1 
think his relations.hip with Maman detailed at length in Les cMjession.f 
is less important than the seminal, though implicit, description of an 
ineestuous family in Julie, ou la noul.lelle Heloise (1761). As Bernard 
Guyon says, La nouvelle Hiloi".fe is exceptionally important to the 
history of the French novel. To some degree this is revealed by tbe 
sales, which were unusually good. Rey admits to having sold 10,000 
copies in the first year, and there were hundreds of editions between 
1761 and 18tX1 (2.xvili-xix). But it is even more important to note the 
way its themes and devices dominated nineteenth-century literature. 
As is most often the case with father-daughter incest, Julie d'Elrangc's 
father is extremely authoritarian. His in.';ecurity is perhaps revealed by 
his fanatical insistence on the imporlance of hereditary nobility. 
Certainly he will not entertain a marriage be~en the low-born Saint­
Preux and his daughter. Although only a minority of incestuous fathers 
are violent, when M. d'Etranges becomes so agitated that he beats his 
daughter, one suspects his real motive may he jealousy: "[M]y father . 
. . wbose fury was only waiting for a pretext, threw himself on your 
poor friend. For the first time in my life, I received a slap, and it was 
not the only one. Giving himself up to his anger ... he beal me 
mercilessly, although my mother had thrown herself be~en us, had 
coo.ered me with her body, and had received some of the blows meant 
for me" (174-75). Finally Julie fell and hit her face on a table leg. She 
began to bleed, and the father's passion is spent. Tony Tanner is 
correct to conclude, "The attack could hardly be more sexual" (124). 

If what Julie calls "[mly fall, my blood, my tears· (2175) does not 
suffice to encourage the thought of rape, Rousseau then sh~ us the 
reconciliation. M. d'Etranges pulls her onto his lap. 

All Ibis was done so quiekly. and by such a seemingly 
inmluntary m~ment, that he almost seemed SOrTy a moment 
later. But I was on his lap; he could no longer change his 
mind, and what was even more disconcerting for him, he had 
to hold me in this embarrassing position. All this was done in 
silence, but now and then I felt his arms press against my sides 
wilh a rather poorly suppressed sigh. I do not know what 
false shame kept these paternal arms from abandoning 
themselves to these sweet embraces. There was a certain 
reserve that he dared nol give up, a certain confusion Ihal he 



62 Allan II. Pasco 

dared not overcome thaI put between the father and his 
daughter this charming embarrassment that modesty and love 
cause in lCJ\lefs. . .. I could no longer ward off the tenderness 
that was overwhelming me. (pretended to slip, and to stop 
myseU ] threw an arm around my father's neck. I leaned my 
face against his venerable cheek, and in a moment it was 
covered with my kisses and bathed with my tears. I sensed 
from those that flowed from his eyes that he himself was 
relieved of a great distress. (175-76) 

Later, in the post·script, Julie tells us thallhe next day she became so 
ill while in her mother's room that n[ I] was obliged 10 go back 10 bed. 
I even noticed ... I fear ... ah my dear! I am very afraid that 
yesterday's fall may have had a more fatal consequence than I had 
thought. Thus eYerything is finished for me; all my hopes abandon me 
at the same time" (178). Here, we join Tony Tanncr in understanding 
that Julie's and Saint-Preux's love had progressed ~11 be}Qnd holding 
hands, and ~ recognize that she has miscarried her and Saint-Preux's 
baby. According to recent psychologists, the father in falher-daughter 
incest is often of the type Rousseau describes. The offender, like M. 
d'Etranges., may haYe major difficulty in controlling his impulses and 
have a low tolerance for intimacy. He frequently shows poor jUdgment, 
may be abusive-perhaps physically abusivc~and has frequent conflicts 
with people in and out of his family.6 Certainly, Ilte paternal characters 
that we meet in Gothic novels are most commonly of this variety, and 
incest is one of the most important of the infractions around which Ihe 
plots turn. Literary incest may have nothing to do wilh blood 
relationships, and indeed [hat is not necessary. Incest has recently 
been defined as "any sexual activity-intimate physical contact Ihat is 
sexually arousing-be~en nonmarried members of a family.'·7 Incest, 
in short, may include both consanguineous and affmitatiYe sex.. 

As an example, one might lhink: of Horace Walpole's classic Castle 
of Otranto, first published in 1767 and translated into French tYtU years 
later. There, Manfred, prince of Olranto, decides to impose his will on 
his dead son's fiancee, Isabella. Even if the prinee had not already 
been married to Hippolila, the Anglican Church of the day YIOuld not 
have allOY>ed Manfred to marry bls son's fiancee.s The frisson comes 
from Manfred's determination to break the la'N..'i of he<l'len and earlh, 
despite repeated warnings from family and friends, and have his 
incestuow; w<rj with the girl. Finally, he stabs his daughter to death, 
mistaking her for the stubbornly resistant Isabella; he is reYealed as a 
false claimant for his estate; and h.is castle soon crumbles about blm. 
Manfred's jw;tificalion resides in his need (or an heir, now Ihat h.is son 
has died and his wife has become sterile, but lhe impression grows that 
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he wants more than an heir, more than to satisfy his lust; basically 
nareissislic, he wants to duplicate himself. 

I do not wish to suggest that the abusi~ father-daughter pattern is 
limited [0 the imported Gothic novel and its French imitations. I've 
already mentioned Sade':s Justine, where Roland took delight in abusing 
his sister. Stendhal also exploited the topos in his aCCOUD[ of "Les 
Cenci· (1837). His narrator attributes Pran~ois Cenci's abuse of his 
sons and daughters, culminating in repeatedly raping his daughter while 
his wife looks helplessly on, to rebellion against heaven. In such 
instances incest is the ·unforgiveable sin; the sin that rises above all 
others to challenge God himself, the sin for whieh there was no 
redemption. Still, despite these home-grClW"n examples, without any 
question, the British Gothic novel was a major faetor in the wide­
spread appearance of incest in France at the end of the eighteenth 
century. Matthew Lewis's The Monk (1796), translated in 1799, Ann 
Radcliffe's The lIalian (1797), translated in 1798, Joseph Foo Santa­
Maria, or, The Mysterious Pregnancy (1797), translated in 1800, and 
many others all depend for much of their affectivity on incest. 

The seduetive father is also common. Reslif's prurient imagination 
provides the best model for this topos. With but few eKceptions, his 
writings catalogue his autobiographical narrator's winsome seduction 
of legions of young ladies, of whom it turns out that a significant 
number are his daughters. Usually the protagonist+narrator claims to 
be unaware of the relationship during the seduction proper, though late 
in Restits life as his inrestuous obsessions become acute, his writings 
are considerably more explicit. E'A:n when his protagonist is involved 
wiLh a young 'Mlman of no blood relatioru;hip, he cloaks the affair in 
simulated paternity. Expressions like: '''My dcar daughter!' ... "My 
much loved papa!'" abound (Nicolas 2.503). 

A number of George Sand's novels play diseretely on father­
daughter inrest. JndiQrl.a (1832) opens to what is apparently a typical 
evening at the home of Colonel Delamare, a choleric, aging 
industrialist suffering from rheumatism and married to a IOYCly young 
girl named Indiana. We learn gradually that her devoted friend, Sir 
Ralph, knew her as a child On l'ffe Bourbon. When her father died, he 
took her under his wing, determined 10 be a father for her. Here in 
France, however, though completely devoted to Indiana, the phlegmatie 
Sir Ralph is clearly out of his element, unable to protect the girl from 
her desperate search for happiness that throws her in the unworthy 
arms of a neighboring philanderer. Much later, after [he death of her 
husband and ineredible triak, Sir Ralph and Indiana fmd each other 
once again and return to Bourbon Isle, determined to commit suicide 
together. Sir Ralph takes the last few moments before throwing 
themselves off a promontory to reveal to her thal beneath his cold 
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exterior there lies a burning l~ for her. When he first saw her as a 
cbild, he says, "I made you my sisler, my daughter, my companion, my 
student, my society" (Indiana 322). Although he occasionally dreamed 
that she would one day become his wife, he was content to be her 
father. "My kisses were those of a father" (Indiana 324). "1Y]Oll ~re 

nothing but my child, or at most my little sister" (ibid.). He raised her 
(Indiana 329). "I was happy; I was a father" (Indiana 325). 
Unfortunately, his family forced him into an unhappy marriage, and 
when bi5 wife died, Indiana had been married off to Delamare. BUI all 
is well, at last, for they ha~ lormed a suicide pact Consequently, "I 
am D(MI your brother, your spou5e, your loYer for all eternity" (IndiOJ1o 
336). The chapter ends without any indication that suicide can be 
avoided., and when the next one opens with them happily married, we 
are left to gues.s what might have .snatched them from the abys.s into 
which they Vlere ready to throw them.selve.s. In a .sort of .second life, 
Ralph, the father, has married his child. Of cour.se, there is nothing 
illegal about this marriage. Ralph and 1ndiana are not related by 
blood, he is not her guardian, and she is not coerced. But the titillating 
breath of incest waft.s across their ad-..eRture. 

Although mother-.son incc.st i.s rare in the Romantic literature, and 
indeed in reality,9 it does occur, Ranked by awfulness, i~ is considered 
the worst, which perhaps explains why Oedipus ha.s had such poM:r on 
the collective imaginations of psychologists and ps)':hiatrists, if not the 
rest of society. Mentions of the "horror of incest" u.sually refer to 
mother-son ince.st (Renvoi,.;t: 34). Authors struggle to make it 
acceptable either by removing it.s .sexuality or by having characters 
avoid it by learning of their previou.sly unknown relationship. 
Beaumarchajs makes good u.se of the topas in his Le mariage de Figaro 
(1784) by rendering impossible the marriage with Marceline that Count 
Almaviva and the complicitou.s Judge Bridoison intend to force on 
Figaro. When the engaging Figaro is saved for his much loved 
Suzanne, the joy is only more complete on considering that, with the 
revelation of Marceline as his mother, he is also preserved both from 
an ugly, old hag and from the horror of incest. 

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

By far the most common examples of French literary incest arc 
be~en siblings. Allhough psychologists long claimed that this was in 
reality the most common variety, jt is a striking (act that their 
conclusion is not born oul by their data. This has been explained 
primarily as an indication that such incest may not cause the 
psychological damage that brings patients into counseling and, thus, 
into data bases.9 While it is unquestionably true, as Leonhardt 
claimed, that "For in all 'MJrld literature intercourse between brother 
and sister-in contrast Lo Cather-daughter relationships-is portra}ed as 
something perhaps soeiaUy undesirable, but basically moving and 
lovable" (quoted from Maisch 20), it seems in this cao;e, at least, that 
literature may not reflect reality. 

Madame de Souza's Eul¢ne de Rnthelin (1808) helps to understand 
somewhat better the reasons why people of the Romantic period were 
so attracted by inlrafamilial or, specifically. affmitative incest and why 
they were so certain that it was inevitable. Eugene has fallen 
desperately in la.e with his second cousin Atbenalli de Rieux, whom his 
father forbids absolutely to marry. The young people's love grows, 
thcre seems little doubt that they are destined for one another, but the 
elder M. de Rothelin remains adamant: "Never will Athinors be my 
doughIer" (386). He finally explains his reasons. Years before he 
married Eugene's mother Amelie without knowing that she was 
passionately in love with her first cousin Alfred. She was indeed so 
much in love that she died on hearing of his death and while giving 
birth to Eugene. Amelie's aunt, who raised her, surely knew of this 
love for her son, and she should have told M. de Rothelin. Not to 
h<ne done so was dishonorable. 

The way Eugene's problems are resolved so that he may marry 
Athenais is unimportant for our purposes. I want instead to focus on 
the love of Alfred and Amelie that caused all the trouble, a love so 
strong that it could be denied only at the cost of their lives. The 
reasons for this passion are not emphasized. Had the key not 
previously appeared in dozens upon dozens of nO\els, I could easily 
have passed it by. The explanation comes when Alfred's mother 
explains that "1J]rom his tenderest years, he ... was admitted to our 
salon. Alfred, Sophie, Amelie remained in their apartment, and only 
came into mine when their falher was absent. They establiShed a sort 
of family off on its own" (Rnthelin 393). 

People of eighteenth- and nineteenth-century France had a 
conception about what made for a perfectla.e that differs significantly 
Crom our own. For them true love was a matter of likeness. H a boy 
and girl were \ery similar, if they had had common experiences, if they 
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had the same likes and dislikes they stood a good chance of 
establishing the kind of love that la5ted. Today, 'We have a different 
understanding. Although we do not really believe that opposites 
attract, ~ ha\le learned that the best marriages are between people of 
similar cultural background who have complementary rather than 
similar gifts and personalities. Talkers marry listeners, leaders need 
followers, left brain domination seeks right brain talen[s. But the 
Romanlics felt that the very best marriages 'Were made of mirror 
images. In that age of individualism, they sought in effect to marry 
tbemsel~s and in marriage to replicate themsel~s. Today ~ might 
call it cloning. Sade's logic follO\Ved the prejudices of his day when he 
wrote that 10Ye is born from resemblances, in a passage quoted a~ 

(Philosophie 420). Restif, as well, shows rare insighl in a similar 
passage, "Could it be true that in kJYe, it is not the object (hat 'M;: I~ 

but the momentary charm that it gi~s our own emtence . .. So that 
I loved myself through Jeannette, though Mme Parangon, through 
Madelon Baron, through Z~phire, through Necard, throngh Louise 
and Th~rise! ... Ahl we are all Narcissu.o;e.o;!" (Nicolas 2.213). It is 
surely pucposeful that Mme Parangon's gi\en name i.o; Colette, which 
as Pierre Testud points out is the feminine form of Cola.o;, the 
diminutive of Nicolas, or that another of Rcstif's fictional mistresses 
bears the name Edm~c, which is the feminine form of Edme, Restif's 
second gi\en name (Nicolas 11560-62n2). Because Restif's desire for 
hlmself was so strong, he foUowed the ancient pattern and used his art 
to create an object for his love. Ovid might well ha~ been talking 
about Restif, and indeed about the whole period of the Romantics, 
when he judge& Narcissus: "Foofuh boy," he says. "He wants himself" 
(Metamo'pho$e$ 3.30-3L). None of them could, of course, do as Ren~ 

dreamed: "Oh! if I had been able to share the transports that I 
experienced with another! Oh God! if )OU had gi~n me a woman that 
met my desires; if, a& with our first father, )Ou had brought me an E~ 

drawn from me" (R£n'e 21.5). 
As the amazing frequency of incest in the literature of the day 

re~als, there can be little doubt that the per~rsion held sway in the 
fantasy life of many who bought Romantic novels and tickets to 
Romantic plays. More~r, it seems possible. perhaps Clen probable, 
that the model of incest that appears in many Romantic works reflects 
reality. I say probably since we have no accurate figures of incest. 
There are good reasons for believing that the Romantic period had a 
significant problem with incest. Numerous, recent studies make it 
dear, for example, that the homes of sex criminals are usually filled 
with hard-core pornography, thus indicating that while there mayor 
may not be a direct relationship of cause or perhaps even of effect, 
fantasy is in some way linked to actions and to reality. To this degree, 
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recent expaiem:e would support Freud's linking literature with the 
dream life of authors. There i... !>urely a !>imilar relationship between 
people's purcha!>es and the imaginative life they li~. Pn:vious ages had 
depended on complacent benefactors 10 subvention publicalion. As the 
reading public expanded in the late eighteenth century and on through 
the nineteenth century, publishers were forced to pleasc a broad publie 
by providing them with what they wanted. This made it possible for 
writers like Victor Hugo, Honore de Balzac, and Eugtnc Sue to make 
fortunes, and it also gives us a reasonably reliable indication that 
readers were willing to buy what the day's authors wrote. The 
prevalence of incest in Romantic literature lea~s no doubt that readers 
were clearly and indisputably aUracted by the theme of incesl, since 
literature thai represents incest sold by the cartloads. 

Furthermore, we know that a number of thc period~ writers had 
seriously suspect relationships. J have already menlioned Restif de la 
Bretonne's life and fantasies. He is not alone. The consanguineous 
and affinitative incest that imbues Chateaubriand's Atala, Rene, and 
Natchez (1826) doubtless grows from the author's affection for his 
sister Lucile. Rl!:mond has even suggested that for Chateaubriand 
"there is no love Ihat is not ineestuous" (7). Numerous critics ha~ 

wondered about the incestuousness of George Sand's numerous affairs 
with )Uunger men and about the ~ry Questionable relalionship that she 
had with hcr son, Maurice. In a widely quoted text that he wrote in 
1835 or 1836, Stendhal's autobiographical narrator tells of his 
childhood desire to cO'o'tr hi... naked mothcr 'With kisses (Henry Brn/ani 
29). The relationship of Bernadin de Saint-Pierre and his sisler 
Catherine was particularly intense, though perhaps not physically 
incestuous (Spaas). And BaI7..ac's affair with Ihe older Mme de Berny 
whom ne called "Maman" la.stcd for many )eats. There are, in short. 
a number of reasons for believing that the incest prevalent in Romantic 
literature was a major factor in sociely. 

Still, there is a curious fact that brings the literary implication of 
incest into Question. It comes to mind because so many Romantic 
novels mention that Ihe passionate love they detail involW5 lovers who 
were rai5ed together from their earliest years. The work of E. 
Westermarck, Melford E. Spiro, Havelock Elli5, Robin Fox, and others, 
hcrM:~r, make love between such partners seem unlikely.u As Robin 
Fox summarizes, "The intensity of heterose:rual attraction between co­
socialized children after puberty is inverl'iely proportionate to the 
intensity of heterosexual aetivity belween them before puberty" (Red 
Lamp 50). Put into more comprehensible language this sentence 
means simply that families that are closely knit from childhood rarely 
develop incestuous relationships. TwilchelJ puts it vcry simply, 
"Familiarity does not breed conlempt; it simply does not breed at all" 
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(247). Although the supporting evidence for this theory includes 
anthropological work among a number of peoples, let me merely 
mention the studies done on the kibbutzim. Yon ina Talmon, in 
particular, found not one case of two people reared in the same peer 
group that bad n.tarried. Morecwer, she was unable to lind any record 
of a love affair between members of the same peer group. Joseph 
Shepber's later consideralion of the records of 2,769 kibbutz marriages 
comes to the same conclusion. As Fox concludes, "[Blearing in mind 
thai the elders of these kibbutzim wanted their children to marry, his 
fmdings are staggering" (Red Lamp 47-48). 

The lack of exceptions in the kibhutz studies might raise significant 
doubts abollt the conclusions J reached concerning incest among the 
Romantics 'M:re it not for what 'oW know about the way children were 
raised in the eighteenth and early nineteenth centuries. If the children 
were raised together from their earliest ~ars, as Ihe noo.elists so often 
say, they would probably not ha\'e fallen in loo.e and mamed. Had they 
been co-socialized from their tenderisr }Cars, they 'AQuld undoubtedly 
haYe followed the pattern of the kibbulzim, but, as has been pointed 
out in a series of studies on French wet-nursing practices, most 
children were not raised together in the loving surroundings of their 
families. They were instead sent away to the wet-nurse and were most 
often oul of the home for from tVKl to four }Cars of ageY Chesnais 
points 10 a decrease in child abuse after 1880 (183). It is perhaps 
'AQrth mentioning that the use of v.et nurses had declined throughout 
the second hall of the nineteenth century and virtually ended in the 
1890s with the Pasteurian revolution that lead to sterilized feeding 
methods. The long paternal absences of significant portions of the 
population as they moved around France in search of employment 
'AQuld also ha\'e hindered establishing an appropriate relationship with 
their children. As Roche points out, until mid-nineteenth century lhe 
constant migrations include significant numbers of men that were 
alone. Later their families would more frequently accompany [hem. 
[n short, there is a very good chance that incest was endemic in the 
France of the Romantics. While I would nol want to suggest that the 
Romanlic Dovel was responsible, there seems little doubt that it 
reflected an establis.hed social reality. It may even be that incest was 
to some degree responl'>ible for creating readers that v.ere willing to 
spend hard earned francs to share the pathetic lot of incestuous and 
pathologically depressed Romantie heroes. 13 
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NOTES 

1 Maisch, Incest 86. See, also, Young 1-5. 
2 I am grateful to Roberl Anderson who has generously shared his 

knowledge of eighteenth-century theatre with me. See, also, Hesse­
Fink. 

J Henry Miles estimates that incest was the third most common 
fantasy of the Victorian pornographers-Forbidden FlUit 6. For a brief 
listing of incest in 18th and 19th century English literature, see, 
Montague Summers 391-92. It was also an important part of the 5tunn 
und Dtung literaturc, and, of course, of Byron's and Shelley's writings. 

<4 3.282. Sade repeats the gist of several of the statements cited 
belOW' in hisAline et Valcour (1795, composed during his 1784-89 stay 
at the Bastille) 5.121-22. 

5 Supplement 496. Aceording to Vernier Diderot probably first 
drafted the lext in 1m and revised it sometime in 1778-79, though it 
was not published until after his dealh. 

6 See, e.g., Anderson and Shafer; Renvoiz~, Incest 85-87. For 
additional studies of the characteri"tics of such offenders, which may 
differ from those I cite in relation to M. d'Etranges, see, Dabney 1-13. 

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

B The relevant page from a 1760 Book of Common Prayer is 
reproduced in Appendix A of Sandra Dianne Sandell, ":A Very Poelic 
Circumstance': Incest and the Eng.fu;h Literary Imagination 1770-1830," 
diss. U of Minnesota, 1981, 176. If Manfred had not already been 
married to Hippolita, his marriage to Isabella would not haYe been a 
crime in France, except insofar as he was coercing the girl 10 submit 
to his will. 

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

10 Meiselman 75-79; Twitchell 249; Fox, &d Lmnp 49·51, 162~63. 
11 Fox, &d Lamp 50. The only objection thai J have been able to 

fInd to this impressi\e body of V1Qrk concludes that there V1Quld be no 
taboo if there were a natural aversion (e.g., Maisch 45-46), which 
strikes me as unconvincing unless one takes "natural" for "genetic· 
which was nol the meaning of any of the above V1Qrk. 

12 Sussman 20-22, 101-29; Senior; Fay-Sallois; Crubellier 41-42; 
Jacobus studies the importance of nursing to remlutionary rhetoric; my 
article considers the effect oC wet-nursing practices on literature. 
"Rousseau's Emile (1762), which praised the practice of mothers' 
keeping, nursing and caring for their children., had a short term effect 
on the upper classes, but by 1783, according to Louis-Sebastian 
Mercier, the fashion of malernal nursing among Parisian V1Qmen had 


