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PREFACE

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

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

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

Luis Gabriel-Stheeman
Heng Li

Lydia Allen

Nancy Applegate



COMIC REBIRTH IN MACHIAVELLI’'S
PRINCE AND CLIZIA

Bertina Loeffler

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

University of Califomie, San Diego

NOTES

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

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

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

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

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

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

Mercedes Roffé

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Vassar College

NOTAS

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

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

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

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

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

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

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

8 Sobre los debales entre Marfa y 1a Cruz y el plantus de Maria
véase Yeager.

OBRAS CITADAS

Batiouchkof, Th. "Le débat de I'dme et du corps.” Romgenia (1891):
1-55 y 513-78.

Bossy, Michel-André, ed. and trans. Medieval Debate Poetry,
Vernacular Works. New York: Garland Publishing, 1987,

Brownlee, Marina Scordilis. The Sewered Wond. Ovid’s Heroines and
the Novela Sentimental. Princeton, NJ: Princeton UP, 1990.

Cvitanovic, Dinko. La novela sentimental espaftola. Madrid: Prensa
Espaiiola, 1973.

Deyermond, Alan. "The Lost Genre of Medieval Spanish
Literature.”" Hispanic Review 48 (1975): 231-59,



Grisel v Mirabeila

Flores, Juan de. Trunfo de amor. Ed. Antonic Gargano, Pisa;
Giardimi Editore, 1981

Gerli, E. Michael. "Toward a Poetics of the Spanish Sentimental
Romance.” Hispania 72.3 (1989): 474-82.

Griewe, Patricia E. Desire and Death in the Spanish Sentimental
Romance. Newark: Juan de la Cuesta, 1987.

Hanford, James Holly. "Classical Eclogue and Medieval Debate.”
Romanic Review 2 (1911): 16-31 y 12943,

-, "The Medieval Debate between Wine and Water.” PMLA 283
(1913): 315-67.

Matulka, Barbara. The Novels of Juan de Flores and their European
Diffusion. A Study in Comparative Literzture., New York:
Institute of French Studies, 193L

Menéndez Pelayo, Marcelino. Origenes de ia novela. Madrid:
Mally-Belliere, 1905.

Menéndez Pidal, Ramo6a. “Elena y Maria (Disputa del clérigo y el
caballero). Poesia leonesa del siglo «dii." Revista de Filologia
Esparniola 1 (1914): 52-96,

Poetae Latini Aevi Carolini. Monumentae Germaniae Historica.
Vols. 1-4. Hanover-Berlin, 1881-1923.

Raby, F. J. E. A History of Secular Latin Foetry in the Middle Ages.
2a. ed. 2 vols. Oxford: Clarendon, 1957.

--. The Oxford Book of Medieval Latin Verse. Oxford: Clarendon,
1959.

Samond, Carmelo. Studi sul mmanzo sentimentale ¢ cortese neila
letteratury spagnola del quattrocento. Roma: Camcci, 1960

Woolf, Rosemary. The English Religious Lyric in the Middle Ages.
Oxford: The Clarendon Press, 1968,

Wright, Thomas, ed. The Latin Poems Commonly Attributed to
Walter Mapes. London: The Camden Society, 1841,

Yeager, Peter. "The Dispute Between Mary and the Cross: Debate
Poems of the Passion.” Chrisnianity and Literniure 30.3 (1981):
53-69.



LE MOYEN DE PARVENIR
DE FRANCOIS BEROALDE DE VERVILLE:
UNE ENCYCLOPEDIE A L’ENVERS

Bernd Renner

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Princeton University
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NOTES

! Voir par exemple les commentaires de Janis Pallister.

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

EL SUJETO PRACTICO DEL 'A SABER’

COMO ESTRATEGIA NARRATIVA DEL
DISCURSO DE LA CONQUISTA

Matias P-Miriambres

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

University of Tennessee, Knaxville
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NOTAS

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

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

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

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

James J. Bymes

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

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

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

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

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

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

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

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

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

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

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

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

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

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

State University of New York at Buffalc

NOTES

1 See Marc Shell 40, Parentarchy as order based on one’s
relationship to onel parents in a given political order.
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LA MODERNIDAD DE EL QUIJOTE EN LA
CONCEPCION NOVELISTICA DE BAJTIN

Marcelo Paz

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

Paul Auster

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

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

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

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

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

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

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

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

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

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

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

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

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

Larry W, Riggs

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Butler University
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LOPE DE VEGA’S PEASANT HEROES

Deborah Compte

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

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

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

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

iCu4n bienaventurado

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

Por eslos prados...

Vuelvo, y al medio dfa

La comida abundante

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

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

De la salud ventaa; (518-19).

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

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

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

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

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

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

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

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

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

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

Trenton State College

NOTES

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

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

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

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

5 See Jaime Fernandez’s article for an study of the importance of
the peasants discrecién in Ei cuerdo en su casa.

WORKS CITED

Castro, Américo. De la edad conflictiva. Madrid: Taurus, 1972

Diez Borque, José Marfa. Sociologla de la comedia espaiola de!
siglo XVII. Madrid: Cétedra, 1976.

Ettinghausen, Henry. Francisco de Quevedo and the Neostoic
Movement. London: Oxford UP, 1972,

Fernsndez, Jaime, "Carencia de discrecién, causa de deshonra: 'EJ
cuerdo en su casa’ de Lope de Vega" in Vanig Hispdnica.
Homenaje a Alberto Porqpuemas Mayo. Eds. Joseph L. Laurenti
and Vern G. Williamsen. Kassel: Edilion Reichenberger, 1989,
17-26.

Fax, Dian, Refiguring the Hem. From Peasant to Noble in Lope de
Vepga and Caldenén. University Park: Pennsylvania State UP, 1991.

Gouldson, Kathieen. "The Spanish Peasant in the Drama of Lope
de Vega" in Spanish (olden Age Foetry and Dmma. Ed. E.
Allison Peers. New York: Phaeton Press, 1974: 63-89,



Lope de Vega's Peasant Eleroes 5

Guevara, Antonio de. Menosprecio de corte y alabanza de aldea.
Madrid: Clasicos Castellanos, 1915,

Haydn, Hiram. The Counter-Renaissance. New York: Harcourt,
Brace and World, 1950.

Horace. Odes, Epodes and Art of Poetry. Trans. John B. Quinn. St.
Louis: Blackwell Wiclandy Company, 1936,

Luis dc Leén, Fray. "La vida retirada" in Renaissance and Baroque
Poetry of Spain. Ed. Elias L. Rivers. New York: Charles
Scribner’s Sons, 1966.

Maravall, José Antonio. Teatro y literatura en la sociedad barroca.
Madrid: Seminarios y Ediciones, 1972.

Ruano de la Haza, José M. and I. E. Varey. Introduction to Lope de
Vega, Peribdnez y el Comendador de Ocaria. London: Tamesis,
1980.

Salomon, Noel. Rechenches sur le théme paysan dans la "comediq” au
temps de Lope de Vega. Bordcaux: Institut d’etudes iberiques et
ib&ro-américaines de I'université de Bordeaux, 1965.

Seneca. Epistolae morales in Lovejoy and Boas, Primitivism and
Related ideas in Antiquity. New York: Octagon Books, 1965,

Vega Carpio. Lope Félix de. El cuerdo en su casa in RAE, 91.
Madrid: Rivadeneyra, 1857,

---. Los Tellos de Meneses 1, Ul in BAE, 24. Madrid: Rivadeneyra,
1859.

Wilson, Edward M. and Duncan Moir. 4 Litemry History of Spain.
The Golden Age: Drama, 1492-1700. Loadon: Ernest Benn, 1971.

Zuckerman-Ingber. Alix. "E! bien mds glto:" A Reconsideration of
Lope De Vega's Honor Plays. Gainesville;: UP of Florida, 1984.



"LOVERS OF SELF:"
INCEST IN THE ROMANTIC NOVEL

Allan H. Pasco

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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



*Lavers of Self:" [ncest in the Romantic Novel 65

Grant appropriately emphasizes the phallic nature of the image, for it
prepares the incestuous outcome of their relationship.

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

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

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

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

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

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

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

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