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While many critics have questioned Cda's selection of the mazurka 
for his principal theme and title in MQZlJrca para dos ".u~rtos (1983), 
very little criticism has focused on the musical implications of the title 
itself. I In his article "La dCcima $inforuo" Fernando SAnchez Drag6 
argues thai Cell should not have boen 50 bwnb1e 85 10 use the name 
mazurka in his title: "el tItulo poca de excesiva humildad en 10 tocanle a 
10 definici6n de su prartitunL. Mejor. mucho mejoI" Ie cuadra a C:sk 10 
sinC6nico, lo coral, 10 orquestal, y 10 opcristico" (iii). Undoubtedly 
trying to emphasize the genius of the now:l. sanchez DragO fails to 
recognize the precise importance in the name of the title. Janet Perez 
sums up the confusion when she asks: "Yet the title raises more 
questions than it answert!i. Why a mazurka, when neither lhe dance 
form nor its name: are Spanish'r' (8~). I will argue that Cela's 
employmenl of this specific mustca.l composition is deliberate. The 
musical mazurka is very similar to Cela's now:l, in the author's implicit 
view: both forms sl:J.are, foe him, similar origins., roots, lOOCS, and most 

importantly, SU'UCtUlai. 
For Cd' boIh the manf'ko and bis oovd share an interesting 

commonality with rcspcc:t to their ~cal locatiOO5. Mozul"CO is 
set in Cela's native region of Galicia, Spain, while the DlU&ica1 
compoliiitiOll bas hs roots in Galicia. PoWkL, the homeland of Fn!deric 
CbopUt.' TIuoogbou. Poland', klall stnJgglc for politics! independence, 
the people viewed this folk song and dance as a representation of their 
common culture. It served as a reminder of a hiitonc and euJturaJ pa6C 
which linked this group I.Ogethcr, thus. the IMZIIrko became a syniK>I of 
Polish cultural nationalism? Thi5 analogy is also pn:scnI in Cela's 
IfIanlrko. which portrays the ~illtic llpirit of a dying Spain during 
the Civil Will". 

The IIIQZJIrko's importance is establisbed carty in the DaVel with the 
introduction of Gaudcncio. the blillJ acc:ordion p&.yer ift a house of 
prosti.-. Goudencio plays • vuidy at ..... c:acll night for the 
customers; but on two occuionI be plays • IMZIIrko: 

GaudcDcio. en Ia CIIlll de putaa: donde Ie gaDI la vida, 
ejccuta Uft repertorio de piezas baaante variado. pero hay una 
mazurca, Ma petit~ MarionM. que !lI6k> Ia 1006 dol ycces, en 
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naviembre de 1936 cwmdo malaron a Afooto, y en cnero de 
1940, cuando malaton a Moucbo. No quiso wtver a tocarla 
nWICII ..... (Cell II) 

The deal.bs m Moucho and Afooto represcot much more IbM the 
deaths themselves: Ibcy oom:spond "l'Proximatdy ";Ih Ihc ou_ uxI 
termination rI the Spanish Civil War, which i& an underlying t:l:Itm:: 
throughout Ihc ncrYd. Molly crilics C8I1'Y Ihc analogy further, attempting 
to associate the two cbaract.cn with the two sides m the Civil War. 
According to Ma&oIiver R6dena&, howeYc:r, Lhi& analogy falls abort. 
since the cbaraclen do not clearly rqm:scnt the Nationalist or 
Republican campi. ( Even though il is difficult to associaIe the deaths 
spociJicaUy ";Ih n speci1k: camp, .- is • clear ncplive iJnag<oy ~ Ihc 
Civil War itself. Cela's harIhcIit criticiml deals with the very COIK:Cpf: of 
cMl war. There can be no justification rI glorification rI a war which is 
fought by SpanianI ven;us SpanianI: "puodo que sea noble pel"'" po< 01 
lenitoria am los cxtranjeroe, 1))CfO por un peDIlIIIlieDto que a la mejor 
os mentinr. y entre c:spaftoIc&! Esao os COlI de Ioooc" (Ccla 161). Thus., 
just as Ihc Poliah pcopIe UlIOd Ihc """"'*" as • oyuiloI to remiBd 
Ihcmaclvcs ~ their 00IIIID0Il bi_ uxI cultural Iics during tbcir 
strulJ8lcs for potitic:al iDdcpcDdcD<:c, Ga"dcncio" playing can aIao be 
viewed as an echo m the NItionaIistic spirit rI a oountry torn IplU1 ~ 

civil war. 
The scc:ood commonality between the llIIanl'l'ka and Cell's ftO'Io'el can 

be found m Ihc ..... ~ Ihc Poliah .....'*'>. The ....... popular 
musical danl:z forms in Poland an: the MaZ1U'ta and the polotfaiR. Yet 
in their 1JOW'CClI, the two formI aft: oomp&c:Idy different The polotfalR 
ha& its fou..ndalion. in the DObiJity rI Poland. The mtmfl'ka ha& OORC: rI 
the stylized ehar8c:lerisOcl rI the poiOllm_; its aadlc is found Mth the 
peasants rI Poland. The trBdilional1NaZll1'ka 1Q5 typicalty a dance form 
aocompanicd by • type ~ bom>ipe (Ihc _). HOdIcy dcscribcs Ihc 
playing ~ ....._ Ihus: '"The village fiddler, eadIcssIy [repealsl Ihc 

..... fiapal ~ melody "'"' Ihc cIroniD8 ~ Ihc bqpipc, ..." (167). 
The dooo, Ihcn, oouId casiIy be c:oroparcd to 0."'''_', accordion 
playing. Fwtbmnorc, the 1NaZIII'ka'S origin with the pcasanu: rlPoIand 
paraJJds the atmcl!lipbcle rI the DOYel with Ccla's pontIyII rI the run! 
lik in. Galician village. Molly ~Ihc <ha-.. in Ihc llOYd ... siDIplc 
pcople who rootirmc to exhOt the eharw:icriltic IUpCrIlitioos WIly rllife 
~ Ihc Galician """,,,,-. Cell docs ... incl.... IIIllIIJ' clluadcft ~ 
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upper class life. Thus, the characters would natutally be more 
comfortable with lbe fonn of the ",azurlcn ralher than the highly stylized 
polonaise. 

The lbjro. commonalUy OCCUR with the tone of the mozvrko. The 
New GrrJ'Jf! Dictionary of MI/sic describes the dual nature of the 
mazurka as follows: ''The variety of mood of which the mtJZIIrlca is 
capable is nowhert:: mon: marked than in the work ofCbopin. It ranges 
from the l'Bdiant joyfulness of the MQZl/rlcn in B flat op.7 no.1 to I.hc 
aching sadness or that in A nUnor op. 68 00.4 ..." (8M). The two 
times that Gaudencio plays the man/riD, the results are completely 
different in tone. The first time the maztlrko is played is in honor of 
Mouto's death, and it is a mtJZIIrlcn of mourning, while the second 
playing 0( the mazurlcn is in a cdc:bnltory fashion after the death of 
Moucho. Mouc:bo's death is celcbn.lt.d due 10 the village's desire to 
revenge Moucoo's killiog of Mauro. Tbc word 11fant,.ko bas been 
assoc:ialcd by some critics ali representing a solemn or IIlOIbid song. 
Janet Perez makes the following an.alogy of the war narrative MID the 
manlrlcn: "Whal remains is llhsun1. incongruous, groresque: a maztlrktl" 
(10]). [f 10icwed only in terms of MoulD's lkalb, the definition of the 
mantrlcn rouId quite easily be interpreted in a nepti~ fashion. The 
lone of the marurM changes, however, whtll: Gaudenc:io plays it with 
such delighl after hearing the news olMouc:ho's death: "Aquella noche 
d ciego Gaudencio iOlerpret6 la mazurca Ma pehle MaritDInt con 
I!W)' especial deleite " (Cda 249). The tone of the sccond maztlrko 
definitely docs not COIieiplJlW:llo the pattern cstabIi&hcd. with the first 
This inoonsisteocy of course Icod& gRater IUppOrt to Iltc comparillOn of 
Chopin's MtlZIIrktl. Just 8l!i Chopin varied the playing of his maztlrkos, 
GaOOcucio also changes the tone of the same song. 

'Ibe fioal, and molt ~ point in 000UIl0ft betMlCIl Iltc 
musical mazwta aDd the DOYC1 is the structural composition. The 
ntanlrktl iJ viewed 8l!i being one of the mosl repetitive fonnI of music. 
In his article "'Ibe Problem of Repetition and Rttum in Cbopln's 
Manukas,· Jeffery KaJlberg identifies t.hrfc leveJ.s of repelition within 
the maztlrkas: Jaw-level repetition. sectional repetition, and scctionaI 
raurn. Chopin's Jow-level repetition is defined as the repetition of a 
lour-bar pbra&e within the ~ sectional repetition is the repetition of 
a fIl:CIioD or nwsic, while scctionaI raurn is Ocscribed 8l!i the return to the 
openiag section of the piece. Eacb of these forms can a110 be found in 
Cela's rw;wel. 
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The low-level Iq)Cti.tion of the novel can be seen in Cela's 
continuous rd'CIeDCCS to sbort dc:Ia.i1s. The descriptions mBenicia's 
breasts is one example of8 low·kM;1 repetition: 

...me paso Ial!l tardes en Ia C8ID8 hacienda las porquerias 
con Benicia (dc:spues dire quien es Benicia, Ia mujer que tiene 
los pezonc:s como ca.afta,) ... 

Benicia tiene los pezonc:s romo castaIlas, de duros y de coI01"... 

. . . Ie ayud6 III hija Braicia, que ticnc 10& pe:zoocs romo 
casraftas, dB gusto verle las tctas ... (Ceia ]0, 93, 24]-42) 

Ao indic:al<d by Ihc previous quocatiOll5, Ihc repdilM: references '0 
Benicia's breastJ occur from. the beginning until Lbe end of Lbe novel. 
The short phrases that describe Benicia's nipples are thus similar (in 
length) to a sbort four bar rqlditioD in music. 

The scaionallq)Cti.tioD can be acen with Cda's Iq)Cti.lion mshort 
stories wilbin the novel, which can be 00IDpllRld in fonD to a musical 
section. One example of these stories is acen with the character of 
~ Pousada CoUes. Cola ........... rdemx:es to ~', 

_ 10 seduce young boys lhroughout Ihc DOVel. The judges and 
_ Iry to "CUR:" ~ by variow; __ (hon....... jail 
sentene::e, c:astraIion), but each time Pepiflo retum8 to Lbe 9Oduction of 
YOUDgboys· 

The sectional return can cuily be re1aIcd to CeIa's contilWOUl raum 
to Ihc bcgioning l!lcme of Ihc ooveI-<he cIeath of Uzaro Codesal. The 
description of La2mo's death opens the navel, and Cela retum8 to Ibis 
motifthmngbmd the text: 

A l.Azaro Codesal kJ mat6 UD mom a tJaici6n, kJ mak'l 
mientras lie Ia mene:aba dcmjo de una higoera ... 

A Uzaro Codesallo IDlIl6Ia mala .......
 

todo kJ hon6 NuesIro SeIor cuaodo mataroll a Lizaro 
Codesal en tiemI de moroI. 

. . .8 l.Azaro Codesal kJ mat6 UD mom en Ia campda del Rif 
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. .. (Cela 9, 44, 61, 24S) 

Like the repetition of the reference to Benicia's breasts, the death of 
I..bm"o Codesal iii repeated from the beginning to the end of the oovel, 
This se.ct.ion can also be relaled to the death leit moliv found in the 
playing of the mazvrka "Ma petite Mariannen The fact thai Uzaro dies• 

in Tizzi-Azza during the Battle of Annual is decisive as many historians 
view Spain's defuat in Morocco as an important anleccdenl to the Civil 
W3I.~ 

The Civil War nanaLive itself can also be compllJ'td to the musical 
form as it functions as a type of melody which flOW! throughout the 
~tive llOYd. Chopin's mazurlcas aI50 'M:rt: written in a mixed, 
repetitive style. The melodic line will emerge from the piece. just as 
CeIa'1i theme emerges from his circular .IIllmItivcs. Like Chopin's, 
Cela's repetitive :form. wbich might seem u.nocganized at first glance, 
reveals a complex construction. of themes. Cda ~ the Civil War 
narrative of the DO\'eI in ~ the repetilive stories of the oovel. This 
stylistic difference emphasizes the importance of the Civil War 
narraUvc. 

Another common cIemeot relating to struetwe iri Chopin's use of 
coda or codetta with the IIIQZJ1rkas. One problem that arises willl the 
use of repetition in music is that of coocJudiD8 the piece. Many 
marur*os lacked • definitive ending due to this continuous rqx:tition: 
''Tho: folk 11lllZlIr,-. and kujBwiak often lacked • ""'" ofdefinitive 
clOSIlle, in part becauc sectional repeats were taken .wi bOitum" 
(Kallberg J8). 111 many of his MGZIIrkas. Chopin chose to !JOM: this 
problem by adding • Iype of codena " the end of the piece. Typi<aUy, 
both tepetition and coda are iMicattd by signs in the music. Chopin did 
noc regularly use lbc Bign • a manner of repetition or of coda signal. 
The mazstrkas usually n:peat SlCdions witboul a specific return (i.e. they 
~ simply written into (he mUlic:al c:omposition); however, Wi 
.-;tive sttucIlII< enda i. codo""", Kallberg -.. the codo 
thm: "Chopin found far DlOI'C effective. IiCiCOIId course ofaction, which 
generaIed cIooun: tIuoogb the impooitioo of an addilional pIuaae or 
section" (19). Alltt the repetitive pIuaacs in the """"'*", Chopin 
concludes (he pica: wilh a new phraIe, wlUch tqN:ea:ntJ (he todo. This 
.... phrnae a>UId aI.. employ the .......... of the dynanU< IeYeI i. the 
pio;:c from piano to planlssitrlO with two written ckCfYsc~"dos. This 
dccrcasc: in dynamics also helps to clole the pio;:c: "Chopin'. lim 
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efforts tended to appropriale conventional closing gestures in a single 
pbrase, II in the twice-staled. cadenlial progression and reduced 
dynamics of the c:odcaa to op. 6 110. 3 ..." (XaI1bcrg 19). Uke Chopin, 
Cela aJlilO CashiOOll a co::Ia type ending to conclude his wort. 

In the index of the navel, Celr. lists Ihree scctiOOll: the body of the 
novel ('L1ueve mansameote y sin parar"), one supplement r Anejo 
Unico"), and the Galician dietiooary ("Vocabulario gal\q;<KaslelIano"). 
The large body of the novel is DOl broken dowa ioto specific chapters or 

fragments. The only separation 0CCUJli with the forensic report of 
Moucho's death. rAnejo imico"). The: report is completely different in 
style from the narrative of the navel, replicating an actuaJ. forensic 
evaluation. After 250 pages of repetitive I!iIorics, there illl an abrupt 
change in the navel's discourse with its IUllight-forward and scientific 
description of MouettO's death. The: rqxnt begiu with an external 
examination of the cadlwer: "Se trata de un vartm. lMIullo de UDOI 25 
alios de cdad, 1,60 m. de _ y 33 q. de pcoo aproxi..........le. 
Tipol6gicamcnte astCnk:o. Su estado de IIIItrici6o. es COITCClo. Seborrca 
fronKibiparieW y caMcie inciPente..." (Ceia 231). This_ 
rq>ort ;s similar 10 the _ ~ by Chopin. CeIa introduces a 
new "pbnIse" (the appendix) to ead the 1IOYe~ jUSl as Chopin introduoes 
a new phrase to cod his ClOII1pOiitiofts. Both of lhc:&e cndingJ are 
relatively short, in ooda falibion, wben compan>d to the body of the 
work, while there is also a marked stylistic chan8c in the 
IanguaseJmusic. Duo 10 the rqICIitiYe ....... of the works, the -... 
endIDll> seem a lotPcaI cond....... 

In Mazrt1'Ca, Cell j~ the filllll: artI!l 10 produce a vibrant 
composition, rauItiog in • oomhination of the yisHaJ and aural in the 
novel. The key factor that briop thilll towthc:r is the: C..liciln .mhillllQ': 

in MQDf'CQ. This lIpirit unitca the literary creatiou with the muUcal 
composition. The: language, wsloms, superstitions. and u.litiom of 
Galicia surround the roader thnJu8bouI the namIi.., e<:lIoin8 the 
vigorous and vital dance form of the Polish peasant'I.wcmuio. The 
characlenI of the 1IOYe~ like the PoIil;b _, an: simple commoo 
people who use the tffDZtIrko to exhibit their strong tiel to their 
bomelaDd For thilll rt:aSOIl, 1MZtIrko is .indeed the: perfect ConI'l fur 
Cda's navel. 

U"rwnily o/Chicago 
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Nons
 

I I would like to thank Dr. Linda Glaze for her invaluable as.sistanee; 
without her support, lb.is paper woukI not have been pou;ible. 

2 Of the acknowledged great composers, Chopin iJ: the only one to 
compose a substantial number of mazurkas. II was also Chopin who 
popularized the mazwbs in the Parisian salons during the nineteenth 
century. Chopin composed at least ODe mazmka during his stay with 
Geor~ Sand at the ex-monastery of Valldemo6a in Palma Mallorca. 
His residence is DOW" a MlI8CUIl1 which i' frr.quenlly highlighted in 
towist books. Ceia is undoubtedly familiar with Chopin's stay on the 
i.1aDd. as he himself retired to Palma, Mallorca in 1954. See Duryea or 
Jonson for more information on Chopin's visit to MallOrta. 

~ See Kolodin for further information on the nationalistic 
chamctcrislics oCthe mazurta. 

4 Due to the Symbolic representations associated with Moucho and 
Afouto. R6denas assertI that the character's parallel of the beginning 
and ending of the Civil War i. problematic since the conclusion woukI 
lead to a Republican victory. Cela also interchanges the dates for 
Gaudencio's playing of the IllllZUltas in the novcl. wbic:h leads to 
amIusioo on the actual dale of the playing of the mazurka whicb is said 
to replCSiCDl the beginning aDd cad ofthc eiviJ War. 

~ For further informatiOll on the Moroccan aunpRign sec Shannon 
Fleming'l p,.imo tie RMra Qlfd Abd-·~J him. 
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