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PREFACE

It 1is a signal pleasure to present to you our

third volume of the Cincinnati Romance Review. CRR
continues to be an annual publication of schelarly
articles on the Romance literatures generally

selected from papers read at the University of Cin-
cinnati's annual May conference.

What the Executive Editor wrote in the preface
te Volume I1 (1983) still holds rtrue and merits
repetition here: "The warm reception accorded our
Conferences confirms our original belief that an
annual pathering of scholars to exchange 1ideas onm
various aspects of Romance literatures satisfies an
urgent mneed.' The May 1984 Conference promises to
be a well-attended meering of scholars who will con-
front a wide variety of topics. We appreciate your
support of our Conferences and CRR and welcome any
suggestions about our annual May event and our publi-
cation.

We wish to thank the graduate students of our
Department cof Romance Languages and Literatures whose
e¢fforts made the 1983 Conference run so smoothly.
Thanks are due to our colleapues who chaired sessions
and helped determine which papers should be included
in this wvolume. Among those who offered useful
advice to the editors are Preofessors Heather Arden,
James F. Hamilton and Anna Steininger, who all
corrected manuscripts and galleys. We heartily offer
special thanks to Frank Triplett who was the
organizer of the 1983 Conference and alsoc contributed
so much of his time to make this number of CRR a
realicy. And we are grateful to Vicki Maddox whose
expert typographical skills were essential to the
producticn ol Volume IT1,

Donald Bleznick
Frank Triplett

Kathryn Lorenz
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T.S. Eliot, Jorge Guillén and the "European ldea."

K.M. Sibbald

McGill University

By applying the principle of Plutarch's Lives to
the stndy of Lliterature Mario Praz offers wus the
possibility of a relationship between writers which
is based on affinity rather than influence and which,
in consequence, permits a harmenious coexistence
marked by individual integrity within a broad ideo-
logical connection. Such a connection may be made
between T. S. Eliot and Jorge Guillén. 1lcrs axis is
the ideal of leisure, both as a way of life and as
the basis of culture. The particular manifestation
which concerns us here is what Eliot referred to as
the "European ldea."

The affinities between Eliot and Guillén have
been songht not in the specifics of their poetry but
in their defense of poetry as the tradicional pursuit
of the c¢ivilized mind in Western culture. Separate-—
ly, but contemporaneously, in their earliest critical
writings Fliot and Guillén defined their ideal of
cuiture and how their own contributions to the Euro-
pean literacy tradition in the twentienth century
might be accommodated within that ideal. Eliot's
‘early criticism 1is todayzlargely out of Ffavor and
Guillén's all but unknown;  nevertheless these pieces
provide the corpus for a quite remarkable case of
literary coincidence. In rhe inter-war years neither
wrote criticism acgording to a "design for a massive
critical structure" but strictly within the context
of a practical situation, namely, the state af Euro-
pean literature and thought after the economic, poli-
tical and moral crisis provoked by the First World
War.

In doing so Eliot and Guillén became part of a
reassessment undertaken in the 1920's by a minority
of European intellecruals who proposed the revival of
a cultural Europeanism in which the literary
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standard, ‘'the best," would coincide with what might
be described as the intellectual standard, ‘'che
classical."” This appeal was made Lhrough the
European life-line of the literary reviews of the
leisured élite ro the generaily civilized, intelli-
gent and well-educated, for a reasoned approach ¢to
life. Not envisaged ac a common adhesion to a set of
dogmatic principles, more infermal and more amiable

than any planned manifesto or programmed
international brotherhood, this “European ldea”
allowed the widest wvariation in attitude and
tendency. lt enjoyed currency for nearly ten years

until, increasingly, what had first been seen as a
period of iilusions becamc a time of disillusionment
as the true featurei of the post-war world began to
emerge more clearly.

The Great War had bled Europe white, both physi-
cally and morally. There had been effective demon-
strations of how every vestige of humanicy might be
crushed by the machinery of war, more efficient and
more deadly than ever before. Worse still,
Christianity, Western European civilizarion's unique
gift to the world, had patently failed. Such was the
legacy inherited in 1919 when out of rtrhe exhausted
state of Europe a "sort of weed-world sprang up and
flourished' where "All that was real was in eclipse,
so Lhat all that was_unreal came intn its own and ran

riot for a season.”  1n that year Valéry published
two open letters on the inteliectual and spiritual
bankruptcy of posl-war ZEurope, "La Crise de
l'espric.”

According to Valéry, GEurope, an '"intellectual
Hamlet* hesitating between order and disorder, might,
only too easily, give up the hard duties and tran-
scendent ambitions of the intellect to feollow cthe
trend toward mediocrity: perhaps he would join
Polonius in the mewspaper business, or Laertes in
aviation, or change his name and aid and abet HKosen-
crantz in Russian politics. 1n the name of progress,
that tendency toward a fatal precision, Europe was
adding to the benefits of life the advantages of
death. The result, 1in Valéry's opinion, could only
be 'the perfect and ultimate ant hill" (PV 993-94),

Valéery' s sophistry of the idol »f the intellect

P T R h oA



own prejudices, However, his barbed wit quite
correctly posited cthe grave problems besieging a
traditional approcach ¢to literature in the modern
world. An ever-increasing literacy rate makes
literature all! the more quickly a commodity and,
consequently, subjects it to consumerism; logically,
therefore, in the pursuit of democracy, literature
should most usefully convert, or subvert, to
propaganda, while further progress in the technology
of communication might, in a foreseeable future,
displace reading and writing altogether.
Appropriately Valéry's essay was published in both
The Athenaeum and the Nouvelle Revue Francaise in the
same year. Both publications formed part of the
minority press destined for the well-educated with
the leisure to read; among such readers the essay
proved to be of a seminal nature. Almost certainly
Eliot in London and Guillén in Paris were of chat
number; both responded to the call to defend a parti-
cular way of life, that of the leisured élite, the
class to which both belonged.

Valéry's notion of leisure as the basis of cul-
ture was not original; nor was it even a conception
of the twentieth century. Leisure, we learn from the
first chapter of the Metaphysics, 1is one of trhe
foundations of Western culture. Thus, in Creece and
Rome, al}l that was not leisure, devoted only by the
negative a-scolia and neg-otium, applied ''not only
for the daily tgil and moil of life, but for ordinary
everyday work. Literally the individual was un-
leisurely in order to have leisure since, as
Aristotle conceived it, leisure was the center-point
about which everything revolved (Politics
8 3[1337b]). Leisure in the Ancient World was a
recognizable stare:

The freeness in the word, the ethical quality, the air of
superiority, the relation to liberal arts and to pursuit
of knowledge for its own sake—all these the philosophers
added and precisely modelled in an interplay of schole and
‘speculation to form the classical idea of leisure.

Yer, as Joseph Pieper and Sebastian de Grazia have
both pointed out, such a concepticon has become in the
twentieth century, '"leisure's century," guite un-
recognizabhle in a world of planned diligence and



total labor where lgisure and frre time have baen
hopelessly confused. Leisure interpreted with due
consideration of the past history of the word re-—
quires sacrifice; it fis, consequently, not the
synonym of free time. Free time is a realizable idea
cf democracy; it i% a special way of calculating a
special kind of time. Leisure is not fully realiz-
able and is, therefore, an ideal referring to a state
of being, a condition which few desire and even fewer
achieve. To exist at all, as Pieper has discerned,
leisure requires two ''presuppositions'':

Leisure is a form of silence, of that silence which is the
prerequisite of the apprehension of reality. . . . Ffor
leisure is a receptive attitude of mind, a contemplative
attitude, and it is not anly the occasion but also the
capacity for steeping omeself in the whole of creation. .

Campared with the exclusive idea of work as toil,
leisure appears (secondly) in its character as an attitude
of contemplative "celebration.” . . . Leisure is only
possible to a man at ore with himslf, but who is also at
one with the world. Those are the 'prestuppositons’™ of
leisure, for leisure is an affirmation. Idleness, on the
contrary, iiﬁ rooted in the omissiom of those two
affirmtions. ™

This distinctign between idleness ar free time, and a
leisure which implies dedication and affirmation, Iis
paramount. As a sociological phenomenon the ideal of
leisure has crucial repercussions for literature; its
perceived imminent demise in the Europe between the
Wars provides the starting point for a connection
between Eliot and Guillén.

In the first place, leisure is a recognizable
feature of their education and literary apprentice-
ship. Coming from families in easy circumstances,
baoth enjoyed the best education available in their
separate countrles and both supplemented this with
travel in Europe within the culrural environment con-
ducive to reading and te study. There are clear
parallels between the education in the European
literary tradition of literature and philosophy
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received by Eliot at Harvard and by1 uillén at the
Residencia de Estudiantes in Madrid; in addition,
both followed with pleasure and profit a very similar
itinerary around Parisg, Germany, Oxford and London at
often the same time. By today's standards both men
had a relatively long period of leisure in their
privacte lives: Eliot was twenty-nine and Guillén
thirty-cwo before either began to earn his living
without family support. Ironically, the economic
necessicy which ended untrammelled leisure made them
"literary" contemporaries despite the differences in
age and nationality: by 1919 both Eliot and Cuillén
had begun to write poetry seriously, after 1919 both
became serious poet-cricics. Eliot himself has ex-
plained how poetry and criticism are linked 1in
practical terms when he mapped out the career of the
poet as "occasional' literary critic accerding to the
twin motives of necessity in youth and obligation in
middle age. Thus the young poet may write on poets
and poetry "simply because a young poet, if he has
any talent for journalism at all, <c¢an earn more by
writing about other poets' poetry, than he can by
seliing his own," Marriage for Eliot in 1915 and
for Cuillén 1in 1921 led both men to eke out their
income by lecturing and journalism. The assistant-
editorship of The Egoist from 15918 ro 1921% launched
Eliot squarely into literary criticism and
facilitared his ensuing connections with such
periodicals as Art and Letters, The Athenaeum, Chap-
book, The Dial, The Times Literary Supplement and,
finaly, The Criterion (1922-39). Guillén, meanwhile,
became a foreign correspondent of La Libertad (Mad-
rid), with a weekly chronicle of events, '"Desde
Paris" (1921-22); morte literary views were written

up in a later series "Correo literario” (1924), and
in two series published in E1 Norte de Cascilla
(Valladolid), ‘"Letras francesas'" (1923) and 'Los
libros™ (1924; 1926-29); all of which led also to
other publications in the numerous short-lived
literary magazines which Flourished in  Spain
throughout the 1920's and 1930's.

What makes leisure a factor of more than
felicitous biographical coincidence between Eliot and
Guillén is its effect on their literary activity.
From the concept of schole came delight in other
poets' poetry and then, logically, experimentation as



poets. For both men the idea of writing poetry
germinated slowly. Eliot's account of how his first
awareness of Fitzgerald's The Rubdiyat of Owar
Khayydm led him to write poetry ?Lmself for publica -
tion in The Smith Academy Record is close enough to
Guillén's avowal of ap ever slower process whereby,
in 1919, on a beach on Brjgtany, did a book of poetry
take place in his mind. feisure imnlied dedica-
tion, and time and energy spent om writing poelry
resulted in difficult poetry characterized by the
effort and sacrifice it represented in hboth cases.
As Guillén rightly pointed out in 1923, Valéry's
reputation as A poet rests virtuwally on ree slim

volumes—-"un caso de escaldaloso lujo" in the
modern world's confusion between leisure and free
time. The same, however, was equally true of Fliot

and Guillén. For example, Valerie Eliot’s edition of
the manuscript of The Waste Land with all its re-
visions by Eliot, Pound and even Vivien Eliot, shows
the long.,incubaticn of "a damn good poem (nineteen
pages)." Similarly, although the idea of Cdntico
came into being in 1919, Guillén rewrote and revised
every poem before publishing, in 1928, a boogk whiia
did not appear in its final form wntil 1950.
Poetry was in every sense, the product of leisure and
valued as such. .

However by 1919, as  another literary con-
temporary, John Gould Fletcher, realized, poetry and
leisure were "anachronisms," Fletcher  stated

Valéry's conrcerns mote baldly as he signalled an
endangered species, namely, the poets and their
readers:

This age, though it has produwed remarkable poets,
canmmot  be said ro be an age in any way faworable to
poetry. The reason is that the reading and enjoyment of
of poetry can only be carried on by an intelligent and
leisurad class. . . . And if any poet is to survive our
day it will Le Lecause he too appeals finally to a well-
bred, well-fed, leisured minority who have the time to
read axl rhe taste to enjoy his art. 1n an age such as
this, when the democratic standard of taste admits as
literature anything from mystery thillers to the per-
formances of highly publicized novelists, the poet has o
nlace. That is because the poet is a meker, a creator, a
reamemi Fre Al rag Fact into the  differene dimension of



symbol  and metaphor, myth and parable. ‘Poecry has sur—
vived; but those who still read it, who know anything at
all abour ir, who are interested in it still, are a
special group, somewhat akin to the collectors of antique
furmniture—and, like thege, their rtastes are equally
varied and unpredictable,

In Europe complete leisure had become a rare
phenomenon, the perogative of the almost extinct very
rich, The golden age of patronage which had spanned
many chronological periods was over. Neither the
Church nor the aristocracy could afford to maintain
the artist 1in productive leisure; this funcrion,

moreover, had, in large measure, been taken over by
the State, which had a corporate rather than
individual responsibility te culture. For most

people difficult poecry was not a priority; instead,
they were thrilled by the peacetime cult of enjoyment
based upon technological advances like the car, the
aeroplane, the rtelephone, the radio and the cinema.
Such advances implied an eventual democratization of
culture, with mass participation, in free time, and
with maximum facility and diffusion in its communica-
tion.

Given their tastes, education and vocations as
poets, Elioc and Guillén wviewed matters with
distaste, Eliot forecast that the populacion of the
entire civilized world would die from "pure boredom"”
when '"every theatre has been replaced by a hundred
cinemas, when every musical instrument has been re-
placed by a hundred gramaphones, when every horse has
been replaced by a hundred cheap moror cars, when
electrical ingenuity has made it possible for every
child to hear its bedtime stories through a wireless
receiver attached to its ears, when applied science
has done everything possible with the materials on
this earEB to make life as interesting as
possible.” la such a technological paradise, it
people read at all they would be unlikely to read
poetry. Guillén compared the decline in poetry sales
to the rapid reprintings of "vogue! novels,
reprintings demanded by the ever-increasing numbers
of readers eager to read novels which mirrored the
frantic hedonism of che 1920's. As a reason he
pointed out that poetry needed leisure, both for the
poet to compose that poetry and for the reader to
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contemplate the resulec. In contrast, the modern
novel in wvogue 1n the 1920's, and he gave as an
example Paul Morand's Lewis et Iréne, tcllowed the
hectic pace of 1tle of peacetime democracy:

la novela tan sélo alcanza tal onda de difusidn,
tal vertiginosidad de carrera. 1la wwvela es el libro que
anda mis de prisa, el Unico apto a seguir el ritm de la
velucidad  actual, Los pensamientos se meditan, las
imigenas se contemplan, los relatos se andan, se recorren
sin parar. El lector de hoy lee casi exclusivamente
ese género literaric que caracteriza la vida de ruestro
siglo y del pasado tanto com el ferrocarril y la
dermcracia.  De  anbos Birticipa la novela, a un tiempo
demcricica y locomdvil.”

Modern life was distinguished by a  hitherto
unparalleled facility, whether in fast travel or in
easily consumed literature. Logically facility and
diffusion signified a final break with the Western
Eurgpean tradition of culture based on leisure.

Because Eliot and Guillén were poet-critics
rather than socioclogists or historians they cnvisaged
the threat to European culture particularly in terms
of the threat to the European literary cradition.
That is, they made a correlation between the cultural
effects of a loss of leisure and the simultaneous
effects on literature of such a loss. Both argued as
follows. The cultural unity of Furope stemmed from a
shared tradition, the heritage of Ancient Greece and
Rome and medieval! Christianity; the European literary
tradirion recorded the highest achievements of that
heritage. Consequently, art Formed one part ol Lhe
living organ which was culture and as literature was
one ot rthe arrts, iL also formed a part of the
cultural whole, being naturally affected by and at
the same time affecting the whele. Any break in the
development of the literary tradition mirrored a
crisis in culcture. Without leisure culture would to-
some extent lose touch with its past and the values
of rhat past; withour leisure the individual writer
could not explore and conrinue the development of the
Iiterary tradition. In Madrid, Guillén noted how
even men of culture had been absorbed by the modern
world of facile journalism. In the 1920's writers
who pracriced the values of a leisurely culture were



(Quien es el escritor que ™o periodisbga mis  que
menos, que uo vive intelectualmente al dia?™™

In London, Eliot observed with distaste the same
connection between the disappearance of leisure anl
the signs of decay and disintegration in every aspect:
of European culture. As editor of The Criterion he
proposed as remedy a program which would ''revive some
of the characteristics of the quarterly reviews of a
huudred years ago, which had languished in this cen-
tury of rapid production and consumption.” Eliot
took a stand on '"leisure, ripeness and thoroughness,"
seeing that, in the post-war period, there would be a
desperate need of '"the work of men who were not
hurried and who could have the incentive of knowing
that a part at least of their readers would read
their work with corresponding care and leisure"
(v.2.187).

Eliot and Guillén were, in effect, restating
Valéry's conclusion of 1919, namely, that the salva-
tion of European culture lay in the communication of
those thinking individuals who collectively made up
the "European Mind." The means most readily
available for such communication was to be found, not
in the popular press, but in the literary reviews of
the intelligensia, the product of leisure designed

for those who read with leisure. In recrospect,
Eliot and Guillén both cited the same examples: to
"'the supreme trinity of Eurcpean reviews," the

Revista de Qccidente, the Nouvelle Revue Frangaise
and The Criterion, thgt Guillén remembered with
"pride and melancholy," must be added Eliot's other
candidates, the Europaeische Revue (Berlin) and the
Nuova Antologia (Milan) XVI11.71,271). These reviews
and others like them, were visible evidence of what
Eliot had thought a renaissance in the <twentieth
century of "rhat higher community which existed in
some ways throughout the middle ages, which persisted
into the eighreenth century, and which was only dis-
solved finally after the Napoleonic wars'
(1X.35.182). This free-flowing communication of the
"Eurcpean Mind" posited an image of European culture
that Eliot neatly termed 'the European Idea:"
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1t is samething created by the state of mind of men of
letters, men of science, education and art. 1t is not, in
ary country, the vopue of a foreign dramatist or a foreign
novelist, rtha: counts; but the state of mind vhich is
strongly comscious of a national and an  imperial
tradition, ard at the same time of a European tradition;
and which malkes the intelligent Englishman, or Frenchman,
or German, or citizen of amy other country, aware of the
vital problems of European civilizatiom as a whole. The
homere homme will keep a due halance berween these three
points of view (VI1.1.3)

For much of the 1920's Eliot and Guillén
defended that tradition through the somewhat unlikely
vehicle of occasional criticism, with the inevitable
restrictions as to length and subject-matter. As a
result their comments were geared to the then contem-
porary situation as reflected in specific events and
publications, Curiously, at the height of this
activity, both men were expatriates. Guillén's pro-
longed stay in Paris (1917-23), was, however, a mat-
ter of geography with few cultural implications. As
a Spaniard, Guillén was commecting his own literature.
and civilization with some ancestors and collaterals,
although it would be true to say that to do so Lhen
was a novel change from the uncomfortable political
and intellectual isolationism practiced by most of
the Spanish literary Establishment. Eliot, on the
contrary, was an expatriate American who Dbecame a
cosmopolitan; rthough more discreet than Pound, his
attitude was alsc one of a glad, if rather 56153
consc tous, discipleship of various 1literatures.
Both facts make more creditable their achievements.

With a commensurate belief in a cormon culture
both Elint and Guillén acted as bridges between their
readers and what they considered the best of conteuw-
porary life and letters. Thus, Guillén's diary re-
corded cultural events in Paris which would only
reach Spain much later, or perhaps never have the
same resonance beyond the Pyrenecs, as, for example,
his commentg on a performance of Stravinsky's "Rite"”
oF Spring"; Wanda Landguska’s mastcer-classes at the

Ecole Normal de Musique; he firs: showing of "The
Cabinet oEBDr. Caligari;"" Arthur Szyk's exhibitige
of 19227; and Albert Einstein's visit in 1922,

Fauallv importantly, Guillén's reviews of ceriLain
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contempor: ry French poers promoted ongoing interest
and productive cross-fercilization bﬁaween French and

Spanish poetry in the later 1920's. As editor ol
The Criterion, Eliot had even more opportunity to
present an "ordered and rational' catholicity

(IV.1.4; 1.4.421). His aims were high and his
prescription for a quarterly most sanguine:

.« « . the bound volumes of a decade should represent the
development of the keenest sensibility and the clearest
thought of ten years. Even a single muber should attempt
to illustrate, within irs limits, the rtime and the
tendencies of the time. It should have value over ard
above the agprepate value of the individual contributions.
Its concents should exhibit heterogeneity which the
intellipent reader can resolw into order (IV.1.4;
1.4,421).

Eliot could point our with pardonable pride, however,
that in its first phase, that is, roughly until 1930,
The Griterion had been the first English periodical
to print such European authors as 'Marcel Proust,
Paul Valéry, Jacques Riviére, Jean Cocreau, Ramédn
Ferndndez, Jacques Maritain, Chares Maurras, Henri
Massic, Welhelm Worringer, Max Scheler, E.R. Curtius"
(XVIII.71-271; VIII.33.577).

Neither Eliot pnor Guillén felt that a belief in
tradition demanded the ossification of taste. Quite
the concrary. In the 1920's the centenaries of
Andrew Marvell, Baudelaire, Flaubert, Ronsard,
Géngora and Fray Luis de Ledn were duly celebrated:
in addition, work by John Dryden and by Mallarmé was
re—edited and that of Ben Jonson and Luis de Géngora
and Fray Luis de Ledn were reconsidered. As  young
poet—critics, Eliot and Guillén directed the srrategy
af their early criticism towards not revolution
(though it often appeared so at the time) buc

"readjustment." That they took every opportunity
offered them is clear from their polemical
revaluations of some of the major figures and periods
of their own and other literatures. Thus, Eliot's

sharp criticism of Milton and the Miltonic tradition,
his defense of Jacobean dramatists, the Metaphysical
poets, Jonson and Dryden, and his critical appraisal
of French Symbolism are gquite commensurate with
Guillén's scorn for the prim and pedestrian
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versif{ying of NoRez de Arce and Ramdon de Campoamer,
his part in the reevaluation of all the Golden Age
lyricists and of Gbéngora in particular, his interest
in the neoclassic Meléndez Valdés, aud his critical
asgessment of the relationship of the French
Symbolists to Ruben Dario, Juan Ramén Jiménez and
Manual Machado, At the time their ideas were Lnnova-
tive and often unpopular; today such ideas have so
percolated down as to be almost common form.

Eliot, particularly in connection with Donne and
Marvell, and Guilleén, with regard to Gongora, were
arguing the case for difficult poetry in the modern
age. In 1921 Eliot summed up their case:

It is not a permanent necessity that poets should be
interested in philosophy, cor in any other subject. WHe can
enly say that it appears likely that poets in our
civilization, as it exists at present, must be difficult.
Our civilization comprehends great variety and complexity,
and this variety and complexity, playing upon a refined
sensibility,  must produce various and complex results.
The poet must become more and more compehensive, more
allusive, more indirect, in order tg.force, to disolocate
if mecessary, language into meaning.

Such views explain well the ethical root of their

earliest etry-—difficult, precise, ordered and
impersonal” " —-truly developing from the European
literary tradition before, Lo use Eliot's
phraseology, the dissociaton of, sensibility set in.
By championing "brain work," an objective and
timeless intellectual standard, that aordering
principle most <commonly known as (lassicism, was,
onte mare, made relevant to modern poetry. Most

importantly, Eliot and Guillén created a taste for
this poetry which would be difficult but not obscure,
precise but not cold, concerned with reality not
realism, and written out of sentifment not
sentimentalism; in fact, poetry written in accordance
with Guillén's eggation of 1922, "Eficacia ténica:
eficacia humana."

This avocation for Classicism was the unifying
tendency of the "European ldea,” a defense against a
dreary entropy of taste and the heart of the
ideoclogical connection bhetween Eliot, Guillén and



many more wonscious “Furopeans.' B:cause of such a
tendency, even in the 1920's, and with growing

ferocity ver since, these "leisure class
laureates™" have suffered attack from the oldest
artistic and the newest political opinions. In one

sense, quite rightly. The &1 rtism of the "European
Idea" was, finally, self-und: -mining; by 1930 the
term 1itself had ceased to hav. real wvalue. The
connection, however, 1is hardly a mere accident in
literature; as it were, a reprehensibly but thank-
fully brief, communal folie de jeunesse. Both Eliot
and Guillén worked consistently and with integrity to
maintain and develop the traditional habit of
European civilization; both were much exercised by

How to conserve and nourish the spiritual life of Europe,
how to cultivate in each region and amongst those of each
race and language, the sense of wocation in relation to
each other. So that the glory of each people should be
measured, not 1in material power and wealth, but by its
contribution to the spiritual well-being of all the
others. We do not aim merely to persuade people to accept
a policy, or to pay lip-service to some magnilogquent
verbal creeg? but to awmken their consciousness and cheir
conscience.

NOTES
1Cf. 'we might walk as through a gallery of portraits arranged
in proups according ro more or less evident affinities, and wonder at
the mystery of the growth of the human tree, which causes similar
flowers to blossom ab the same time 1in distant and apparently
unrelated branches.” Mario Praz, 'T.5. Eliot and Eugene Montale,' in
T.S. Eliot, ed. Richard March and Tambimectu (Chicago: Henry
Regrery, 1949), p. 244,

2Guillén's early critical wricings appeared in various reviews
of difficule access; they have recently been collected in Jorge
Guillén, Hacia "Cantico:'' Escritos de los afos 20, recopilacidn vy
préloge de K.M. Sibbald (Barcelona: Ariel, 1980), hereinafter
designated as HC. In this study date and place of original publica-
tion will be given, but reference will also be made to specific pages
in HC.

3T.S. Eliot, To Criticige the Critic (London: Faber and Faber,
1965), p. 14.
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Q'Ihe strict time paraneters adhered to here are those set by
Eliot himself, as originator ol the term, as he reviewed the 1920's
and 1930's in his final editorial for The Criterion in 1539,

5‘L-J'yndl'\am lewis, Blasting :nd Bombardiering (London:  Eyre anc
Spottiswoods, 1937}, p. 18.

6’I'l'les.e leccers were first published in English and shortly
aftersard in French. Paul Valéry, 'Letter fran France. 1-The
Spiritual Crisis," The Ateneaum, 4041 (11 April 1919), 182-84;
"Latter  [tom Frame TI-The Intellectual Grisis,’ The Ar‘wneaun,
4699 (2 May 1919}, 179-80; and '"la Crise de 1'esprit,' [\.hu\.relle_ Revu(
Frangai=c, 71 (1 Aug. 1919), 321-37. The letters were . collected ir
Paul Valéry, Oeuvres, ed. J. Hytier (Paris: Gallimard, 1957) 1, pp
938-1000, hercinalLer referred to as W in the text.

7J05el’ Pieper, leisure: The Basis of Culture, trans. Alexander
Dru (New York: Pantheon, 1952), p. 27. Given such & suggesriw
title it dis important to mote that T.5., Eliot himself wrnte the
introdoction for the simultaneous London publication by Faber anc
Faber (1952), of this work.

Bebastian de Grazia, Of Time, Work, and Leisure (New York:
Twentieth Century Furd, 1062), p. 1.

T'he English derivation "school™ from the Greek scholé and the
Latin schola shows this all too well. The word used to designate the
place where the individual is aducated or teaches has, sadly, littls
association with the contemorary conception of leisure as free time

10Pieprer, pp. 92, 34

11Eliot attended Harvard University as an 1mdergraduaLe fra
1906 to 1906, and its Graduate School from 1911 until 1914, A goo
accounr of the effect of that 'finishing school [for able an
privileged young men” is given by Robert Sencourt, T.5. Elist:
Memoir, ed. Donald Adamson {New York: Dodd, Mead and Co., 1971}, PP
17-39. Guillén spent only two years at the Resmencia d
Estudiantes, fran 1911 to 1913, but his time there was remenbere
with pride as definitely contributing to his formstign as a Europea
liberal, see Claude Couffon, Dos encuentros con Jorge Guillén (Paris
Centre de Recherches de 1'Institut d'Etudes Hispaniques, 1963), pp
12-13.

le‘.lic.t spent the year 1910-1911 im Paris, returning briefly i
the sumer of 1914 before going on te Munich and Marburg, where F
intended to tay several months., War changed his plans and e lef
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for Oxford in Seprember 1914, were he stayed until June 19153. afcer
a short transAtlancic visit in late 1915, Eliot took up permanent
residence in London, although throughout the 1920's he was a frequent
visitor to Paris (and, with greater -ase, te Oxford). Guillén
obtained his Licenciatura en letras frar the University of Granada in
1913, and spent the next vear in Halle d Munich, Germany, returning
to Spain at the outbrealk of war. In 1 " he left for Paris where he
lived until 1923, Afcer four years of teaching at the University of
Murcia {1925-29), Cuillén spent the mext two years as Lecturer in
Spanish at Oxford University {1929-31). On one of his frequent
visits to London he, in fact, met Eliot at one of The Criterion
dinners which used to take place in the Ristorante Commercio in Soho.
The two did not meet again until the occasion of the dinner in 1957
to honor Guillén as the Charles Eliot Morton Lecturer of 1957-58,
when T.5. Eliot was also presnt. On both occasions the language of
camumication seems to have been French (although Guillén certainly
spoke English well encugh by the second meeting) and this points in a
minor way to the profound effect of Paris on both men: their
separate but similar experiences of that cherished ciry did much to
make of both true cosmpolitans, 1 am grateful to Sr. Jorge Guillén
for his clarification of these matters. '

lBT.S. Eliot, "Introduction," in Paul Valéry, The Art of Poetry,
trans, Denise Folliot, Bollingen Series, Vol. 435, No. 7 (New York:
Pantheon, 1958), p. vii.

14See T.5. Eliot, 'A Fable for Feasters,' Smith Academy Record,
8, No. 2 (Feb. 1905), 1-3; and “A Lyric,' Smith Academy Record, 8,
No. 4 {(april 1905), 3. Eliot later dismissed these poems as 'verses
in the mammer of Don Juan, tinged with that disiliusion and cynicism
only possible at the age of sixteen.'' Quoted in Kristian Smidt,
Pogtry and Behei in The Work of T.5. Eliot (New York: Humanities
Press, 1961)

15Jorge Guillén, Cantico. A Selection, ed. Norman Thomas di
Giovauni (London: Andre Deursch, 1954), p. 5.

16Jorge Guillén, Un Caso escandaloso,’ El Norte de Castilla, 32,
868 (1 Jume 1923}, 1: HC 263-65.

?’['nis was Ezra Pound's reaction, quoted in T.S. FEliot, '"The
Waste Land": A facsimile and Transcript of the Original Drafts

Including the Amotations of Ezra Poumd, edited and with a

Introduction by Valerie Eliot (New York: Harcourt Brace Jovanovich,
Inc., 1971}, p. xxii,

8For evidence of rewriting for the 1923 edition see K.M.



Sibbald, "Some Early \’Prf-'-imq of the Poems of Cantice (1919-1928)
Progress Towards claridad,” Bulletin of Hispanig Studies. 50, wNo.
(Jan. 1973}, 23-%, amd "Cant ico fl‘?}ﬁi)." 1M -104; and Andrew Debirk
“Cntico y lus primeros pecmas de  Jorge Cuillén,” Cuadermo
Hisparwamericanos, 272 {Feb. 1973}, 1-14. José Mamel Blecua cover:
both the 1928 an! the 1936 editions in his edition Cintico (1936
(Barcelona: Labor, 1970). Cdntico was published in 1923, 193¢, 104
and, in its first complete edirion, 1950,

ngoim Gould Fletcher, Life is My Song {(‘foronto:  Farrar an
Rinehart, 1937), p. 259.
?'UT.S. Elioz, "In Mawriam: Marie Lloyd,” The Criterion, T, no
2 (Jan. 1923), 195, Hereinafter all references ro The Criterion
dappear in the text, where Raman numerals followed hy Arabic rele;
respecrively to volume, issue number and page of The Criterion 1922
1939, 18 vols. (Lordlon: Faber and Faher, 1969).

21[Pedr0 vilia], 'lLa novela de moda,” la Libertad, 1269 (!
April 3924y, 33 HC 290. TPedro Villa was a pseudanym used by Jorgs
Guillén to sign nineceen articles published by La Libertad in 1924,

2
2'.Jcrry;ze Guillén, 'Un caso escandoluso," fl Narde de @sti].la
32, 868 (1 Jue 1923}, 1; HG 264,

ZBJorge Guillén, Language and Poetry, Soue Poets of  Spais
(Cambridge, Mass.: Harvard University Press, 1961), p. 210.

4
. z See Graham Hough, Image and Experience: Studies in a Literar
Rewplution (London: Duckworth, 1960), pp. 65-67.

25Jorge Cuillén, 'TFalsa Barbarie." la Libertad, 351 (18 Jar
1921), 4; KC 99-101.

26Jorge Guillén, ‘"Alegoria de la emocién ordenada,” I
Libertad, 463 (28 May 1921), 42 HC 157-62.

2?Jorge Guillén, 'El Septimp arte,” la Libertad, 768 (19 M
1922), 4; HC 2%6-59.

zaglorge Cuillén, 'Un pintor nuevo," La Libertad, 707 (9 ¥an
1922), 4; HC 239-41. Arthur Szyk was a Pulish painter who
Exhibition pf some thirty-four paintings was held ar the Galeries
Decour, 26 1S Rue Francois 1° , Paris, between 25 January and
February 1922. Guillén's comments owe much to the illustrations 4
short  Introduccion, 'Un Byzantin moderme.' by  Seymour de Ricc



17
contained in the catalogue produced for the event, a copy of which
Guillén has conserved umtil today. See Exposition de 1'Oeuvre
d’arthur Szyk, par les soins de N.E.L. et J.P.B.L. (Paris: Frazier-
Soye, 1922), pp. 5-7 and illustrations on pp. 2, 9, 11, 15, 17, 21,
23, 27 and 29. 1 am grateful to Sr. Guillén forhis genervsity in
showing me this catalogue.

29Jorge Guillén, "Einstein en Paris,” la Libertad, 754 (3 May
1922), 4: and 'Retrato de Einstein,' La Libertad, 761 (11 May 1922),
4 HC 250-52 and 252-56.

oo good examples are to be found in Guillén's comments about
(¥ngora and Ronsard in [Félix de la Barca], 'El centenaric de
Romsard,' El Norte de Castilla, 31, 320 (23 March 1924), 1, HC 285-
89, and in his parallels between Picasso's art and Valle-lrclan 5
farves ard Apollimaire's work in [Pedro Villa], "Apcllinaire," La
Libertad 1208 (7 Feb, 1924), 5, HC 27882, Félix de la Barca was a
pseudonym used by Guillén to sign eleven articles for E1 Norte de
Castilla in 1924,

31

Cf. 'Fran time to time, every humdred years or so, it is
desirable thar some critic shall appear to review the past of our
literature, and set the poets and the poems in a new order. The task
is not one of rewolution but of readjustment, What we observe is
partly the same sceme, but in a difficult and more distant
perspective." T.S. Eliot, The Use of Poetry amd the Use of
Criticism: Studies in the Relation of of Criticism to Poetry in England
{London: TFaber and Faber, 1933}, p. 108,

32T.S. Eliot, 'The Metaphysical Poets,” The Times Literary
Supplement, 1031 (20 Oct. 1921), 670.

’ 33"In-personal" here must mot, of course, be confused with
"dehumanized" a term about which Guillén has had the last word in
Language ard Poetry, pp. 209-210. Even in the 1920's, however, what
was sought was a distincrion between 'Work", that is, literature, and
extra literary documents of purely personal interest. Guillen made
this distinction very clearly on the occasion of the publication of
same letters of the French poet, '‘Mallarmé, in [Félix de la Barca],
"Cartas de Mallarmé," El Norte de Castilla, 33, C73 (29 Ja. 1924), 1;
HC 275. CE. 'No forma un libro las cartas del gran poeta francés
que recientemente se han extumado con ocasién del vigésimo quinto
aniversario de su muerte. Y tal vez no lo formen mmca, si se cumple
la voluntad de autor, opuesto con la fuerza de toda su doctrina y de
su obra a la publicacidn de sus textos extraliterarios. Mallarmé,
romintico en oLros aspectos, muestra aqui un rasgo de su faz vy
fuera del Arte, extramros de la Obra, los documentes personales.
Precisamente, el romanticism cognsiste en embrollarle todo, v
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considerar cam litervatura lo que es aun sélo vida, y considerar ls
literarura sobre todo en funcidn de la vida. D dicho de otro modo:
cTeer gQue un poema es una carta gue se escribe al piblico, y ume
carta es un poema dirigido a la familia. Es tal la confusidr
traida al espiritu por um siglo de romnticism, que ya resulr:
dificil y pedante querer distinguir témminos <an claramente
opuestos.’' Elior courkcurred and was equally arxious to  distinguisk
between poetry and the poet's life. Thus, for example, describing
Julin Domne's conversational -ome and use of wit to produce odc
changes of key and strange juxtapositions, Eliot made an impertant
qualification in favor of impersonality in ""The Davotional Poets of
the Sevan-eenth Gentury: Domre, Herbert, Crashaw,'' The Listener, 3,
No. 64 (2 April 1930), 552-53. Cf. 'One effect of such originslit
is to give a direct conversational quality—a quality sometimes
called ‘sincerity’ in poetry. I do not like the term 'sircerity' for
this purpose, because it suggests the direct expression of a 'sin-
cere’ feeling, which is a different —hing . . . we are not to believe
that sincerity in poetry is the same as, or is due to simerity about
the facrs of the facts of the poet's life . . . " (590).
34 . . . .

This was Eliot's description of the intellectual pleasure
af forded by, particularly, Crashaw's 'deliberate comscious perversity
of language'' that distinguished the Metaphysicals from the Ramntics,
see T.S, Eliot, "The Poems English, Latin and Greek of Richare
Crashaw," The Dial, &4, No. 3 (March 1928), 249. It is a comvenient
term for the 'mediaval - baroque - symbolist™ line of taste rhat Rem
Wellek has defined for Elint, but which both Elict an Guillén shared
see René Wellek, 'The Criticism of T.S. Eliot," The Sewanee Review
64 (July 1956}, 435,

35Jorge Guillén, "anatole France,'' Espafia, 303, (14 Jan. 1922)
12; HC 228.

36'Ifhe phrase was used to attack Elior, see Emest 5. Bates
"I.5. Eliot: Leisure Class Laureate,'" The Modern Monthly, vii (Feb
1933}, 17-24.

37 ‘
From four paragraphs quoted from T.5. Eliot's message to tf
Fiith Armual Jonference of the Union of Christian Democrats of Europ
at Bad Ems, Sept. 1551 in Frontier, 3, No. 1 {Jan. 1952), 14.
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Gautier: Aethericism Versus Asceticism
In the Paintings of Ribera and Zurbarin

Bectina L. Knapp

Hunter College
and
Graduate Center CUNY

Théophile Gautier (1811-72), worshipper of the
Greek idea of polished form and physical beauty, of
azurite blues and sunlit yellows, of joy and harmony,
was stunnmed when he confronted the paintings of
Jusepe de Ribera (159%0-1652) and Francisco de
Zurbardn (1568-1662}. It was during his [ive-month
tour of Spain, in 1840, rthat he was exposed Lo a
plethora of works by Spanish artists. He shared his
ideas and responses to the creative geniuses living
to the south of the Pyrenees in Voyage in Spain and
in his volume of poetry, Spaiu. I have singled out
for analyses some of Gautier's reactions to the works
of Ribera and Zurbardn as these appear in the above-
mentioned bouvks. The vision depicted by Ribera and
Zurbarano, perhaps more strikingly than the canvases
of other Spanish painters, represent the ancithesis
of the French pver's aesthetic, religious and psycho-
logical aspirations, They are, therefore, of great
interest not only to admirers and students of
Gautier, but they are alsc of use in the study of
certain aesthetic trends such as the Parnassien move-
ment of the nineteenth century.

The sin-obsessed flagellants peopling the world
of Ribera and Zurbardn, were alien to Gautier, He
vearned for brilliant sun light and beauty. and not
for the darkness and livid tones which shaone on the
distorted features of the figures portrayed by these
Spanish artiscs. Their strucrured paintings had
nothing te do with glowing health nor dreams of
gentle bucglic beings so close to Gaurier's heart; he
took pleasure in this life and did not trouble about
the life to come. The French poet and art critic
understeod the significance of the canvases of Ribera
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and Zurbardm; he understood the rapid and elongated
brushwork, the muted browns and blacks and stark
whites, the skeletal figures staring deeply into what
he considered sinister realms. He was, however,
repelled and terrifled by these painters' values and
moral implications, their obsession with the
Crucifixian and self-immolation--an imitatio
Ghristi-—and the drama and realism of rthe bleoodied
distended limbs with their protruding blue and purple
veins, with which these emotional states were
pictured. Such wvisions were foreign to his
intellectual and emotional makeup.

Gautier was an extrovert, a man for whom che
exterior world exisred. By nature, he looked outside
of himself at the large expanse of live ro find cthe
joys and pleasures he sought. As both man and
writer, he wished rto live as fully as possible. When
viewing the Parthenon, in all its exquisite propor-
tion and Tharmony, or the Greek sculptures of
Praxiteles or those attributed to Phidias, his whole
frame responded with delight and jubilation. He
considered the human body to be cne of God’'s most
magnificent c¢reations, not somerhing to be tortured,
mutilated, and degraded. Pastel colors, networks of
muscles and arteries elegantly intertwined in grace-
ful lines, 1instilled in him a sense of serenity and
optimism. There was ne conflict between the flesh
and the spirit for Gautier, no feelings of guilt, no
sense of sin, no desire for masochism corroded his
psyche; he had no need to expiate those elements that
the Christian ascetics who were featured in the can-
vases of Ribera and Zurbaran had spent their lives
trying to extirpate.

Gautier believed that art should be devoid of
all moral connotations and all utilitariaan require-
ments, He took a wholly unpragmatic view of artistic
creativity., Art, bhe believed, was not a means but an
end unto itself; the rallying cry "Art for Art’'s
S5ake'" was originally coined by Gavtier. “"Art exists
by itself, outside of philosophy, poetry, and his-
tory, Thar is why a Greek torso, without head, arms,
legs, anonymous fragments of a destcroyed statue--by
its plastic beauty alone—-cap arouse a sensitive soul
to a state of pure beaury." For him 1ideal beautry
trac  the roncern of art. It opened a door intog the
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transpersonal, infinite, and absolute sphere into
which Cautier could escape--a world that ctitilated
his senses, filled his heart and lungs with pure
clean air, and encompassed him with warmth and
serenity.

Gautier was not alone in his distaste for what
seemed to him to be a guilt-ridden Christianity. In
the nineteenth <century there emerged among the in-
telligentsia a movement that ~poke of a yearning for
a return to paganism and evinced a profound and
generalized distaste for modern Western religion,
culture, and civilization. In his poems, "™Myrctho"
and"Delfica,"” Gérard de Nerval, for example, de-
lineated the realm of beaury and harmony known to the
ancient Greeks. The 'mystical pagan,' Louis Ménard,
who reinterpreted Creek legends in the light of con-
temporary socciety; believed polytheism to be the
faorce behind the republican form of government and
Catholicism to be the force behind absolute monarchy.
In Ancient Poems and Orphic Hymnsg, Leconte de Lisle
sought to re-create the perfect preportion the Greeks
had achieved 1in their architecture and sculptures.
Insofar as religious ideations were concerned, he
contrasted polytheism as incarnate in Hypatia, the
beautiful philesopher with Christianity represented
by the superstitious and ugly crowd who stoned her to
death. Théophile Gautier alsoc longed for a return to
the Greek way: to a society whose goal was purely
aesthetic; to a religion based on beauty and
guiltlessness rather than on ugiiness and repression;
to a world of serenity and love.

Gautier had been fascinared by art and litera-
ture from early childhood. When he was eighteen, he
eurolled at the Lycée Charlemagne, where he became a
student of the painter Louis-Edouard Rioulc. It was
there that he learned to paint, to use snch colors as
Veronese green, to brush on pigment and apply rub-on
overtones, thns heightening the emotional value of
certain areas of the canvas. At rthis time, too, he
inadverreutly voiced his own artistic credo. A beau-
tiful model came to pose in Rioult's studio. After
painting her, Gautier expressed his disappointment:
“"Art adds somethng to even the most perfect natural
form." Art for him was henceforth artifice; it was
designed to improve on nature, no matter how sublime
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the human form which it sought te reproduce. Yeuus
later, Gautier confessed: "1 always prﬁferred the
statue to the woman and marble to flesh."

As a youth, Gautier enjoyed being part of the
Elamboyant French romantics, participating in such
poetic and artistic groups as the Petit Cénacle,
which was formed around the young sculptor Jean
Duseigneur, Like his friends, he dressed elegantly,
if a bit outlandishly, and parted his hair on the
side 1in the then stylist Merovingian cut. lle also
dreamed of having his own studio and of spending his
life painting and writing. His devoted father paid
for the publication ol Gautier's first book of

poercry, Verses, in 1880. In keeping with his
friends' romantic views, Gautier held the bourgeois
in contempt, Uulike them, however, he was un-

sentimental; he did not believe that the artist was
intended to be either a magus or a messiah nor rthat
the poet's aim was to alleviate poverty stemming from
the 1injustice of society; nor did he contend in his
work with the practical world and political ideas of
progress, The artist, he believed, should not be
engaged in trying to create an earthly paradise or
seeing to the redemption of the human race, as
Lamartine, Vigny, and Hugo preached. Such a view in
noc way meant that Gautier's own writing--his poetry,

fiction, and art criticisms——lacked intellectual
content. On the contrary, he wrote, "Place the idea
in the very depths of the sculpted form'; [from there

let it radiate outward, copcretized in the form or
flights of wverbal fantasy.” The creative process
must ¢oncentrate on the concepts ol beauty, harmony,

happiness——the creation ol the ideal. "There is no
truly beautiful thing except that which cannot
serve,' Gautier wrote in his prelace to Mademoisell

de Maupin. "Everything chat {s uselul is wugly."
Beauty for Gautier was modeled along classical lines,
measured, proporrioned, and sequenced. It was as
durable as stone and as fragile as [iligree; beauty
existed in capturing and eternalizing an exquisite,
fleeting smile, a raised arm, an elegant pose, an
evanescent life experience. It was in no way, how-
ever, relepgated solely to classical sculpture or
architecture. Modern society might also construct
towns and cities shaped by aesthetic concerns. ''That
world of azure and white marble, called the wucld of
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antiquity, may be balanced on the sphere of time by a
new world brilliant with steel and gas, as beautiful
in its ctivity as the other was in 1its serene
reverie." Beauty comprised both the world of con-
tingencies, 11nspired by the culture in which it was
rooted and the ecternal metaphysical sphere con-
ditioned by archetypal images, with laws of 1ts own
and divested of all time-space limitations. For
Gautier, this ideal realm was infused with Platonic
overtones. Unlike the Greek philosopher's views,
however, ne moral connotations of either good or evil
were to be included, "Oh beauty, we were created to
love and adore you on bended knees once we have found
yous to search for vou eternally throughout the world
if this happiness has not been awarded wus., . . .
Besides, 1 do not circumscribe this beauty in such a
sinuosity of lines. The air, gesture, walk, breath,
color, sound, perfume, everything that spells life
for me participates in my composition of beauty."

Gautier's aesthetic interest lay in the creation
of fanciful realms like The Thousand and One Nights,
where imagination 1s given free reign to create

regions of the spirit untouched by time. Reincarna-
tion, transmission of thought, déja wvu, signs,

omens, magic, and a universe tingling with life, as
Pythagoras thought ef it, are implicit elements in

Gautler's creative outlook. His short stories,
Ariella Marcella or Spirite, return the reader ¢to
ancient Ltimes te Pompeii and Byzancium, there to
wander about narrow unpaved streets, pcer 1into

houses, temples, and mosques.

Gautier rejected the romantics' impassioned
attitude toward the creative process, He did not
rule out inspiration, whieh he considered a divine
force <that touches the artist and penetrates his
imagination with an inexplicable cuergetic charge
that infiltrates soul and psyche; by contrast the
emotional upheavals described by Lamartine, Hugo, and
Vigny, were merely beginnings, and ecatalysts. But
this is only a start. The work of art must¢ be worked
upon thereafter with lucidity, objectivity, and in-
finite will power in the reiining process. Dis-
cipline and craftsmanship must be applied during the
long hours of work required to reach eternal dimen-
sions, Tt is also a requisite of greatness that the
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artist experience emotional discomfort, a period of
alienation that the creative person must endure in
order to bring his or her inner vision to the light
of consciousness, extreme egocentricity of a nar-
cissistic kind. In fact, Gautier considered the
artist's lot a 'malediction,'" an _ordeal that few
could appreciate or understand. Like Goethe,
Gautier shared an elitist point of view: that no
matter how perfect a painting, sculpture, or poem
might be, the masses would be left largely untouched
by these noble creative endeavors of mankind.

Gautier's ideas were neither doctrinaire neor
ordered 1in concept. They were derived largely from
the subjective reactions of his psychological makeup:
that of the extroverted eternal adolescent, who
sought happiness, joy, and beauty in the life ex-
perience, Like John Locke who rehabilitated the
senses and imagination, and like Denis Diderot, who
had high regard for passion and feeling, Gautier was
frequently moved by a specific work of art, even
waxing lyrical when describing it. He enjoyed the
beauty of form and line embodied in Greek sculpture;
he shared Johann Winckelmann's belief that beauty
exists outside of rtime; and agreed with Friedrich
Schelling, that art 1is an expression of both the
caonscious and unconscious, a fusion of finite and the
infinite; and with Hegel, that art is not meant to be
merely an impersonal, collective domain; and by con-
cretizing it in the art form of his choice. Art for
Gautier was a conscious force; it was a willed act--a
fear of magic, a birth of the unformed into the
formed.

Unadorned narure was not beautiful to Gautier;
it had to be refined and perfecred so as to bring out
an inner glow, a fresh vison, and another dimension
of acrivicy. Warreau, whose canvases Gautier so
enjoyed, did nor delineate the solid, objective,
actual world; rather, he dismembered rhe mimertic
principle and rransposed his rehabilirared universe
onto the picrure space. So, too, did lngres, whose
rounded forms, smoorh surfaces, and delicate colors
were alse highly pleasurable to Gaurier. In his
view, the artist must superimpose his personal wvision
upon the world of reality; his imagination must be
called wupon to make its contribution; he must en-
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gender tension between past and present rather than a
rigid confermity with the pasi as adhered to hy the

neaclassicists, He saw the arrist's perceptions and
intuitions as buried bencath layers of drass which
must be excised, bulfed, shined, and burnished,

allowing the spectacular diamend, resting within che
blackened carben, to leap out in all its purity and
beauty. Napure, Gautier supggeslLed, is 'the painter's
invention."

Like Baudelaire, Gaulier believed in universal
analogies, correspondences, the cosmic implications
of metaphors and analecgies. The artist sees beyond
the visible world; he senses the network of inner
activities taking place, understands the feelings
aroused, the coordinates ol impressiens that he then
intuitively fuses into a new unity. In so doing, he
seizes upon and embodies what would otherwise be left
adrift and unassimilated, and amplifies it. What he
creates exists in amorphous form both inside and
outside himself; his task is to embrace his findings,
blending and enlivening them with new insipghts and
tonches as he urges a personal-impersonal existence
into form-being.

Gautier, the mystic, adhered te the theory of
the microcosm which he described in his Salon of
1839: "Goethe said somewhere that all artists carry
within themselves a microcosm, that is, a complete
lictle world, from which they draw the thought and
form of their works—-it is in this microcosm th35 the
blond heroines and dark-haired madonnas dwell." A
work o1 art is not created from a vacuum. Like all
else whether in the visible or invisible world, it is
linked to something else and te the <cosmos. The
artiset, therefore, not only experiences himself as an
independent entity but sometimes feels rhacr astral
forces inhabit his inner being and guide his hand and
mind. These psychic powers work on the creative
individual's soma and psyche at all times. It iz by
becoming aware of the power of this microcosm and
expressing it in his work that the painter or poet
becomes a «creator and not a mere «copier of the
natural world.

In wview of Gautier's theory of aesthetics one
can readly wunderstand why his tour of Spain was so
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important to him, A broadening experience if not
“always a pleasant one, it enabled him to study
masterpieces he had previously only read about or
viewed in reproduction. In his Voyage in Spain, he
described his sojourn in the fascinating cities of
Cordova, Seville, Burgos, Madrid, Toledeo, with their
museums, cathedrals, castles, which transported him
into a past dimension of time, from antiquity to
Moerish and Christian Spain. Two years after his
return to Paris, 1in 1845, Gautier collected his
forty-three poems inspired by his stay south of the
Pyrenees, and published them under the title Spain
Espafia). Two of his poems, "Ribera' and "Zurbaran"
have been singled out for the reader's scrutiny.

Baudelaire wrote in his Salon of 1846, ". . .
the best CIétique of a painting will be a sonnet or
an elegy." It 1is from this point of wview that
Gautier «created his "Riberia" and "Zurbaran," his

transpositions of art zs they are sometimes called.
The transposition of pictorial art into verbal art is
to the poet what chamber music is to the musician; it
is a concision of orchestral overtones, a reduction
of feelings and ideas, an intensification of sensa-
tion, a distillation of spiritual notions. The
suggestive power of Gautier's verse, 1in alexandrins
and terza fima, is such that it brings into existence
an intellectual and emotional climate that shifts and
alters the reader's inner world. Gautier succeeds in
accomplishing this feat by verbalizing the artist's
palette; his languape transmutes the artist's rapid
or prolonged brushstrokes; his rhythmic devices at
times impinge upon and even blur the visual image he
seeks to delineate, while alse, paradoxically,
clarifying it expressionistically. Poerry and
painting were wvirtually synonymous for Gauwtier. Fach
revealed an inner drama, compositionally and wver-
bally, which the observer or reader could penetrate
if properly attuned and sensitized to this art
medium, As Gautier wrote in Mademoiselle de Maupin:
"+ + + no one mere than we love painting: we have
always abandoned, and this is obvious, literature for
canvases, and libraries for museums. . . . After
having seen, our greatest pleasure is to transport
monuments, frescoes, paintings, statues, bas-reliefs
into our art, even if it means forcing our language
somewhat and changing the dictionary into a
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palecte."11

In view of Gautier's extroverted and highly
aesthetic and sensitive approach to art, it is not
surprising that the shadow world of Ribera and
Zurbaran affected bim deeply and adversely. Gautier
was shocked and traumatized by what he felt to be the
excessive and obsessive feocus on the Crucifixion, the
ageny of the event, and its perpetuation in a
constant reliving of the imitatio Christi upon which
these baroque painters focused. Martyrdom, flagella-
tion, bodily mutiliation-—the gruesomeness of exis-
tence endured by the figures inhabiting Ribera's and
Zurbardn's world sickened Gautier. All that was
represented by these sgin-drenched, damned beings,
filled with a need for punishment was anathema to
him., It was ugliness, net beauty, that - emerged;
malediction, not beatitude, Did these artists seek
to bathe in their own warmed, Efree-flowing blood?
Could these same human beings who had fostered the
Inquisition, routing out, villifying and burning
countless wvictims at the stake, really believe they
would earn redemption by flaying themselves., Gautier
questioned not only the depicted religious attitudes
of these penitents, but the paintings delineated by
them, the horrific emotions inspired by them, and the
values promulgated. When observing the canvases of
Diege de Leyva in Burgos, a monk himself who spent
his time First performing--then painting--agonizing
disciplines, Gautier could not but question the un-
healthy conditioen of Leyva's psyche. He singled out
Leyva's painting of Saint Casilda's martyrdom for
scrutiny; she had her breasts cut off by the
executioner. ''Blood spouts in great streams from the
two red spots left on the chest by the ampurated
flesh; the two breasts lie by the saint's side; she
gazes with an expression of feverish convulsive
ecstasy at a tall angel with dfﬁamy and melancholy
face, who bears a palm ro her.” Gaurier could not
understand why Leyva emphasized the blood and gore.
Why did the artist rake pleasure in delineating such
agony? Not a single drop of blood was spared the
viewer, Gautier confessed, as he described the
quivering bedy, the purple, blue, and dark red lines
streaking across Lhe canvas, '"the bluish whiteness of
the skin" marked by che. horrendous 'whips and rods of
the tormentors" leaving 'gaping wounds which wvomit
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blood and water through their ]jivid lips--all ren-
dered with frightful accuracy." Gautler neither
psychalogically nor aesthetically understocod the
obligation certain monks, nuns, and martyrs felt to
relieve the agonies of Christ sixteen centuries after
his death. Te 1inflict corporal punishment on the
buman form in no way elevates the spirit or enobles
the soul, he stated. Why torture, whip, punish the
body?  Greek and Roman values were of greater import
te him than Christian views——at least as they were
Interpreted in Leyva's painting. The beauty of the
natural world, joy in bodily perfection, were drowned
out by the emphasis on pain, disgrace, scorn, and
rejection. He wunderstood the depch of meaning that
the Gress symbolized, particularly for Western
civilization. It was the Christian's equivalent of
the Greek Ixion--condemned eternally to be bound upon
the fiery wheel--but not to include the joyous
elements in the religion, the Wativity, for example,
was to single out and inf}ite a dark, depressing, and
destructive view of life.

Jusepe de Ribera: '"Ferocious Fierceness''

What Gautier found offensive ro his sensi-
bilities and an outrage to his aesthetic views was
Ribera's proclivity for the ugly, the sordid, and the
cruel. Cruxifictions, 'punishments, torture,
suffering, dismemberment, deformity, amputations,
monstrous and somber powers of all sorts were at
work, Gautier felt, in Ribera's painting.

Ribera has painted in this way things that would meke el
Verdugo himself shudder with horror; and it really takes
all the dread beauty and the diabelical energy
characteristic of that great master to enable cne to bear
with those ferocious slaughter-house paintings, which seem
to have been done for camnibals by an executioner's
assistant. It is enough to disgust one with being a
martyr, and the angel with his palm strikes one as but a
slight compensation for such atrocious torments. Ribera
very often tefuses even this consolation to his tortured
victims, wham he leawes lying, like the pieces of a
serpent, inlg dun, rhreatening shade which no divine ray
illuminates.,
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With morbid reiteration, Ribera sounded what Gautier
looked upon as sterile themes, which disclosed in
painting after painting the blackened abyss in which
soma and psyche are imprisoned.

Ribera showed his psychological makeup, in-
delibly intertwined with his religious beliefs, in
such canvases as the Martyrdom of 5t. Bartholomew,
leaving Gautier to conclude that the "genius cf t
Spanish people is devoid of aestheting feeling."
Ribera's monks and martvrs bleed continuously; they
encourage and excite horror and terror. Even so,
Gautier conceded that Ribera's paintings emanatd from
the deepest areas within himself., 1in a microcosmic-
macrocosmic tenemos which is the hallmark of a
master. Despite the fact that Ribera's delineacions
were attuned to and in perfect accord with wuniversal
harmonies, they disclosed a macabre wvision that
bruised Gautier's sensibilities, for they cut him off
from the pictorial realm ol soft brocades, satins and
silks, pastel colors, golden flesh tones, lapis-
lazuli blues, verdantc greens, tawny vellow which he
so relished. Even Ribera's Boy with the Club Foot
discloses his mutilated, suffering psyche. The grin
on the lad's face, rather than expressing the joyous
ebullience of youth, seems an emblem of suffering and
growing distress.

That Ribera should originally have concentrated
on relipious painting is understandable, since he
studied with Francisco Ribalta, whose favorice sub-
jects were drawn from scripture. Furthermore, the
culture of medieval Spain encouraged this propensicy;
the pain invelved in martyrdom was a way, the deeply
religious Spanish felt of elevating and purifying the
spirit, making it worthy to enter the paradisiac

state. Later, however, after Ribera moved to Italy,
and immersed himself in the works of Michelangelo,
Raphael, and Caravaggio., his sanguinary inclination

did not diminish, ©Of all the painters of the Italian
Renaissance, perhaps Caravaggio affected him most
profoundly. The founder of the Naturalistic school
in Rome and one of the early masters of chiarescuro,
he was far from idealizing the human form. Neverthe-
less, he depicted it  fully and completely,
emphasizing an individual's character by a dramatic
interplay of light and dark, increasing, thereby the
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violence of the figures he pictured, Unlike Ribera,
however, he was not obsessed with the depiction of
cruelty and anguish.

Ribera settled in Naples, a Spanish possession
at the time, and was given the name of Lo Spagnoletto
("'the little Spaniard"}. His works became immensely
popular, and he was awarded many honors. Velasquez
came to visit him and brought some of his paintings
to take back to Philip 1V of Spain. . No matter the
praise heaped wupon him or the success of his can-
vases, his many Magdalenes, Immaculate Conceptions,
martyrs, beggars, cripples, lascivieous lazaronis
dressed in rags and tatters, were always built upon
agony, pain, and willed privatiocn,

Rather than singling out one canvas 1in par-
ticular, Gautier in his "Ribera'' comments upon the
Spanish master's works in general, embracing the
impact of his visualization as a whole: his fixation
on the ugly, the cruel, the violent,

Rien ne put amollir tom apreté féroce,
Et le splendide azur du ciel italien
N'a laissé nul reflet dans ta peinture atroce.

Mothing could soften your ferocious fierceness
And the splendid azure tomed ltalian sky
Left no veflection in your atrocious painting.

The mendicants, dismembered beings, and gruesome
emanations of all kinds that Ribera renders by lurid
or subdued <colorations and jagged and disturbing
lines, emerge from the canvas like phantoms spreading
fear and horror throughout the pictorial space. HNone
of Ttaly's sun-drenched skies fill this visualized
world; the human form is withered, degraded, and
mutilated. Torso, arms legs are not elevated to the
highest possible degree of perfection as they were
with the Greeks; rather these unsightly, offensive,
disagreeable pictures underscore a most omminous
note-~the underlying schism between Christianity and
paganism that Gautier discusses at length in his
essay "Civilization and the Plastic Arts."

The substitution of Christian for pagan ideas apprears to
me to be the primary cause of this depradation of form . .
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the ideal, it becames an enemy. Far from exalting and
glorifying it, it is abased, revilved, tortured, and
killed. It was a palace; it is mww turmed into a prison.
The soul that manifested itself gently wnder the fair
form, now is restless within it and seeks to thrgy it ofE
as though it were the poisomed tunic of Dejanira.

That Ribera was a meticulous and exacring draftsman
increased the horror for Cautier of rhe anomalies and
atrocities he depicts. Exactitude, which was one of
Ribera's poals, did not permit blurring or smudging;
every line, form, and color, although suggestive of
both temporal and atemporal realms, is clear and
concise, bound within dull and Flat tones or enclesed
by open spaces. Whatever the face or feature, martyr
or hangsman, gypsy or tramp, each highlighted area of
the canvas stands out sharply, incisively, starkly
against a dark background. Ribera's thick or some-
times overly refined and thin brushstrokes give the
impression ofF staccato and quisxoric climates of
restraint and constraint, overwhelming and subduing
whatever the emorions ‘emerging from these tortured
beings.

Comme un autre le beau, tu cherches ce qui choque:
Les martyrs les bourreaux, les gitanos les gueux,
talant un ulcére a coté d'ure loque;

As another the beautiful, you search for the shocking;
Martyrs, executioners gitanos, scoundrels,
Revealing an ulcer next to a rags;

Streaming blood, muscles strained to the
breaking poinc, bruised, sore and distended flesh are
depicted by Ribera in both Saint Sebastian and the
Dead Christ. Each figure emerges from the picture
space in static, yet highly charged, tonalities.
Reality, as Ribera conceived it, is brought inte the
harsh light of consciousness, there to be
eviscerated, to undergo the terrifying wmysterium
tremendum. Ribera magnifies the grisly side of life,

vividly portraying men and women, vyoung and old, in
the last stages of decomposition and totally 1loath-
some. His preoccupation with the Crucifixion, which

began with the mockery and scourging of Christ and
ended with his six hours of suspension on the cross,
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was the focal point of his vision. To Gautier the
tortured agony tha lived and relived did not bring
inner harmony nor instill feelings of grace. Rather,
it 1inspired hatred instead of love, cruelty rather
than compassion, stringency instead of freedom. The
plunge into such realms under the guise of religion,
indicatd a penchant for masochism and sadism.

Pour toi, pas d'Apollon, pas de Vénus pudique;
Tu n'admets pas un seul de ces beaux réves blancs
Taillés dans le paros ou dans le pentélique.

For you, mo Apolle or discreet Venus;
You admit not a single one of these vhite dreams
Carved into paros or pentelic marble.

Gray beards, rcugh faces, days, years, spent in
prayer and penance, in the study of the Bible,
patristic and saintly texts, were preserved forever
in Ribera's paintings: a world peopled with demons
and satanic figures, forever threatening to gnaw at
men's and women's vitals, rto overwhelm and smorher
wharever élan wvital remained. Yet, as Gautier
suggested, even rhese monstreus figures possess a
strange and terrifying kind of beauty as they lure ad
allure others into their "abject" world, so anti-
thetical to the pgraceful contours of Hellenic
creations.

Ribera's personificatrions seem to breathe pain
and misery. Dreams of purity and beauty of soul,
Gautier remarkd, of ethereality and health are un-
known to Ribera whe seems to have carved his world
out of black granite. Even in The Repentant
Magdalene, which might well have evoked a sofr genrle
interpretation, black shadows bite into the skin and
facial contours, emphasizing Mary Magdalene's state
of rtorment, and the expression in her eyes reveals
the agonizing pull and tug of her divided inner
world. Angels, those messengers of God and bearers
of tidings are indeed painted by Ribera as fervent,
ardent, and zealous beings, but their faces are al-
ways sorrowful, their gaze [filled with pensive
suypplication and melancholy. Torturer and tortured,
victim and execurioner, each in his own way suffers
as he or she seemingly enjoys the spiritual and
physical task of endurance--luxuriating, as they
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seemingly do in anguish and agony.

Avec quelle furie er quelle volupté
Tu toumes la peau de martyr qu'on écorche,
Pour nous en faire vair 1'envers ensanglanté!

With what fury and voluptousness
You turn over the skin of the flayed martyr,
To show us the bloodied inner side!

Ribera's attraction for bloodied and gangrenous
flesh 1is but one way of depicting pain. In the
Martyrdom g£ St. Barrholomew, the contrast between
the diagonal and vertical lines is sharp and incisive
thus emphasizing the agony of the figure who is in
the process of being hcisted on te a pole--body and
skin stretched, muscles and sinews f[lexed, veins and
arteries witnesses to the heaving agony his skeletal
figure experiences. Again Gautier questioned the
value of this kind of anguish. Did Ribera enjoy this
calcination and abrading of the flesh? Did he derive
sensual or sexual fulfillment from dwelling wupon
these horrific emanations?

D'ol te vient, Ribera, cet instinct meurtrier?
Quelle dent t'a mordu, gui te dorme la rage,
Pour torde ainsi 1'expéce humaine et la broyer?

Wnere does this murderous instinct, Ribera, came from?
What has bitten into you that you should feel so rabid,
Twisting and grinding the human species as you do?

Gautier accused the Spanish painter of seeking
out carnage, or dwelling upon bleoodshed in order to
assuage some latent murderous instinct in himself.
Guilt must be the focal point of Ribera's inner
being; sin and torment must comprise his entire
existence,

Que t'a donc fait le monde, er. dans tout ce carnage,
Quel emnemi secret de tes coups poursuis—tu?
Pour tant de sang versé quel était donc 1'outrage?

What did the world do to you and, in all of this rarnage
What secret enemy do you puruse with your blews?
What was the offense that forced such spilling of blood?
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Even in his de:r rintion of the Adoration of the
Shepherds, in which beauty and contentment might have
shone forth in effulgent purity, Ribera chose to
portray a scene of frozen blackness, devoid of warmth
and rapture. The faces of these figures are not
filled with incandestent light and tenderness. In-
stead, there are '"blood red"™ toralities, harsh and
abrasive colors, underscoring a secret turbulence and
sense of solitude. There is no rest from terror, no
repose from anxiety, no release from sin, in Ribera's
hallucinatorv world. Jole de vivre has yielded to
decrepitude, a world haunted by darkness, disquieting
tension, and sinister distress. The primal darkness
of Gnosticism reigns over Ribera's canvas, a massa
confusa of negative contents that erupt in artfully
contrived fashion. Even Ribera's portrait of
Achimedes, the Greek mathematician, physicist, and
inventor, although the subject is shown wearing a
smile, he 1is endowed with an intensely derisive and
ironic expression; the deeply furrowed forehead bears
no trace of nascent and evolving ideas, no vision of
future grandéur; there is only the fury and vigor of
a sinfilled nwarcyr fighting off a overpowering fear
of damnation.

Gautier castigated Ribera time and time again
for wh:t he considered to be the Spanish painter's
murderous rage, his penchant for the demoniacal, his
crushing and grinding of flesh and body--the life
spirit. Christian morality as viewed in Ribera's
canvoses is an affliction, a morbid condition
requiring contrition and bodily punishment, which
each individual must exact from himself. Those
viewing such depictions--the bleeding wounds and
severed limbs--are as involved as the painter who
recreated them, as drawn to immolaton and mutilation
as Ribera was. Gauvtier was repulsed by them.

Gautier was opposed to a life replete with nega-
tive figures, Refusing to leave his magical state of
perfection, which he felt existed in the <c¢lassical
view of physical form and beauty--in balance, har-
mony, proportion--he banished suffering and pain from
his phylogenetical paradise. It is wunderstandable
that Gautier, whose archetypal visions were blends of
haronious color and exquisite polished form, could
not tolerate Ribera's darkened realm, a mournful,
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sinful, gloomy world steeped in dark monocchromatic
overtones.

Francisco gg Zurbardn: "The Stoue Slabs
of the Dead"

The weight and impact of Zurbaran's canvases
were nearly as jarring to Gautier's sensibiliries as
Ribera's had been. Although less viclent and blood
obsessed, Zurbarin's paintings are similar in focus,
stressing the so-called spiritual wvalues to the
detriment of the body and everything associated with
ir. Asceticism was emphasized by 2urbardn, and so
was the greatness and grandeur of suffering and
sacrifice.

Zurbaran, who was born in Estramadura, worked
in Seville and Madrid where he received many of his
commissions from ecclesiatical orders. His greatest
works were <created in the space of rtwelve vyears
(1628-1640), when he was in full control of his arc
and psyche, and enjoyed the balance and equilibrium
that allowed his talents to flower.

Although his figures are [or the most part
emotionally chaotic and complex, they do, at times,
express a kind of contentment, peace, and beatitude,

as for example, in his Life of 5St. Bouaventure,
Miracle of S5t, Hugo, Apotheesis EE- Saint Thomas
Aguinas. Like Ribera, bhowever, he was a master of
the tenebreoso technique, contrasting brilliancly

lighted areas with an implacably dark background,
thus endowing his painting with frightening

otherworldly qualities. Mystery intrudes, as does
ecstasy, each coupled with its own intensity, each
pounding cut its abstract, impersonalized emotion in

greens, yellows, purples, and blacks.

Zurbaran does not underscore physical agony and
cruelty to the same extent as Ribera; he does
however, focus more intently on human isclatiecn and
loneliness--an inner dimenson that was augmented
perhaps by his own inability te experience the
pleasures of the flesh or the joys of the senses.
Psychic energy (libido) flowed inward in Zurbardn's
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case, activating uuconscious contents, extending the
dimensions of his ceonscious sensate world. Though
the ascetic creatures who ftigured in his paiulings
inhabited a domain of their owu, some objective
force~some transpersonal charge ol energy seems Lo
have broughi them iuto existence. Prodded perhaps by
inner <¢hurnings, Zurbardu's beings are rarely our-
wardly bouud, nourished and eulivened hy a hidden and
secret realm, mystical emauations revealed in
glimmers and plances--in eye tones aund contours.
Rarcly dees Zurhardn portray his figures [u movement

or moliou. Their immebile qualiry is reminiscent of
medieval wooden sculptures, each figure turned in-
ward, lost in trtheir sad, bleak, aud austere
asceticism. Everything in Zurbardn's vision 1is

divested of superfluous outside objects; they would
have detracted from the poignant mood he sepught to
creatc.

Moines de Zurbardu, blanc chartreux, qui, daus )'ombre
Glissez silencieux sur les dalles des morts,
Munmrant des Pater et des Ave sans nambre.

Zurbardu's monks, white Carthusiaus, who, in the shadow
Silently slip on the stone slabs of the dead,
Munmuring Paters and Aves without aumber.

Cautier expresses his distaste [or Zurbardn's
mendicants and monks through his use of sihilants aund

alliceracions: as though he were castigating them,
reviliug them for having exiled themselves from the
sunny world of joy and pleasure. Preoccupied with

hammerings, mnailings, and whippings, they are world-
weary beings; uncertaiu as to their place in this
existence and in the next; chey sit otr move about in
slowly paced steps intoning their prayers or praying
with outstrecched arms, In Zurbardn's Crucified
Christ with Saint Luke, one observes not the cus-
tomary three-nailed crucifixion, but a four-nailed
figure on the c¢ross, in keeping with <the early
medieval depictions of the crucified Christ. There
he hangs, suspended--nuditas naturalis--in mid-air,
prior to the thrusting of the lance.  Saint Luke
stands beside him, apparently listening firsie, then
speaking to him in a highly charged emotional way.
Devoid of worldly sensations, each figure is en-
compassed in light, steeped in the transpersonal




Zurbaridn, 1like Ribera, was obsessed with death
and sacrifice~—all the pain and pathos man or woman
could bear; all the physical discomfort these pil-
grims could endure for Christ—-bringing salvation rto
some and further torment to others, All of
Zurbardn’'s old men are ascetics, contemplatives,
singled out as lonely units, isolated in the picture-
space as they are in the temporal world. To under-
score their pyschological condition, Zurbaran
generally lights only a quarcer or half of the face,
the rest being hidden behind a cowl or extended
shadow; thus he increases the mystery, power, and
depth of these frail beings. Their monastic garb
also helps aid in this regard: the long, smooth
folds, enhance the inner drama, through active
rhythms, so antithetical to their external static
statce.

In much the same way that Gautier felt a
distaste for Ribera's religious martyrs, he was
disturbed by Zurbardn's penitents: pitiful God-
fearing beings living under the aegis of sin and
damnatcion.

Quel crime expiez—vous par de si grands remords?
Fantomes tonsurés, bourreaux a4 la face bleme,
Pour le traiter ainsi qu'd donc fait votre corps?

What crime are you expiating that you experience such
great remorse?

Tonsured phantoms, executioners with livid faces,
What did your body do to treac it in such manner?

This desire to revile the body, this need to attempt
to destroy it--daily, weekly, vearly——which was their
goal, encouraged Gaurier toc guestion again and again
the reasons for such destructive acts? Why suffler?
Why agonize? flay? dismember?

Zurbardn's world was cold and bleak—--chthonian;
death, torment, hopelessness, imprisoned his
individuals in blackened vaults and underground
galeries of their own manufacture. Although che dark
coloraton is interltaced with white, these opposing or
polarized tonalities never fuse, necver cancel each
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other ouct. Zurbardn's figures absorb but de not
possess or reflect light, They are shriveled and
calcinated byt never warm; they take in but do not
exude heat. These transpersonal emantions were arid
for Gautievr; abasing themselves in order to gain
sanctity,

Pourquoi donc chaque muit, pour vous seuls inhumains,
Déchirez votre épaule 3 coup de discipline
Jusqu'a ce que le sang ruisselle sur wos reins?

why each night, for you alene inhuman beings,

Do you flagellate yourself, tearing your shoulder with
metal whips

Until blood streams down your back?

Heliness is their goal; endurance and sacrifice
their way. To emphasize an inner urgency, Zurbardn
builds up his paintings through a series of relation-
ships between the human figures and rays of brilliant
light, contrasting them with dark shadowed areas and
open spaces. Each phantom being seems to project its
own blackness, These burdened forms, considered by
Gautier to be manifestations from extratemporal
realms, may also be viewed as sixteenth-ceacury ex-
tensions of ancient pagan funeral cults, like those
carried out on at Serapis and Delos, about which
Pausanius wrote: men dressed in black followed the
COrpse Or corpses whiliainEOning their prayers, thus
expunging their grief,

Qver and over Gautier questions the need for
expiatien, for sin, remorse, and guilt--particularly
when carried to the pitch depicted in Zurbardn's
canvases. Hangman and tortured, killer and killed,
innccent and lonquisitor, all seek redempticn, vyet
some of these very beings had forced others to adhere
to their religious credo or be burned alive. These
dual beings mirror humankind’s antithetical visicns
and needs in a single religious c¢redo: a complexio
oppositorum, a world in which good and evil is for-
ever battling with one another. No peace exists for
such emorionally torp and atomzied beings; all dis-
tinction between life and death has also been erased,

Gautier who loved the physical body and revered
ire representation in a work of art-—far its beauty
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of form and movement, 1its line and contours--could
not acquiesce to the mutilation and mortification of
this Cod-given gift, Why be ashamed of the flesh?
Why mortify it?  Zurbardn's figures degraded and
uglified form, Whippings, scaldings, torture——deep
or superficial, drawing and quartering of human
beings cannot Cautier believed, redeem or emnnoble
humankind; it hurled him into Thanatos. When in the
Roman period martyrs were fed to the lions, a heroic
religious stance had to be endured; struggle was
valid as was the overcoming of rortuous experiences.
But today, Gautier suggests, such practices reveal
suicidal desirs and masochistic inclinations.
"Imagine men who have been flayed walking about, all
bloody, through the streets, with their black
arteries and their blue veins, their red flesh, their
network of nerves and theirlguivering muscles! Could
anything be more horrible?" Such visions cut into
Gautier's sense of well-being, and blocked off his
feeling of health and vitality. To wear a crown of
thorns and lacerate one's flesh with a hair shirt and
metal whips, to pursue the pain principle was a
negation of life. Was this realy God's intention?
Gautier queried.

Croyez—vous donc que Dieu s'amuse & voir souffrir,
Et que ce meurtre lent, cette froide agonie,
Fasse pour vous le ciel plus facile &4 s'ouvrir?

Do you believe that God amuses himself by watching you
suffer?

And that this slow murder, this cold agany,

Makes heaven easier for you to penstrate?

Gautier described the "leaden eyes" depicted in
Zurbardn's skeletal penitents, their need for
ecstasy, their feverish heads, yearning to experience
grace. That the spirit is immortal, Gautier con-
ceded; but to consider the flesh "infamous," is to
reject God's work of art--the act of c¢reation, and
caluminate his purpose: his essence in man, Gautier
further remarks that to withdraw from life, friends,
family, and feminine companionship into a ‘pale
shroud,” and to stare into a tormented domain 1In-
dicates singleness of vision, but it also reveals a
being bereft of all warmth and compassion.
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Everything within the sh.lewed planes of
Zurbardn's canvases seemed balelul and malignant to
Gautier. The angular geomerrical faces of the monks
seen in The Relectory of the Cartusians or The
Miracle EE__§E£EE—vEE§§ or Eﬂi Luis Beltran, are
depicted as hard and unhending, their cowls drawn
closely about their blood-drained [faces, These
fleshless disembodied heings with their haunted
expressions imposed an inhuman world of fear and
terror upon their viewers. Zurbardn's forms, which
seem Lo rise out of nowhere and exist {n some neuter
clime were for Cautier '"dead and buried™ alive. They
must inhabit some catacomb--or were they automata?

Death, oot lile, dwells in Zurbaran's canvases;
various stages of nortuary disguise are depicted:
bloody hands and feet, blue and ashen skin, leaden
colors and fiery hues spurt, flow, and cake.

Qu'il vous peigne an extase au fond du sanctuaire,
De cadavre divin baisant les pieds sanglants,
Fouettant votre dos bleu camme un fléau hat 1'aire,

Whether he paints you in ecstasy in the depth of the
santuary,

Kissing the bloodied feec of the divine cadaver,

Whipping your blued back like a flail beating wheat,

the visions are always the same: cloisters, shadowy
and pain-ridden dreams, ''white cloisters," monks
muttering their prayers fingering their rosaries,
eating barely enough to keep body and soul alive.
Yet mystery dwells within their breasts; awe shows in
their rigid faces--similar in rome and texture to
medieval sculpture, as each appears to lose himself
in the realm of the spirict--as if facing an empty
sky.

CONCLUSION

Ribera and Zurbanidn found the appropriate
language to express their temperament and beliefs:

austere forms, flar and cold celorations which
allowed the flow of energy to penctrate the inner
depths af their being. Gautier, on the other hand,

rho inhabited rhe world of light and joy. stood aloof
lrom what h- considered fo be their black Indwelling
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on night, gloom, and doom. He understood and
appreciated the uniqueness of their art, but he found
repugnant the concentration on the crucified Christc,

on mortification, and self-flagellation. Gautier
lied in the existential sphere; divinity was but one
element in his exciting and ric  sense of being. It

was not that "terrible Eminenc " which inspired an
effroi mystique; nor was it daimon become God; but a
beautiful harmonious spiritual force that filled his
world with happiness, lightness ef spirit, and
visions cf harmony and beauty.

Art for Gautier opened a sphere beyond con-
scipusness; it revealed beatific 1images existing
outside himself in the transpersonal sphere. These
allowed him to experience the numincsum, not in
shadowy and gloomy tones, but in exotic and exciting
ones; heightened most frequently by sensual pleasures
and increased perceptiveness. Rather than the
severe, austere, patriarchal [figures <depicted by
Ribera and Zurbardn, Gautier's world was dominated
by tender and understanding matriarchal forces—-—
avatars of the Virgin Mary as they appeared 1in the
eleusinian and Ephesian mysteries in the form of
Diana or Isis. Neither pathes ner suffering was
emphasized nor was isolatien and vialence, rather it
was a world yet to be realized in its fullness and
pleasure.

"Deep Night,' Gautier wrote, had "settled on
humanity" in the canvases of Ribera and Zurbaran,
the antithesis of the '"pagan Catholicism of the
Renaissance,'" when artists depicted both flesh and
spirit with fervor and passion. These Gautier
continued, listened

to the nightingale's sorg and tc breath the scere of the
rose without dreading to see the devil's eyes glaring
between the leaves, and his tail whipping round the trunk
of the tree. God the Father became as majestic as Jupiter
Tonans; Christ borrowed the form of Pythian Apollo, and
the Virgin Mary, standing upon her azure globe, with the
crescent of the moon under her feet, became lovelier and
more attractive than Vemus.  Never werg the body and the
soul associated in happier proportions.

What could be more gleriocus than '"the beauty of
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a human smile,” Gautier questioned, or the form of
physicaly perfect human body? For Gautier, Lt
ignoble was to be unworthy of art and genius. Art
artifice should be a feast for the eyes and
heart; it should nourish the senses in truly Hellen
fashion—-through 1its representaticon of spiritu
order and physical brauty.
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Recurring Themes in R. Castellano's Poetry

A.K. Stoll

Cleveland State University

'"Misterios gozos50s" appears in Rosaro
Castellanos' FPoemas: 1993-55. 1In an interview many
vears after its publication (1968) wirh Emanuel
Carballo she singled it out as having been wvaluable
at the time of writing for the emotional charge which
it carried it for her, and because it was one of her
few early works which she still valued. An  in-
triguing question to ask regarding this key poem is:
How does it relate to her later poetic production
given this place of honor in her emotions and esteem?
The first task in addressing this question is to gain
a tharough understanding of the poem through con-
siderarion of the motifs, themes, interpretations,
and its implicarions regarding the world of Mayan
myth. "Resplandor del ser," a companion poem which
immediately follows it in Castellanos' ordering of
her collected poems Poesia no eres ti: 1953-55,
contains _many elements in common with ''Misterios
pozosos.'"  These similarities and also the points of
difference shed further light on recurring elements
in the poetry. The tracing of these outstanding
elements is the final task of this study.

The essence of 'Misterios gozosos" are the
motifs of the center, ecyclicity, the importance of
feeling, the importance of words, the personal
involvement of the poet in an ever-changing, yet
eternal universe. These are illustrated in the final
stanza of the poem:

El centro de la llama
mi centro.

aqui arder aqui hablar
lo werdadero

Yo no me fui,

mo he vuelto;

yo siempre estuve aqui
viviendo



sin ayer, sin mafiana,
ni prdxim, ni lejos,
este womento Unico

¥ eterno.

The structural relevance of cyclicity and of the
concept of the center can be observed throughout the
poem. Examples of cyclicity are words of paired
oppesition such as "wvoy ¥y vengo," "perdidal
reccbrada," the prepositions '"alrededor de' and 'en
torno de," and words suggesting roundness and return
sach as '"volver,” '"ronda,'" "anilla," ‘'cintura, and
“"puirnalda." Specific words or phrases reappear in
different srtanzas in a patterned way. Images using
""mirada™ appear in Stanzas Six and Eleven. "Don
precioso"” 1s a phrase used in Stanzas Nine and Seven-—
teen. Paired motifs such as the evocation of the
maternal role and the paternal deity in Stanzas Four
and Twelve continue this echoing device. Therc are
several references ro the diurnal and seasonal
cycles, The contept of the center is most striking
in Stanza Ten, the center of the poem. It evokes a
house surrounding the poet as a group of solicitous
women surrounding an orphan, a striking 1image
illuscrating the mixture of animate|inanimate, con-
crete and abstract:

Alrededor de mi—lo estoy mirardo

coam en torno de un huérfano

un grupe de mujeres solicitas, piadosas—
mueve su lenta ronda protectora

la casa.

This stanza has a very measured, reassuring tone and
ends up describing a calm, quiet churchlike refuge.
The final stanza focusses on these points with the
repetitions of ‘''centro," "aqui,"” time and space
words '"ayer|mafiana' and ’cercallejos," reinforcing
the established idea of circular motion revolving
around a center, of oppositions or paradoxical
motions which simnltaneously evoke their continuation
and their reaching a point of rest outside of time.
The simple, vyet traditionally symbolic words of the

whole poem such as “corazén," “rio,” viento,” and
"]pijaro’ encompass a profound and hroad philosophy
very personally expressed. The pam is a joyful

celebraticon of the poet's deep personal feeldng about
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her place in this constant yet ever—-changing, god-
centered universe. Her involvement in and
communication about this universe is concentrated on
the use of words which are for her of highest value.

The structure and content of th poem relate to
Mircea Eliade's Myth of Eternal Return in which all
aspects of 1life are connected with what has come
before: the eternal repetition of the fundamental
rhythm of the cosmos. The ubiquitousness of the
motif "casa" in the poem reflects this pattern. It
is a symbol of the center, the sanctuary, the zone of
the sacred, that which is absolutely real. Another
aspect to this mythic pattern is stanza seven which
is an extended reference to one's ancestors. It
begins "Esta tierra que piso es la sdbana amante de
mis muerteos.' It illustrates emotional states and
responses shared with one's ancestors as part of the
view of the universal circumstance as cyclical.
These and other aspects of the poem such as the
diurnal cycle, the scasons the reference to bonfires
as a custom of renewal place this personal expression
of the poet's apprehension of the universe into this
pattern by which mankind has sought to explain and
give structure to his existence.

The geographically relevant belief system which
illustrates this pattern is that of the Mesc-American
Indians. Rosario Castellanos' extensive knowledge of
the culture of the Mayas has been widely recognize
in her novels Balidn Candn and Oficic de Tinieblas.
Not only was she born in Chiapas in Southern Mexico

and spent her adolescence there, but also she
returned to work among the Mayan pgople through the
Instituto  Nacional Indigenista. It is not

surprising to £find that the Mayan concept of the
world included a perception of time as cyclical and
of matter and spirit intertwined 1in a cyclica
patcern just as described in Castellanos' poem,
Stanza four coffers this example with images of matter
as earth and love as spirit:

Con un gesto de tierra
cuyo regazo acuna a todas las criaturas. El amor me
levanta
me sostiene, extasiada como en una gran luz,
cantando mi destino de raiz,
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The great bird-serpent, priest-king Quetzalcoatl
(Kukulkan) was the most powerful figure in all the
mychology of Mexico and Central America. He
presided over this era of movement, the period of
history when the elements became fused. This
mythological figure was at once water and earth
{coatl eguals snake or earth and atl equals water)
and air {quetzal equals bird}, a fusion of matter and

spirit. This figure who personifies the Mayan
beliefs in composite also represents these basic
aspects of "Misterios gozosos™: the oneness of all

which c¢an take different forms in an ever flowing
mevement, organizer of the elements who can be mother
earth and God the Father, che penitent whose heart is
a place of ©bonfires and who journeys to overcome
matter 1in order to become pure spirit in a movement
in which time becomes timeless eternity.

"Misterios gozosos™ is Castellancs' statement of
a belief system which connects with the background of
the Mexican people and with the experience of all

mankind. Given this outline of the content of the
poem, we shall inquire into its relevance vis a vis
her other gpoetry. Such a perusal of her later

production brings to light several categories of
materials ¢to ths extensive statement of world view.
One is an echo in the repetition of words and phrases
of '"Misterios gozosos'" indicating the continuing
presence of the images of this poem in the poet's
thoughts. Another is her continuing conviction as to
the wvalue of words as the mark of humanity. Still
another 1is her identification with her roots as a
Mexican. Humanity viewed and related to collectively
is a common element, as is the motif of circularity.

"Resplandor del ser," immediately following
"Misterios gozosos'" in Poemas 1853-55, 1is the orther
poem of the early period chosen by Gastellanos as
having enduring value. In the interview with Emanuel
Carballe, she comments on these two poems specifi-

cally: Poemas 1953-95: alli se encuentran, pog
ejemplo, los ™"Misterios' y "El resplaador del ser,”
que 50 los poemas que se salvan de toda esta
época.” Although a shorter poem, ™"Resplandor del
ser" has many formal similarities to *Misterios
gozosos." The adjectives with positive connotation

aTa nrocan b A Oara mEany Taooce MmiviIno T
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mate|inanimate, concrete|abstract such as '"en la mano
del dfa|resplandece el anillo de esponsales.’ and
"E1 viento--herido en mis espinas--sangra." As in
""Misterios gozosos'' there are frequent comparisans
with "comg": "En mi crece un rumor lento como en el
drbol|, . .'" These serve to illustrate the poet's

belief in the oneness of all. The circnlar motif
which develops the theme of the eternal, repetitive
nature of the wuniverse is also present 1in many
similar ways. Verbal repetitions and oppositions
indicating circularity abound. The vocabulary chosen
for the poem contains words which reinforce this
theme. Words describe the world as round and
turning. There are altermating words for high, cen-
ter, and low, and words for deing something over
again such as ''regresan,' "volver," "devolver," 're-
greso,” ''resucitar,'" ‘recordar." There are words
having the same root in the same verse of the poem:
"creacién|creatura" (sic), "amor |ama,' ‘'muerte]

muere," and there are synonyms in the same stanza
such as "jurar|atestiguar." We also find repetitions
of the same word within a verse as in Stanza Twelve:
'*que este don que nos dieron es el don que se recibe|

"tinieblalamanezca™ in Stanza Nineteen, and
"eternidad'" followed by ‘primavera que florece ¥y
pasa" in Stanza Twenty-four. In addition, the

seasons and the diurnal cycle reinforce circularity.

Structural occurrences also promote this motif.
One device is the spacing of words|related concepts
throughour the forty-five stanzas. Tor example the
words of roundness and turning are found in Stanzas
Three, Six, Eleven, Thirty-three, and Forty-five.
Words for high, center, love are found in Stanzas
Eight, Nine, Ten, Twelve, Thirteen, Fifreen,
Seventeen, Twenty-three, and Thirty-six. In the only
verse of Stanza Thirty, "Nadie estd solo. Nadie,"
there is circularness evoked in beginning and ending
with the same word. Stanza Twenty-five has as its
first wverse "Lo supe con mi carne', which 1is also
the final line of Stanza Twenty-six. Stanza Ten and
Eleven both begin with the sentence "No ser ya mds.”
Stanza Twe begins and ends with 'me alegro.” A
syntactic example of circularity is the wverse "la
redondez del circulo cumplida” of Stanza Six. The
fact that ‘'‘cumplida’ modifies ‘'redondez" and not
“"'eirculo” creates yet another circular effect. The
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last three stanzas describe circular actions, the
final being "No te despidas nunca, porque el mundo|es
redondo y perfecto." Still another similarity with
""Misterios gozosos" is the use of simple words which
are charged with symbolic meaning such as ‘'pdjar,"
vrio," '“espigas" {fruitfulness and solar attri-
bute™), "wiento," "floc" (beauty, sgul,
temporality). The matter{spirit duality is present
in images like the one quoted, "El viento--herido en
mis espinas--sangra.'" The similarites are the cir-
cular motif, the use of the archetypal words, exten-
sive wuse of similar imagery using "como' and a mix-
ture of animate|inanimate and concrete|abstract, and
the firm insistence or the importance of words,

Similarities abound between the two poems but
there are also significant differences. To begin
with, the ubiquitous symbols oF '"casa' and “corazdun"
and the concepts of maternity and God are absent in
"Resplandor del ser."” Words expressing time and
place are noticeably missing in comparison with the
earlier poem. The focus here is on the wvalue of
human 1life in the present, hence the absence of the
earth mother archetype and the paternal deity of
'"Misterios gozosos.'" While ‘'palabra’ figure in
"Misterios gozosos," it is much more prominent in
"Resplandor del ser." 1In this poem she says ''Porque
una palabra es el saborfque nuestra lengua tiene de
lo eterno,| por eso hablo." We can see that the
“abeja" which forms the basis of the metaphor of
Stanzas One and Two is a reinforcement of these ideas
of the value of life and the importance of words for
humans when we learn that it symbolizes diligence and
eloquence:

SSlo el silencio es sabio.
Perv yo estoy labrando, como con cien abejas,
un pequero panal con mis palabras.

The words "hierba' and "hoja" of Stanzas Three aTS
Twenty reinforce ths emphasis on the human element.

Thus as the title indicates the poem celebrates the
grandeur of human life while still recognizing the
connection with other living things. "Resplandor del
ser” sings of the splendor of life within a universal
context using the motifs of <cyclicity, words, and
universal oneness shared with '"Misterios gozosos,"
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expressed with similar formal patterns. lc
illustates aspects of the same philosophy with its
different movements developing different aspects of
the themes with different moods. "Resplandor del
ser' is a short, happy mono-tonal song. Using many
of the same images relating to «circularity, the
senses, nature, and words, she shifts focus from the
interweaving of all elements of the wuniverse to
evoking the splendor of life. Thus this poem has a
unique relationship with "Misterios gozosos'' in its
images and themes and in its position of favor in the
judgment of the pcetr,

The 1importance of words in '"Resplandor del ser"
underscores a key aspect in Castellanos' poetry. In
"Relato del augur," the power which she attributes to
words 1is thus described in the development of human
beings: "Empezamos entonces a atesorar paltabras. |El
sabidor, el duetic, llegd a ser poderoso." In
"Recital™ the protagonist, a poet, tells us:

La sordera no es 1o que hace al silencio.

Lo que hace al silencio es la mxlez

v no quiero ser cémplice

de ese crimen contra la humamidad.

Porque sin la palabra nadie es el hambre, nada
distinto de la piedra.

This message of the absolute power and importance of
words 1is often reiterated. As the poet said in the
interview cited: . "Las palabras poéticas constiiuyen
el dnico modo de lo permanente en este mundo."

The power which the images of "Misterios
gozosos' held for Castellanos is apparent as we
examine these images recurring in later poems In the
poem '"Toma de conciencia' from the collection Materia
memorable published some fifteen years later we find
the following echoes:

Yo soy un ancho

patio, una gran casa abierta. . . .

En medio de este corro de presencia

soy lo que soy materia

que arde, que difimde calor y luz. Crepita
la respuesta gozosa: !viven todos!
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"Casa" figures in nearly half of the eighteen stanzas
of "Histerios gozosos." Images with "abrir" are
common , The poet self-described with variations of
"arder'" and the adjecrive 'gozosa" from the title are
further reminiscences. The concept of measured time
passing into eternity reappears in the poem '"Futuro"

of the same collection: "Ya verds c¢démo pasalde
instante a hora sagrada." The final image of
"Memorial de Tlaltelolco from the collection titled
De la tierra de en medio: Y"Recuerdo,

recordgaoslhasta que la jEsticia se siente entre
nosotros' is rhe image earlier writtenm in Stanza
Seventeen of '"Misterios gozosos'': ". ., . que llevan
la justicia a sentarse en los pdérticos,” And the
introductory verses of "El retorno' of Viaje redondo,
the last poem of her last published collection of
poetry, begins "Piso la tierra del Andhuac que es|la
tierra de mis muertos" just as Stanmza Seven of
"Misteros gozosos'' begins 'Esta tierra que pisoles la
sdbana amante de mis muertas.' A major theme of

"Misteros gozosos," collectively, is still present in
the later poetry, even though Castellanos turns her
artention more and more to existential problems.
"Presencia,'" the culminating poem of Livida luz
(1960), ends with this affirmation of her feelings of
being linked to all mankind:

Y sin embargo, hermano, amante, hijo,
amigo, antepasado,

no bay soledad, no hay muerte

aunque yo olvide y aunque yo me acabe.
Horbre, donde td estds, donde td vives
penmaneceros todos.

In the same manner is "Encargo' with which Materia
memorable (1969} ends:

Cuando yo muera dadme la muerte que me falta
¥ no me recordéis,

No repitdis mi nombre hasta que el aire sea
transparente oktra vez.

No erijiis monumentos que el espacio que tuve
entera lo devuelvo a su duefic y sefor

para que advenga el otro, el esperado

Y resplandezca el signo del fawor,

The deep feeling of relatedness with other human



beings inspires this willingness to make way for a
new persomn.

"Relato del augur,' the last poem of Al pie de
la letra (1969) recounts the emergence of human
civilization through a first person plural narratcion
of progressive stages of development beginning with a
group coming together before dawn and ctraveling
through various stage of the evolution of Mexican
culture. The collective aspect is richly expressed
as well as other themes such as the power of words
already noted. The poem "Toma de conciencia,”
previously cited, 1is the description of the poet’'s
emotional response to the rhetorical ";Quién wvive?"
After considering her personal weaknesses and her
indentificaction with the plight of a complete
stranger described in the newspaper she comes to the
realization previously quoted which ends with the
expression of her connection with all mankind ";Viven
Todos!'" The final words of '""Memorial de Tlateloico"
"Recuerdo, recordemos'™ provide a basic motif of the
theme of collectivity: memory.

One of the hidden and ultimately most rewarding
aspects of '"Misterios gozosos™ is the connection with
the roots of the Mexican people. This evocation of
the past of the civilization of her people 1is more
readily noted in ""Relato del augur" in the references
to worshipping the sun and the foretellings of the

fall of the Aztec empire. "Malinche' relates the
selling of this famous Indian woman to the Spanish
CONngquerors., "Memorial de Tlatelolco" refers to the
tragedy of the students assassinated in 1968, "El

retorno,'" probably the last of Castellanos' poens
available to us, begins with the specific paraphrase
of lines from "Misterios gozosos'': "Piso la tierra
de Andhuac que es|la tierra de mis muertos.” The
title of course repeats the circular idea as does the
title of the collection, expressed as '"Viaje redondo"
rather than the wusual set phrase "viaje de ida ¥y
vuelta."

Castellanos' later poetry is more feminist and
committed to a consideration of the current problems
of humanity. "El retorno™ represents this definite
change in her outlook from the early poem, however,
while still evoking, perhaps ironically, its
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celebration of links with the past. She notes that
these dead do not ask her to live for them and cannot
provide her with a justification for living. Nor do
the 1living, who if they were aware of her presence
would reject her according to the natural law which
dictates fewer bodies, more space and air, and hope,
She concludes that there is no source of justifica-
tion for living and one must accept one's own super-—
fluity and at the same time ome's need. Thus she has
moved beyond the point of Finding satisfactory
existential angwers in her circular apprehension of
the universe while still having a deep attachment to
the images. We have observed that 'Misterios
gozosos' presents a definite world view in which the
poet speaking in simple, yet highly charged words,
using motifs of circularity, the symbol of the
center, the interrelatedness of all the uvniverse,
celebrates her deep personal Ffeelings about her place
in 3 constant yet ever-changing universe. We asked
the question How does this poem relate to her later
poetic production? Regarding these later poems she
said: En ellos reflexiono sobre el mundo, ya no como
objeto de contemplacidén estértica sine com lugar
de lucha en el que no estd compremetido." Her
attention was increasingly centered, as she said, on
the preblems and concerns of daily life rather than
on such an esthetic topic as the interrelatedness of
the universe. Nevertheless, as we have seen, many of
the 1images and meotifs reappear, and the themes of
collectivity and the primacy of words are constant.
The Focus has changed Erom abstract te concrete, but
the building blocks betray the constancy of these
components in the mind of the poet.
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"Courtly Love': An Ancient Initiation Rite
and

a X1IX Century Reality

Michéle Lemettais

Rice University

John F. Benton in his article "Clio and Venus:
An Historical View of Medieval Love'" (The Meaning of
Courtly Love, ed. F.X. Newman, 1968) arrives at the
conclusion that "as currently employed 'courcly love’
has no wuseful meaning and [that] it is mnot worth
saving by redefinition'" and he altogether proposes
“"that ‘'courtly love' be banned from all future <con-
ferences." In response Lo che publication of the
papers in The Meaning of Courtly Love, Jean Frappier
in his 1972 article “Sur un procés fait 3 1'amour
courtois,'" asserts that courtly love is not an
imaginary construct which critics have superimposed
on medieval literature.” and more specifically that
"Benton n'a pas compris que dans son essence l'amour
courtois relevait d'une poésie de réve et
d'évasion." This statement is based on Frappier's
interpretation of courtly leve as "un compos’ in-
dissoluble, un tout glgbal oU fusionnent la chair,
le coeur et l'espric.” We agree with Frappler's
redefinition and suggest that Mr. Benton has confused
two separate issues, namely those of histery and
literature. Even if after an historical amalysis he
finds the concepr of courtly love wanting in realism
and wvalidity in a soclological context, he cannot
pretend to have enough evidence to do away with a
concept which in literary studies as in criticism has
proved itself a most valuable and useful rcol. As we
cannot base our knowledge of history on the lirera-
ture of a period, we cannot pretend to understand the
licerature of an epoch solely through a knowledge of
its history. Therefore, we propose to demonstrate
the wvalidity of the concept of courtly love through
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the analysis of a romantic Etexk: Les Caprices de
Marianne of Alfred de Musset, as we argue that,
without the concept of courtly love, the behavior ol
the young lover Coelio as well as that of his lady
Marianne would be almost *incomprehensible to the
reader. But before we use this concept, we want to
establish its existence and its validity chrough a
rapid overview of the reseach done by Mircea Eliade
on cultural anthropology and more specifically in the
field of primitive religions and initiation rites.

If we study closely Lancelot, Tristan et Iseut,
certain Lais of Marie de France and the lyrical
poetry of the XIIth century, we find that the common
element in these 'love stories' is the striving on
the part of the lover to achieve greatness through
the accomplishment of super-human tasks. The lover
i1s not satisfied with his position, ne¢ matter how
noble it may be, He wants to prove himself superior
and elevate himself Ffurther to the highest level
possible for a human being, through some extra-
ordinary featr or through a show of great courage as
during a crusade, for example. We do not believe
that this desire to tise above one's present state or
te quote Eliade "le désir obscur de transcender les
limites de la conditon humane," is a universal
desire found in man and that the literature of
'courtly love' is one of the first verbalized forms
of this desire in Western Europe. Amang its more
distant 'cousins' we <can find the concept of
shamanism which has flourished for centuries mainly
in Siberia and Central Asia but which also appears
with slight modifications on the other continents.
Eliade defines shamanism as ''archaic techniques of

ecstasy'" (subtitle of his book Shamanism) and the
shaman as 'a magician and medjcine man . . . alsc a
priest, mystic and poec.'” Furthermore, Eliade

specifies that the ''shamans are persons who stand out
in their respective societies. . . [They] are of the
'elect’, [and] as such they have access to a region
of the sagred inaccessible to other members of the
community,"

We cannot help but notice the similarities
between these definitions of the shaman and thac of

the courtly lover as he appears in medieval
literature and in Andreas Capellanus' treatise: De
arte * honeste amandi. One  of t he firse
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characteristics emphasized by Capellanus is that the
lover must be of excellence of character "which
[alone] blesses a man with true nobilicy . . . and
which first made a distinction of nobility among men
and led to the difference of c¢lass." Therefore,
the lover, as the shaman, is an exceptional being who
distinguishes himself from the rest of his society
not only by his extraordinary deeds, but alsc by his

inborn nobility. We should alscp nate that
Capellanus'  wurging for the_,courtly lover to have
*extreme readiness of speech” --a point that we shall

stress 1in the second part of ths paper--likens the
lover to the poet, which is another one of the
aspects of the shaman. And to complete the
comparison we find numerous allusions to courtly
lovers being magicians in the literature of the time.
For example, Marie de France presents one of her
heroes, Yonec, as a knight capable of changing his
form to that of a bird, while we can well remember
the famous 'Saut de Tristan' where, once again, the
hero is given bird-like qualities. It would be use-
less to lengthen the list as the stories of Lancelot,
Tristan et Iseut and others are filled with magical

deeds. Finally, we can consider that the lover in
the service of his lady is actually in the service of
the love-god. His exploits are his priestly

devotions ko his god.

Moreover, Eliade has uncovered some even more
striking details about the rites of initiation of the
shamans. It appears that the shaman does not achieve
his status unaided. Part of the initiation is the
discovery by the candidate of his 'celestial wife',
(or, in other words, his '"'maltresse d'initiation')
and his believing in having actual sexual relations
with her, as it is only through her and '"the secret
teaching that she gives him over the years."  that he
can prepare himself for his shamanic function.
Furthermore, Eliade specifies that "the shaman is
assisted in his labors not only 3 his celestial wife
but also by feminine spirits.'' And he adds the
following remarks: "A large number of myths and
legends show the essential role played by a . . .
semidivine woman in the adventures of herces; it is
she who teaches them, helps them in their

difficulties (which are often initiatory ordeals) . ,
s AmirsrFad +n chAamiser Fhrar 4+ 4¢ aligave Ao Famimimp
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being who helps the hero to conquer immortality or to
emerge victorious from his initiatory ordeals . . .
it 1s in such a mythical horizon that we must place
the relations of shamans with their 'celestial
wives': it is not they who, properly speaking,
consecrate Lthe shaman; they help him either in his
instruction or 1in his ecstatic experience. It 1is
natural that the 'celestial wife's' intervention in
the shaman's mystical experience should be
accompanied by sexual emotion; every ec?Eatic
exparience is subject to such deviations . . ." By
these comments, we are, once more, reminded of the
courtly lover and of his lady. It is obvious that
the lady assumes the role of the feminire spirit who
is the constant motivation behind the hero.
Capellanus reminds us, "A true lover is constantly
and without 1Qtermission possessed by the thought of
his beloved,” ™ just as the would-be-shaman believes
himself to be 1in the continual presence of his
helping spirit. Finally it is through the sexual
emotion that exists between the shaman-to-be and his
'celescial wife' that he is able to acquire his
shamanic powers, just as” the lover, urged by his
sexual desire for his lady, strives to acquire the
distinction, the "power' of superiority. Iasofar as
it is the lady--as her counterpart 1in shamanic
initiation, the ‘celestial wife'--who helps the lover
in his 1instruccion, we can safely claim that she
falls within the category of these semidivine women
whose main function is to help the heroes 1in their
initiatory ordeals.

As the aspiring shaman undergoes a series of
trials—-—-symbolic deaths and resurrection-—with the
help of his 'celesrial wife', the courtly lover must
accomplish a series of exploits that often will take
him to the threshold of death. The lady, as the only
being with the power to save him, acts as a physical
helper but, ° more significantly, she acts as a
psychological  mentor, helping him to  achieve
greatness by offering herself not as rhe goal, but as
the reward, the 'gueredun'. Therefore, che long,
painful journey of the lover from the status of noble
but undifferentiated knight te the elevated position
of the rewarded lover represents the initiation rites
of the courtly lover, And this initiation is but a
medieval form, a continwation and modification, of
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the ancient shamanic initiation rites.
Having thus established the reality of the

concept of courtly love we will apply it, now, to
Musset's X1X century play: Les Gaprices de Marianne.

Les Caprices de Marianne, a short, two-act play,
does mnot appear at first reading tec be worth our
attention. A hint of knowlédge in the field of
psycheleogy 1is sufficient to explain ic: a Young
woman 1s gerting bored with her too tranquil wvirtue
and decides to add spice to her life by making her
husband jealous while finding out how far she can
push the man who claims to love her, We cannot help
but wonder why such a trivial subject filled Musset
with so much enthusiasm that he decided to write a
play about it, and why it attracted the public. When
it was first performed ar the Théarre de la
République (now La Comédie-francaise) on June 14,
1851 {(eighteen years after its completion) it enjoyed

"un vrai succés [et elle] fut sanctionnég. par une
critique presque unanimement élogieuse." Since
then, it has continued to attract readers and
spectators alike, and, in spite of the passing of
time, the play dces not seem to age. We would

sugepest that il owes its eternal youth and its appeal
te the fundamental theme on which it is built, a
theme  which gives it a profound, eternal and
universal character, the theme of courtly love, 1f
we reexamine the concept cf courtly love as defined
by Andreas Capellanus and as elucidated by Gaston
Paris and if we apply it to the play, not only do we
obtain a clear and satisfying explanation of the
characters Marianne and Coeliec, but we also gain an
insight 1into the reason for the fellowing the play
has maintained for more than a century.

Marianne "s1 belle, si jeune, si pure encore"
according to Qctave (1I,3) "est un tréser de purecé .
husband Claudio. This statement is confirmed by
Clavdio's manservant Tibia: "Vocre femme passe pour
un dragon de vertu dans toute la ville; elle ne voit
personne, elle ne sort de chez elle que pour aller &

la messe'™ (I,1). Finally Ceelio, her young lover,
gives us the fellowing scanty description of his
lady: "Elle sort du couvent; elle aime son mari, et

respecte ses devoirs" (1, 1), Thus, these four
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accounts provide wus the portrait of a beautiful,
virtuous young womdn. In addition, her social
position is high, since she is the wife of a judge
“trés puissant dans cette ville™ (II, 6). But this
husband whom she so conspicuously 'loves' is but an
insensitive old man, according to Octave's portrayal:
'un vieillard qui n'a plus de scns, et qui n'a jamais
eu de coeur!' (11, 3). And as he seems to be devoid
of feeling, he 1is equally lacking in faith in his
wife. If he sings his wife's praise "C'est une vertu
solide," (1, 3) ir is more readily that hc accuses
her basely ‘'Marianne a des amants" (I, 1) and
""J'imagine que ma femme me trompe, et que toute cette
fable est une pure invention pour me fare prendre le
change, et troubler entiérement mcs idces" (I, 3).

Therefore, we cannot seriously accept that a pgreat
love exists between this cantankerous cld man and his
young bride, and we must recognize that Marianne's
faithfulness arises solely from her religion and the
principles which have been inculcated in her rather
than from a passionate love for her husband. Ilndeed,
it is this lack of love in.the marriage which drives

her, at the first annoyance, to exclaim: "Je veux
prendre un amant, OQOctave," a statement which her
religious education compels her to amend to: "Simon

un amant, du meins un cavalier" (11, 3),

If we pgo back to Andreas Capellanus’ De arte
honeste amandi, we find the very sketchy description
of the woman the courtly lover should seek,
Capellanus advises his reader as follows: "I believe
that you should not seek, for beauty so much as for
excellence of character"”™ —-even theough it should be
noted that Capellaus encourages his reader to look
preferably for a beautiful, young woman! And while
one of courtly love's precepts is that "Thou shalt
not checose for thy love anyone whom a matural sense
of shame forhids thee to marry," it is out of the
question to think about marriage between the, lovers
as '"husband and wife cannot love each other." Thus
the beloved must be married to someone else te enable
the lovers to discover love which is "“illégitime
furcif, On ne congoit pas de rapports pareils entre
mari et femme; la crainte perpétuelle de 1'amant de
perdre sa maltresse, de ne plus éctre digne d’'elle,

de lui déplaire en quoi que ce soit, ne peut 59
1t

reanciliear aver 1a mAaccacetoam ralme o mubkl S Ae
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This statement made by (Caston Paris 1is based on
Capellanus' definition of love: "For whar is love
but an inordinate desire to rfgeive passionately a
furcive and hidden embrace?" Therefore, it 1is
clear that Marianne is the lady of the courc of love
par excellence, It is interesting tc note here that
just as Marie de Champagne and her court discussed
specific cases of love, Marianne does not refuse such
discussions with her cousin Ocrave. The Eamous
comparison of the wine "que boit le peuple™ (II, 1)
with the woman of easy virtue reveals a deeper
preoccupation with love than we would have expected
from a young woman married at her convent's door to
an old man? In spite of her 'religious' wvirtue, it
is obvious that Marianne is very <c¢lose to her
ancestors regarding her concern with love.

Andreas Capellanus' treatise is, however, better
known for the advice it gives to men and for the
principles of love that it appears to want to teach
them. For instance, the treatise specifies ''that
there are five means by which [love] may be acquired:
a beautiful figure, excellence of character, extreme
readiness of speech, great wealth, and the readiness
with which one grants that which is sought, But we
hold cthat love may be acquired only by the first
three, and we think that the Iast two ougat to be
banished completely from Love's court."” If we
follow Capellaus' advice, we will remember that the
lover who wants to obtain his lady's love must have
"a beautiful figure, excellence of character, and
extreme readiness of speech." As early as the third
line in the first scene of the first act, Coelio is
thus presented to us: "Son nom est Coelio; 1l est
d'upe noble famille et d'une figure distinguée.”
S5cill in the same scene, QOctave describes him ''beau
comme le jour, jeune, noble" and in act II, scene 3:
il est jeune, beau, riche et digne en tout poinr de

vous.'" If Marianne is the perfect courtly lady, then
Coelio is undoubcedly the perfect courcly lover. In
accordance with the rule number XII given by
Capellanus: '"A true lover does not sire to embrace
anyone in love except his beloved" Coelio freely
admics to his life-consuming love for Marianne '"le

souffle de ma vie est 4 Marianne; elle peut d'un mot
de ses lévres l'anéantir ou !'embraser,' and readily
recognizes his total devotion to his lady:  ‘''vivre
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pour une autre me serait plus difficile que de mourir
pour elle™ (I, 1).

Moreover his behavior is an exact replica of the
courtly lover's. As in Ovid's The Art of Love,
Capellanus in his treatise gives rules describing the
lover's ideal behavior:

Rule XV. Every lover regularly turns pale in
the presence of his beloved.
Rule XV1. When a lover suddenly catches sight

of his beloved his heart
palpitactes.
Rule XXI1I. He whom the theought of love ypxes
: eats and sleeps very little,

This behavior is in all aspects similar to Coelio's:
11 me manque le repos" (I, 1). "vingt fois j'ai
senti mes gencux fléchir en approchant dfelle . . .
Quand je la vois, ma gorge se serre et j'étouffe,
comme si mon coeur se soulevait jusqu'd mes lévres"
(I, 1) Just like the courtly poet, he complains
about the cruelcy of his lady, but does try Lo escape
it: "Ah! malheureux que je suis, je n'ai plus qu'd
mourir. Ah! 1la plus cruelle de toutes les femmes!”
lt is Octave, however, who gives us the best picture
of Coelio's situation:

Ah! sl vous saviez sur quel autel sacré wous €Etes adorée
comme  un Diey!  Si vous saviez quel trésor de bonheur,
quelle mine féconde repose en wous! en lui! Je ne wous
parle pas de sa souffrance, de cette douce et triste
mélancolie qui ne s'est jamais lassée de vos rigueurs, et
qui en mourrait sans se plaindre. Oui, Mariamne, il en
mourra. (11, 3}

In this beautiful, poetic passage we find the precise
portraits of the mary courtly heroes who abound in
medieval literdture.

But one point remains to be clarified. 1f we
agree that Marianne is the perfect courtly lady and
Coelio the perfect courtly lover, we are lefr
wondering why the two could not love each other.
Coelio, himself, gives us the answer: 'Je sais agir,
mais je ne puis parler. Ma langue ne sert point mon
coeur, et je mourrai sans m'étre fait comprendre
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comme un muet dans une prison' (11, 2). Coelio,
then, is not the perfect courtly lover, for, guoting
Capellanus one more Cime: "love may be ﬁquired
[by] . . . extreme readiness of speech.” The
author adds: "Many times fluency of speech will
incline ¢to love the hearts of those who do not love,
for an elaborate 1line of talk on the part of the
lover usually sets love's arrows a—flying and creates
a presumption 59 favor of the excellent character of
the speaker." As  we have shown, Coelio has a
'beavtiful figure and excellence of character';
therefore, he fulfills courtly love's first two

requirements. But he does not have 'readiness of
speech' and thus his love 1is doomed to remain
unrequited. It is of interest here to note that

although Octave has neither the gqualities nor the
behavior of a courtly lover, it his 'readiness of
speech' which sways Marianne in his favor. Indeed,
she wonders about Coelio's silence and asks Octave:
"Pourquoi ne s'explique-t-il pas lui-meme?" (II, 3).

And, still to her cousin who can express himself so0
well, she complains: "Il faut croire que sa passion
pour moi &tait quelque chose comme du chinois ou de
l'arabe puisqu'il lui fallait un interpréte, et
qu'elle ne pouvait s'expliquer toute seule" (Il, 1).

Finally, the concept of courtly love enables us
to solve the riddle of the play. As the curtain
falls on the last scene we are left wondering about
Coelio's death. We have the feeling that we have
just witnessed a sacrifical death-—-a useless death.
Marianne, most probably, knew that her husband was
spying on her and that he heard her conversation with
Octave. So, we ask ourselves,why she did not warn
Octave 1in time to save him or Coelio. In the
defiance scene, after her decision to take a lover,
Mariane sends Octave away with her scarf "Tenez,

voild mon écharpe en gage: -gqui vous voudrez, la

rapportera.” (Il, 3) The gesture is very symbolic,
She 1is the lady of the court of love giving her
pennon to her champion, just before the great
tournament. Therefore, as she desires a confronta-
tion——a duel--between her husband and her champion,
she does not want to prevent its occurence. Coelio

did not realize that he could not expect the reward
in Marianne's arms before he actually won his lady's
cause, and failure in ths last trial meant death.
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Therefore, we have shown that we cannot dismiss
the concept o¢f courtly love with impunity. It
represents a form of religious chinking in the Middle
Ages which has left very profound marks on our
civilization, Its clear parallels wicth shamanic
initiation rites confirm its universality and its
reality, and cthrough our study of Les Caprices de
Marianne we have established that it is still wvery
much present in the XIXth century literature. To
eliminate the concept of courtly love wuld be to
deprive ourselves of a most valuable tool in the
field of literary studies. For, indeed, as we have
tried to demonstrate, Musset’'s romantic play has
undoubtedly gained in meaning by applying to it the
concept so judiciously named by Gaston Paris '"1'amour
courtois."
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Quevedo y la mujer: Su reflejo en los entremecses

Félix Menchacatorre

University of Cincinnati

Don Francisco de Quevedo vy Villegas fue la
representacion viva del barroco: exagerado vy
extremisca, Por elle 1lo mismo lanza denuestos
execratorios contra las mujeres, que compone poemas
que llevan su amor a reincs de ultratumba. Tode elle

subordinado a la necesidad que sentia de ellas. Mas
opina que '""la mysoginie de Quevedo s'édifie, comme
il est normal, sur le geolr des femmes. §'il  dit

tant du mal d'elles, c'eslt d'abord qu'il ne saurait
se passer d'elles."

Me propongo en este trabajo observar las
contradictorias opiniones gue expresd Quevedo acerca
de los representantes del sexo femenine, wver el
fundamente doctrinal de su miscginia y pasar luego a
ver la personificacidn de las mujeres dentro de
algunas de las obras de uno de los géneros menos
conocides del escritor madriledo, el entremés.

Quevedo no escatimd las alabanzas a mujeres que
eran para él objetc de admiraciodn. Asi es que nos
cuenta de Defia Ana Castro de Egas, quien escribié
Eternidad del Rey Don Felipe Tercerc, que era,
"inteligencia a nuestro siglo de grande adgiracidn,

. [
y al sexc fFemenino de sumo ornamento.' Comeo
sabemos, Quevede fue wun critice literario nada
facil de satisfacer, y baste recordar su

ensaniamiento con Géngora y su cobra, del que un
ejemplo son los siguientes versos:

Almorrana eres de Apolo,
por donde el dios soberano
graciecso purga inmundicias
y sangre si esta enojado
Diceme tienes por lengua
una tripa entre los labios
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viendo que hablas con ella
ventosidad todo el afo.

Sin  embargo, de la obra de 1la escritora
mencionada, opinaba que, "“El volumen es descansado,
el estilo puiido. . . . La sentencia es viva ¥
frecuente, los efectos eficaces y debidos. . . sin
digresiones forasteras . . ." (Prosa %464)

No sdlo en cuanto a mujeres en particular, sino
también del sexo opueste en general dijo que "Muchas
mujeres hay buenas, si las buscas hallardslas.
Perdi{ buena mujer dices. Gran pérdida es; vy fuera
la mayor, si no se pudiera restaurar' {Prosa 969).

No obstante, también sabe ensafiarse con las
mujeres. Asi es que expresard acerca del ellas "5i
la pretendes, te cansas; si la alcanzas te embarazas;
si la sustentas te empobreces; si la dejas, te
persigue; si la quieres, te deja" (Prosa, 172). No
s6lo eso sino que se complace en poner de relieve el
lade menos apetecible de ellas, '"5i la besas, te
embarras los labios; si la abrazas, aprietas
tablillas y abollas cartones; si la acuestas contigo,
la mitad dejas debajo de ta cama en los chapines . .
asco, y cuando estd sin elles, acuérdate de que los
ha tenido y que los ha de padecer" (Prosa, 172).

Claro estd que éstas y otras expresiones
derogatorias estdn dentro de sus escritos satiricos
¥y por la naturaleza de los mismos hemos de tener una
victima propiciatoria, que muchas veces le toca ser
a la mujer. Ello no impide que las desee y que aficre
estar enamorado, no 56lo de una mujer, sino de dos a

la vez, ";por qué con dos incendios una vida | no
podrd fulminar su luz ardiente | en dos diversos
astros encendida?' (Verso, 114) No podemos fijar la

misoginia de Quevedo atendiende sclamente a sus
escritos satiricos, porque podriamos mantener el
extremo opuesto, que la mujer es el mejor ser del
mundo, si nos fijamos en su poesia amatoria. Sin
embarge, hay autores que de la manera mds gratuita
le niegan toda autenticidad a esta poesia amorosa de
don Francisco, Asi Antonio Espina que se expresa de
la siguiente manera, "Es verdad gque Quevedo escribid
también algunos poemas amorosos, requiebros ¥
romances amatorios., Perc, sin duda, 1lo hizo para
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despistar.”

El antifeminismo de Quevedo proviene, como dice
Donald Bleznick, de una vieja tradicidn literaria
occidental que se puede trazar desde Marcial hasta
los tiempos del escritor, ‘pasando por los padres de
la Iglesia quienes, "believed that Satan brought
about he downfall of men throuph the enticements of
women." En este sentido escribe el setior de Torre
abad que: ""Solariego es ¢l pecar por comer a las
mujeres y dar crédito al peor consejo, y ser golosas
de lo que las vedan" (Prosa, 1166}.

Perp ademds v siguiendo con las opiniaones del
mencionado critico, '"Quevedo's censure of women is a
poignant exposé of the defects and sins of women who
deserve castigation, but it is not necessarily a
condemnation of all women." Muy mal padia condenar
a todas las mujeres un hombre que ademids de llevar
una vida privada no exenta de mujeres, contaba con
muchas amistades en el sexo femenino, como la condesa
de Osuna.

No es que el escritor madrilefio atacara
solamente al sexo femenino, también dirige sus
invectivas contra boticaries, alguaciles, taberneros
escrihanos, médicos vy otros. El abanico de
profesianes, dadas las circunstancias 50C1i0~
econdémicas del siglo XVIII espafiol, era muche mis
limitado para las mujeres de la época que para los
_hombres. Por ello es que censura mas los defectos
de la mujer en general, en vez de clasificarlas
seglin sus ocupaciones, si blen tampoco deja de
criticar ciertos oficios de ellas, tales come el de
intermediaria y el de duefia.

Hay que temer en cuenta que cuande Quevedo
critica a la mujer poer llevar demasiados afeites,
estd criticande la presuncidén, 1ia vanidad, y la
falsedad de las mismas, gue no es en el fondo sino lo @
mismo gue censura al referirse a los hidalguillos con
quienes se encuentra en El suefio del infierno, Y si
critica el que pidan tanto dinero, jovyas y favores a
sus pretendientes estd atacando el vicio de vivir a
costa del prdjime, como lo hacen los letrados,
escribanos y alguaciles. Felipe C.R. Maldonado,
hahlando de la misopinia de Quevedo, se pregunta ‘
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";Hasta gqué punto es eso cierto y en qué medida
verdad a medias, especie creada por una 1impresidn
superficial y puescta en circulacidn sin mayor
contraste?" Y ya hablando mds en concreto de las
putas prosigue Maldonado diciendo que, '"su enfoque
[el de Quevedo] de la profesidn churrianesca no
difiere del que adopta para enjuiciar a los
taberneros, gque aguan el vino, a los boricarios
desaprensivos o¢ a los pasteleros por sus asquerosas
manipulaciones. Su posicidén es la del cliente
defraudado a quien dan gato por liebre y, ademds le
dejan con un trapo atrds y otro delante.”

Por eso creo que la misoginia de Quevedo no era
tan grande como se le ha achacado, Lo que ocurre es
que nuestro autor era mucho mds hiriente en sus
criticas que oLros autores. Ademds no escatima el
hacer objeto de su burla a personas o profesiones de
las que otros escritores menos audaces gue €1, no
hubieran osado tratar. Ramdén Gémez de la Serna
dice a este respecto con gracia y no sin cierta
exageracién que, "A Quevedo, que fue uno de los
amadores mds célebres que en el mundo ha habido
hacerle pasar por enemigo de la mujer y hasta por
misdgine. . . . Lo que pasa,es que fue un gran
jurador y un gran insultador.” El que no habia
materia de la que a él le diera reparo  hablar, lo
expresd en sus versos al conde de Olivares:

No he de callar, por mis gque con el dedo

ya tocando boca o ya la frente,

silencio avises o amenaces miedo

;No ha de haber un egpiritu valiente?

;Siempre se ha de sentir lo que se dice?

¢Nunca se ha de decir lo que se siente?

Hoy sin miedo que libre escandalice,

puede hablar el ingenio asegurado

de que mayor poder le atemorice. (Verso, 447)

Con lo que queda dichoe me parece que esta claro
que don Francisco lo que atacaba principalmente eran
los vicios y defectos de la personas sin gue fuera el
Sexo femenino, por si mismo, razdn para
aborrecerlo. De hecho el escritor también agredia
literariamente a los hombres en general, 'Desear que
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tados los hombres sean buengs ¥y crecr que lo san

pocos, es virtud y cordura. Muchos hombres debe de
haber buencs, todos le¢ debep_ser, muchos parece que
lo sen; ¥ lo son pocos.” Y en lg Genealog{a de

los modorros se abserva que no condena a las mujeres
comg grupc, va que leemos, "Pus ;Algunas mujeres de
nuestros tiempos! No hay menos gque decir de los
hombres: dige de algunas que otras hay de gquien
muchas podrian tomar consejc y mirarse en ellas”
(Prosa 46). Con ello pone a la misma altura a
mujeres y a hombres, que es lo mismo que hace en sus
comentarics a la traducciédn de Anacreante cuandc
dice "Cierta cosa es5 que tedas las potencias, que se
sujetan en el alma, son cemunes a todos los
individucs de esta especie hgmbres, que Dics sélo en
los cuerpos, dotes y oficios dél los diferencid"
{Versa, 739).

Quevedo escribid ademds de poemas, novelas y
ensayos, también teatra. Aunque ésta no sea Su
faceta mas coneocida, conservamos en su totalidad una
comedia, Cémo ha de ser el privado, y catorce
entremeses, ademids de jdcaras y bailes. Coppuso
sus entremes en la época del apogeo del género, no
habienda 1llegadc hasta nesotros ninguno posterior a
1629 de acuerdo con la cronclogia establecida por
Asensio.

Antes de analizar en detalle algunas de estas
piezas cgnviene tener en cuenta lo que entendemos por

entremés. En el diccionario de autoridades se
define comg, "Representacidn breve, jocosa ¥

burlesca, la qual se entremete de grdinaric emtre una
jornada y otra de la comedia para ma 9r variedad o
para divertir y alegrar al auditorioc."” Tenemgs que
darnos cuenta de que, su funcidn es la de provocar
la hilaridad de los circunstantes ep.,los intermedios
a a la entrada de comedias y autos.' Por ello nos
encontramos con un género que tenderd a usar la
sftira para lograr el efecto apetecido de producir

la risa o, al menos, la scnrisa. Se comprende
entonces que Quevedo hiciera uso del entremés para
censurar los vicios y defectos de la gente. Voy a

concentrarme en algunas de estas obras en las que
aparecen mujeres para luego sacar conclusiones sobre
su caracterizacidn.
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Barhara es a Jjuicioc de Asensio el entremés
mds antiguo del autor. La protagonista, de dicho
nombre, recibe a un amante suyo, quien hatia estado
ausente por un mes, con las notlcias de que ha
logrado  engafiar a tres personas separadamente
haciéndoles <«reer que el hijo 4gque ha tenido es de
elles, cuando no es sine un nific alquilado. Con ello
pretende ¥y lo consigue, que cada une de los padres
aporte dinere para los gastos que acarrea el
nacimiento y la crianza de la criatura. Ademds de
este dinero, consigue sacarles mds con otras tretas.
Amasa wun botin suficiente para olvidarse de los
supuestos progenitores, asi{ como du su antigue
amante, Y constituir una dote para su matrimonic con
un artista:

Finj{ que gquedé prefiada
y parida me finji
porque con esto adqu}gi
dote con que me casé

Loes pretendientes burlados wvan at lugar de la
ceremonia y llegan justo a riempo de ver la hoda de
Barbara con el misico.

El entremés tiene una segunda parte en que se
nos nmuestra a la protagonista wviuda por haber
naufragado su marido, después de haberse fugado con
todo el dinero de los dos. Uno de sus antiguos
amantes vuelve muy rico, la corteja y acaban
prometiéndose. Aparece otro de ellos, quien logra
hacer que BArbara se case con él. En las bodas
aparece el marido supuestamente muerto vy la
protagonista vuelve a é1 feliz y contenta.

Las dos partes de la obra satirizan a la muj
pedigiiefia y Cramposa en la persona de Bdrbara.
No obstante es interesante observar que son los
amantes de ella los gue quedan peor presentados va
que son engafiados una ¥ otra vez. La protagonista
estd pintada con una aureola de frescor y vivacidad
de la que dan fe los versos susodichos y el sipuiente
pasaje, 'Pues decir: ies malo el que yo tengo
escojido para maride?  Sino que es un mocito que
canta y baila que mo hay mds que desear; y no estar
sujeta a un alguacil, a un escribano que os encarte,
y al caballero que os burle, y al rufidn que os
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En curioso observar que en este entremés el
mactrimonio no estd vituperado, sino que estd
contemplado como la situacidén ideal, no sb6lo por la
protagonista, sino también por su marido Octavio que
no cab en si de gozo cuando ve de nuevo a su
esposa.

Otro entremés interesante es Diego Moreno. En
él la mujer de este personaje, Justa de nombre,
requiere regalos y dadivas de otros galanes a
cambio, claro estd, de sus favores de dama. En
cierta ocasidn el marido le sorprende con un
¢lérigo, un capitdn y un médico. Ella tiene que
hacrerse la desmayada para que su esposo no sospeche
nagda ¥y crea que las tres personas han entrado en la
casa a ayudar a la desfallecida mujer. Esta obra
tiene también una segunda parte que se abre con Justa
ya viuda y aceptando por esposo a Berdugo, uno de sus
pretendientes. Cuando cree gue todo va a ser como
con su flexible primer esposo, se encuentra con la
horma de su zapato. El nuevo marido empleza a dar
las 6rdenes. mads disparatadas R contradictorias desde
el mismo momento de la hoda. En todo contraria a
Justa y cuando ésta quiere usar el truco de hacerse
la desmayada para mover a Berdugo a compasidn, é&ste
le acerca una vela encendida a la mano para asi
comprobar que el desfallecimiento era fingido.

Si biea aqui también se critica a la mujer
pedigiiefia e hipdcrita, lo que se censura, Sobre
todo, es el marido que se deja bacer un cernudo.
Diego Moreno, que estd con la sospecha de que su
mujer lo engafia y hasta encuentra en la cabecera de
la cama objetos de uno de los amantes de su mujer,
hace lo posible para que su mujer no sea sarprendida

in fraganti. Como dice Justa, 'jno entrara él en
casa como otros a la sorda, sin gargajear, o hablar
recio primero en el zagudn! Y si acaso hallara

alguna visita, con la disimulacidn y la CEaanza que
entrara, era para dar mil gracias a Dios."”

La polilla de Madrid es otro entremés de
protagonista femenino, que en este casc es una
picara que alquila wuna casa y se hace pasar por
persona de mucho dinero y clase. Les dice a sus
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galanes que va a representar una comedia en las casa,
y éstos le prestan joyas y vestidos. Claro esta que
Elena, nowbre de la protageonista, huye con todo lo
que le han entregado. Aqui si bien se denuncia la
existencia de ladrones, en las personas de Elena y
sus secuaces, lo que se critica también es la [falta
de previsién de los pretendientes que dan sin mds
ni mas todo lo que les piden las mujeres, Gomo dice
don Garcia, uno de los afectados en_la estafa, "Yo
en aqneste entremés he hecho el bobo.”

Por iltimo, en La venta nos presenta Quevedo a
Corneja, quien es el duefic del establecimiento, ¥y a
Grajal, la moza que cuida del mismec. En este se
sirven comidas que dejan mucho que desear y es la
chica la que se encarga de hacerlo saber a través de
sus cantos:

(Quien temiere ratones

venga a esta casa

donde el huésped los guisa
com los caza. (Verso, 337)

Un mulero que le dice gue esta muerto de amor
por ella, recibe la siguiente respuesta:

Pues no sepa
el hlesped que estds nuerto, porque al punto
51 acaso mos escucha
os vendera los hiespdes por trucha. (Verso, 540)

Como es ohvio en este entremés se censura al
ventero, un hombre dicho sea de pasec, quedando la
mujer descrita como vivaz ¥y mds sincera en
contraposicidén al amo,

En resumen se puede decir que los entremeses de
Quevedo muestran la visidn gque el escritor tenia
de sns contemporaneos ¥y de los vicios de la
sociedad, que es lo mismo que queda expresado en
oLros géneros que culcivd. La mujer es uno de los
tipos criticados en ellas, pero dado el caréacter
satirico de este tipo de obras, elle no es de
extrafiar. Su misoginia es la tipica proveniente de
la corriente patristica. Ademas el 5eX0o
femenino no queda mas vituperado que los personajes
masculinos o las taras sociales que tanto mujeres
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como hombres personifican y arrastran., Como dice
Santiago Malabia, '"Campea en estos cuadros [el
teatro menor de Quevedo] un afdn de redencidn ¥y
albedrio desintegrador de las  servidumbres
sociales, de la tirania de las apariencias y de los
egoismos que todo lo dominan sobre el amor y la
solidaridad que de boca para afuera se dice
practicar."

No he investigado en este estudio }a [aceta
artistica de los entremeses de Quevedo por gquedar
fuera del objeto del trabajo. Dejo para mas
adelante el analisis de este interesante aspecto gue
muestra el conceptismo barroco del genial escritor
madrilefic.



1ﬁrnadée Mas. La caricature de la femre, du mariage et de
l'amour dans l'oeuwwre de Quevedo (Paris: Ediciones Uispano—
Americanas, 1957}, p. 11.

2Franf:i.sccn de Quevedo y Villegas. Obras completas. Vol. 1,
Obras en prosa. Estudio preliminar, edicidn y notas de Felicidad
Buendia (Madrid: Aguilar, 1966}, p. 464. El nimero de la pagina
de las citas de Quevedo referentes a easte volumen vendra dado en el
texto seguido de la palabra Prosa.

3Francisco de Quevedc y Villegas. Obras completas. Vol. II.
Obras en verso. Estudio preliminar, edicida y notas de Felicidad
Buendia (Madrid: Aguilar, 1966), p. 446. El niwra de la pagina
de las citas de Quevedo referentes a este volumen vendra dado en el
texto seguido de la palabra Verso.

O'Antonio Espina. 'Una forma del romanticismo: Quevedo y las
mujeres." Revista de América X (1947), 350.

5D:l'l'la]_d W. Bleznick. Quevedo (New York: Twayne Publishers,
1972), p. 54.

6B1eznick. p. S54.

TFeli.pe C.R. Maldonado. '"Quevedo y sus caricaturas de la
mujer.'" la Estafeta Literaria, 538 (1974), p. 11,

8]‘-Ialdc:mdo, p. 12.

9Ran'l:‘m Gorez de la Serna. "Quevedo y las mujeres."”

Clavileno, I, ndmero 3 (1950}, p. 63.

1OGJ'.t:ada por Otis H. Green en Gourtly Love in Quevedo (Boulder:
University of Colorado Press, 1952), p. 18,

llFelicidad Buendia divide en cuatro épocas la  evolucidn
del entremés comc género: la primitiva de los pasos de Lope de Rueda
y Juan de Timoneda: la de las figuras cumbres, Cervantes y Quifiones
de Benavente, en la que se incluyen autores com Quevedo y Salas
Barbadillo, la tercera etapa de gran popularidad y proliferacidn.
pero sin figuras tan serieras, que ocupa la segunda mitad del siglo
XVIl, y la cuarta de decadencia de finales del XVI1 y del .XVIII.
Antologia del entremés (Madrid: Aguilar, 1965), pp. 3435,



78

12"Entrm1és.” Diccignario de Autoridades. (Madrid: Aguilar,
1665), pp. 34-35.

l3EL1g€T'liO Asensio, Itinerario del entremés (Madrid: Gredos,
1971), p. 17.

14Felicidacl Buendia dice que estas obras ofrecen al sefor de
Torre Abad, 'Un resquicic mis para ver al mmdo por dentro ¥y
mostrarle por fuera.” Antologia del entremés, 363. También
Armando  Cotarelo Valledor ha apuntado que, 'Los asuntos suelen
reprodcir, como en esqueamas temas burlescos tratados por el autor en
otras obras." El teatro de Quevedo (Madrid: Aguirre, 1945), p. 34,

Lpsensio, 349.
16

Tampoce faltan las criticas a la figura de la duefia.

17A5ensio, 346,

8]_0 cual prueba que Quevedo no criticaba el matrimonio per se.
Como dice Maldonado, 'Lo que al parecer {a Quevedo] le molesta—es la
hipocresia, que a las zorras se les llame damas, y a toda picara
sefora hermosa,'’ p. 11.

195e asemeja en este respecto al cuento de don Juan Manuel, 'lo

que sucedié a un mozo que se casd con una mxhacha de muy mal
caracter."

2OAEiensio, p. 275.
21Asensio, p. 336.

22"El teatro de Quevedp.'" Prometeo, 34 (1980), 524.



79
Parini e gli artisti milanesi

Pietro Frassica

Sono noti 1 limiti imposti alla ricerca da
concetti storiografici troppe settoriali; nel caso
del Parini poi, 1in cui come spess¢o € stato ripetuto
classicismo e neoclassicismo sembranc fondersi, ogni
tencativoe di catalogazione o di distinzione diventa
sempre pild frastornante. In questo senso si sono
rivelatre di qualche utilita le definizioni che via
via si sono venute a dare ai diversi momenti della
poetica del Parini, e che sembrance trovare una
sintesi completa in queste parole di Sergio
Antonielli: "Accanto al generico classicismo della
sua ansia di perfezione, c'# da valutare questo
assillo neoclassico [ . . .] Ma non si shaglia se si
dice che questo nasce dall'internc stess
dell'eriginario c¢lassicismo arcadice e craziano'
peré fino a che punto 'questo assillo ‘'‘neoclassico’
pessa. nascere 'dall'interno stesso dell'originario
classicismo arcadico e oraziano® o se in tale
'assillo! non & possibile individuare le
sollecitazioni di un ambiente in rivolgimento, come
doveva essere quello di una cittd come Milano negli
ultimi trentdnni del Settecento,.

Cercando quindi di evitare il pid possible le
definizioni storiografiche, che tendono ad inserile
la poetica pariniana ora in questa ora in quella
corrente per giustificarne 1'eveluziene, potrebbe
essere piuttosto preficueo rivelgere l'atcenzione
verso quei rapporti che negli anni che seguirono la
pubblicazione del Mezzogiorno, e cicé dopo il 1765,
il Parini ebbe mode di instaurare <con l'ambiente

artistico e culturale che sembra averlo
definictivamentce legato alle arti fFigurative,
permectendogl}j tra ltaltro d'intraprendere

l'attivitd di~ suggerimento tecnico date all'artista,
in quanro indica 1'adeguamente del poeta al gusto del
tempo. Non si puo infatti dimenticare che 1
Soggetri furono pur sempre ideati e annecrati per
trovare forma nelle decorazioni delle sale dei



80

palazzi milanesi, e come ctali le intuizioni del
Parini dovevano adeguarsi al gusto corrente, facendo

evidentemente ricerso a ctutte quelle risorse
culturali che aveva a disposizione. Ed anche se la
biblioteca di Brera, come si & viste, era fornita di

testi specifici, <he offrivano al Pavini spunti,
idee, temi e ogni sorta di rievocazioni mitolegiche,
adatte ad essere rappresentate dagli artisti, &
soprattutto neld'ambito culturale in cui il Parini si
muoveva che wvanno individuate certe sugpestioni
cromatiche degli affreschi dei palazzi milanesi, che
offrivano al suo occhio attento esempi e modelli
5pesso anche molro illustri. Mi riferisco
evidentemente agli affreschi dipinti da Giambattista
Tiepole durante 1l suo soggiorno milanese (tra il
1731 e il 1737), la cui genialitd era ancora
testimoniacta nelle sale di palazzo Archinto, palazzo

Casati-Dugnati e palazzo Clerici. 11 Parini alcuni
anni dope avrebbe suggerito a sua volta ad alcri
pittori nuovi temi da raffipguarare, nella
realizzazione dei quali si sarebbe fatta sentire
l'esperienza del Tiepoleo. Se influenza c¢i pud
essere stata nel gusto cromatico o nella
realizzazione spettacolare, questa non riguarda in
genere il contenuto dei Soggetti pariniani: é

evidente che certi temi gid sfruttati dal Tiepolo
non potevane essere impudentemente ripetuti pochi
decenni dopo, sulle pareti di altri palazzi,
costruici nella cerchia dei mnavigli milanesi.
Bisognava trovare nuovi temi, episodi diversi da
quelli gid raffigurati dal Tiepelo; ed il Parini li
trova e 1i propone agli esecureri, Ed & nella
realizzazione per mano dei pitrori che ritornano gli
inconfondibili modi dell'arte. del Tiepolo. Del resto
lo stesso pittore Traballesi che esegui parte dei
Soggetti pariniani sembra essere stato influenzato
dall'esempio del Tiepolo. Nel Parini invece & la
maniera in cui essi vengono proposti al pittore che
rivela una certa affinitd ai modi dell'arte del

Tiepolo; egli allestisce i remi della
rappresentazione ispirandosi alla tradizione
mitologica, ma " fornisce delle indicazioni che
sembrano dettate da un pusto che a Milano si era
imposto attraverso il Tiepolo. Espressioni come:

"'Sopra un vago e luminose gruppo di Nuvole, le qualil
scenderanno dalla destra della tela alla snistra,
Amhrarnaianda s narra Aectra . 0 24 wedra wun carrao
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tirato da quattro spiritosi e leggieri cavalli.
Sopra di quello sederda Apollo, che risplendendo di
chiarissima luce, 1illuminera tutta la composizione
{Soggetrto per 1l telone della Scala). Ed ancora

immagini come: "abiro vago di colori e di forme”
(Eraro, sempre per 1l relone della Scala.) Ercole
che apprende la mdsica dal poeta Lino: "Le dette

figure saranmo Mercurio, Dio delle Arti, e le «tre
Grazie, di 1lui compagne. Questi si vedranno alla
destra della composizione pit in alto, «collecati
fra un gruppo di nuvole . . . Apollo seduto sopra un
gran sasso suonando la lira." Per'il giudizio di
Paride': "in un lato, cumulo di wvesti d'armi."
Amore e Psiche: "In tutta questa pittura dominera
la pib grande vaghezza possibile di colorito e di
tinte." 1 riposi di Giove: 'La nuvola su cui stara
Ciove sedendo, sarda d'un color wvago e dorato.”
L'Aurora: "Avra un manto di color giallo, e
spargera dalla sua persona una luce tra il giallo ed
il rosseggiante che  illuminera tutta la
composizione."

Questi e altri numerosi esempi di pura
indicazione pittorica, pid che episodica o
narrativa, fanno pensare agli affreschi del Tiepolo,
ai suoi coleri ora decisi, ora vaghi. Persino nei
momenti in cui viene lasciara una certa liberta al
pittore, 1 colori anche <se appena accennati ci
rimandanc in qualche modo a quelli del Tiepclo. Come
ad esempio in: "Panneggiamento bianco ed ornato
d'oro ad arbitrio," oppure: "Le forme e i colori
dell'abito di lui sarano, teneri, delicati e vezzosi,
a piacer del pittore" (a proposito di Rinalde),
Cosi, se per 1i colori fondamentali il Parini da
indicazioni piuttosto precise, per i panneggiamenti e
per 1 coleri meno difiniti viene invece lasciato al
pittore un maggiore margine di libertad, forse perché
il Parini & conscio di certe libertd espressive del
Tiepolo, 1in <c¢ui spesso '"le regele accademiche si
accompagnano a straordinarie innovazioni'; ai colori
fondamentali e tradizicnali, propesti dal Parini si
accompagneranno quindi tutta una serie di tinte
sfumate e vaghe, che il pittore dovra rendere
secondo il proprio gusto. Inutilmente cercheremmo
quindi delle analogie tra 1 Soggetti pariniani e |
temi vraftigurati dal Tiepolo: c1d che i Soggetti
pariniani realizzati dai vari pittori possono evocare
& un certo gusto pittorico, secondo la maniera cara



g2

al Tiepolo. Tuttavia & pur sempre un rapporto che

indica come al di la delle fonti letterarie, dei
trattati e dei dizionar:i specializzati di cui il
Parini si servi, il contributo pid  strettamente
figurarivo e iconogralico dell'ambiente, partecipd
con non poche sollecitazioni 'l mutamento del gusto

del Parini. Ed & in queste senso che wvanno
analizzati i rapporti del Paini con gli amici
pittori, architetti, sculiori e colleghi dell’
Accademia di Brera. L'interesse degli studiosi

rivolto agli amici del Parini: l'Appiani, i1
Franchi, 11 Piermarini. 1{l Traballesi ha messo in

evidenza fino a questo momento, solo alcuni aspetti
del rapporto, ed esse¢enzialmente legati all'amore del
Parini per lec arci figurative.

Per andare pil a [ondo, vorrei prendere come
esemplico il rapporto cel Piermarini, un personaggio
che indubbiamente ebbe wuna notevole influenza
sull'evoluzione del gusto del Parini. Nel soggetto
per il telone del teatro della Scala il Parini
suggerisce la raffigurazione di un rempio in cui
saranne 'collocati i  busti degli wuomini illustri
indicati da Apollo'; esaminiamo cid che il pitcore
deve eseguire: “"L'architettura del Tempio potra
essere d'unc o pid ordini, avvertendo perd che wvi
sia conciliato colla grandiosita la maggior
esartezza, semplicitid e puricd possibile dell'Arte.
Sara libero il pittore di scegliere il partirto che
pit gli piace per questo lavoro, salve perd le cose
essenziali del soggetto e i rapporti necessari alla
integrita di esso.,' Come s5i vede il Parini fornisce
le indicazioni essenziali per la realizzazione del
tempio, mettendo l'accentoe sulle caratteristiche che
il tempio deve avere: "egattezza, semplicitd,
purita dell'Arte.” Sonc i tre principi classici,
riscoperti dal Neoclassicismo, quelli che il Parini
esige per il tempio ideato. I1 tempic deve quindi
risponders ad un preciso canone e il Parini pur
lasciando una qualche 1liberta all'artista mette bene
in chiaro 1la necessitd di risperrare "le cose
essenziali del soggetto e i rapporti necessari alla
integrita di esso," evitando quelle indicazioni
generiche di questo tipo: ‘'seconda L'uso dei greci,"
a cui spesso il Parni ricorre quando vuole
rappresentare per esempio un ambiente greco. 11
tempio deve invece ispirarsi a quegli stessi principi
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che in quegli anni erano stati introdotti
nell’architettura milanese dal Piermarini e che
rapidamente si erano affermati sugli ultimi tentativi
di barocchetto lombardo.

Per capire meglio la funziome svolta  dal
Piermarini nella cultura milanese di quegli anni,
bisogna risalire al 1769 anno in cui il giovane
architetto giunse nella capitale lombarda al seguito
del pid mnoto Vanvitelli, Nel novembre di quello
stesso anno, ripartito il Vanvitelli, Giuseppe
Piermarini fu nominato lmperial Regio Architetto e
Ispettore Generale delle Fabbriche di Stato in
Lombardia. Da quel momento in poi, il Piermarini
svolgerd a Milano un'attivitid edilizia intensissima
che si arresterda all'arrivo dei Francesi. Come si
sa, le riforme promosse da Maria Teresa d'Austria
dopo la pace di Aquisgrana giusero in Lombardia con
un poco di ritardo, rispetto agli altri stati
dominati dall'Austria. Col primo gennaioc 1760 entra
in vigore la legge del censo che applica una serie di
ristrutturazioni dell'apparato burocratico della
cittd di Milaro e del ducato. Dopo le prime
ripercussioni economiche e sociali si ebbero quelle
edilizie e wurbanistiche che a partire dal 1770,
mutarono il wvolto di Milano. La soppressione di
monasteri e di conventi rese libere nuove aree per la
costruzione di nuovi locali per uffici pubblici e per
privati. E evidente che sia 1la vecchia nobilta sia
la nuova borghesia, approfittando della
disponibilitd dei mezzi, favorirono non  pochi
rivolgimenti. Per Milano quelli tra il 1770 e il
1780 furono anni fervidi. In quell'impareggiabile
diario della vita milanese offerta dalla
corrispondenza di Pietro Verri col fratello
Alessandro, si legge nella lettera del 19 febbraio
1777: "Dacché sei partito da Milano sono accadute
varie mutazioni, che non si sarebbero prevedute . . .
Si atterra la Scala e si fabbrica un teatro. A Brera
si pianta la scuola della pittura € wun ex-gesuita
mostra la venere de' Medici. Da donna Bianca
Visconti nel giardino si [a teatro; a San Fedele
alloggiano i Canonici della Scala; al palazzo del
principe Trivulzi cento poveri; nella casa Clerici la
Corte, mnel palazzo Marini il Magistrato, alla sede
del Comune di Milano nel centro della piazza de’
Mercanti 1'archivio di tutte le scritture de' narai



84

della c¢it'd e del Ducateo; al sito della Camerara si

Fa commedia  de! Buratt inig la Camerata e al
Broletro. Mi pare che sehbene non abbia delto tutto,
il moto mnon si piccolo. don v'( pagse dove da
dodici anni i siane fatte t te nuvitd mnazione che

impugni e disapprovi ogni nov A yuanto la nestra,'

Per noi tali censure sano parLicolarmente
interessanti, perché permertanc di individuare lc
variera di ordinameuto della cultura illuministica e
neoclassica, e, di riflesso, coasenteono di vedere le
qualita di un artista del tempo, nonche i contributi
ruovi nella cultura locale. Al Piermarini il Parini
dedicd pagine, elogi e Soggetti per le decorazioni
dei palazzi progercati dall'architetto; del resto @
nota la prefonda amicizia da cui i due furono legarti.
Quale fu quindi il ruole del Piermarini nella scelta
dei Soggetti per i palazzi da lui realizzati? Tentd
di imporre il suo gus4co e in che misura vi rinsci?
0 ne vrvimase del tutto estraneo, rimettendosi alle
decisioni del Parini, al gusto del pittore che
avrebbe eseguito i lavori e ai desideri dei
committenti?

Certo sembra piuttosto improbabile che nen
venisse chiesto al Piermzrini un gqualche giudizio
nella scelta dei soggecti che avrebbero decorato le

sale da lui progertate. E difficile pensare che a
proposito dei Soggetti non c¢i sia srato tra i due
almenc qualche scambio d'idee. Sia come amico sia

come collaboractore, il Parini deve essere stato messo
a parte di certi elementi acquisiti dal Piermarini
nel decennio di permanenza a Roma e nei sei anni di
apprendistato presso il Vanvitelli. Biscgna infatti
ricordare che gli anni romani del Piermarini (1755-
1765) furone ani di confluenza, da ogni{ parte
d'Europa, di personaggi di primo piano, addirittura
protagonisti del rinnovamento artistico in atte, che
facevano allora di Roma veramente un nodo
internazionale di incontri e di scambi. Vi sono
presenti contemporansamente Winckelmann e Mengs,
Piranesi attivissimo e in piena evidenza; Robert
Adam, Clérisseau e i giovani artisti dell'Accademia
di Francia. Del resto cid che predomina negli studi
del pericde romaiiu del Piermarini sone i monumenti di
Roma antica e le visioni imaaginarie d'ispirazione
classica. E saranneo  quete, soprattucto, le
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esperienze a cui il Piermarini attingerd quando, nei
primi anni del suo soggiorno milanese, dovra ideare
gli apparati di festa in occasione dell'ingresso e
delle nozze dell'Arciduca Ferdinando il 15 ottobre
del 1771: . un grande anfiteatro di legno disegnato
secondo la forma del Circo Massimo. Tra gli apparati
c'era persino un tempietto di Flora--una figura che
offrird diversi spunti per i Soggetti pariniani-—-
costruito secondo le tipiche fgrme classiche. Per
certi wversi, 1'ideatore dei  Soggetti & gia

ravvisabile in queste descrizioni pariniane delle
feste celebrare a Milano 1in quell'occasione. Le
descrizioni di questo mondo classico, fatto rivivere
dal Piermarini, e in cui Milano viene immersa in
quell'occasione, sono gia per 1'autore del Ciorno
un esercizio di secrittura tendente al dettaglio
decorativo, oltre che un evidente avvio ad assimilare
quel gusto neoclassico che alita negli allestimenti
ideati dal Piermarini. Ancora prima di supgerire i
Soggetti per i palazzi realizzati dal Piermarini, il
Parini si trova quindi nella condizione di dovere
descrivere -guesto mondo neoclassico, creato com
fervore ed artifizio dal Piermarini. Qualche esempio
tratto da tali descrizioni potra forse rendere
meglio 1'idea: "Sul dosso della collinetta alzavasi
un semplice ma decoroso basamento, sopra del quale
appariva un antico rempietto dedicato a Flora, Era
il tempic d'architettura dorica, sostenuto da otto
colonne; i quattro latil principali n'erano aperti, e
nel mezzo wvedevasi la statua della dea. Quacttro
altre statue di deita tutelari de' gilardini, de'
frutti e simili, eranoa collocate negl'intercolonii.
Sopra le due colonne di mezzo sravano due Fame in
atto di sostenere una medaglia rappresentante i due
Reali sposi, intorno alla gmale scherzavano wvaghi
festoni di fiori al naturale. Le altre colonne
portavano eleganti vasi di fiori, ormati pur essi di
fiori. A pié del basamento, come pure ai due lati
del tempio vedevansi delle fontane che parevano
destinate all'use delle offerte e dei sacrifici.” Ed
ecco per la corsa dei cavalli, la descrizione del
carro che porta il rrofeo da assegnare al cavallo
vincitore: ""appariva sull'alto del carro una statua
rappresentante 1'Abbondanza, con Genii all'intorno e
simboli ad essa cenvenienti; e nel davanti dello
stesso wun'altra statua rappresentante l'Agricoltura,
che teneva con una mano l'aratro a coll'altra una
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corona di verdi fronde, ed era parimenti intorniata
di piccrli Geuli che le scherzavano al piede . .

Come si pud vedere, <1 tratta di Fformule
icgnograliche c¢che wverrannn ripetute pid o meno
analogamente nci  Soggetci e rceplicate, attraverso
un'elaborazione espressivo-[i-urativa, anche nella
poesia del Giorno. Figure miltclogiche e morali che
il Parini assimila e perfezioune: rendendole spesso
pid anLropormorfiche. E evidente che 1'accenno al
Piermarini & solo un c¢sempio; percheé 1'indagine

possa veramente svolgere una [unzione utile, dovrebbe
raccogliere e definire meglio wuna bucna parte,
almeno, di quelle sollecitazioni culturall e
artistiche che il Parini poté ricevere dai suoi
amiclt artisti «con i quali si stabili un'evidente
cgllaborazicne, oltre c¢he una profonda amicizia.
Direi che, al di 13 della sua erudizione +letteraria,
da cui il Parini spesso trasse idee che potessero
essere adattate ai suoi 'librecci' per pittori, &
praoprio l'ambiente artistico e culturale milanese di
quegli anni, di cui il Parini fu parte attiva, la via
pid promettente e finora tra le meno battute, quella
che con ogni probabilitd potrebbe permettere di
chiarire meglio certe evpluzioni del gusto artistico
e quindi poetico dell'autore del Giorna, alla luce
delle novita e dei contributi portati mnell'ambito
milanese da artisri esterni.

E  sempre attraverso questa dimensione legata
all'ambiente e all'esperienza in qualche modo umana
che il Parini fa dell'arte, che si potrebbe cogliere
meglio il significato prolondo e forse piu concreto
di certe testimonianze che «¢i dicono della
collaborazione nel campo delle arti fipurative tra il
Parini e gli artisci milanesi. Una prova piuttosto
evidente & del resto costituita dalla necessita da
parte del Parni di definire nella lunga dissertazione
dei Principi fondamentali e generali delle belle
lettere applicari alle belle arti i rapporti tra

lettere ed arti; un'esigenza volta in definitiva a
teorizzare le esperienze di un periodo dominato,
quasi esclusivamence da un'intensa attivita nel
campn  fipurative, Anni  in  cui apparentemente
lfactivica di  maestro, di  giormnalista, di
consiglicre, di riformacore scolastico sembr far

tacere il «canto del poeta--il Giorno aspettavadi
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essere concluso, rimanendo pur tuttavia presente come
l'esperienza poetica pild impegnativa--mentre nuovi
interessi spingone il Parini ad ideare 1 suel
Soggetti per il palazzo Ducale, completamente fnito
nel 1778, e per il palazzo Greppi, anch'esso finito
nel 1778. La stesura dei Principi fondamentali di
belle lettere rappresenta quindi la sintesi delle
esperienze accumulate dal maestro e dall'uome di
cultura a partire dal 1769, divenendo cosi punto di
partenza di quel nuovo spirito animato da wun'armonia
di bellezza, che sembra essere in sintaonia con le
tendenze della cultura e dell'arte, nonché con la
vita del tempo. 11 Parini stesso, volendo
probabilmente rimanere in un certo senso al di la
delle varie definizioni che tendono a fare scaturire
da questa nuova spiritualitd teorie astratte e
spesso incomprensibili, ammonisce: ''Hanno gravemente
errato coloro, i quali nelle materie che appartengonc
a' sentimenti ed al gusto, si sono troppo abusari
dell'astrazione; talmente che hanno farcto della
stessa teoria delle belle arti una cabala
sublimamente superstiziosa, alle leggi della quale
cadbala si & tante pid ciecamente ubbidito gquante
meno s'intendono.” (Princ. fond. 1, 3, 2).

Al di 14 delle teorie c'e perd l'armonia
delle belle arti, wun principic che il Parini elabora
e diffonde come insegnamento, in quel rentativo volto
al rinnovamentc della poesia: "Lo studic delle belle
lettere non & altro che lo studio dei principi,
delle regole, degli esempi delle erudizioni, <che
servono a rendere abili a intendere, . a gustare, a
comporre quelle opere dell'ingegno, le gquali sono
destinate a giovar dilettando 1'animo umano, per
mezzo della parola, nen solo colla bellezza delle
loro parti, ma singolarmente colla bellezza del loro

tutto. La bellezza di questo genere di opere
consiste nella presentazione di  vari oggetti,
gradevoli  per sé medesimi, e talmente scelcri,

camposti ed ordinati, che forniscono un oggetto solo
notabilmente gradevole ed interessante; nel che si
rassomiglianc tutte quante le opere delle belle
arti.,"

Non  giustapposizione quindi delle arti
figurative e della scrittura, ove l'uno & la
raffigurazione dell'altro, ma rappresentazione di un
medesimo messaggico, in wun cero di belle arti che

e e ey 21 it e e e e e oo e
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La Bruyére's Caractéres:
The Problematics of Closure

Mary Jo Muratore

University of Missouri - Columbia

In an effort to penetrate the descriptive uni-
verse of the Caractéres, critical enterprises of
the lasr decade have scught at long last to sub-
ordirate subject matter to textual manner or rather
to make manner the matter at hand, form, the,subject
in gquegtion, Jules Bredy, J. Marmier, Doris
Kirsch, Serge 6Doubrovsky, Roland Barthes, and
Louise Horowitz, by privileging the comportments of
language, unmask in La Bruvére's cosmos a
semancics of movement--mechanical, non-progressive,
insignificant--and thereby lay sctress from within
upon the linguistic entity forged by the moralist and
geared to depiect the very automata that are men.
Mechanistics, non-progressivenes, automatism: these
are the keys ro LLa Bruyére's character-ridden
kingdom where the portrait evoked points to beings
who are meaningless ciphers, who constitute a mere
pastiche of borrowed gestures, actors whe perform on
cue, void of internal mativation. But such a typo-
logy, justified as it proves, leads to still another
textual phenomenon which appears to have eluded even
the most acute ¢ritical perception; 1 shall refer to
this phenomenon as a lack of 'poetic" closure.
Apparently wunconcerned with propelling the text to-

wards a structured, linear conciusion, La Bruyere
harbors an inherent aversion to the logical linking
of events. Readers venrturing on the deceptive sur-

face of the work wait in vain for the patches to
coalesce, the structure to firm: the vision remains
unfocused, the direction oblique, the message un-
terminated. Related ncotions fail to intersect, sub-
ordinate intrigues assnme primacy, interchangeable
events wander directionlessly into an assemblage of
intimaticns, ass¢ciations, and allusions, of whick
the last in a non-series often masquerades as con-
clusicn, With neither propellant to guide nor des-



tination to beckon, a text might inconsequently elon-
gate, but it never acquires the qualticative signifi-
cance required to provide meaning to its course or
purpose to its progress. Short of beginning and end,
premise and conclusion, La Bruyére's is a textuality
which stubbornly and effectively resists closure,

Closure depends, of course, largely on the
degree to which the author can reweave the
disconnected threads of his narrative at the moment
of termination. La Bruyére not only avoids such

re-weaving, but carefully constructs a text where
introduction and conclusion remain—-thematically,
structurally, even grammatically--in Ffundamencal
opposition. Whence unexpected reversals, paradoxical
twists of fate, and sardonic irony that are
distinguishing features in Les Caractéres, but which
prove perhaps less significanct than sudden shifes in
perspective and erratic moves in tempo, these lending
an overriding impression of disharmony and|or
inequalicy. In a passage evoking man's inability to
conclude agreements, for example, several techniques
operate to negate the reader's sense of terminal
resolution:

les hommes ont tant de peine & sa'approcher sur les
affaires, sont si épimeux sur les mpindres intéréts, si
hérisses de difficultés, veulent si Fort tromper et si peu
etre trompés, mettent si haut ce qui leur appartient, et
si bas ce qui appartient aux autres, que j'avoue que je ne
gais par ol et coment se peuvent conclure les mariages,
les contrats, les ac:quisil:ionsg la paix, la tréwe, les
traités, les alliances. (H, 24)

Although the passage is built wupon one binary
sentence, the firsc segment providing cause ("Les
hommes ont tant de peine & s'approcher sur les
affaires, sont si épineux . . . ce qui appartient aux
autres”™); and rthe second detailing effect ("gue
j'avoue que je ne sais par ol et comment Se peuvent

conclure les mariages, les contracs . . . les
alliances'"), rthe rtwo halves do not wunite into a
composite whole. Rather they appear fully contrary,

mutually exclusive. The opening hyperbolic assertion
a5 to the general nature of man ("Les hommes ont tant
de peine . + "} subsequently evaporates into
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snbjective equivocation ('“j'avoue que . .. . je n:
sals par ou'). Just as general knowledge transforms
into personal skepticism, so does the assertiveness
of active voice (''Les hommes ont . . .") vield to the
formlessness of the passive ('comment se peuvent

conclure les mariages, . IEAD I8 And while the
rhetorical device of accumulation informs borh
segments of the sentence, the grammacical reductian

in the first fosters a sense of acceleration:

Les homres ont tant de peine . . . sur les affaires,
—-———sont si épineux sur les intéréts,
si hérissés de difficultés . . .

clashing sharply with the unyielding monotony of
subsequent enumeration whose homogeneity eludes all
hints of movement.

However, dissonance and a-linearity are,
themselves, not without resultant. 1n the following
passage, for example, texrtual oppositioen assumes
textual signification:

Je ne comprends pas camment un mari qui s'abandonme 3 son
humeur et & sa comlexion, qui ne cache aucun de ses
défauts, et se montre au contraire par ses mauvais
erdroits, qui est avare, qui est trop negligé dans son
dajustement, brusque dans ses répomses, incivil, froid et
taciturne, peut espérer de déferdre le coeur d'une jeune
femme contre les entreprises de son galant, qui enploie la
parute et la magnificence, la complaisance, les soins,
l'empressment, les dons, la flatterie. (F, 74)

Once again, a single binary sentence produces an
inharmonious effecc, but the dissonance here
accentuates difference in two principal personages.
The inactivity of the husband, communicated to the
reader by intransitive (inertia—bearing) verbs
(s'abandonne, se montre, est, espérer), and by a
lexicon of neglect and passivity (he does not hide
his faults, he does not spend money, he does not take
care of his appearance), 1is posed in direct
opposition to the single, bur all-consuming activity
of the suitor to impress ("qui emploie la parure . .
husband's insouciance overwhelms the comparatively
minimal description accorded to the gallant, the
skewed propertions of the text bear an inverse



921

relationship to the projected outcome, Disproportion
becomes both subject and means. Finally, the mono-
tony of the final accumulation (the invariability in
tone and tempo, L[he openness of the vowel sounds)
creates an impression of endless extensions, further
accentuated by the premature appearance of the con-
junctive element "et' (la parure et la magnificence)
which fruscrates reader expectations. The conjunction
normally signalling the end of a series, its dis-
placement in this passage renders it non-functional
by actually propelling cthe accumulation forward
rather than finalizing it.

Even when mnot used to produce an effect of
textual disharmony by opposing a contrasting passage
of movement, the tedious rhythm of accumulation mak
it the 1ideal figure of speech to negate closure.
An obsessive litany of substantives sends the
narrative direction endlessly forward, while
simultaneously depriving the series of the ranking
which would be requisite in order for the passage to
build or dwindle to its natural conclusion. In Les
CaractLéres, La Bruyére's affinity for terminal
accumulation is manifest, and while an occasional
conjunction serves to confine, however weakly, the
accumulation within finite boundaries:

+ « . come le comerce, les finances, le détail des
armées, la mavigation, les arts, les métiers 1'heureuse
mémoire, 1'esprit du jeu, celui de la société et de la
conversation (H, 86);

La Bruyere  just as [frequently avoids using
linguistic markers altogether, allowing puncruation
alone to signal finality:

« « . 1il emprunte sa régle de son poste et de son état:
de 134 1l'oubli, la fierté, 1'arrogance, la dureté,

1'ingratitude. (G, 51)

Just as textual dissonance often bespeaks

thematic upheaval, so do accumulative networks,
substituted for endings, generate a kind of
narrativity in which the ramblings of language

incarnate the endlessness of matter. The homogeneity
of elements in the sequence underscares and paraltels
the mechanical routine, the unremittng insignificance
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of conventional acctivities, the generic blandness
existence:

.+ . il faut laisser Aronce parler proverbe ct Mélinde
parler de soi, de ses vapeurs, d- ses migraines et de ses
insamies, (SC, 5)

Action, conduite, ouvrage, dvénement, tour est oublié; ne
leur demandez ni corrcceion, ni prévoyance, ni reflexion,
ni recormaissance, ni récompense, (G, 54)

In both passages. the phonelic similarity (repelLiti
ol the "p" and "s" spunds {fn Lhe [irst; repetilion
the '"tion'™, rhke T“ance', and the "r" sounds in

second), rhychmic and semantic consistency (syllah
uniformity, vrepetition of "parler de' and “ses”
the [irst passapge, repetition of "mni" in the second
convey an inconsequentialiiy to the separate el
ments, an invariability closely aligned to the i
notative message. Additionally, the [orward lineari
of accnmularion, specifically in [inal poesition
connotes boundlessness, a textual symbol of infinin)
No quanticy of snlfering can poenecrate the Lomy
axterior of cthe financicr, insensitive to Lhe effec
of tragedy from overexposnre, an impenetrabilif
underscored by the non-finite conclusion:

Un bon finarcier ne pleure ni ses amis, ni sa femme, ni
ses enfants. (BF, 34)

Similarly, women provide an inexhaustible source «
anguish for the unwary hnsband:

Telle autre famme, a4 qui le désordre manque pour mortifier
son mari, y revient par sa noblesse ct ses alliances, par
la riche doL qu'elle a apportée, par les charmes de sa
beauté, par son merite, par ce que quelques—uns appellent
vertu (F, 77);

man's horror ol solitude engenders an interminah
index of evils:

Tout motre mal vient de ne pouvoir etre seuls: de 13 le
jew, le luxe, la dissipation, le wvin, les femmes,
l'ignorance, la médisance, l'envie, l'oubli de soi-méme
et de Dieu. {H, 99)
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When not wused in final position, however,
accumulacion suggests finity, in order to stress the
infinice character of the final sequence. Thus man's
attempts to conclude agreements (H, 24) appear
limited when communicated via an initial (and inter-
nally protected) accumulation, whereas the contracts
themselves, which project endlessly via a terminal
enumeration, appear unframed. Likewise, the in~-
Fluence of the heedless husband (E, 74) has clearly
delineateable 1limits (interior accumulation doubly
sealed with a final conjunction), whereas the efforts
on the part of the suitor to entice the husband’'s
wife appear endless (final accumulatiou coupled with
a conspicuous absence of conjunctive element).

If the precarious structure of the passages, the
barely discernible plot, the anesthesized motives of
the mechanical men all conspire to form a text which
resists termiual resolution, it is perhaps because
textual openness constitutes less an iucidental
effect than the wvery essence of Les <Caractéres.
Beneath a superstructure of frenzied animation swirls
a networ&lwhose basic direction is not linear, but
circular. In his article, J. Marmier remarks:
"Plus qu'aucun livre vraiment, Les <Caractéres
méritaient d'étre comparés i une pendule: artout
sy répercute le batrement d'uu balaucier." The
characters therein depicted lead lives of ritualistic
habit and imitative reflex; their acts of pure mimi-
cry are foredoomed to perpetual repetition. Little
wonder that they readily confus?3 past aud future,
eguate prologue with conclusion:

La fortune enfin ne lenr rit plus: elle se joue ailleurs,
et traite lenr postérité comme leurs ancétres. (BF, 80)

« .« . alors ils disparaissent tout a la fois riches et
décrédicéds; et le monde qu'ils viennent de tromwper est
encore prét d'8tre tramwé par d'autres. {C, 16)

For them, only the present exists, a present which is
but the immediate past of an anonymous model, a "faux
présent,'” notes Serge Doubrovsky, which 1altimately
undermines the very notion of temporality.

With time perpetually out of joint, any
progression other than circular would not only prove
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illogical, but would be alien to rhe wvery spirit of a
work concerned less wilh movement than with matien, a
small but rritical =emantic distinction upon which
the entire work is builc. Movement by definition has

a logical point of termination, Motion, which has
neither direcrion nor focus, c¢ncompasses na natural
end. I.a Bruyére's personages, who lack the

motivational ftorce necessary to provide direcrien to
their gestures, trend to be in motion, rather than in
movement , and thus require an exterior ferce to bring
their aimless wandering to a halte. Unremarhed
obstacles:

S'il marche dans les places, il se sent rout d'um coup
rudemenr [rappé a l'estomnc ou au visage (H, 7)3

unexpecled presences:
ue serait—e de vous et de lui, si quelgqu'un ne survenait
heureusement pour déranger le cercle, et [aire ocublier la
narration? (5C, 11);

or metaphysical interventions:
L'homme & bien peu de ressources dans soi-méme,
puisqu'il lui faur une disgrice cu wune mortification pour
le randre plus humain, plus traitable, mins féroce, plus

honnéte homme (€, 94);

are required to alter the animated statis, which, in

Les Caractéres, constitures the status quo. Like
the characters themselves, the narrative, too,
depends on thematic and rhetorical artifice to

achieve termination. Sudden departures:
Montrez-leur un feu grégecis qui les surprenne ou un
éclair gui les éblouisse {ls vous guittent du bon et du

beau. (CE, 29)

Le client sort, reconduit, caressé, confus, presque
content d'écre refusé (G, 48):

voluntary separations:
Je céde enfin el je disparais . . . (SC, 12)

. - . legcon importante, motif pressant et indispensable de
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fuir & l'orient quand le fat est & l'occident . . . (SC,
29);

even deaths:
. « « elle meurt parée et en rubans de couleur (F, 7);

occasionally serve to terminate the passage. Where
thematics fail to articulate a message of finality,
an adverbial cue signals impending terminarion:

On en a vu enfin, qui ont sapé par les fondements de
grands empires . . . (SR, 7)

+ +« . l'on a des chagrins et une bile que l'on e se
comnaissait point, l'on se woit une autre complexion, l'on
est enfin étomé de se trouver dur et épineux. (H, 15)

Such artifice would of course be superfluous and
redundant 1In a text where purpose and progression
lead to a natural conclusion, bur La Bruyere clearly
has no 1interest in resolving the riddies of his
narrative, Qccasionally unable to supply a
resolution:

Cépendant s'en éloignera-t-on avant d'en awoir ciré le
moindre  fruit, ou persistera-t-on A y demeurer sans
grace s et sans récompenses? Question si  épinense, si
embarrassée, et d'une si pénible décision, qu'in nombre
infini de courtisans vieillissent sur le oui et sur le
non, et meurent dans le douce. (C, 22)

+ .+ . caractére équivoque, mélé, emeloppé, une énigme,
une question presque indécise (C, 96);

but more frequently simply unwilling to provide snch
dénouement, La Bruyére remains obsessively commitred
to portraying only the surface of things. Brisk,
broad strokes outline the form; the substance beneath
the surface, however, is not even sketchily drawn.

The "character™ 1is thus immurably fixed; all
possibiliry of transformarion rendered impossible
from the ourser. Straton retains his enigmatic aura

(C, 96); Arséne, his haughriness (OE, 24); Cydias,
his self-sarisfacrion (S8C, 75); Ménippe, his vanity
(EE* 40); Ménalque, his distraction (1, 7).
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The superficiality of Les Caractéres has not
escaped critical attention. For La bruyére, man is
but  an outline, a presence in the court, a blur on
the heorizon. as  Jules Brody has rperspicaciousty
noted:

A la place de toute analyse psvchologique, La Bruyére ne
nnus offre au contraire que de simples constatations
cbjectives, la, o0 rous nous attendons i trouver une
personnalité, un caractére, ou une raisom, nous ne
rencontrons plus qu'un fait accidental et gratuit, dénué
de signiticatisn humine, et qui résue a }gi seul toute
une existence: il est riche, il cst pauvre.

Bevond such statement of existence, furrher elabora-
tiaon surpasses La Bruyére's intention. It is there-
fore mnot surprising that he sa of.en terminates
passages with the verb écre, that is, where other
writers commanly beging

Un hame dit:  "Je suis vieux'', il passe soixante ans: un
autre encore: "Je ne suis pas riche", et il est patnre.
(H, 68)

1ol

** est un peintre, Cf un musicien, et l'auteur de
Pyrame est un poere; mais MIGNARD est MIGNARD, LULLI est
LMLI, et CORNEILLE est CORWEILLE. (MP, 24)

1 can perhaps offer no closing better suvited to
our deliberations on closure, norc any more
effectively articulated, thar an extended commentary
drawn from a recent paper of Professor Richard L.
Barnett entitled "La Poétique du déplacement.” I
cite the passage in English franslation and in its
entirety:

1f the forecited exarples strive concurrently to emx:leate
variants of one prominent (however un-notec) trap in the
neo<lassical realm, cthat of textual open-ness, or as 1
have elsewhere termed it, a fundamental and functional
resistance to poetic clasure, such conclusion leads per—
haps to a series of thegretical questioms which our con-
siderations intentionally engender bur which they opt—in
this narrow space—not to tackle. I refer, indicatively,
to ireluctable dilemmas of the following :Ilk: can any
portrait—like compendiun of images, be they brief and

L - e Fial T b Tace clrap by
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depictions, achieve internal harmony, coherence, or
closure? 1f so, by what means? 1f mor, is such dearth
any more specific to La Bruyére's scriptural universe

than it is to any or all others of such breed? Further-
mre, can any text which seeks neither origin nor destina-
tion, which obviates rationalization and explanation,
which elects to de-scribe that which it refuses a~priority
to pre-scribe, evaluaté, or explicitate, be wwolly self-
sustaining, if by this last designation we mean consonant,
camplete, adequately and satisfyingly terminal or
terminated? Moreover, whether we assign closure to a text
or rather perceive its lack therein, what are the ultimate
by-products of its respective being or nonbeing, presence
or absence? In a sense these broad queries ought be
appropriated by studies of theory bearing upon the very
nature and status of all literarity. And vet, mo less
paradoxically, such mnotions necessarily inform even the
closest and most textually-based of readings. What can be
affirmed—even at cthis juncture—is that La Bruvére's
Caractéres reek of an open, unended, mon-consonant

quality; that this quality is a bearer of meaning, not
merely a token of form: and finally that the entire Frame—
work thus constituted stands largely in serrated opposi-
Lion to the traditional concept of classical polish,
smoothness and rigor. Just how this reading fits into the
larger plexus of literary art, and to what degree La
Bruyere's writing {and writerly stance) stand as a symbol
of or deviation fram the norms of gll textuality remain
phencmena in dire need of exegesis.
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Scientific IndusiLry in Early Hispanic
American Literature: New World Discoveries

Jerry Mizzell Williams

Haverford College

En este pails de idealistas, de
misticos, de caballeros andantes,
lo que ha tlorecido sienpre con
mis pujanza no es la ciencia
pura (de las exactas y naturales
hablo), sinc sus aplicaciones
priticas, y en cierto modo
utilitarias.

Menéndez Pelayo,

La ciencia espaficl

The first manifestations of scientific activity
in the New World are evidenced in the descriptions
bequeathed to us by major chroniclers and narrators

as recorded 1in histories, diaries, jourmals,
dispatches, travelogues, treatises and letters
concerning diverse aspects of American reality. The

writings of sixteenth-century Spanish America and
Brazil embrace the period cof discovery, conquesl and
colonization, and endeaveor to affer to Eurcpe an idea
of the complexity of the indigenous properties to be
found in abundance. The authors cf these works range
from court-appointed historians to conquistadors,
from naturalists to missionaries, Their mnarratives
include differing interprerations of the wonders
encountercd as eyewilnessses, or as anmnalists who saw
the virgin continent through their soul and who based
their descriptions on second-hand reports often ob-
tained from returning mariners, including passages
culled from existing primary sources. These
perspectives are conrfained in  hiscories labeled
"matural,” "™moral,” Tapologetical™ and philosophical,
the themaric novelty of which ‘mparted veracity and
authority to their accounts.
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It is during rhe period of discovery that
Spain--never well known as a leader in systematic
research, and certainly an anomaly in the modern
world of technologlical innovacions—-emerged as the
front-runner in the area of biological and natural
sciences. Reseachers and writers under the Spanish
flag helped to dispel numerous mychs about the flora
and fauna of the colonies through their dogged
attempts to classify incoming data. The mood of
questioning and the desire for learning which of
these initial experiments creared for the Renaissance
offer striking insights inco the emphasis accorded
this unparalleled area of investigation.

The methods used in gathering and disseminating
information reveal an identifiable tendency to make
America knewn to the reading public by vivid
descriptiens that would appeal to man's senses and
thus heighten his curiosity. Comparisons with the
extent of development in rhis area in Spain abecund
and are offered as testimony to the unpredictability
of many finds. A look into this experimental side of
America provides an added dimenslion to the complexity
of the chronicle at both a literary and historical
form of documentation, and as the principal
repository of scientific knowledge. It is through
the work of these explorers and naturalists that we
have come to know its embryonic state during the
sixteenth century.

The foremost contributor to this burgeoning
field was Columbus. During his four expeditions, he
gathered evidential matter pertaining to the
inhabitants, their culture, the plants and animals
which he believed would be of interest to the Crown,
and the wvariations in climate and habitat, The
results of his voyages were Lto open another
laboratory available to scientisls te study the ways
of the world.

Perhaps Columbus' vrecognition of large ocean
currents was the most inciteful to others who planned
to sail to America in thac he was able to surmise
that wvast c¢drrents ran through the sea much like
underwater riveras, and cthat the entire Atlantic was
subject to these flows,
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from east to west with the sky, and that in passing this
track, they hold a more rapid course, and have thus
carried away large tracts of land, and that from hence has
resulted this great nuber of islands; indeed, these
islands themselves afford an additional proof of it, for
all of them, without exception, nm lengthwise from west
to east, and from the nertiseest to the southeast, w?ich is
in a directly contrary direction to the said winds.

Support for this position was gained by recording the
direction of the flow of debris in the waters, and
making correlatons to the course of the wind as well,
One direct result of Columbus’ owverzealousness Cto
impress the Crown was his error in interpreting the
effects of these currents, stating that the flow
caused the islands in the Antilles to line up as they
did in the east-west fashion,

Such open revelations led to the creation of
myths. Although it is commonly held that Columbus
reasoned the world to be spherical, this 1s only
partially correct. He thought that the earth was
shaped much like a pear. According to his gecodetic
theory, the earthly paradise was positioned on the
surface of the highest peak of the globe and
corresponded to the stem of the pear; no individual
could asgend this rise without express permission
from God.

He 1is equally convinced of the existence of
Sirens and mermaids, claiming to have seen them at
every turn.

When the admiral went to the Rio del Oro, he said that he
saw three sirens, who rose wery high from the sea, but
that they were not as beautiful as they are depicted, for
somehow their faces had the appearance of a man. He says
that on other occasions he saw some in Guinea on the coast
of Manegueta.

The superstition which encouraged his conclusion is
compounded by tales of the same as corroborated by
later mariners. We now conclude safely chat what our
disappointed Admiral witnessed were manatees,, either
frightened by his ships or surfacing for air.

Although a fair amount of the distortions
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clouded his observacions, Columbus was largely
responsible for the faciL-finding crusades which were
to follow.

As Spain became fairly established in America,
she granted commissions of three types that wvaried
according to momentary needs and whims. They were
either directly for the purpose of exploration of
unchartered lands, inherently scientific, or overtly

so, but rife with political overtones. In the early
stages, the missions espoused no specific plans or
methods  of «collecting data. A few of these

excursicns 1included a select group of foreigners
chosen for their differing backgrounds and fields of
expertise. Yet the early undertakings contasted
sharply with subseguent enterprises, Llike the noted
cooperative venture with the Tlrtalian government.
This 1789 tour, led by Alessandro Malaspina, typified
the joint educational mandate. On arriving at a new
situation, the assembly would go inland to collect
specimens; astronomers would set up a makeshifr
cbservatory on shore to take measurements of

latitudes and elevations: others would make
soundings, maps and charts of rivers and cogstlines,
while artists depicted rthe surroundings. This
exemplary alliance, however, was short—lived, for
Spain became more possessive of her colonies and
actively discouraged foreign interests in them. The

political status of America was destined to receive
greater direction than was scientific review.

The theological 1inquiries of the age cast a
unfavorable light on the discipline as  an
instituticn.

Theolegy was the 'Divine Science,' and the sole form of
systemized thought deemed worthy of srudy by the small
intelligentsia of the time. Everywhere the accepted
method of seeking truth was philosophic, and it is this
fundamental fact which must be enphasiaed in discussing
the Hispanic American mind and science.

Botany, however, conclusively before the ideas of
mutability arose, seemed to be an innocuous kind of
research and was the most fruitful avenue which Spain
pursued. Nevertheless, botany for the sake of
science was of little concern for the government. It
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was overshadowed by an interest in compehending the
practical side of plants of industrial or medical
value. Spain was so intent on finding sites which
would yield profit that annoally she would target
large sums for such purposes.

Significant groundwork achieved in the field of
classification of plants and animals must be credited
toc Fernindez de Oviedo {1478-1557), who was
appointed afficial chronicler of the Indies by
Gharles V in 1532. Through the detailed perception
required of a descriptive scientist, Oviedo was the
first to characterize the affections of the land. 1In
his primary publication, Historia natural de las
Indias, he communicated a sense of excitement about
the beauty and wonder he beheld, which ranged from
hammocks te horseflies. For example, the following
curative powers of the aforementioned manatee are
proffered:

The manatee has a certain stone or bone in its head .
which is very useful in curing pain in the side. First
the stone 1is burmed, then pulverized. When the pain
appears, the patient takes this powder on an empty
stamach, He takes as much as can be picked up with a
small coin and follows it with a swallow of good wine.
After continuing this treatment for three or four mornings
the pain disappears. Scme who have tried the remedy have
told me about it., I hgve seen many persons search
diligently for this stome.

" The {self-) interest and passion 1in Oviedo's
writings reflect the subjectivity which was ctypical
of reporting of the sixteenth century, On balance,
however, his narratives piqued European curiosity and
advanced the general body of scholarship.

Equal 1in importance to Oviedo 1in painting
America in a natural light was the dissercator, José
de Acosta (1539-1600), who, in 1592, published his
Historis natural y moral de las lndias, which proved
so popular that by 1604 editions had been distributed

in French, Italian, German, Dutch, Latin, and
English. In it Acosta sets out to reconcile five
paradoxes present in the scientific literature of his
day. He went against the pgrain of established

intellectual traditions and formulated his personal
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hypotheses concerning (1) the shape of the heavens
and the earch, (2} the existence of the antipodes,
{3) rthe habitabilicty of the torrid zones, (4) whether
the ancients had knowledge of the New World, an 0(5)
how the New World was settled by men and beasts.

In spite of his educaticn as a Christian friar,
Acosta seemed at ease in the role of theorist when he
questioned fundamental philosophic tenets, Like
Aristotle, he held that the earth was round, and
through cavtious astronomical surveillance confirmed
the presence of stars which exhibited c¢ircular
rotations about otherwise [fixed points in the
celestial hemisphere. The shadow of the earth on the
moon during an eclipse was declared by him to be
round rather than flat or square.

Acosta's brilliant achievement was in
assertively refuting apocryphal stories about the
settlement of the Indies. Assuming the earth was
flact, there would be no means to reach the New World
other than to cross the ocean. Acosta realized the
improbability ¢f such an event occurring much before
the invention of the sophisticated navigaticnal
techniques that were just coming into use. Even 1if
it was possible that individuals had in scme way
coursed the gap, how was it possible for all the
flora and fauna of the Ilndies to differ from chat in
Spain? ’

Seeing the heoly scripture saieth that all beastes and
creatures of the earth perished but such as were reserved
in the Arke of Noe, . . . we nust seek out both for men
and beastes the way whereby they might passe from the old
world to this new.

I coniecture then . . . that the new world is not al-
together severed and disioyned from the other world; . . .
I have long beleeved that the one and the other world are
joyrned and contimued one with another in same part, or at
least are neere. And yetlﬁo this day there is no certain
knowledge to the contrary.

The core of data gleaned from such trials fueled
Acosta to postulate his theory, .which 1is widely
accepted today. His contributions were well with'g
"the context of Aristotelian and medieval science"
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and distinguished him from other theologians vad
philosophers.
Francisco Hernandez (1518-87), personal

physician to Phillip II, was the firsct naturalist to
lead an expedition to Mexice, in 1570. Herndndez
traversed the territory with a small group of
sclentists and artiscs. The expense of the
undertaking drew the attention of José de Acosta who
stated that '"Dr. Francisco Hernandez hath made a
goodly worke . . . , causing all the plants of the
Indies to be lively painted, which they say are above
a thousand two hundred, and that the worke cost above
three score thousand ducats.'

Hernandez maintained that his mission went
beyond the purely practical aspect of finding new
materials: "It is not our purpose only to given an

account of the medicines, but rather to gather the
flora and compose the ggscory of the natural cthings
of the New World.” His methodology was a
straightforward one: each time he reached aan Indian
vllage, he would seek out the medical statesmen and
interrogate them. But often the natives were
uncooperative.

Either to look out for themselves or out of hatred for us,
the Indians make a mystery of what they have studied and
learmed. The natives . . . conceal . . . with a great
deal of secrecy, but with diligenig and care we have
managed to get the truth out of them.

Qut botanist reveals himself to be inquisitive
about the folklore and superstitions tied to the
articles he unearthed. Ta the coyotl [zorra de
Indias], he attributed restorative authority: '"En
cuanto a su utilidad medicinal, dicen que se clama el
dolor _de dientes limpidndolos con la punta de su
cola." Herndndez even elevated the lore by
suggescing transcendental properties for one of his
finds:

El ololivhqui o planta de johas redondas cura el contagio
gdlico, disipa la flatulencia y resuelve los tumres, . .

alivia la cintura relajada de las mjeres,
fortaleciéndolas. Los sacerdotes indios, cuando querian
similar oue comversaban com los dioses v recibian



107

respusstas de ellos, comian ?gta planta para delirar vy
ver mil fantasmas de denpnios.

Yet he did not succumb entirely to the native
practices and beliefs, for he judged some items, like
the acitli [liebre acuatica], to be ‘'niflerfas ¥
mentiras origiT das de la credulidad y ligereza de
es5tos hombres."

The distinction of Herndndez's Mexican odyssey
of seven years lies in he empirical proof it provided
for future reseachers,

The original flow of texts is complemented by a
series of wvoluminous reports of economic and
medicinal interest. Fray Bernardino de Sahagin
(1500-90) sought to incorporate different traits of
the New World into his definitive ethnographic
treatise, Historia general de las cosas de Nueva
Espatia, published in 1585, in both Spanish and
Nahuatl.

The procedure effected by Sahagin was much the
same in each case study: he began by supplying the
name of a particular object, its etymology, followed
by a thorough biological guide to where it was to be
found, its physical pecularities, its source of
nourishment, its patential medical--and at times,
economic—-merit, and ways in which the specimen could
be snared or cultivated. On finding an example
worthy of illustrating, Sahagun would include a short
recipe with his commentary. Two specifics are
offered for curing aliments of a  physical,
psychological and spiritual nature.

Hay otra hierba, . . . que se llama peyotl. Los que la
comen ¢ beben ven visiongs espantosas, o de risas; dura
esta borrachera dos o tres dias, y después se quita. Da
dnimo para pelear y no tener miedo, .pi sed, ni hambre y
dicen que los guarda de todo peligro.

La carme del tigre dicen que es medicinal para los que han
side casados y estando viudos, no se aEEerden de mujer,
ni les fatiguen las tenmtaciones carmales.

The European conviction that relief for nearly
all maladies existed in America played a critical
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role in the work of Nicolds Monardes (1493-1588},
physician, boetanist and precursor of trepical
medicine, whose work 1is most associated with the
compliacion of news relating to the pharmacological
and therapeutic complexity of the plants he imported
into his well stocked botanical garden in Seville,
His two volume collection, Hi toria medicinal de las
cosas gque se traen de nuestras lndias Occidentales,
enjoyed 1instant success and was translated iuto
!talian, French, Latin and English, the latter in
1557 by the merchant John Frampten.

Monardes laid claim to having uncovered herbal
secrets which aided in surgical techniques. The
drug, obtained from the gum of the balsam ¢tree,
assisted in the automatic healing of open wounds and
seemed te function in the same role that sutures play
today. In the words of Monardes, balsamo was
effective in "glewing together the partes with
makying matter, . . . and the rest of the woorkes
that deeth appertaine to Surgery, it doeth that
whiche 1is convenient untill the woundes bee whole,
and . . . §§ a commom Medicine in all surgery of
poore folkes,"

Monardes freely wrote about a plant often
without wverifying the accuracy of his sources. He
was convinced of the originality of his inventions,
although many of the p]aaSS he described had already
been indicted by others. Two panaceds called his
attention. One, affectionately known as "Oyle of
Liquid Amber” was able to ”B aleth excellently well
partes wheresoever applied.” The '""Oyle of the
Figge Tree of Hell" emerged as the most serendipitous
of the two.

In the griefes of the Stomake of cold humors, and windes,
and Colicke, it maketh great effect. It doeth avpide
fleame principaly, in griefes of the Jointes. A gentleman
that did vomit his Meate for may yeres did amoynt his
stomke, with this Oyle, and therewith did heale and never
‘vamited againe. And unto young children and Boyes that
can not goe to the Stole, anoyntyng the lower parte of the
Navill, it doeth provoke them to the stoole. And for
those that have lost their hearing, it causeth it to be
restored to them; . . . it taketh awage any markes or
signes, wheresoever they bee in the face.



Credit is given to Monardes for having fully
scrutinized tobacco, which resembled the "Oyle of the
Figge Tree of Hell" in that, as a stimulant and
prophylactic, it also helped mankind to seek truth
and inner peace. The Indians used tobaco for their
pastime: "The Indians doe take the smoke of the
Tabaco for to make themseilves drunke withall, and to
see the wvisions, and things thaEsdoe represent to
them, wherein thei doe delight.” This statement,
as well as others, argues that the plant in question
is one of many wild tobaccos ({njgotiana rustica)
close to marijuana in reflex. Furthermore,
Monardes identified nicotine as being hung in large
houses to dry, thus establishing a distinction
between the two plants. Tobacco, as it is known
today, was classified as "nicotaine" in the sixteenth
century., Like tobacco, the leaves of this plant were
burned and the smoke inhaled through a reed or hollow
bone.

In conclusion, America afforded Imperial Spain
the opportunity for development. Naturalists of the
sixteenth century were extraordinarily influentcial in
shaping the Eurcpean vision of the New World and in
chronicling scientific fact as well as scientcific
fiction. Even though much of their evidence was
later challenged, these pioneers blazed trails into
unknown regions, discoursed on the state of a world
that most people would never possibly experience and,
most notably, stimulated an appetite for adventure
and facilitated the transition into the Renaissance.

The literature of the period was similar in
certain aspects. As each treatise was an attempt to
categorize the bulk of natural history, admittedly, a
fair amount of redundancy was common. These early
accounts indicated a lack of rigorous scientific
discipline when compared to today's standards and
reflected the highly expleratory and utiliarian side
of the research, yet they were the first--in many
ways, the most exciting—-pleces of Lliterature to
originate in America.
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L'Itinéraire Narratif et Métaphysique
de Jeannine Worms

Pietro Ferrua

Lewis and Clark College

Il ne fallut pas longtemps & Jeannine Wo ms,
venue & Paris de son Argentine natale en 1951, pour
se faire un nom dans la littérature frangaise, Son
premier livre, le roman Il ne faut jamais dire

fontaine, parut en effet en 1956. I1 fallait etre
diablement douée pour s'exprimer si vite en francais
avec une telle élégance. Madame Worms affiche dans
ce roman le cynisme souriant d'un Laclos avec la
grice et la touche d'une Madame de La Fayette,
alliés & la concision et au dynamisme du scyle d'un
La Fontaine. Autant dire qu'il s'agit 1a d'une
dévote du ''grand siécle.”™ Un écrivain ~lassique en
pleine révolution du Nouveau Roman? Fas pour
longtemps, car Jeannine Worms va nous réserver bien
des surprises en «ce sens, Elle avait commencé
par écrire pour le théitre: "Les empaillés qui ont
été diffusés vingt ans plus tard & la télévision dans
une mise en scéne d'Alberto Cavalcanti (avec les
Fréres Jacques).'"  Peu auparavant Jean Vilar, encore
directeur du TNP, avait créé, dans la traduction de
Worms, Lumiéres de  Bohéme de Valle 1ncléan,
Jeannine Worms s'est par ailleurs distinguée depuis
lors au thédtre avec des mebteurs-en-scéne aussi
talentueux que Nicolas Bataille, Yves Bureau et
d'autres et des actrices telles que Marthe Mercadier
et Emmanuelle Riva.

Parmi les premiers a remarquer Jeannine Worms
nous trouvons les noms éminents de Jean Cocteau quj
déceéle en elle "la rigueur d'un travail spirituel"
et son souci de fouiller dans les tréfonds des ames,
ainsi qu'Alain Dosquet, qui voit en elle (en faisant
allusion & son theéatre) "le principal représentant
de la troisiéme générarion de L1l'absurde””. Que
peut—-il manquer au bonheur d'un écrivain béni par de
tele ©varrains? CSarne danure la concérratrinm Ul cranmd
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public, chose qu'avait prévue Cocteau lorsqu'il
disait que “§e5 Muses veulent attendre er dédaignent
1'immédiat."

Illustration du proverbe bien connu (Il ne faut
jamais dire fontaine . . .), le premier roman de
Jeannine Worms frappe d'emblée par son rythme

classique. Comme dans une fable de La Fontalne,
l1'écrivain ne perd pas de temps avec le dérail et
entre immédiatement en matiére. En deux lignes nous

sommes renseignés sur le cadre, les circonstances et
le fond de l'action; dans un mouvement Lrés emporté
ils retiennent notre souffle, Cette frénésie ne
s'arréte qu'au mor "fin."” Le fond, lui, ne fait que
confirmer le mot en exergue empruncté a Moliére
("Quelque honnéte petit stratagéme pour ajuster vos

affaires.™) Le confirmer ou le contredire? Madame
du Pommier trompera donc son mari (il ¥y a toujours
une 'premiére fois") en toute gaieré de coeur

croyant cependant ne pas étre amoureuse de son
amant , Chez elle la part du jeu 1'emporte sur les
sentiments, du moins tant que le jeu pourra é&tre
mené par elle, La coquetterie de Madame du Pommier
est toute cérébrale, et tout est congu par elle comme
un jeu d'échecs, ou, plus précisément, comme un jeu
de cartes: ""Une autre s'était servie d'une carte
qu'elle détenait aussi,. Que l'cccasion se
présentat, et elle saurait 1'abattre, non a
l1'érourdie et pour une simple 'levée' mais afin de
gagner définitiyement la partie.”  Mais on a beau
vouloir mettre de l'ordre dans ce qui échappe A&
toute schémarisation; l'irrationnel triomphe faisant
fi de toute prudence. 85i l'on n'est pas dupe de soi-
méme, d'autres s'en chargeront, comme on le verra
plus loin. Quel que soit 1'intérét que 1'on
accorde aux vicissitudes de Mme du Pommier, somme
toute une histoire d'adultére est d'habitude banale,
c'est plutdc dans la maniére que dans la matiére
que réside la réussite. C'est l'agencement parfait
des événements, la succession des pensées, le
frémissement interne de la phrase--de style
classique--sobre, concise et précise, Est-ce A
Boileau que notre personnage pense quand elle se
corrige et recorrige, mesure et remesure? Dans un
message d'amour déja pourtant concis, donc le rexte
sonne ainsi: "Je te quitte 4 l'instant. Déja je
voudrais te revoir. Pourtant ne t'inquiéte pas de



ce zele, Je viendrai quand tu le UOUdFﬁH. Merol
de ce bonheur que je ne tiens que de toi,” il semble
4 Jeannine Worms d'en avair trop [ait dire 4 son
personnage el elle songe tout de suite gu'il y resce
des maladresses dont elle voudrait émonder le hillet
doux, Peu importe qu'elle décide ensuite de
1'envayer quand méme tel quel. Ses réricences
stylistiques (f{inissent par envahir sa penséc; plus
elle se veut indifférenre et conmtrolée, plous e¢lle

s5e  surprend A ne penser qu'i s=a Jiaisan. Pertsce
qui [init par 1'emporter sur toules les avbres of lLuj
dévoiler, peLit a peiic, 1 amp Leur de son
chsessian. Le premier Llrissoun d'effroi qu'elle

ressent est A la seule ideée quc  son amant  puisse
arriver ¢n retard ou carrément ne pas venir a o leur

premier remlez-vous au restaurani. Ne s5'inquicte-
t—-elle pas ensuite d'une aventure amourcuse gue 50N
mari aurzit cue avant le mariage? Ne devient-elle

pas appréhensive lorsqutelle remarque un accroisse-
ment de familiariié enlre sa cousine ¢t son mari?
Mais ce n'est gqu'd la conclusion dJde 1'histoire,
quand elle se découvre "abandonndée' par son  amanl-—
par ce méme amant qu'elle avail ¢ru pauvair trailer
en jouel (non plus "neul™ mai» a4 <classer parmi les
objets d'usage quotidien) gqu'elle camprend le
mécanisme de 1l'amour et y succombe. Jeannine Worms
est riche en [ormules réussies et si le livre s'était
ouvert de manicére c¢ynique et époustouflante: "Mme
du Pommier rentra chez elle fort <contente d'avoir
trompé son mari. Elle n'avait pas éprouvé & le
taire des délices nouvelles. Elle y avait puisd le
sentiment d'une promotion, sire de s'dtre par la
auvert acces 4 une  calégorie  diflérente  ct
supérieure," il se conclut avec un méme geste
thédatral et inattendu: "C'ast alors qu'elle
écrivit ses mémoireg pour l'édification de son mari
et de son amant." La derniére page du roman
contient bien davantage que cette boutade Finale,
Quelques phrases simples cbt cuurtes mais significa-
tives (& combien!} nous donnent la ¢lé de sa con-
ceprion philosophique et psychologique de 1'amour qui
va animer bien d'autres personnages et bien dfavtres

livres, Par exemple 1'amour congu a postériori,
dans 1'absence: "Tout le ralheur du monde fondit
soudain _ sur Mme du Pommier. Elle comprit qu'elle
aimaic." Car ¢'est toujours aprés, trop tard, au

deld du jeu, que 1'amour accuiert un sens.  Amour
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va de pair avec irréparable. Mais la lucidité de
Jeannine Worms pousse Mme de Poemmier & franchir
1'impasse: "Devant le désastre de sa vie, elle
s'abima dans des pensées mornes. Elle y fut
longtemps. En des temps plus anciens, Mme du Pommier
se Ffit rerirée dans quelque couvent. D'autres
qu'elle, excessives, se seraient suicidées. Mme du
Pommier se contenta de repreandre le chemin qui méne
lentement A la vieillesse et sur lequel elle
semblair s'étre un instant arrétée . . ."  Autre
constante dans l'oeuvre de Jeannine Worms, c¢'est
cette suspension du temps que célébre l'amour mais
qui nous réserve bien des désarrois, comme nous le
verrons plus loin.

Le roman suivant de notre auteur calque
apparemment le triangle amoureux du précedent, mais
en apparence seulement. En fait il s'agit d'autre

chose et il est dtrange que personne n'ait pensé, a
ma connaissance, sinon a le classer dans le Nouveau
Roman, du  moins 3 l'en rapprocher., Les
celncidences sont nombreuses: 1'ambiguicé, le
reman dans le roman, les variantes, 1la duplicité ou
multiplicité des points de vue {ean trompe l'oeil,
d'ailleurs) et plus encore. Nous sommes, qu'on Yy
prenne garde, en 1957 lorsque Les uns, les autres
parait chez Fasquelle. T T

Le rythme n'est plus du tout celui du roman
précédent, moins serré, plein de circonvolutions,
d'une plus grande ampleur. Le débit du récit est
plus lent et s'aventure dans de nombreux méandres.
Au  départ on a 1'impression de devoir tout prendre a
la letrre, c'est a dire gu'il y a un "je'" narrateur
qui s'appelle (on 1le decouvrira petit a petit),
Jacques Menéville qui est un écrivain de 39 ans dont
la femme, Martha, a 27 ans. Les deux <chérissenc
Adolphe, un étrange personnage qui évoque d'emblée le
neveu de Rameau, Que pourrait—il se passer au deli
du conventionnel triangle amoureux? Eh bien, cela
meme nous réserve bien des surprises. D'abord nous
Croyons comprendre qu'effectivement Martha est
amoureuse d'Adelphe et que lui, il ne l'ignore pas,
mais évite wune possible liaison. 11 apparait
ensuite que le narrateur se doute bien de ce qui se
passe dans la téte er dans le coeur de sa femme et
s'étonne méme qu'elle le soupgonne d'étre dupe,
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Adolphe, par ailleyrs, croit "tromper Jacques en ne
le trompant pas” ce qui ne laisse pas d'étre
original, que ce sentiment soit dicté par le sens de
ltamitié ou par des mobiles moins nobles. Mais la
vraie nouveauté est celle de la présence d'un dguble
point de wvue, les deux narrateurs qui s'alternent.
Jeannine Worms annoncerait-elle La quéte, de Marc
Saporta? A premiére wvue seulement. Sans doute
Martha n'est-elle pas méme un  personnage de
1'aureur, sans doute n'est-glle que 1'invention du
personnage—gcrivain, seul protagoniste du livre
donnant wie aux autres. Serions-nous en climat
surrdaliste? Probablement pas. Jeannine Worms ne
nous semble pas pratiquer la dictée automatique et
parait au contraire exercer un controle constant
sur ses personnages. §'il faur absolument lui
trouver des antécédents lircéraires, ce serait
plutde  1'Unamunc de Niebla ou le Pirandelle des
années '20. On a efifecrivement l'impression que ses
personnages ou les creatures imaginées par Jacques le
rarrateur, refusent d'8tre des pancins er imposeht
a 1'écrivain une démarche quasi autonome. On
pourrait facilement leur appliquer le paramétre de
Tilgher & propos du dualisme arc-vie.

Le vrai mystére est de comprendre, de déceler
ce qui manque A4 ce roman pour que la critique n'ait
pas daigné le placer parmi les livres qui comptenc.
Ecrit dans la maniére chatiée de son roman
précédenc, plus ramassé, meoins abscons, sans doue
aurait-il eu une destinée différente. Mais a-t-on le
droit d'endiguer l'imagination d'un auteur?

On devine que Jeannine Worms a regu une
formation philoscphique quand on constate avec quelle
aisance elle égréne des pensées d'une profonde
dimension avec désinvolture alors que notre auteur
traite des problémes les plus sérieux, voire
méme les plus profonds er cru-iaux.

Ainsi, par exemple, son livre suivanc,
l1'Apologie du mensonge échappe & tout classement
conventionnel du genre. Sans doute Jeannine Worms

en inaugure-t-elle wun mnouveau elle-méme, mélange
d'essai littéraire et philosophique, d'autobiographie
et de boutade. La morale du livre est le triomphe du
paradoxe: la vérité cautionnée par les mensonge. La
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vérité est inaccessible, voild le postulat du
départ, habilement et solidement confirmé par totes
sorte de  supports logiques  gui étayent  un

raisonnement de cent cinquante pages. Mais le livre
nous donne beaucoup plus gue ne promet son sous—titre

de ‘'plaid." Jeanine Worms feint plaider por le
monsonge alors qu'en faict elle se pose et nous pose
un grand nombre d'interrogations métaphysiques. Le
tout, fortement agrémenté par des cocasseries de
logique implacables er subriles (parfois dissimulées
dans des notes). L'allusion, le signe, l'écran
voilent souvent son discours. Tout est suggéré, et
avec tact, beaucoup plus gue "dit.'" L'histoire de la
licorne a laquelle est consacré le mnoyau de
l'ouvrage pourrait servir a illustrer cette maniére
de l'auteur. On serait renté de refuser de prendre
cette 1image a la lettre et d'y voir plutbt une
dissertation sur l'existence de Dieu et la dévorion

des craYants. En effet voici le processus: "La
privation de certitude est si pénible que peu
d'espricts sont en mesure de la supporter. Une
angoisse les saisit, un vertige, qui, les fait se
raccrocher & l'appui le plus illusoire." Cet état
d'anxiété porte 1'homme & chercher 1la licorne, a
croire A la licorne. Pour développer son

raisonnement, noLre philosophe ne mentionne jamais
rien de sacré mais se sert de mouches, moucherons,
cafards licornes, etc, . . . par un souci de pudeur
qui rappelle la discipline classique de son premier
roman. L'homme cherche, mais ne trouve pas et
comment padrrait-il trouver ce qu'il cherche s'il
n'en connait point le physionomie? Comme le dit
l'auteur: "On peut imaginer cette circonstance,
aussi favorable gue désastreuse: un initié auquel la
licorne daignerait se montrer, gt gui ne la
reconnaitrait pas, fagyte de posséder d'elle un
portrait ressemblant.” Mais le systéme licornien
a sans doute tout prévu: on ne voit que ce qu'on
croic., Et si 1'on croit & guoi bon voir puisqu'on
croir de toutes fagons? Jeannine Worms nous propose-
t-elle l'agnosticisme quand elle semble wvouloir
sortir de 1'impasse? "Ou wvous croyez 4 la licorne
et wvous la voyez, ou vous n'y croyez pas, et vous
vous Otez par la tout moyen de la nier. Mieyx vaut
sortir du jeu et s'occuper a autre chose." La
casuistique théologique {(en admettant que ce so0it de
cela qu'il s'agisse)}) a prévu  méme cette
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circonslance. "Clest 13, précisément , que  le
SysLeémo de la licorne mantre oM infernale

perleclion; quand vaus vous pensez le plus étranger
a lui, que vous vaquez sans soucl 4 vos affairey,
elle vous ressaisit par défaut, 1'oubli d'elle étant

encore, dang,son ordrc, une maniére de Lémoigner son
existence," montraatl 2insi que son  systléme  esr -
sans faille. le systéme Worms est, hélas!, moins

infaillible car tout l'art qu'elle déploie dans son
livre pourrait ne pas sulfire a sauver son dme.
Cela &aussi est escompte <d'aprés le systéme de la

licorne;: "ltartisre est celui qui veur plus. Sa
lecherc esl d'autant plus admirable qu'il la sait
vaine."

Alain Bosquet avait bien raison lersqu’'il a ditc
que {paraphrasant Restand qui 1'avait traduit de

grec) ''rien de ce i est moderne ne saurait échapper
a4 Jeanuine Worms,' car avec Un magnolia, qui vient

tout. de suite aprés, nous nous trouvons devant won
genre aussi "déroutant” {dans le sens qu'il secoue
nces habitudes de lecture passive) qu'original. Ment-
elle, Mme Worms, quand elle veut neus faire croire a
l'exisceace d'un vral arbre dans le jardin du
protagoniste et aurait-il raison Jean Blanzat
d'affirmer gqu "Il n'y a pas de magnolia, le narrateur
invente, ce premier mensonge va se multiplier:
apres un premier mensonge, un antre en découlera,
puis un autre, 'qui se mélent et se c0mbine?5 dans
une prolifération véritablement organique'" '? La
question, sans doute, doit étre posée & un autre
niveau. Dans Apclogie du mensonge Jeannime Worms
dit: "Un ouvrage logiqugzgst contenu tout entier
dans sa premiére phrase," ; voilda exactement ce
qui va se manifester dans Un magnolia. Peu imporce
de savoir s'il s'agir 13 d'une vérité ouv d'une
boutade. Imaginons donc un procédé pédagogique: un
professeur assigne aux étudiants de sa classe de
composition wun sujet dont le titre se résume en un
seul mot ‘'L'arbre." Il ne leur donne aucune
instruction, sa maleurique se contentant de faire
accoucher leur imagination et prévoyant que tel
éléve parlera d'un arbre spécifique, un autre d'un

arbre mythologinue, un au re encore de 1'arbre
habitacle d'oiseaux et dférureuils, et ainsi de
suite, Alors 1'arbre dev,endra tour a tour image

mystique, matiére d'induscr e, symbole phallique,
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pourvoyeur d'embre, chaperon d'amoureux, etc, . . .
En  analysant les compositions de ses éléves
l'enseignant s'apercevra que le sujet "arbre' un'était
qu'un prétexte (toute autre obiet ne le serair-—il
pas?) et qu'en faisant semblant de parler de <cela,

les élédves n'ont fait que parler d'eux-mémes
Dans Un magnolia, 1l'arbre est également un trompe-
1'0eil et le narrateur, tout en faisant semblant de
parler d'un objet ne fait que parler de lui-méme, de
ses rencontres (réelles ou imaginaires), de son
passé, qui affleure lentement 3 son subconscient et
s'impose insidieusement jusqu'ad devenir un sur-moi
juge. C'est alors que le jes des hypothéses prend
corps. Celles—ci sont escomptées d'avance——faut-il
souligner, wune fois de plus, que tout recours a la
dictée - automatique est pure ressemblance?-—
puisqu’elles  découlent d'un ordre trtout a fait
logique, mais n'en <cessent pas moins d'étre
imprévisible étant donné le lent processus des
enchainements et des recoupements nécessaires. 11
s'agit, pour employer le langage d'un nouveau
romancier, d'en "délabvrinther l'anecdote,' ca qui
n'est pas aisé 4 une lecture distraite, car, comme
dirait Robbe-Grillet, 1les wvariantes des wvariantes
sont trés complexes (encore que Jeannine Worms
préfére parler "toutes les possibilitées dont
elle est riche." La conception de l'art d'écrire
de Jeannine Worms n'est pas trés éloignée de celle
des Nouveaux Romanciers. Si Saporta parle de 1l'art
comme d'un  Martifice, ' Robbe-Grillet préfére
carrément parler de l'art comme "mensonge," et Worms
nous propose justement pour la fiction des mensonges
qui se nouent sur trois niyeaux de fiction qu'on ne
sait plus comment déméler. De quoi sfagit-il au
jusce? Monsieur Z, un homme d'idge moyen, retraité
ou oisif, plante wun magnolia dans son jardin.
L'arbre est admiré par une fillette de neuf ans,
Marie Pécatier. Les autres persconnages s'appellent
Ursula, une vieille bonne; M. Pecatier, chauffeur, et
sa femme, parents de la petite Marie; M. Joseph,
voisin et instituteur; Mariecte, femme du narrateur,
et Thérese, sa fille. Le récit semble pendre
plusieurs directions: le narrateur paralit étre un
vieux maniaque qui offre des bonbons aux petites
filles. Est-ce pour les empoisoner ou pour Lles
séduire? Le magnolia est-il un arbre décoratif ou
bien est-ce wun prétexte pour cacher des ossements
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humains qui pourraienl etre ccux de sa femme decédée
{assassinée?), voire méme ceux de la bonue Ursula ou
de sa [ille Thérése, elle aussi disparue? DPortrait
d'un sadique (un peu a la maniére d'un Pieyre de
Mandiargues?), intrigue policiére ou divagations
d'un schizophréne? Tout cela est loisible, mais on
soupgonne que l'anecdote est seulement un prétexte
et que ce quil compte, en fait, c¢'est la trouvaille
structurale du livre écriL a partir de rien, &
partir d'une simple phrase d'ol tout nait et croit
comme d'une graine a rravers des mensanges habités
de formes qui s'enchalnent et se déchalinent,
s'affirment et se contredisent, prennent vie oun
avortent. Le dédale est bati de facon & ce que
tout soit en méme temps loisible et improbable, sans
doute afin que le lecteur wveuwille bien habiller
1'intrique selon son imagnation et 1'enrichir & sa
guise, Cette liberté d'invention dont le narrvateur
s'arroge le droit et que revendique vraisemblablement
1'aureur, pour qu'elle soit complére, il fallait
bien que le lecteur s'en avantagedt aussi. 11 vy a
toutefols, dans le roman, quelques fragments qui lui
semblent étrangers. Ne paraissant pas indispensables
4 1'économie de 1'ensemble ou carrément déplacés,
ils  appartiennent  plutdt agu livre suivant de
Jeannine Worms et sans doute 1'amnnoncent, comme on a
vu que certaines phrases des Uns et les autlres

annongaient déja L'apologie du mensonge. Je pense
notamment a la phrase sur le "mal” {p. 9) et a
celle swr l'incommunicabilicé (p. 10). Si tout un
libre est déja contenu dans la premiére phrase,
comme nou le propose Jeannine Worms, D'une
malédiction™™ est déjd contenu dans une phrase d'Un
magnolia: "Le mal n'est pas en chacun de nous, mais

entre nous, dans cet espace qul nous seépare les uns
des autres, 13 ol le diable se niche por nous
décocher l'infernal besoin d'aimer, puisqu'il nous
prive en méme temps du moyen de le satisfaire.
Songerions-nous a nons unir si nous n'étions pas
sépairs? Est-il ens notre pouvoir de changer la
nature et de fondre, dans on ne saict quelle
combinaison nouvelle, ce qui était d'abord fragmenté?
Non, mille fois non. Je ne puis étre l'autre,
l'autre ne peut &tre moi. La falle qui nous
distingue est irréductible. C'est pourquoi j'affirme
qu'il est démasiaque d'avoir mis en nous l'envie de
la franchir." Ce n'est donc pas coincidance si
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1'on lit des pensées d'une méme dans D'une
malédiction, telleque: "Le mal n'est pas en nous
mais entre nous," (p. 19) qui dépasse et résout tout

théorie problématique sur la nature humaine, qu'elle
soit émise par le R. P. de Sertillanges ou par Jean-

Jacques Rousseau. Ce mal auquel tout moraliste
voudrait échapper et que l'on s'est évertué de cermer
de prés, d'analyser ou de stigmatiser est peut-étre
une des seules réalités existantes dont on soit a
peu prés s{r, meme si sa nature est énigmatique.”
Le mal est notre condition, notre source, notre
destin' affirme Jeannine Worms (p. 12). Des propos
d'une telle gravité ne sauraient €tre pris a la

légére. Stagirait-il de provocations?
Constitueraient-ils une profession de foi de
pessimisme, voire méme de nihilisme? Qu serait-ce

au contraire le résultat d'une rigoureuse démarche
ontologique? Si pessimisme il y a (ne serait-ce
plutdt de la lucidité intellectuelle?) il est
simplement racheté par la viguveur et la beauté du
style, par la profondeur de la pensée et, finalement,
par la valeur du message. Ceci dit, 1l'essai n'est
pas consacré 4 l'érude du mal mais 3 celle de
1'amour considéré comme un de ses aspects les plus
criants. Le tout est de savoir quel serait la cause
et l'effet, la question est bien embrouillée. Si le
ton frise souvent 1’'excés par la violence-méme, en
Fait Jeannine Worms interroge les philosophes, les
moralistes et les écrivains de telle maniére a

constituer--sans vain  éralage d'érudition--une
histoire de 1'évolution du concept d'amour & travers
norre culture, Tous les avatars et les nuances en
sont pris en considération, Sans citations

Fastidieuses (c'est a4 peine si une cinquantaine de
notes constellent le livre), sans ton solennel,
voila les points de vue d'Epicrére er de Pascal, de
Sainct-Frangois et de Sainte-Thérése, de Moliére et
de Chamfort, de Lope de Vega et de Dostolevsky.
Méme Borges et Lupascu sont mis & contribution.

Si Chardone avait pu conclure que l'amor était
beaucoup plus gque 1'amour, Madame Worms semble
vouloir renverser la formule en écrivaut que
"1'amante qui aime bas et le sait” (p. 123) parait
s'humilier elle-méme par wune alliance qui la diminue
mais dans laquelle pourcant elie croit voir sa
glorification. L'auteur a esquivé rous les dangers
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gqu'un tel ouvrage pouvait courir, soit gémissements,
clichés, miévreries: elle ne s'adresse pas aux
midinettes. Par ailleurs, quels que soient les
traits personnels contenus dans 1'essai, il ne s'agit
ni d'une autcbiographie, mni de 1'epanchement d'uue
femme en mal de seusations morbides. Ce contre quoi
Jeannine Worms en appelle c'est 1'illusiou de plus
etre que mnous procure l'amour, c<e faux sens de
plénitude qui se 1évéle-~trop tard, hélas!--ctre
un leurre. Lorsqu'il uous a ravagés et gue nous nous
crovons par sa faute mis au-dessucs de la condition
humaine et quasi immortels nous nous apercevous qu'il
s'est pourtan! s'esiL morqué de mnous. "Dépaysement
intérieur, 1l'amour est Lle seul wvovage" (p. 18),.
Vovage qui, pour notre auteur, n'est ni
nécessairement myst ique, ui spirituel, mais
profondément sensuel: "L'acte d'amour n'est pas le
péché c’est le contraire du péché l'instanct ol 1'on
s'y adoune est celui dans lequel le péché paraic le
plus prés d'étre aboli,” (p. 19) Fugace f[élicite,
l"amour est fragile et ne saurait durer ("les seuls
amants heureux sont ceux qui meurent emnsemble.')

(p.30). Aprés nous avoir portés i l'extase il
nous lache dars la fange, le doute s'installe entre
les amants, les ronge, les pousse 4 la jalousie, &
la mwéfiance, a ltaurodestruction. Collé 1'un

contre l'autre, malgré soi ou malgré l'autre, devant
leurs miroirs déformants qui font perdre aux amants

tout concept de réalité, chacun peut alors se
demander, 4 propos de l'autre: "Que pense-t-il?
Que ressent-il? Dic—il la vérité?" (p. 38) Voila

reapparaitre 1'idée du mensange que Worms avait
déja développée dans son essal précédent sur la base
d'un  jugement fallacieux ol toute objectivité
devient impossible: "L'incapacité ol nrous somme s
de reconnaitre une parole vraie d'une parole
trompeuse les rend toutes suspectes, si 1'on ne peut
craire a rtout, on ne peyt croire 4 rien." (p. 41)
Ce qui est dir au sujer des amants pourrait 1'étre

au  sujet de tout autre commerce individuel ou
collectil. D’ ol la dimension métaphysique
qu'acqguiert l'ouvrage, qui dit beauccup plus qu'il ne
veur dire ou qu'il ne semble wouloir dire, Non
seulement la < mmunicn entre les érres semble arre
ardue ou carrément inaccessible, mais la

communicaion méme devient impossible ou risquée.
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Mals voild qu'aprés avoir patiemment démonté le
mécanisme de l'amour et du rapport avec autrui et
aprés avoir prouvé gue LouL entente est improbable,
aussi bien dans 1'amour que dans la souffrance,

Jeannine Worms nous surprend avec ses conclusions,
qui pat ailleurs ne font que confirmer sa démarche

vers la sagesse, une sagesse conquise au dur prix
d'une trés grande lucidité:  "1'amour, le détestable
amour, reste 1'unique féte des hommes; la
malédiction la plus terrible, celle d'en &tre banni
( . . ). Magicien qui transforme un galetas en
palais, wun bouge en palace et un homme en demi-dieu,
1'amour donne signification & l'absurde et justifie
1'injuscifiable." (p. 191)

Aprés nous avoir dénudés, démunis et livrés &
la seule consolation de la philosophie, wvoila que
Worms nous redonne dignité et espérance. Que peut-on
demander de plus & un écrivain?
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Lope de Vega's Philosophical Pastoral Drama

Deborah Compte

Princeton University

The pastoral is a mode of literary expression
which originated in classical antiquity and which has
enjoyed a wide popularity from its inception. The
bucolic wvision responds to a basic longing within
mankind for a utopian order of existence in which the
human being can most fully express his essential
nature, enjoying a serene life removed frpm the
strife and constraints of the ordinary werld. The
conditions of pastnral are few, yet the variations of
the mode are many. It presupposes an idealized
bucolic landscape and the literary type of the
shepherd or simple man, and it usually carries within
it an implied contrast with some more complex type of
society. It is closely linked to the expression of
love and the celebration of nature. These
characteristics, while integral to all bucolic
literature, may be articulated in a variety of man-
ners, and it is due to the flexibility and richness
of the mode that pastoral has charmed its listeners
for so long a period of time.

Lope de Vega was highly aware of the numerous
options suggested by pastoral and carefully culti-
vated them in many of his works, His pastoral
romance, La Arcadia, and other works of prose fiction
such as Pastores de Belén and Remedio en la desdicha
illustrate his use of pastoral in narrative. There
are pastoral interludes in his epic, Jerusalén con-
quistada, and his lyric poetry is heavily infused
with bucolic motifs. But his most striking cultiva-
tion of the mode is to be found in his dramatic
production. Lope does not limit himself to the
imitation of a single form within the rtradition of
bucolic literature, but rather expleits numerous
types of pastoral fiction, incorporating a variety of

alarmant o [ S U, i o e . e . .
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creations. HNot only was he familiar with the ancient

bhucolic conventions originating with Theocritus and
Virgil, but he was also thoroughly acquainted with

the devices and motifs of Christian pastoral and
Benaissance pastoral romance, as well as the current
and traditional philosophical doctrines associated
with country living. Lope evidently approached
pastoral with a critical, yet sympathetic, eye, and
this study examines the ways in which he adapted and
enriched traditional forms of bucolic literature in
his theater, particularly in the creation of a type
of philosophical pastoral drama in his mature years
as an arcist.,

Perhaps the wost carefully wrought of Lope's
pastoral dramas are those in which his characters
emerge as spokesmen for the ideal moral wvalues
traditionally associated with the contemplative life,
Elzuillano en su rincén and Los Tellos de Meneses I,
IT°. Lope exalts not only the merits of the solitary
life, but 1imbues the rustic figures with a special
dignity as they bhecome exemplars of virtue,
rationality, proper love, and the wisdom and gravity
of the Stoic sage. Lope found the traditional intra-
spective focus of the pastoral shepherd easily adapt-
able to an examination of the moral virtues of the
contemplative man. The bucolic tradition, in fact,
offered him a distinguished model for such an en-
deavor, the Horatian pastoral of solitude, with its
emphasis on inner fulfillment and the virtues af the
life of retreat. Enriching it with the ethical
philosophy championed in the influential treatises of
the contemporary Neostoics, Lope was able to create a
type of cosmopolitan pastoral drama in which the
idealized natural way of life of the protagonists
also embraces and is harmonized with the political
suprastructure within which they exist. Because of
the predominance of the meditative and ethical focus,
the customary features and literary devices of
pastoral which Lope integrates so carefully into his
plays are adapted to the philosophical tone of the
works, Thus, we see that the presentation of nature
and love, standard elements of pastoral, and the
depiction of the characters all serve primarily to
contribute to and reinforce the philosophical dimen-
sions of the plays.
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The idealization of the natural setting i{s un-
doubtedly one of the most constant features of all
pastoral literature. Bucaolic fiction traditlonally
emphasizes the beauty of nature and the sense of
peace and tranquility man attains from his close
communion with his physical surroundings, Lope's
presentation of the country landscape in his phile-
sophical pastoral plays conforms to the attributes
conventionally found in bucolic environments. Yet,
the particular features which he underscores in his
lyrical evocation of the landscape carefully serve
his dramatic objectives. He emphasizes the harmony,
productivity, and solitude of the natural setting and
recalls many classical topoi as he explores the
spiritual implications of the idealized life styles
of his village philosophers.

One of the most appealing characteristics of the
country 1is the prevading sense of harmony found
therein. The countryside reflects in many ways the
perfection and orderliness of the cosmos. Man is aa
integral component of this vniversal design and is
happiest when he regulates his life according to the
rules of nature. The exaltation of the simple, rus-
tic life is an ideal celebrated in antiquity by
Horace and Lope does not hesitate to exploit the
imaginative power of its most illustrious classical
formulation 1in these plays. ln both El villaao and
Los Tellos, the village patriarchs deliver variations
of Horace's beatus ille poem as they affirm the
contentment of their lives in harmony with their sur-
roundings:

;Cuin bienaventurade

Puede llamarse el hambre

Que con escuro nombre

Vive en su casa, honrado

De su familia, atenta

A lo que mas le agrada y le contenta! . . .
Yo salgo con la aurora

Por estos verdes prados,

Aun autes de pisados

Del blanco pie de Flora,
Quebrando algunos hielos

Tal vez de los cuajados arroyuelos
Miro con el cuidado

e salen mis castores:



129

Los ganados mayores

Ir retozando al prado,

Y humildes 4 sus leyes,

A los harbechos comducir los bueyes.
Vuelvo, y al mediodd

la comida abundante

No me pone arrogante;

Que no pienso que es mia,

Porque, mirardo al cielo,

El duefio adoro con humilde celo.
Todos los atios miro

la limosna que he dado

Y lo que me ha quedado,

Y diciendo suspiro,

Viendo lo que se aumenta:

"Siempre me alcanza Dios en esta cuenta."
- Le doy gracias al cielo,

Que fertiliza el suelo,

Tan liberal cormigo;

Porque quien no agradece _
La deuda al cielo, ni aun vivir merece.

By celebrating the rustic's intimate and har-
monious relationship with his surroundings, Lope
invests the protagonists with a special dignity, for,
since the countryside mirrors the general perfection
of the <cosmos, the rustic man also participates
directly in God's divine plan by integrating himself
with the natural world. The glorification of the
peasant in his affinities with nature recalls the
ancient Stoic ideal of the simple, unassuming life
style in which one 1is content with the ,modest
provisions cffered by one's rural environment. The
harmony which Lope attributes to the country under-
scores the excellence of the rustic life, and, in its
most ideal form, the peasant community reflects the
accord evident throughout nature.

While repeatedly noting the harmony of the
natural world, Lope at the same time emphasizes its
boundless vitality and abundant productivity., In
contrast to the stylized portrayal of the locus
amoenus typical of classical pastoral and several of
its Renaissance Neoplatonic descendants, Lope pre-
sents a strikingly dynamic vision of nature in rhese
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plays. While in the more tracitiomal pastoral works
the gentle aspec:ts of nature-—-the soft breezes,
crystalline springs, and the grassy meadows--dominate

the setting, in Lhese dramas, the fields are over-
flowing with produce, and the landscape is notable
for its rich vegetation and varied colors. Far from

an idealized static backdrop, mnature is a realm of
endless e¢yclical flux, Incorporating man's energies
in its rhythms and bestowing its plentiful harvests
on the rural communities which it beneficently en-—
folds.

As in some of Lope's other pastoral dramas, and
particvlarly in his Ghristian pastoral plays, the
bountifulness of nature is seen as a reflection of

God's providence. However, at the same Lime, the
productivity of the land is explicitly linked to the
industriousness of its inhabitants. The ruscics are

unlike literary pastoral shepherds in that they must
labor, tilling the land and harvesting its produce.
The rthriving vitality of the countryside attests ta
the strong work ethic of the peasants. While the
value of labor is not usually celebrated in such
bucolic  works as Theocritus’ Idylls, Virgil's
Eclogues, and the Renaissance pastoral romance, it is
a Horatian 1ideal which surfaces in his Epodes and
Epistlcs. Fray Luis de Ledn also expresses the

satisfaction derived from working one's own land in
"La vida retirada':

Del monte en la ladera
por mi mano plantado tengo un huerto,
que con la primavera,
de bella flor cubierto,
ya muestra en esperanza el fruto cierto.
Y com codiciosa
de ver y acrecentar su hegmosura,
desde la cumbre airosa
una fontana pura
hasta llegar corriendo se apresura;
y luego, sosegada,
el paso entre los drboles torciendo,
el suelo de pasada
de verdura visitiendo, 7
y con diversas flores va esparciendo.

The notion of an idealized <country setting
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which, nonetheless, must be cultivated 1is of
fundamental importance in these plays. Juan Labrador
is king of his land, and his sceptre is a plow. The
symbol, of course, suggests that he, like his rustic
"subjects,'" is engaged in industrious activity and
provides an interesting case of Lope's appropriation
of royal iconography in this type of pastoral which
tends to subordinate the official order of the mon-
archy to the more essential order of nature. As a
wealthy landewner, Juan Labrador can easily afford a
life of leisure, vyetr he prides himself on the fact
that he works, ‘''reyes los que viven son|del trabajo
de su mano" (p. 20). Within the philosophical con-
text of the 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 able to provide amply for their
families and live independently of others. The
satisfaction of living by one's own hand and of being
content with one's provisions has nothing to do with
material interests, however, but points in stead to
the exalted Steic principle of spiritual self-
sufficiency. The country dweller, 1in fact, desires
litcle else from his material abundance than the
fulfillment of his most basic needs. The unaspiring
contentment of the country is one of the most admir-
able features of Juan Labrador and Tellec and recalls
the central ethical doctrine of the Stoics: one must
follow nature and desire nothing. In the Epistulae
morales, Seneca discourses on the virtues of self-
sufficiency:

In our own day, which man, think, is the wiser—the one
who invents a device of spraying perfumes at great heights
from hidden pipes, who fills or empties canals by a sudden
rush of water, who so cleverly constructs a diningroom
with movable ceilings that the roof changes as often as
the courses—or the cone who makes plain to others, and to
himself, that mnature has laid upon us no hard and diffi-
cult command, that we can live without the marblemason and
the smith, that we can be clothed without the silk-
merchant, that we can have everything that is needful for
our use, if only we will be content with those things
which the earth has placed wpon its surface? . . .



Necessities are procurid with lictle pains; it is the
luxuries that require labor. Seek not out the makers of
artificial things, but follow Mature. Nature did rot wish
us to be distracted over mamny things. She equipped us for
whatever she forced upon us.

The celebration of man': communion and integra-
tion with nature, his industriousness, self-
sufficiency, and the inner repose derived from a
peaceful habirat corresponds to familiar Stoic and
Horatian 1ideals and reveals that Lope, in his
idealized presentation of nature and a  natural
community, was summoning forth the power of a dis-
tinguished <¢lassical and philosophical tradition in
order to underscore the moral exemplarity of his
rustic protagonists and endow their ordeals and
triumphs within the dramatic action with profound
philosophical implications,

Cne of the most interesting features of Llope's
philosophical works is the way in which the dramacist
maintains the traditional pastoral conception of love
which pervades and elevates the rural environment
while at the same time modifying it in such a way as
to reconcile it with his celebration of individual
self-fulfillment. Love is traditionally an essential
component of the bucolic world, and many pastoral
works focus almost exclusively on the depicrion of
the amorous sentiments of the inhabitants.

Lope's philosophical pastoral plays, however,
relegate romantic sentiments to a secondary plane,
Lope liberates himself from the almost exclusive

concern with amatory affection of much bucolic
literature, and, most certainly of his own early
pastoral plays, and presents a tranquil, almost

spiritual human love which is much more compatible
with the philogsophical state of mind of the
protagonists, The most exalted form of love is not
the harmonious bond between man and woman, or husband
and wife, as in such works as Peribdfiez and the San
lstdro plays, but racher a more universal love based
on respect and admiration. The love associated with
Juan Labrador and Tello, older, widowed patriarchs,
is both a type of self-love, which enhances their
characterization as philosophical beings and a
fraternal love wuniting the various members of the
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of self-love and the love between man and woman in
the direction of a genuine cosmopolitanism. The
object of the love is not erotic fulfillment, as in
the more typical works of Renaissance amatcory
pastoral, or even self-fulfillment, but rather the
loftier utopian state of universal understanding and
peace among men. lope thus presents us with a more
complete and complex vision of logve as a universal
farce which includes not only amorous affection be-
tween man and woman, but parental, fratermal, and

social love as well. This view of love is another
indication of the philosophical derivation of this
type of play. In his Naturalium Quaestionum, Seneca

points out that the ideal love is the benevolentia
which must 1link man to man and ena?ke socierty to
flourish in a climate of brotherhood.

In his depiction of the protagonists as members
of a wuniversal order and as village philosophers,
Lope develops those characteristics which define them
most clearly as wise men embodying cerrain ethical
values. Juan Labrador and Tello are both notable,
for example, for their excellence in leading lives of
virtue and reasou, basic moral principles championed
in numero 8 classical and contemporary philasophical
treatises. In addition, we find that they re-
flect upon such concerns as the trausience of earcthly
values, the brevity of life, and the imevitability of
death, all of which are of vital importance within
the Stoic tradition, The characters’ insistemce on
virtue and reason in favor of wealth, power, and
stacus, and the acknowledgement of man's mortality
reaffirms their position as celebrated Stoic patri-
archs. Juan Labrader, for example, decries the
meaninglessness of wordly ambition in the face of
life's progression towards death: ' Dura ambicién!,
1qué trabajas|haciendo al aire edificios, |pues los
mds altos oficios|no llevan mds de mortajas?"
{(p.22),

The focus on the cercainty of man's destination
of the grave recalls the Stoic's traditional
meditatio mortis, in which one must contemplate the
finality of human existence in order to attain
spiritual fullness of being. The inevitability of
man's destruction provokes not fear, but rather a
certain tranguility if one is truly ready to confront
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it., Juan Labrader embodies quite literally the Stoic
conception of the morally mature man who lives with a
view towards death. Apparently committed to the
Senecan principle that one nust learn to live com-
fortably with a knowledge of man's mortality and live
in <constant readiness for death, he has constructed
the grave which awaits him with the epitaph already
lnscribed. The discovery of the sepulchre arouses
the curiesity of the king, and Juan Labrader ex-
plains, '"Dos camas tenge, una en case, |y otra en la
iplesia: éstas son|en vida y muerte el rincdnfdonde
una y otra se pasa'" (p. 65). The words are theose of
a model Christian Neostoic, and we should note that
Juan Labrador's posture in relation to death recalls
not only such classical philosophers as Seneca and
Horace, but also the traditional Christian admonition
te the wise men to accept death as a natural con-
sequence of life and ready omneself for this
eventuality, the teachings which are formulated most
powerfully iTﬁ the 0ld Testament Boek of Job and
Ecclesiastes.

In spite of rthe rich traditien of pastoral
elegy, an absorbing preoccupation with death and the
passage of rtime in an idyllic setting might seem
incompatible with the conventional norms of bucelic
literaure. Lope certainly does not present a static
vision of pasteral time in which an idealized moment
is temporally isolated in a seeming eternity, as is
the case in many Renaissance pastoral romances. In-
stead he exploits his impressive lyric and dramatic
powers 1in order to set forth as an ideal the 1inner
peace which one derives from fearlessly facing one's
mortality through the adeoprien of certain
transcendent moral values. The positive attributes
of humility, simplicity, wvirtue, and reason with
which he endows his characters distinguish them as
true ethical heroes. Yet, while presenting them as
philoesophical beings, modeled in many ways according
to the Stoic forulas for perfection, Lope does not
invest them with the ascetic values of the most
rigorous Neostoics. He advocates, rather a funda-
mentally humane perspective, exalting the natural
man's goodness and wisdom and his adherence to the
venerated philosophical principles of ratiomalty and
self-control in ordering his life properly, while at
the same time allowing him to enjoy in moderation the
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blessings of his surroundings.

To summarize, in these works Lope deplets an
idealized country landscape which is thoroughly com-
patible with traditional bucolic norms; vyet, at the
same time, his artistic purposes go well beyond the
lyric celebration of the beauty and harmony of the
rural world and ianclude a carefully structured ex-
position of serious philosophical and humanitarian

issues. ln a somewhat deceptive manner, he treats
the complexities of human existence in the simplest
and most basic of sertings. It appears that, par-

ticularly later in his career, Lope viewed pastoral
with an eye toward its possibilities for rthe dramatic
_exploration of man's inner nmature. Perhaps the
appeal of pastoral to Lope lay principally ia its
introspective focus, that is, in its adaptability to
the type of exploration of the inner being of man
which he carries cut’in El villano and Los Tellos.
And it is probable that the well-established
affinities berween literary pastoral and the con-
templarive way of life provided the initial inspira-
tion for Lope's focus on man's spiritual essence in
works of this type.

As we have seen, Lope evokes the meditative
tones of the Horatian and Stoic tradicions of phile-
sophy and successfully incorporates various of their
fundamental doctrines into his works. His characters
emerge as models of goodness, humilicty, and classical
moderation., They live their lives in accord with the
natural rhythms of nature, are content with their
status as peasants, and emphatically reject all
luxuries. Tn accord with Senecan precepts concerning
the brevity of human existence, they live with a
heightened awareness of life's temporality and ac-
knowledge the wultimate mortality of man, pguiding
their lives by the principles of virtue and reason,
and refusing to take flight from this sobering in-
sight by embracing the illusory values of the world.
They live not as the literary shepherds of the typi-

cal Renaissance pastoral romance, intent on pursuing
gratificacion within the temporal order through love,
but ratlier as Stoic patriarchs, who transform the

leisure afforded by a life of retirement into
virtuous industry and quickened mental activity,
raflarting conetantlv vunon Flie Frue scecance  of  man
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and representing it perfectly in their way of living.
In his glorification of the moral qualities of the
peasant and his depiction of the rustic country

warld, Lope «c¢reates a utopian order which, in
reality, stands for the potential for perfection
inherent in all human beings. Thus, we witness the

sctrong humanitarian spirit animating these works, for
they suggest that the most perfect of worlds 1is
available «cro man in the spiritual fulfillment which
he atrains cthrough communion with his own true
nature, love for his fellow man, and right living.
At this point we see that Lope's fimal pastoral is,
from a humanistic point of wview, alsoc his mast
grandiose and most appealing in his affirmation of
the essential natural goodness of man and his
potential for perfectien through the attainment of
spiritual fulfillment in the purified atmosphere ©of
utopian country setting. Lope's skillful blending of
philosophical concerns within the pastoral medium
once again underscores his gtriking originality and
literary genius, and the protean variety of his art.
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Notes

1T.m'alter W, Greg observes, 'Wherein then, it may be wondered,
does the pastoral's title to consideratiem lie. It does not lie
primarily, or chiefly, in the fact that it is associated with names
of the first rank in literature, with Theocritus and Virpil, with
Petrarch, Politian, and Tasso, with Cervantes and Lope de Vega, with
Ronasard and Marot, with Spenser, Ben Jonson, and Milton; nor vet
that works such as the Idyls, the Aminta, the Faithful Shepberdess,
and Lycidas contain some of the most graceful and perfect verse to be
found in any language. Rather is its importance to be sought in the
fact rthat the form is rhe expression of instincts and impulses deep—
rocted in the nmature of humanity, which, while affecting the whole
course of literature, at times evirnce themselves most c¢learly and
articulately here; that it plays a distinct and distinctive part in
the history of human thought and the history of artisric expression'
(Pastoral Poetry and Pastoral Drama, (london, 1906, p. 2).

?T'brley and Bruerton estimate that El villano was written
between 1611-1616, although M. Bataillon arges that the historical
references to the play marrow the date of composition to 1614-1615.
Morley and Bruerton place los Tellos between 1620 and 1630. 8.
Griswold Morley and Courtney Bruerton, The Chronology of Lope de
Vega's Plays (New York, 1940}, pp. 159, 185, 243, 345 and Marcel
Bataillon, "El villano en su rincdn," Bulletin Hispanique, LI (1949),
p. 14.

Lope de Vega, Los Tellos de Meneses in Biblioteca de Autores
Espaficles, XXIV (Madr1d 1859}, py pp. 318519, All future references
are co this ediclon.

aé\rthur Love joy and George Boas relate the traditional ideal of
primitivism to the correspondence of man’s behavior and the societal
structure to the norms of nature, "Primitivism . . . is closely
related throughout most of its history o the assumprion that
correctness in opinion and excellence in individual conduct or in the
constitution of society consists in conformity to same standard or
norm expressed by the term '‘nature' or its derivatives (Primitivism
and Related Ideas in Anriquity (New York, 1965, p. 103). They trace
this idea to Plsro and Xemophon and point out that it later in-
fluenced the philosophies of the Cynics and Stoics.  {See p. 113 and
the chapters on Cynic Primitivism and Steic Primicivism).

SIn the opening scliloquy of El willano, Juan Labrador
enurerates the bounciful products of his land, surveying a
magnificent panorama extending from the gardens where the bees gather
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honey fram his brilliant flowers to the distant peaks covered wi
the soxney fleece of his flocks:

iGracias, immenso cielo,

a tu bondad divina!

No tanto por los bienes que me has dado,

pues todo aqueste suelo

y esta sierra vecina

cubren mis trigos, vifas y ganado,

ni por haber colmado

de casi blanco aceite

destas olivas bajas,

a treinta y mis tinajas,

donde nadan los quesos por deleite,

sin otras, de henchir faltas,

de olivas mis ancianas y mds altas;
no porque mis colmenas,

de nidos pequefiuelos,

de tantas avecillas adornadas,

de blanca miel rellanas,

que al reirse los cielos

convierten destas flores matizadas;

ni porgue estén cargadas

de montes de oro en trigo

las eras que a las trojes

sin tempestad recoges,

de quien T, que los das, eres testigo,

¥ yo, tu mayordam,

que mientras mis adquierv, menos como;
no porque los lagares

con las azules uvas

rebosen por los bordes a la tierra,

ni porque tantos pares

de bien labradas cubas

pueden bastar a lo que otubre encierra;

no porque aguella sierra

cubra el ganado mio,

que alld parecen perias,

ni porque can mis sefias,

bebiendo de manera agota el rio,

que en el tiempo que bebe,

a pie enjuto el pastor pasar se atreve;
las gracias mds colmadas

te doy porque me has dado

contento en el estado que me has puesto.
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(Madrid, 1963), pp. 17-18. Subsequent references are to ths
edition).

6See, for exarple, Horace's Epistles, Book I, Epistle 14, and
his second Epode:

Happy the man that is care free
As were the piormeers,
Who ploughs his unencumbered fee
With his own yoke of steers. . . .
He trains the tendrils of each vine
To wed a poplar high,
Or scans his herd of lawing kine
That graze in vales nearby;
He grafts more fruitful shoots on trees
Wherce he had culled the weak,
Or stores the honey fram his bees,
&nd shears the blearers meek,

(Horace, Epode II, in Odes, Epodes and Art of Poetry, trans. John B.
Quinn (Sr. Louis, 1936, pp. 136-137).

7F‘ray Luis de ledn, 'La vida retirada” in Renaissance and
Baroque Poetry of Spain, ed, Elias L. Rivers (New York, 1966), pp. 92—
93. Antonio de Quevara also comments on the benefirs of work in his
famous treatise, Menosprecio de corte y alabanza de aldea, 'El hombre
ocupado y laborioso siempre anda sano, gordo, regozljado colorada,
alegre y contento; de manera que el hmesto exercicio es causa de
buena complexién y de sana condicidn'' (Menosprecio de corte ¥
alabanza de aldea (Madrid: 1915, p. 100).
856[16‘.'43, Epistolze norales fram Lovejoy and Boas, Primitivism
and Related Ideas in Antiquity, p. 270.

qL;Dpe's early pastoral plays, El verdadero amante, La pastoral
de Jacinto, and Belardo el furioso, all estimated to have been
composed  before 1600, reflect the madness and passion of romantic
love.

10In his analysis of El villano, Everett Hesse suggests that
love is the central theme of the work and motes its powers as an
equalizing force in persomal relations as well as between the King
and his subjects. See *The Sense of Lope's El villano en su rincém',
Studies in Philology, LVIL (1960), 165-177.

HRen.ato Poggioli, The Oaten Flute (Cambridge, 1975), p. 189.

i?_wp , . .
mite.  fovr examile.  Fhar Frhis nobion snirfFaceac i1 Franed cea
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de Quevedo's works, which follow closely the tenets of Neostoicism.
(See Henry Ettinghausen. Francisco de Quevedo and the Neostoic
Moverent (London, 1972). Inlacua y la la segu].tura Quevedo writes,
e  Tues ruego que me gules y defiendas de la a maldad de mis apetitos, de
la debilidad de i naturaleza, de las insolencias de mi voluntad, de
la malicia de los pecadores, del ejemplo de los malos, del poder de
los tiramos, de la venganza de mis enemigos, de la invidia de los
espiritus amotinados. . . " (Quted from Ettinghausen, p. 89).

13Poggi.oli. states, 't is not paradoxical to affirm that it is
within the Horatian rather than within the Virgilian tradition that
solitude begins to be viewed as something valuable in itself, if not
yet an absolute wvalue. The chief reason for this is the Stoic
renunciation of passions {including the tender emotions of love) and
an Fpicurean wisdom, which delights in the simplest pleasures.
Significantly and paradoxically, it is within some of the latest ard
most  complex products of this tradition that the idea of solitude
bepins wearing a pastoral or quasi—pastoral dress' (p. 187). Fray
Luis de ledn stresses emotional quietude in his famous  lyric
celebration of the beauties to be found in the retirement to nature:

Vivir quiero commigo
gozar quiero del bien que debo al cielo,
a solas, sin testige,
libre de amor, de celo,
de odio, de esperanzas, de recelo.
(in Renaissance and Barogue Poetry of Spain, p. 92).

141n his discussion of Seneca's work, Frederick Copleston
observes, 'This side of the Stoic ethic—namely the endeavor to
acquire complete independence of all extermals—represents its Cynic
heritage; but it has another side, whereby it passes beyond Cynicism,
and that is its Cosmopolitanism. Every mam is naturally a social
being, and ta live in a society is a dictate of reason. But reasom
is the commn essential nature of all men: herce there is but one
Law for all men and one Fatherlard, The division of mankind into
warring States is absurd: the wise man is a citizen, not of this or
that particular State, but of the World. . . . Now this transcendence
of narrow social limits was obviously favored by the momism of the
Stoic system, but an ethical basis for the Stoic Cosmopolitanism was
found in the fundamental instinct or tendency of self-preservation or
self-love. . . . In the first place, of course, this instinctive
tendency to self-preservation shows itself in the form of self-love,
the individual's self-love. But it extends beyond self-love in the
narrow sense to embrace all that belongs to the individual, family,
friends, fellow citizens and, finally, the whole of humanity. . . .
1n other words, the ethical ideal is attained when we love all men as
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we love ourselves or when our self-low embraces all that is
cormected with the self, includng huranity at large, . with an equal
intensity' (A history of Philoscphy, Vol. 1 (Garden City, 1962, pp.
143144,

15Hiram Haydn affirms, 'Stoicism . . ., held as its central
ethical principle the government of live by reason in the pursuit of
virtue" (The Counter—RBenaissauce (New York, 1930, p. 473). The
scholar points to the teachings of Cicero and Seneca in this respect,
The latter declares, '"Perfect reason is called wvirtue” (Seneca,
Epistolae, quoted by Haydn, p. 473). Henry Ettinghausen also
discusses the ideal of virtue as it appears in Quevedo's works and
shows its basis in Christian rhought through the examples of Job and
Paul. (See pp. 34, 110). Ettinghausen also notes the imporrance of
virtue to Seneca, Epictetus, and Juan de Herrera in his Epicteto
espafiol.  (See pp. 63, 110). 1n one of Spain's most eloquent poetic
formulations of these Stoic doctrines, Andrés Ferndndez de Andrade,
in his "Epistola moral a Fabio', describe rhe peace derived from
virtue:

No, porque asi te escribo, hagas conceto
que pongo la virtud en ejercicio:

que aun esto fué dificil a Epicteto.
Basta, al que empieza, aborrecer el vicio,
y el 4dnime ensefiar a ser modesto;

después le serd el cielo mds propicio.
Despreciar el deleite no es supuesto

de sdlida virtud; que aun el vicioso

en si proprio le nota de molesta.

Mas no podrds negarme cuin forzoso

este caning sea al alto asiento,

mprada de la paz y del reposo.

{(in Benaissance and Baraque Poetry of Spain, p. 256).

16l\lc«'él Salomon notes the confluence of these traditions in his
treatment of El villano in Recherches sur le théme paysan dans la
"'Comedia" au temps de lope de Vega (Bordeaux, 1965), pp. 34346,
Horace's Ode &, "houghts of Spring", explicitly expresses the
breviras vitae therre:

'Tis certain—Death with stalking stride will deign

To knock at lowly huts or mansions grand;

That life is short and hopes remote are vain

Except the tamb, the shades, and Pluto's land,
(Horace, Odes, Epodes and Art of Poetry, op. cit., p. 6).



