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Forum for World Literature Studies (ISSN 1949 —8519)is a peer-reviewed academ-
ic journal sponsored by Shanghai Normal University , Purdue University and the Wu-
han Institute for Humanities, and co-edited by Professor Huang Tiechi of Shanghai
Normal University, Professor Nie Zhenzhao of Central China Normal University and
Professor Charles Ross of Purdue University. This journal provides a forum to promote
diversity in world literature, with a particular interest in the study of literatures of
those neglected countries and regions. With three issues coming out every year, this
journal publishes original articles on topics including theoretical studies,literary criti-

cism, literary history,and cultural studies,as well as book review articles.

Forum for World Literature Studies accepts submissions in English or Chinese by
authors from all over the world. The manuscript is expected to be of about 8000 words
and must follow the MLA style. Submission should be made including an abstract of
about 200 words,a short biography of the author,and three to five keywords, as well
as the main body of the essay. Manuscripts from America shall be submitted to
Charles Ross (Email; cross@ purdue. edu; Mailing address: 500 Oval Drive, West
Lafayette, IN47907 ; Phone ;765 —4943749) , and those from outside America shall
be submitted to the office in Wuhan; FWLS Office, Wuhan Institute for Humanities,
#19 -2 -1 - 103, Wanke Meilizhicheng, Fourth Gaoxin Road, No. 1, Donghu Hi-
Tech Development District, Wuhan, 430205, P. R. China. Phone: ( 86)
2787920279. Email; fwlstudies@ gmail. com.
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Introduction to Valle-Inclan Between Europe
and the Americas: Aesthetics, Language, His-
tory

Arturo Casas

Faculty of Philology, University of Santiago de Compostela, Spain

North Campus - Burgo das Naciéns, Santiago de Compostela, Galicia, Spain
Email; arturo. casas@ usc. es

Few writers like Ramén del Valle-Inclan (1866 —1936) have been able to make will
of style and aesthetic viewpoint, projected onto the world or onto human reality, fun-
damental tools for understanding the scales on which we view the course of history.
Dealing with important events and daily occurrences, the Spanish narrator and play-
wright worked conscientiously, with indubitable determination and with great confi-
dence in the illuminating power of his artistic language, which was permanently
pushed to the limits of expressivity and plasticity. He carried out this project of his in
short stories, novels, melodramas, farces and other literary genres, especially dealing
with modern Spanish history; but this also involved dealing with the European crisis
surrounding the First World War and the vestiges of Latin American and African colo-
nization, and the lengthy processes of revolution and war that were putting an end to
this domination.

For many years, specialists in Valle-Inclan’s work accepted that the constant
search for an artistic language truly capable of revealing the non-official history, the
hidden records of conflicts and abuses and also of romantic and festive social prac-
tices, had passed through two main stages. ' The first, associated with Latin American
modernism, was of an aestheticizing nature, decadentistic and even esoteric through
its link to theosophy and occultism. The second, more politically committed, is gen-
erally linked to the artistic-literary renewal caused by the appearance of cinema, first-
ly, and later, by the explosion of the avant-garde, with the possible influence of cub-
ism and expressionism.

It even became a habit to interpret these two positions as having their ideological
correlates in two opposite movements. First we have the traditionalism of the 19th
century, which in a Spain removed from the ideals of the Enlightenment and of the
French Revolution, aspired to maintain the old social, economic and institutional
structures, with strong ties to the most immovable Catholicism and to the dynastic
struggles that led to successive civil confrontations between 1833 and 1876 (known as
the Carlist Wars). Second we have a progressive direction, in some ways close to his-
torical materialism and to Marxism; marked simultaneously by the Soviet and Mexican
revolutions, and exploring the mechanisms belonging to all consciousness-raising art
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and, for that reason, given to grotesque characterization, to carnivalization or comic
deformation and to all that which converges in the name of esperpento ( something akin
to theatre of the grotesque). This concept is complicated to understand if we do not
bear in mind the notions of history as contigency and as discourse and, at the same
time, of language as representation and as performative mediation. Valle-Inclan ex-
plained it by referring to the effect of concave mirrors, before which heroism and
beauty lose all their splendour. The esperpento was a way to exhibit national history
and to contrast it with what it could have been, hence its character of tragedy deprived
of dignity. Thus, we can understand it as an aesthetic of agitation, revolutionary in
the sphere of consciousness and in the denunciation of social cynicism in the service
of an anachronistic power, indeed useless for any modernizing and democratic aim.

Of course, this is a rather simplistic way of interpreting an aesthetic-ideological
evolution which in Valle-Inclan is impossible to separate from a long series of bio-
graphical factors: his book- and community-based education, his family and cultural
background, his conflict-filled and passionate relationship with the theatre world, his
various trips to America ( Mexico and South America) , his interpretation of the long-
established Spanish militarism and of colonization as an element of economic-moral le-
gitimization, his experiences of various instances of armed conflict ( he even flew over
the French-German border in 1916 and turned that fact into a journalistic and literary
account ) , his family’s complex economic survival, his difficulties in establishing him-
self in the various career paths he achieved—some of which were of significant insti-
tutional relevance, such as the directorship of the Spanish Academy of Arts in Musso-
lini’s Rome (1933 — 1934 ) —and his own personal extravagance.

Furthermore, the simplication to which I refer tends to ignore elements which are
in no way secondary and which, so to speak, span the entire career of this writer,
who perhaps— along with Federico Garcia Lorca—had the most influence on Spanish
theatre of the second half of the 20th century. Among these elements are his Galician
cultural and anthropological roots, his reception of contemporary thought and philoso-
phy, an aesthetic with a very strong visual arts and theatrical framework, a concep-
tion of the occupation of writing as a space conducive to intertextuality and as a per-
manent exercise of revisiting foreign texts and of rewriting own texts, and, ultimately,
an attempt to intervene and to be noticed in the public sphere, for which purpose he
not only cultivated a provocative attitude towards society and power ( dandyism, re-
bellion, mannerisms. .. ) but also assumed numerous artistic and civil risks, and not
just in his early years.

The five essays that constitute this dossier on Valle-Inclan aim to offer a general
perspective on the topics presented here. With their contributions, the authors have
achieved a well-rounded perspective, which is very effective at highlighting the most
important critical points of agreement and also at showing alternatives to the contem-
porary interpretation of the significance of Ramén del Valle-Incldn’s rich and plural
work, from a comparatist and world literature perspective.

Dario Villanueva’s article focuses on the coordinates of European and American
modernism in order to explore Valle-Inclan’s narrative poetics in its various aesthetic
phases, comparing it to the form-, perspective- and spatial/temporal-structure-rene-
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wing processes developed by important novelists such as Marcel Proust, Jules Roma-
in, Thomas Mann, Herman Hesse, James Joyce and William Faulkner.

Robert Lima devotes his analysis to the notion of the esperpento as an appropriate
choice for revealing the social, political and religious reality of Spain at the beginning
of the 20th century, but he manages to avoid the temptation to reduce everything to
the national, and shows the theatre of the grotesque in relation to the theatre of the
absurd and the theatre of cruelty and connects it with historical and avant-garde move-
ments, both literary and artistic.

Margarita Santos’ article discusses the interartistic nature of Valle-Inclan’s en-
tire body of work, with detailed attention paid to its relationship with painting, both
in its dealings with institutions and artists ( Zuloaga, Romero de Torres and others)
and in its own critical and essay output, including, of particular note, a sort of aes-
thetic program that the author developed in a 1916 work , The Lamp of Marvels. Aaes-
thetic Meditations.

Antonio F. Pedros-Gascon’s essay develops the view that Valle-Inclan was one of
the European writers who tried hardest to incorporate Latin American historical reality
into his work. The stated goal is to observe and analyze inThe Tyrant Banderas
(1926) , his dictator novel, the traces of the ideologeme that opposes civilization and
barbarity, keeping in mind the sociocultural dimension of Mexican muralism and the
author’s own ideological evolution.

Rosario Mascato-Rey’s work deals with Valle-Inclan’s reception of Bergson’s phi-
losophy, particularly as it affects the comprehension of temporality, and with special
attention to the Galician author’s first collection of poetry ( The Fragrance of Legend ,
1907) , an orientation which doubtless affects the rhythmical-musical elements of his

writing, and not only in the lyric genre.

Note

1. T offer an alphabetical list of Valle — Inclan’ s works mentioned in this dossier as they have been
translated or rendered into English in various places. I am grateful for my colleague Dru Dougherty’
s invaluable assistance in compiling this list; Aromas de leyenda (1907) [ The Fragrance of Leg-
end ] ; Claves liricas (1930) [ Lyrical Keys|; Las Comedias Bdrbaras (1907 — 1922) [ Barbaric
Comedies: Cara de Plata ( Silver Face) , Aguila de blasén ( Heraldic Eagle) , and Romance de lobos
(A Romance of Wolves) ] ; Divinas palabras. Tragicomedia de aldea (1920) [ Divine Words. A Vil-
lage Tragicomedy] ; Farsa italiana de la enamorada del rey (1920) [ Farce of the Girl who Loved
the King] ; Farsa y licencia de la reina castiza (1919) [ Farce of the True Spanish Queen] ; Flor de
santidad (1904) [ Flower of Sanctity ] ; La Guerra Carlista (1908 —1909) [ The Carlist War No-
vels; Los cruzados de la causa ( The Crusaders of the Cause) , El resplandor de la hoguera ( The Glow
of the Bonfire) , and Gerifaltes de antaiio ( Notables of Days Gone By) ]; Jardin umbrio (1914 )
[ The Shadowy Garden] ; La lampara maravillosa (1916) [ The Lamp of Marvels. Aesthetic Meditati-
ons | ; La marquesa Rosalinda. Farsa sentimental y grotesca (1913) [ The Marquise Rosalind. A
Sentimental and Grotesque Farce] ; La medianoche. Vision estelar de un momento de guerra (1917)
[ Midnight : A Stellar Vision of a Moment during the War] ; Luces de bohemia (1920, 1924) [ Bohe-
mian Lights] ; Martes de carnaval (1925 —1930) [ Mardi Gras. Grotesqueries: Los cuernos de don
Friolera ( The Horns of Don Friolera) , Las galas del difunto ( The Dead Man’ s Duds) , and La hija
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del capitan ( The Captain’ s Daughter) ]; El Pasajero (1920) [ The Passenger]; La pipa de kif
(1919) [ The Pipe of Kiff]; Retablo de la avaricia, la lujuria y la muerte (1927) [ Tableau of Ava-
rice, Lust and Death] ; El Ruedo Ibérico (1927 —1932) [ The Iberian Bullring ; La corte de los mila-
gros ( The Court of Miracles) , Viva mi duefio ( Long Live My Lord) , and Baza de espadas ( Tricks of
Spades) | ; Sonatas (1902 —1905) [ The Pleasant Memoirs of the Marquis de Bradomin. Four Sona-
tas; Sonata de primavera ( Sonata of Spring), Sonata de estio ( Sonata of Summer) , Sonata de
otofio ( Sonata of Autumn) , and Sonata de invierno ( Sonata of Winter) | ; Tirano Banderas. Novela

de Tierra Caliente (1926) [ The Tyrant Banderas. A Novel of Warm Lands ].
RIERIE - HEH



Modernism and the Novel: Ramon del Valle-
Inclan

Dario Villanueva

Faculty of Philology, University of Santiago de Compostela, Spain

North Campus - Burgo das Nacidns, Santiago de Compostela, Galicia, 15782 Spain
Email. dario. villanueva@ usc. es

Abstract This paper points out the error of evaluating Ramén del Valle-Inclan
(1866 —1936) solely in a limited context, as a representative of Hispanic modern-
ism, or as a prodigal son of the generation of '98. The creator of the esperpentos is in
fact one of the major actors in the renovation of the forms of literature: his theatre
ranks beside that of Jarry, Brecht, Beckett or Meyerhold, while at the same time
there are equivalences between his narrative and the writings of Mann, Proust, Faulk-
ner, Dos Passos, or Jules Romains. Valle-Inclan was the Spanish writer who most di-
rectly contributed to the international modernism of the first third of the 20th century.
Key words modernism; novels of valle-Inclan; Irish writers; point of view; time-

lessness; world literature

One of the most notable errors of scholars of Ramén del Valle-Inclan (1866 —1936)
has been to evaluate him solely within the context of Spanish-language literature, as a
Spanish representative of Hispano-American modernism or, in Pedro Salinas’ words,
as “a prodigal son of the generation of '98.” The creator of the esperpenios is in fact
one of the major actors in the renovation of the forms of European literature. Some
have related his theatre to that of Jarry, Brecht, Beckett or Meyerhold. Others ( my-
self included) have established equivalences with the founders of the modern novel ,
including Mann, Proust, Faulkner, DosPassos and Jules Romains.

Valle-Inclén was the Spanish writer most directly involved in that fertile wave of
creativity that gave birth to the modernist renovation of literature during the first third
of the 20th century. This is hardly surprising if we bear in mind the breadth of his in-
terests and experiences. He was familiar with the literature of nations such as lialy
and Portugal, which he translated. He was witness to two major historical events, the
Great War and, during his second visit to Mexico in 1921, the institutional consolida-
tion of the Mexican revolution. His theatre tour of Argentina in 1910, his visits to Cu-
ba in 1893 and 1921, and his period in Rome as director of the Spanish Academy of
Fine Arts in 1933 and 1934, all moulded and testify to his cosmopolitan character.
And few European intellectuals followed so closely as he the course of the Soviet revo-
lution, which together with events mentioned above was decisive for the change in di-
rection taken by his writings between the publication of La media noche (1917) and
the final version of Luces de bohemia (1924).
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What we might call the prehistory of Valle’s narrative art is embodied in a series
of novellas and short stories published at the turn of the century, between 1895 and
1903. These writings are characterized by a symbolist and decadent aestheticism in-
spired by the author’s early reading—mainly of European writers—and by the reinvig-
orating influence of the Nicaraguan Rubén Darfo on the straitjacketed Spanish litera-
ture of the day. At the same time, this phase produced a kind of literary granary to
which Valle would return again and again to recover resources, characters and set-
tings for the more substantial narrative works published between the start of the Sona-
ta series in 1902 and the end of the Carlist war trilogy in 1909—a period that also
gave us the novel Flor de santidad. A writer in whom the Bohemian and the profes-
sional were inextricably intermingled, Valle-Inclan constantly wove and unwove his
corpus, continually rewriting his works.

Though not marked by a radical aesthetic change, there is a clear change of tack
in the writings of Valle’s second period, following the publication in 1917 of one of
his least renowned but most transcendental books:La media noche. Vision estelar de
un momento de guerra. In 1920 this new phase also saw the first version of the play
Luces de bohemia , which is so difficult to stage because of a vertiginous narrative syn-
tax that already reflects the influence of the cinema—Valle was one of the first Span-
ish writers to follow Ricciotto Canudo in recognizing the cinema as “the seventh art. ”
It is this play that includes, metaliterarily, the definition of a new expressionist aes-
thetics rooted in the nature of “Spain as a grotesque deformation of European civiliza-
tion:” esperpento. In December 1926 Tirano Banderas was published, followed short-
ly afterwards by the first two volumes of the first part ( “Los amenes de un reinado”)
of the unfinished cycle El ruedo ibérico. La corte de los milagros appeared in 1927
(though its final version was not published until 1931, when it appeared in instal-
ments in the daily El Sol), and Viva mi duefio in 1928. “Visperas septembrinas,”
the first part of the the third volume, Baza de espadas, appeared in El Sol in 1932,
but was not published in book form until 1958, more than 20 years after Valle’s
death.

The modernism in which Valle-Inclan may be inscribed is not the poetic move-
ment represented principally, in Hispano-American letters, by Rubén Dario, but
rather the grand international upheaval that occurred chiefly in the first third of the
20th century and afforded its best results in the 1920s, the years in which Valle-
Inclan was writing his major works. His own concept of modernism—a question that
has remained polemical to this day—was first expressed in print in 1902, the year of
his first novel (Sonata de otofio) , in an article so titled in La llustracion Espafiola y
americana (an article he later reworked and republished several times). Here,
though warning that the word “modernism” had acquired a meaning “as broad as it
was suspect,” he wrote that the essence of the idea consisted in the “analogy and
equivalence of sensations,” which was not mere extravagance but a consequence of a
“progressive evolution of the senses;” (Valle-Inclan, Ramén del 1463) , and in the
1908 version of this essay ( “Breve noticia acerca de mi estética cuando escribi este
libro” [ Corte de amor]) , he concludes that “If anything in literature may be called
modernism, it is certainly a keen yearning for personality, and that is doubtless why
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we see young writers more bent on expressing sensations than ideas. ”' It must be
borne in mind that the authors named by Valle as examples of modernism in 1902
were not Rubén Dario, José Marti or Gutiérrez Najera, but French and Italian writ-
ers: Théophile Gautier (as represented by his prologue to Baudelaire’s Les fleurs du
mal) , Rimbaud, René Ghil, Carducci and Gabriele d’ Annunzio.

The parallelism between Valle and other European authors was noted in the obit-
uary written in 1936 by Juan Ramén Jiménez, who defined him as “a genuine Celt”
on a par with “his contemporaries the best Celtic writers of Ireland. ” Among them,
he saw greatest kinship with Synge and Yeats: “That similarity is to be seen in every-
thing, body and soul. Galicia and Ireland remain twins. And just as Ireland freed
Yeats and—especially—Synge, Galicia freed Valle-Inclan from exoticist modernism,
which he fortunately entertained only fleetingly, and from the Castilianist modernism
that has had such a lamentable and lasting influence on some others. ">

Yeats was born in 1865, just a year before Valle-Inclan. In the year in which
Sonata de otofio was published, he presented the final, augmented version of The Cel-
tic Twilight, a bunch of anecdotes inspired by Irish folklore that Joyce described as
his happiest book. * His essay “The Celtic Element in Literature” begins with quota-
tions from Ernest Renan and Matthew Arnold, for whom the Celtic peoples—Valle’s
Galicians among them—were characterized by their passion for nature, imaginative-
ness, and melancholy ( Yeats The Major Works 370). Yeats’ peasants, like Valle’s,
talk with the dead, for in Ireland, as in Galicia, there is no discontinuity between
this world and the next. There thus arises a kind of “timid affection” between men
and spirits in that damp green land where emigration ( Yeats The Celtic Twilight 92) ,
shipwreck and Fenian bands share everyday life with fabulous treasures and faery be-
ings. There, in the words of the verse that introduces The Celiic Twilight, time
drops in decay / like a candle burnt out ... ,” but in the spirit of the folk there lives
on a tradition of imagination that modern society has cast from its bosom.

There are tales in The Celtic Twilight that are very close to the Galician world of
Flor de santidad ; historia milenaria, which Valle published in 1904 before conclu-
ding the Sonatas. Thus “Happy and Unhappy Theologians” relates the glorious death
of a serving-maid who hangs herself for love of God; while Adega, the heroine of Flor
de santidad, is an ingenuous shepherdess who is seduced by a pilgrim en route to
Santiago de Compostela and, following the pilgrim’s death, believes herself to have
been left with child by God Himself. And in “The Last Gleeman,” the events sur-
rounding the burial of the blind Dublinese thymer Michael Moran are genuine esper-
pento, in the same aesthetic sense of the concept as is shared, for example, by Luces
de bohemia and Joyce’s Ulysses. These motifs, and many others that could be men-
tioned , reappear elsewhere in Valle, notably in the “tales of saints, souls in torment,
sprites and thieves” collected in Jardin umbrio.

In “And Fair, Fierce Women,” one of the shortest pieces in The Celtic Twi-
light , the “heroic beauty” that had been “fading out of the arts since that decadence
we call progress set voluptuous beauty in its place” was reclaimed by Yeats in a hy-
brid English as thickly peppered with Irishisms as Valle’s Spanish is peppered with
Galicianisms, slang, Romany and Americanisms of all origins. This is one of the
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marks of kinship between the Irish and Galician writers: they all enriched the lan-
guage of the metropolis from its outer regions, with zero regard for maintaining its pu-
rity. Juan Ramén Jiménez described Valle, together with his Irish peers, as “loose-
tongued ,” because “each word of his was a tongue, and I believe he cared for noth-
ing but to let loose his tongue, for better or for worse. ”*

In a way, the Sonatas are another hybrid in their relationship with their fictitious
narrator, a character conceived by Valle prior to 1902 and destined to reappear in
Aguila de blason (1907) , Los cruzados de la causa (1908) , Una tertulia de antafio
(1909) , Luces de bohemia (1920 —1924) , and the above-mentioned three episodes
of El ruedo ibérico (1927 —1932), as well as in El Marqués de Bradomin (1907) ,
the stage play based on the Sonatas. On the one hand, Bradomin evidently delights in
narrating a series of amorous adventures and the tangled situations associated there-
with ; his model as a writer of memoirs is Giacomo Casanova, whom he cites explicitly
when in Sonata de invierno a shocked Sister Simona reveals that his latest conquest is
his own daughter. But it is no less evident that throughout the tetralogy Xavier de
Bradomin strives to establish the singularity of his persona, constructing it with delib-
erate artifice, rather than sincerely to record his personality. The cynicism and dia-
bolic aura that characterize the Marquess undoubtedly place the Sonatas closer to the
letters of Pietro Aretino (1537 —1557) , the gallant memoirs of Casanova (1822) or
the libertine literature of the Marquis de Sade than to the Confessions of St. Augus-
tine—the late 4th century germ of autobiography—or to those of Rousseau (1771 —
1778) , both of whom are mentioned in a famous passage of Sonata de invierno.

Anautobiography is necessarily characterized not only by the chronophanic nature
deriving from the semantic value of time, but, above all, by its focus on the identity
of a single individual. And as a “rereading” of the author’s past experience, it tends
to reconstruct his or her life as a coherent whole, incurring thereby in excessive ra-
tionalization and making sense of events that may have had other senses or none at
all. But the Sonatas go much further, their creator seeking not just to endow his leg-
end with meaning, but to construct it from scratch. For if anything characterizes
Bradomin it is his constant striving to adapt his behaviour, Lon-Chaney-like, to fit
models to whom he is especially attracted. Thus at the beginning of Sonata de estio,
upon disembarking in Veracruz, Xavier struts before the Nifia Chole “as proud and
arrogant as a conquistador of old,” remembering his ancestor Gonzalo de Sandoval,
founder of the Mexican kingdom of New Galicia.

The “ autobiography” of the Marquess of Bradomin is thus doubly fictitious:
Firstly, because its narrator is a fictitious character, not the real author Ramoén del
Valle-Inclan, in spite of continual insinuations of genuine alier ego status; and sec-
ondly because Xavier is a great impostor of himself, of what he wishes to be for oth-
ers, regardless of his authentic personality. When he acts before others rather than
speaking as narrator, he leaves us with an intense sense of theatricality, of for ever
acting the part of a Don Juan a la Tirso de Molina or Zorrilla, though with certain sin-
gularities of his own—notably his cynicism. Thus the theme of the four Sonatas is not
the life of Bradomin, but how Bradomin gradually created his persona by dint of im-
posture, finally consolidating his opus by means of what is always but another, subtle
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form of pretence: autobiography. In short, literature to the power of two, full of ob-
lique allusions aimed at readers who can no longer be innocent. Herein lies the chief
originality of the Sonatas: with Xavier de Bradomin, Valle-Inclan concocts the im-
moralist literature of a feigned self in continual ironic and metaliterary defiance of re-
ality. And finally, we should not overlook the significance of the designation of these
four works as Sonatas ; for the sonata is both a form in which musical themes may be
organized , their initial presentation being followed by successive variations and a final
recapitulation; and that conjunction of four independent, conventionally structured
movements that culminated in the sonatas of Haydn and Mozart.

Notwithstanding the foregoing, Sonata de invierno also contains elements that ex-
emplify that “fictitious sincerity” that I have contrasted with the theatrical cynicism
with which Bradomin constructs himself. [ refer to its Carlist setting and subject mat-
ter, which make this novel a bridge between the Sonatas and the Carlist War trilogy
published between 1908 and 1909. Right from the first description of Carlos VII in
the church of San Juan, the narrator exhibits an allegiance to the Pretender that is no
less effective for having an aesthetic basis—an origin acknowledged explicitly in a
well-known passage in which Bradomin confesses that he has always found fallen maj-
esty more attractive than majesty enthroned, and that he defends tradition on aesthetic
grounds, seeing in Carlism the solemn charm of the great cathedrals. > Margarita San-
tos Zas® finds proof in these words that, at the time he was writing Sonata de invierno
Valle-Inclan had not only a profound knowledge of the history of Carlism and the per-
sonality of its leader, but also pronounced ideological leanings in that direction—in
spite of which he would later support the Mexican and Soviet revolutions, and later
still be seduced by the paraphernalia of early Mussolinian fascism.

It was this affinity and familiarity of Valle’s with Carlism—the affinity half aes-
thetic and half ideological , the familiarity both personal and derived from his readings
and research—that gave birth, immediately after the last Sonata, to the trilogy com-
prising Los cruzados de la causa, El resplandor de la hoguera and Gerifaltes de antafio
(‘this last title taken from a line of Rubén Darfo’s “Los cisnes” ). All three are set in
Galicia and feature such important Valleinclanesque characters as Bradomin himself,
the family of Don Juan Manuel Montenegro, and Cara de Plata, who also links this
trilogy to the world of the Comedias barbaras. In contrast to the cynicism, distance
and imposture of the Sonatas, the prose of La Guerra Carlista strikes a note of authen-
ticity, of involvement with the vicissitudes of the Cause, and displays a narrative
treatment that tends to the epic sublimation of the story told and its protagonists. Gas-
par Gomez de la Serna once noted’ that in a talk given in 1910 Valle stated that in
this trilogy he had tried, in painting its characters, “to augment them with what they
had not been. ” A beggar must be like Job, a guerillaman like Achilles—the very op-
posite of what characterizes the esperpento of the banana republic of the tyrant Ban-
deras or the Isabelline court of miracles of El ruedo ibérico. In the twelfth scene of Lu-
ces de bohemia, Max Estrella defines esperpento thus; “Classical heroes reflected in
concave mirrors produce esperpento. The tragic sense of Spanish life can only come
about through a systematically deformed aesthetics ;" *which is not to say that certain
premonitory hints of esperpentic expressionism are not already present in La Guerra
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Carlista and the Sonatas.

In September 1902, in the same month as Sonata de otofio was published , Emile
Zola died. Sixteen years earlier, Clarin had written that “naturalism is a thing of the
past; if you do not believe me, look at decadentism and symbolism, which if they
have not yet had much impact, soon will do. Fashions, isms! Vade retro! We have
all sinned, let us all repent. Long live art, long live artists|” This state of opinion
typifies the parting of the ways that was perceived in the autumn of French natural-
ism, and which gave rise to the vast literary process—studied by Michel Raymond in
La crise du Roman. Des lendemains du Naturalisme aux années vingt (2nd edn. ,
1967 ) —that renovated and modernized the European and American novel. Far from
sentencing to death a genre that in the 19th century had indeed reached its highest
degree of influence and social acceptance, this process of renovation simply replaced
the narrative system or poetics of the 19th century with something better fitted to the
society and ways of thought of the 20th, innovative narrative forms springing simulta-
neously from the pens and typewriters of authors who were not in contact with each
other, but who responded in the same way to some of the profound social, philosophi-
cal and artistic changes that were afoot.

In my book Estructura y tiempo reducido en la novela’1 have discussed extensive-
ly the fundamental ingredients of this renewal of the forms of the novel. Some limit
the omniscience of author and narrator, imposing a relativist perspective ; others elim-
inate the traditional hero, who in some cases simply disappears ( Katka, Musil) , and
in others is replaced by a collectivity ; while an important third group concern time as
the central pillar of the structure of the novel. In contrast to the linearity and chrono-
logical progression of the 19th century novel, time is now the object of all kinds of
significant manipulations; timelessness is achieved by weakening the sense of dura-
tion, or by making time cyclic; the tyranny of strict chronological order is overthrown
to allow divers anachronies; or the time narrated is strictly limited, enhancing the
vividness of its duration and opening the way to the achievement of simultaneity.

It would be hard to point to a European writer who can be better identified with
this renovational project than Valle-Inclan—which is why his works retain an attrac-
tiveness that has been lost by those of some contemporaries. By his own efforts, Valle
arrived at conclusions that set him on a par with the great figures of modernism—Mar-
cel Proust, Thomas Mann, Virginia Woolf, André Gide, Aldous Huxley, William
Faulkner, Hermann Hesse, or James Joyce himself—conclusions that allowed him,
without in any way reneging his previous work, to reorient his writings in consonance
with an aesthetic and ideological avant garde.

The year 1916 is crucial in this respect. For one thing, it was the year in which
Valle acquired first-hand acquaintance with the Great War. This had a considerable
influence on his relationship with history ; whereas previously it had been characteris-
tic of him to identify with the past, he was now open to the present and the future—
a change immediately reinforced by the Soviet revolution of 1917 and shortly after-
wards by his travels in post-revolutionary Mexico (1921) and by the political upheav-
als in Spain, where the monarchy was replaced first by the Dictatorship of Primo de

Rivera and then by the Second Republic. Secondly, 1916, marked by the death of
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Rubén Dario, is a turning point in Valles aesthetic evolution, the year in which he
put behind him that “other modernism. ” His essay La ldmpara maravillosa , parts of
which had already appeared in 1914 and 1915, was placed at the front of the collect-
ed works that began to be published that year, as a recapitulation of the aesthetic the-
ory underlying the period now brought to an end; by October he was publishing by in-
stalments a work that showed his transition to other aesthetic positions ( distinct but
not in all respects radically different; see below) and his integration in the modernist
renovation of narrative; La media noche. Vision estelar de un momento de guerra
(1917).

In La media noche Valle tackled two issues of major importance in the renovation
of the novel; the point of view of the narrator, and the spatio-temporal coordinates of
the narration. Illuminated by the extraordinary experience spoken of by Corpus Barga
(288 = 310)", his night flight over the battlefront in a French fighter ( later de-
scribed in esoteric, occult vein by Valle himself) , he managed to provide a structur-
al, holistic vision—a vision proper to what Benjamin Jarnés would call the “poly-
graphic novel”—of such a typically collective event as a great battle, combining a
multiplicity of narrative perspectives with the simultaneity of a text conceived as the
depiction of a single timespan in multiple arenas. That this enterprise was not wholly
divorced from his earlier aesthetics is clear from his having written, in La ldmpara
maravillosa , of human limitations being overcome by an eagle’s eye view, a view such
as he had from the fighter over the battlefront; but beyond this confused, imprecise
phraseology, his actual narrative praxis in La media noche shows him advancing in a
modernist direction taken by John Dos Passos in Manhattan Transfer (1925) and
U.S. A. (1930 -36), by Gorky when he proposed the A Day in the World project
(later realized on film, twice, by Dziga Vertov) , and, in particular, by Jules Roma-
ins in the unanimism that began to appear publicly in his novels in Mort de quelqu’ un
(1911). In his prologue to the first two volumes of Les hommes de bonne volonté, Ro-
mains claimed that his unanimist style of composition freed him from focusing on the
individual ; and according to André Cuisenier Romains lifts us out of the world of in-
dividuals to a higher level, a vantage point from which they can be surveyed like the
individuals of a hive or ants’ nest ( Romains 42). Nothing defines this superior van-
tage point better than the wision estelar, from “beyond the bounds of geometry and
chronology,” that was discovered and mythified by Valle in La media noche ( Valle 1
904)

It may be pointed out that, together with Valle, the great novelists mentioned
above, and others that might have been, another to pursue the goal of holistic presen-
tation was that archetypal renovator of contemporary narrative, James Joyce. Ulysses,
a complete metaphor of human life condensed in a single day, is paralleled by the to-
tal vision of the collective drama of war presented by Valle-Inclan in a few hours of
nocturnal flight. The stellar perspective that allows Valle to see simultaneously the
separate fates of the aviators in Chapter IV (or in Chapter XXVIII to take in the
coming of dawn, the roads behind the front, the bombed villages and cities in ruins,
the military cemeteries, and the recuperation barracks of the exhausted troops) is the
same as is adopted in Ulysses, in Episode 10 ( “Wandering Rocks” ), for example;
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according to Stuart Gilbert, Joyce too aspired to rise above the category of time and
see a simultaneous universe, adopting, as it were, Gods view of the cosmos. Else-
where'' I have observed that Ulysses has compositional , thematic and aesthetic simi-
larities with Luces de bohemia, in spite of one being a novel and the other a play, the
explanation of this apparent paradox being Valles having identified narrative and dra-
matic forms when he found that dialogue was ideal for guaranteeing objectivity in the
narration of action. This impassiveness of the narrator, which conforms to the objec-
tivist trends current in the theory and practice of the novel of the time ( Joyce, Faulk-
ner, Pérez de Ayala and others resorted to dialogue for identical reasons), already
stood out in La media noche, where the stellar vision placed the narrator at a distance
that promoted objectivity.

In a conversation with Gregorio Martinez Sierra published in ABC at the end of
1928, Valle explains quite transparently one of the fundamental aspects of the compo-
sition of La media noche, Tirano Banderas and El ruedo ibérico .

I believe that the novel advances parallel to history and political movements. In
these days of socialism and communism, I dont think societys principal hero can
be the human individual, but social groups. History and the Novel scrutinize the
phenomenon of the masses with the same curiosity. '

A few years earlier, in a letter to Cipriano Rivas Cherif published under the title
“ Autocritica” in the magazine Espafia'’ , he had already presented a perfect rationali-
zation of the most decisive temporal characteristic of all his post-1916 works

You are quite right in saying that the action walks a tightrope ; its like an oniric
stage effect, with larvae talking with the living. True. This effect is contributed
to by what we might call the straitness of time. An effect similar to that of El
Greco, with the straitness of space. Velazquez is full of space. His figures can
change their posture, spread out and make room for others. But in the Entomb-
ment only El Greco could arrange them in such a small space [...]. This
straitness of space is straitness of time in the Comedias. The scenes that appear
to be placed quite arbitrarily are consequents in the chronology of the events.
Cara de Plata begins at dawn and ends at midnight. The other parts also take
place without interruption. In something I'm writing now I'm occupied with this

idea of filling time like El Greco filled space. Some of the Russians understood
all this. '*

As he explains later in this letter, the work in progress to which he alluded was “An
American novel of tyranny and Spanish avarice,” "’ Tirano Banderas: novela de tierra
caliente , a prodigious creation that was Valle-Inclans own favourite among his novels,
and in which we once more detect the presence of renovational narrative poetics and
further foretastes of El ruedo ibérico.

The title of Tirano Banderas is somewhat misleading in that the objective of this
work is not so much the portrayal of a tyrannic individual as the denunciation of the
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degradation of man by tyranny. The pursuit of holism that characterizes Valle leads
him to conceive an imaginary republic, Santa Trinidad de Tierra Firme, as the quin-
tessence of Spanish America with its three castes: the creoles, the despised Spanish
gachupines, and the Indians—among these last the tyrant Santos Banderas, who is
not modelled after just a single dictator but, as Valle revealed in a letter to Alfonso
Reyes in 1923, after “Dr. Francia, Rosas, Melgarejo, Lopez, and don Porfirio. ”
(Hormigén 310) This complete social and historical plan, which rules out any possi-
ble epic or individualistic interpretation of the novel, extends to its language, which
as the same letter goes on to explain is “an aggregate of all the Spanish-speaking
countries , from vulgar slang to the speech of the gauchos. ”'"°In Tirano Banderas , the
dialogue does not only contribute to objectivity, but also to the sense of holism that
permeates this work , which Ricardo Gullén, in his excellent study of Valle-Inclans
techniques, describes as “a skeich for a gigantic parable declaring the destiny of
mankind ” (35).

What Borges wrote of Ulysses in a sonnet dedicated to Joyce in Elogio de la som-
bra (“En un dia del hombre estan los dias / del tiempo . .. Entre el alba y la noche
estd la historia / universal” ) is also to be seen in Tirano Banderas, in which time is
characterized by straitness, anachrony or flashback, and simultaneity. lIts structure as
a sequence of fragments, which so facilitates the achievement of narrative simultanei-
ty, is at times reminiscent of cinema, of the aesthetic and expressive potential of
which Valle was already convinced in 1926. Valle§ work in fact provides fine exam-
ples of the experimental fusion of theatre, novel and cinema, and this syncretism may
in large part explain the air of modernity that his literary work still exhales. In Tirano
Banderas time is registered in multiple spatial enclaves of Sante Fe de Tierra Firme,
providing us with an in-depth perception of the contrasts among the various social
classes and individual positions, the wrongs suffered by the people, how the rebellion
is forged, and the pitfalls placed in the path of the just cause by the tyrant and his al-
lies. For this purpose, the technique chosen by Valle is ideal; seven years later,
André Malraux would employ it in La condition humaine ( Man’s Fate) to recount the
collective, unanimous and simultaneous impetus of communist freedom-fighters in
1927 Shanghai. Both in Malraux and Valle-Inclan, simultaneity is not just a techni-
cal tour de force, but a tool that is essential for a comprehensive treatment of the
theme of the novel.

The simultaneity of Tirano Banderas also emerges in a suggestive fashion, one
that is likewise related to space, but in this case the space of painting. I refer to
those concise, swift sketches such as the famous passage that ends Don Roque Cepe-
da’s meeting in Part 2, Book 2: “The police began to swipe right and left with their
swords. Splinters of broken lamps, cries, hands raised to heaven, bloody faces. Con-
vulsion of lights going out. The angled ring broken. A cubist vision of Harris’ Cir-
cus. 7" Cubist art certainly consists of a kind of visual simultaneity, since it allows
details from all dimensions of space to be contemplated in a single plane, that of the
canvas. Valle makes masterful use of this procedure, generally on the last page of one
of the books that constitute the second of the three levels into which Tirano Banderas
is divided (part, book and chapter), combining extreme narrative economy with a
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gripping climax; though elsewhere the cubist paragraphs of the novel seem to be put
together following artful techniques of film editing, such as cross-cutting ( rapidly
switching to and fro among two or more arenas of action).

Compositional circularity, perfectly achieved in Tirano Banderas, is the funda-
mental aesthetic element in the conception of El ruedo ibérico, where it moreover has
implications of alternative history and timelessness that I believe to be absent from the
“novela de tierra caliente”. Temporal circularity, alternative history and timeless-
ness, which were also present in other landmark novels of the twenties and thirties,
had indeed been rooted in Valle’s aesthetic ideas since La lampara maravillosa, but
alternative history—in spite of the hesitant assertions of certain critics—only appears
in Tirano Banderas as a suggestion at the end of Part 5, Book 2. In Tirano Banderas
time is strait but also active and progressive, leading towards the final downfall of the
tyrant; the reader perceives the tense maintenance of the moment as a painful paren-
thesis, not an inexorable property of history—remember that Valle was writing under
the influence of the excitement produced by the Soviet and Mexican revolutions at a
time when he was himself suffering the effects of the Dictatorship of Primo de Rivera
in Spain. That the prologue and epilogue are chronologically adjacent does not mean
that the novel is a circular negation of time, but that, thanks to the unstoppable ad-
vance of time, the barbarity now firmly seated in power may tomorrow be swept away
by the hitherto downtrodden.

A very different attitude, if not the very opposite, is shown by the author of El
ruedo ibérico, a work impregnated with pessimism wvis-a-vis the history of the Spain
portrayed in La corte de los milagros and Viva mi duefio: corrupt and decadent from
palace to people, an immense and tragic cacophony, a paradise of conflict and dis-
sent, violence and death. Technically, El ruedo ibérico does indeed conform to the
new narrative poetics that we have seen developing since 1916. In a famous interview
with José Montero Alonso in 1926, Valle explains that

El ruedo ibérico will have no leading character. Its principal character is the so-
cial medium, the atmosphere ... 1 want to bring to the novel the Spanish per-
ception of things as shown by Spanish reactions to events of importance. For me,
how a people reacts to such events reflects and is the measure of its perception of

things (296)."

In this same interview he speaks of El ruedo ibérico as pointillist—just as Tirano Ban-
deras was cubist—in its simultaneist fragmentation of its narrative discourse. This
characteristic is especially conspicuous in Viva mi duefio, where Queen Isabel’s chief
minister Gonzdlez Bravo attempts in vain to control a situation in which the anti-Isa-
belline conspirators include revolutionaries, espadones'” and Montpensierists in Spain,
political exiles in Paris, Lishon and London, and the pretender Don Carlos in Gratz.
Viva mi duefio exhibits a kind of revolutionary unanimism that is continued in Baza de
espadas (though now concentrated in Madrid, London and Cadiz, where the revolu-
tion of 1868 was brewing) , and that makes these works comparable with Eisenstein’s

October (1927), Malraux’ La condition humaine (1933), and the second part of
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Sartre’s Roads to Freedom trilogy, Le sursis ( The reprieve 1945).

Valle-Inclan’s idea of the tempo with which history should be narrated shows a
radical change of mentality when compared, for example, with Benito Pérez Galdss’
Episodios nacionales. Galdés aimed to relate the progressive course followed by Span-
ish history over three-quarters of a century, between the battle of Trafalgar and
Canovas del Castillo. Valle, in spite of his declared intention of portraying the evolu-
tion of Spanish perceptions between the revolution of 1868 ( “La Gloriosa” ) and the
death of Alfonso XII in 1885, in practice demonstrated his preference for the strait,
profound account of events—the best fitted for their holistic, structural interpretation
in contrast to their mere concatenation in a linear sequence.

However, temporal straitness and multiplicity do not by themselves suffice to de-
fine the narrative form of El ruedo ibérico. On the contrary, the predominant impres-
sion in these volumes is of iimelessness, a result of the circular structure that Valle
had already experimented with, to different effect, in Tirano Banderas. From the
stellar vantage point first assumed in La media noche, Valle sees Spain as a vast bull-
ring in which a never-ending spectacle of violence and death is staged. Violence en-
genders violence, over and over—witness the periodic series of Spanish civil wars—
but nothing changes. Viva mi duefio, like the belated prologue “ Aires nacionales”

(1931), begins and ends with the same sentence, trivial variations apart ;

Disingenuous tidings spread the revolutionary message throughout the roundness
of the Iberian Arena. And in old cities, under the arcades of the square, and in
the sunbaked forecourts of little towns, and in Andalusian wineshops, and in the
drinking houses of Madrid and Asturias, and in Basque playing courts, among
grey seas and green meadows, the gossiping parrot opens the day with the news
that the Darling One is coming. And the Darling One staying out every night to
sleep in theoffing!*°

At the beginning of the last of the surviving books of Baza de espadas we likewise
read ; “In all the roundness of the National Arena there circulated messages written in
invisible ink, the accompaniment de rigueur of any revolutionary spree. ”>' Space in
Valle-Inclan realizes the metaphor contained in the title of the whole series: El ruedo
ibérico. Spain, as already noted above, like an immense bullring seen from the
stars—hence a circular space. But this initial narrative dimension goes over into what
E. M. Forster called pattern (140). In La corte de los milagros and Viva mi duefio,
the text itself, as a written spatial object organized in nested units ( chapters, books,
etc. ), exhibits a clearly circular pattern such that the correlations among these units
can be visualized as four concentric annuli and a circumference—theme and form—
reinforcing a certain concept of time that in turn has an ideological interpretation. Be-
hold here the clearest possible proof that an artistic text is a structure, a system of
subtly interdependent formal and meaningful elements, and that time and space in the

novel are two of the most intimately related compositional factors.
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12. “Creo que la Novela camina paralelamente con la Historia y los movimientos politicos. En esta
hora de socialismo y comunismo, no me parece que pueda ser el individuo humano héroe principal
de la sociedad, sino los grupos sociales. La Historia y la Novela se inclinan con la misma curiosidad
sobre el fendmeno de las multitudes. ” Joaquin and Javier del Valle-Inclan (eds. ), Ramén Maria
del Valle-Inclan. Entrevistas, conferencias y cartas. Pre-Textos, Valencia, 1994, p. 396.

13. Espafia, March 8th 1924. Cited through Joaquin and Javier del Valle-Inclan (eds. ), Ramon
Maria del Valle-Inclan. Entrevistas, conferencias y cartas. Pre-Textos, Valencia, 1994, p. 259 -
260.

14. “Hace usted una observacién muy justa cuando sefiala el funambulismo de la accién, que tiene
algo de tramoya de suefio, por donde las larvas pueden dialogar con los vivos. Cierto. A este efecto
contribuye la que pudieramos llamar angostura del tiempo. Un efecto parecido al del Greco, por la
angostura del espacio. Velazquez estd todo lleno de espacio. Las figuras pueden cambiar de actitud ,
esparcirse y hacer lugar a otras forasteras. Pero en el Enterramiento, sélo el Greco pudo meterlas en
tan angosto espacio (... ). Esta angostura de espacio es angostura del tiempo en las Comedias. Las
escenas que parecen arbitrariamente colocadas son las consecuentes en la cronologia de los hechos.
Cara de Plata comienza con el alba y acaba a media noche. Las otras partes se suceden también sin
intervalo. Ahora, en algo que estoy escribiendo, esta idea de llenar el tiempo como llenaba el Greco
el espacio, totalmente, me preocupa. Algtin ruso sabia de esto.” Joaquin and Javier del Valle-
Inclan (eds. ), Ramon Maria del Valle-Inclan. Entrevistas, conferencias y carta ( Pre-Textos: Va-
lencia, 1994)260.

15. “Una novela americana de caudillaje y avaricia gachupinesca. ”

16. “Una suma de todos los paises de lengua Espafiola, desde el modo lépero al modo gaucho”.
17. “Los gendarmes comenzaban a repartir sablazos. Cachizas de faroles, gritos, manos en alto,
caras ensangrentadas. Convulsion de luces apagindose. Rotura de la pista de angulos. Vision cub-
ista del Circo Harris. ” Valle Vol. T, p. 1003.

18. “El ruedo ibérico no tendra protagonista. Su gran personaje es el medio social, el ambiente . . .

Quiero llevar a la novela la sensibilidad Espafiola, tal como se muestra en su reaccion ante los he-
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chos que tienen una importancia. Para mi, la sensibilidad de un pueblo se refleja y se mide en c6mo
reacciona ante esos hechos. ” Joaquin and Javier del Valle-Inclan, op. cit. , p. 296.

19. Politically involved military leaders.

20. “Chismosos anuncios difundian el mensaje revolucionario por la redondez del Ruedo Ibérico. Y
en las ciudades viejas, bajo los porches de la plaza y en los atrios solaneros de los villorrios, y en el
colmado andaluz, y en la tasca madrilefia, y en el chigre y en el frontén, entre grises mares y pra-
dos verdes, el periquito gacetillero abre los dfas con el anuncio de que viene la Nifia. TY la Nifia,
todas las noches quedandose a dormir por las afueras!...” Valle Vol. I, pp. 1417 and 1718.

21. “Por toda la redondez del Ruedo Nacional circulaban los papeles escritos con tinta simpdatica,
que son el obligado acompa ? amiento de todas las jacaras revolucionarias. ” Valle Vol. I, p.

1878.
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Abstract The distinguished literary career of Ramén del Valle-Inclan ( Spain, 1866
—-1936), which began with the Modernist phase, eventually turned dark as the au-
thor beheld the upheavals at the turn-of-the century and its aftermath throughout Eu-
rope. Spain had lost most of its colonial empire, the Great War of 1914 — 18 erupted,
and the Czarist regime in Russia was overthrown in the Bolshevik Revolution of 1917.
Valle-Inclan saw the necessity of reflecting the absurdity, cruelty and savagery then
rampant in Europe by creating a new theatrical aesthetic. That mode of expression he
termed Esperpento. And, indeed, the Esperpento held a mirror to the social, politi-
cal, and religious aberrations that defined European society, and Spain in particular,
during those turbulent times.

Key words Valle-Inclan; Esperpento; theatrical cruelty; La lampara maravillosa
Luces de bohemia ; Divinas palabras; Los cuernos de Don Friolera

The contemplation of the horrid or sordid or
disgusting, by an artist, is the necessary
and negative aspect of the impulse toward

the pursuit of beauty.
T.S. Eliot,The Sacred Wood (1920)

Eliot noted the positive and negative aspects of the artist’s pursuit in the works of
Dante, Shakespeare and Blake, among others; his observations were also pertinent in
the context of his own time for writers and painters were distorting reality ( Picasso’s
Cubism is an example) in order to portray life in all its dimensions.

In the early days of the Twentieth Century, the Spanish author Ramén del Valle-
Inclan also saw the necessity of reflecting the absurdity, cruelty and savagery then
rampant in Europe by creating a new theatrical aesthetic. That mode of expression he
termed Esperpento. And, indeed, the Esperpento held a mirror to the social, politi-
cal, and religious aberrations that defined European society, and Spain in particular,
during the turn-of-the-century and the subsequent era.

The first quarter of the Twentieth Century saw unprecedented upheavals through-
out Europe. Spain suffered the loss of much of its overseas empire in the so-called
Spanish-American War (also known as the War of Cuban Independence ), causing
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nationwide demands for change in the nation’s politics by the members of the “Gener-
ation of 1898 ,” to which Valle-Inclan belonged. And change would follow elsewhere
on the continent as the Great War of 1914-18 erupted, having been brought about by
the assassination of Archduke Francis Ferdinand, heir to the throne of the Austro-
Hungarian Empire, at the hands of a Serbian anarchist in Sarajevo. A third impactful
event was the overthrow of the Czarist regime in Russia through the Bolshevik Revolu-
tion of 1917. These European events not only caused major political shifts and align-
ments, but brought about unparalleled suffering and death through purges and war-
fare. In the case of the Great War, brutal and sadistic measures made possible by
such new techniques for mass annihilation as aerial bombardment and the use of lethal
or debilitating gases proved the most horrid example of man’s inhumanity to man. '

As the tide of war spread across Europe, Spain remained neutral while seeking
the reintegration of its national spirit. But for many writers, composers, painters,
playwrights, and other creative individuals scattered throughout the warring areas, it
became necessary to flee the carnage and destruction; while Pablo Picasso was con-
tent away from his native Spain in his various French haunts, others chose to sit out
the war in Zurich. Taking advantage of Swiss neutrality yet attuned to the ravages of
war and revolution alike, they created a new art to depict the irrational and outra-
geous outcomes of modern technology as manifested in the absurdity of life and the
cruelty of warfare; they called their movement Dada, a nonsensical term meant to de-
scribe the world that human pretentiousness had created. Tristan Tzara led the charge
against modern inanity in culture and painters such as Marcel Duchamp described the
dehumanization of the times in “Nude Descending A Staircase” and “ Fountain” (a
urinal ) while others pastiched together on canvas or on board objects that were totally
unrelated via the technique they termed collage, and composers of the ilk of Kurt
Schwitters proposed a new, discordant musical expression in “ Non-syllabic Sonata.”
The Dadaists who met at the Cabaret Voltaire sought to demolish contemporary cul-
ture, leaving only a tabula rasa.

Valle-Inclan, who had been to the front lines in France and reported on the
bombardment of troops from the air ( Lima 243 —=50) , who had seen a succession of
inept and corrupt governments that could neither better the miserable state of the
peasant in the countryside and the worker in the city, nor rectify the many inequities
of daily life in a nation that had not learned the hard lessons that led to the debacle of
1898 ,% and who had experienced Madrid’s artistic life in all its absurdity, could not
help but be concerned over the plight of modern Spain. He perceived his life and
times as too absurd, grotesque even, to join in the mindless games of the Dadaists.

Then in 1924 many of the same writers, painters and composers who had created
Dada sought a more meaningful evasion of the torpid post-War reality around them
and, following the lead of André Breton, formed a new movement that they called
Surrealism, whose concerns were emanations out of the subconscious mind, the inter-
pretation of dreams, and such creative techniques as automatic writing and stream of
consciousness (a la James Joyce). These ideas were published in several Manifestos
journals, posters and other printed matter.

Just as he had avoided the frivolities of Dada, Valle-Inclan felt the need to forgo
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the evasions of reality promoted by Surrealism. In the 1920s, therefore, the play-
wright could not have his writings present only a lighthearted facet of society, as in
the satirical play Farsa italiana de la enamorada del rey, which, although published
in 1920, was the product of an earlier mindset. The times had been too severe for re-
ality to be relegated to a secondary role; consequently, he sought to depict anguish
and frustration as well through a new aesthetic of the absurd and the grotesque which
he devised and termed Esperpento. This new point of view, akin to the approach of
the German Expressionism and ltalian Futurism of the same period, was marked by a
departure from strictly realistic models and the re-interpretation of the human figure as
marionette, or as a two-dimensional cardboard image, as laughably exaggerated, ulti-
mately grotesque in external form (a referent to the greater internal deformity). Es-
sentially reactive, it was an aesthetic of objectified dissent and distortion, a radical
departure from traditional models of both rationalism and idealism. It would prove to
be a revolutionary form of theatre.

But this new premise did not spring into his consciousness full-blown. It had
been nurtured in the first two of his Comedias barbaras ( Barbaric Plays) of the early
1900s and then furthered in the mystical and aesthetic tenets of La lampara maravillo-
sa (The Lamp of Marvels) of 1916, in whose section entitled “Trinitarian Exegesis”
he commented :

The Platonic Ideas are intuitions of aesthetic quietism, to the extent that allim-
mutables are eternally beautiful. But this understanding is more readily grasped
in compliance with Gnostic doctrine and by seeking quietude within ourselves—
beyond forms, with the will and desire extinguished, with the soul crucified to a
single thought, with love for all the images of the world, fecund and sterile es-
sences alike, with the infinite banishment of the generative reasoning of the Sto-
ics. The monsters of Byzantine art, wherein primal forms degenerate into ab-
surdity, teach us this comprehension of beauty in opposition to Hellenism, which
perpetuates the eternal sense of life in the Ideas of Plato. Gargoyles, corbels,
dragons, beasts of fantastic mien had this new intuitiveness ensconced in their
perverse forms; their character, elaboration of uniqueness, was set against that
archetype by which the ancient world had set its course. The spirit of the Gnos-
tics uncovered an aesthetic emotion in the absurdity of forms, in the creation of
monsters, in the termination of life. Possessors of a hallucinogenic creed, they
deduced therefrom categories of beauty which are liberated from that intimate
bond which tied the archaic art of the Greeks to the temperament of the species.
To Gnostics, the beauty of images does not reside within them but in the act
which created them, from which they are never separated; thus, all things are to
be loved as one since they all issue from the same eternal source in the same
eternal act—quiet, absolute, one. (73 -74)°

Valle-Inclan often looked to the past, as did other members of the “Generation of
1898,” to learn its lessons in order that he could participate in the continuum by his
own innovations. In this case, the Gnosticism which informed much of his thinking in
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La lampara maravillosa also provided the premise from which would evolve the new
aesthetic. These ideas pre-dated the commentary by T. S. Eliot. *

The poet, too, made his statement on the absurdity and grotesqueness of the pe-
riod in 1919 when he published La pipa de kif ( The Pipe of Kiff),’ presenting the
emerging aesthetic in such poems as “TAleluya!,” where he tersely discloses his new
mode ; “ Through divine Spring inspired ,/My mind has become riled/Writing teetering
verses today —/Grotesque, a purist would say” (OC 2. 1924 ). and “ Vista
madrilefia” ( “Madrid View” ) , wherein he focuses on one of many grotesques in the
Spanish capital ;

An ugly girl —

Whom typhoid left

Devoid of hair —

In the garret dances,

Dragging a chair,

And playing the man.

She peers from the window

And looks like the cuckoo

That peeps from the clock. (OC 2. 1957)

Valle-Inclan found it necessary to depict the absurdity and grotesqueness of the period
in his dramatic works as well. As he declared in an interview:

There are three ways of seeing the world artistically or aesthetically: from the
knees, standing, or from the air. When one adopts the kneeling position—and
that's the oldest stance in literature—the characters, the heroes, are given a
condition superior to that of human beings or, at least, to that of the narrator or
poet. Thus, Homer attributes to his heroes qualities that humans only have in
limited form. In other words, it is a way of creating beings superior to human
nature; gods, demigods, and heroes. There is a second way, which is to con-
sider fictional protagonists as if they were of our own nature, as if they were our
brothers, as if they were us, as if the character duplicated our essence, with its
very virtues and defects. This is, undoubtedly, the most successful approach.
This is Shakespeare, all of Shakespeare. . . . And there is a third way, which
is to see the world from a superior plane and to consider the characters of the
plot as beings inferior to the author, with a touch of irony. The gods become
characters in a skit. This is a very Spanish manner, the manner of a demiurge
who cannot conceive of himself as made of the same stuff as his figurines. This is
the manner of Quevedo. . . . This manner is definitive in Goya. And it was this
consideration that moved me to take a new course in my literature and write the
Esperpentos, the literary genre that I baptize with the name of Esperpento. °

This was the identity of the new aesthetic of the absurd and the grotesque, a perspec-
tive that sought to point to the great gulf (Kant’s grosse Klufi) that existed between
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the intuited or noumenal world and the sensate or phenomenal world. It is interesting
to note later statements that rework Valle-Inclan’s original statement on the Esperpento

Authors must be studied according to their three manners. First, the character is
superior to the author. The manner of the hero. Homer, who doesn’t have the
blood of the gods. Second, the author who duplicates himself: Shakespeare. His
characters are nothing other than duplications of his personality. Third, the au-
thor is superior to his characters and contemplates them as God does his crea-
tures. Goya painted his subjects as inferior to him. As did Quevedo. This is
bred in picaresque literature. The authors of such novels did not wish to be con-
fused with their characters, whom they considered very inferior to themselves,
and this spirit still persists, naturally, in Spanish literature. I too consider my
characters as my inferiors. My work is an attempt at what I tried to accomplish.

(Madrid 104) ’

The natural procedure would be to apply these ideas beyond the limited scope of indi-
vidual perspectives. Valle-Inclan did not omit this process; he chose to make a com-
parative study of three closely interrelated literatures ;

French authors always stand ecstatically before the events in their plays and the
voices of their characters. They deify their heroes. They engender gods. In
France, the author is the first vassal of his offspring. He exalts the protagonist
and his drama well beyond human limitations. He serves his heroes in good
times and in bad as he would extraordinary divinities. The English, workmen
full of decorum and sociability, exercise club literature. Their characters move
within a circle of friends, subject to the rights and duties of men-of-the-world.
An author places his hero in a circle, gives him the proper credentials, and
grants him the right to vote in its deliberations. When the time comes for re-
wards, respectful of class interests, he grants him the title of peer. The author
and his character experience the same human protocol. The play is a purely so-
cial event, one hardly worthy of mention inThe Times. Othello is a family mem-
ber who commits the impropriety of showing exaggerated jealousy. We Spaniards
always place ourselves above the drama and its interpreters. We are always
aware of our capricious manipulation of the strings of the farce. Cervantes feels
superior to Don Quijote. He mocks him a bit, sometimes shows pity over his sor-
rows and follies, forgives him his fits, and even grants him the boon of a final
moment of lucidity before leading him, quite generously, to the gates of Heav-
en. We Spanish authors, haughty from our youth, like to sprinkle the life that
we create with a touch of sorrow. Ours is a harsh paternity. By dint of caprice
and blood. Because we are ever accompanied by indignation at what we see tak-
ing place around us fatally. Spain is a vast stage selected by tragedy. Theres al-
ways a dramatic moment in Spain; a drama well beyond the capabilities of the
participants. These, cardboard figurines, lacking ideality and courage, seem ri-
diculous to us in their heroic trappings. Like strolling players, they interpret the
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most sublime tragic situations clumsily. Don Quijote is represented as just anoth-
er Quijote. Doctors diagnose Don Juan’s dramatic escapades as ambiguous physi-
ology. Our whole populace is seen to be worth less than a gang of trivial players
set on staging the genial drama of Spanish life. The result, of course, is an Es-

perpento. * ( Madrid 344 —46)

As Valle-Inclan had stated earlier, aberrations of social, political and religious tradi-
tions had been experienced and depicted in their respective eras by Francisco de Que-
vedo (1580 —1645) and Francisco Goya (1746 —1828). Theirs, too, were times of
rapacity and inequities, each with its own peculiarities. Quevedo’s sardonic view of
life in Spain at the height of its power in the Siglo de Oro (the Golden Age, 1492 —
1680) can be seen in Historia de la vida del buscon llamado don Pablos ( The Life of
Pablos the Rogue, 1626) and Suefios y discursos de verdades descubridoras de abusos ,
victos, y engafios en todos los oficios y estados, collectively known as Suefios
( Dreams, 1606 and thereafter) .’ Goya’s embittered vision of Spanish society-at-large
was depicted in such collections of etchings as Los caprichos ( Caprices, 1797) , Dis-
parates ( Absurdities ) , and Los desastres de la guerra ( The Disasters of War, pre-
1820) , along with paintings of other grotesque subjects, most notably those referred
to as the “Black Paintings” in La Quinta del Sordo ( The Villa of the Deaf Man) ; to-
gether they provided unequivocal evidence of the long and continuous history of the
nation’s social, political and religious grotesqueness.

A similar attention to social incongruity, deformity and absurdity are present in
all of Valle-Inclan’s Esperpentos, in whose extended format he could amply assess
both the physical grotesqueness and the spiritual decadence he observed in society.
As with Quevedo and Goya'’, his concern was to depict the inhumanity of people to-
ward one another, whatever the ambient, whatever the period. Often, as in the works
of Quevedo and Goya, that inhumanity has a savage aspect. Luces de bohemia ( Bohe-
mian Lights) ''is at the beginning of a cycle of plays that study the variety of social
savagery in Spain but that are, in point of fact, universal in their assessment of the
human condition. And he is able to interpret it through external and internal diagnos-
tics that produce deep insights into human nature and the social experience.

Luces de bohemia ,the first Esperpento, is a drama in fifteen scenes tracing the fi-
nal moments in the bitter life of Maximo Estrella, a poet blinded by syphilis, who has
struggled for recognition only to witness the deterioration of hope. His life moves
steadily toward its tragic denouement while the grotesqueries of human existence be-
come increasingly visible in the incidence of irony, cynicism, dissonance, satire,
baseness, lewdness, opportunism, mockery, and alienation. The absurd caricature of
life becomes the context of Maximo Estrella’s distorted existence.

But there is another level in the play. Luces de bohemia is the fictionalized biog-
raphy of the flamboyant bohemian Alejandro Sawa, who was born in Malaga in 1862
and died early in August 1909 under conditions not unlike those described by Valle-
Inclan in the play. In a letter to the poet Rubén Dario, Valle-Inclan communicated
the news of Sawa’s tragic end;
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DearDario: I’ ve come to see you having first been to the house of our poor Ale-
jandro Sawa. I cried in front of the dead man, for him, for myself, and for all
the poor poets. I cant do anything; neither can you, but if some of us got to-
gether, we could do something. Alejandro left an unpublished book. The best
thing that he’s written. A diary of hopes and tribulations. The failure of all at-
tempts at publishing it, along with a letter from El Liberal reneging on a piece
that would have brought sixty pesetas, drove him mad in his last days. A hope-
less madness. He wanted to kill himself. He died like a king in a tragedy; mad,
blind, and raving. ( Alvarez Hernandez 70 —71)'*

All the tragic elements depicted in the play are present in the description of Sawa’s
last days. " Present, too, are Valle-Inclan’s sympathy and sorrow, as well as his
identification with Sawa. The life that the dead writer led had been Valle-Inclan’s be-
fore his marriage ; he could have ended as did his friend and that recognition was dis-
turbing. The life and death of Sawa verified the absurdity of human existence for
Valle-Inclan, and he created Luces de bohemia in that cast. He classified the play as
an Esperpento and even had Mdaximo Estrella define and discuss the new aesthetic with
Don Latino de Hispalis as they walked the streets of old Madrid .

Our tragedy is not tragedy . . . TheEsperpento . . . Goya was the inventor of
Esperpentism. Classical heroes have taken a stroll along Gato alley. . . . Clas-
sical heroes reflected in those concave mirrors manifest the Esperpento. The
tragic sense of Spanish life can only be rendered through an aesthetic that is sys-
tematically deformed . . . Spain is a grotesque deformation of European civiliza-
tion. . . . In a concave mirror, the most beautiful images are absurd. . . . De-
formity ceases to be that when it is subject to a perfect mathematical system. My
present aesthetic is to transform classical norms through the mathematics of the
concave mirror . . . Let us deform expression in the same mirror that deforms

our faces, and the whole miserable life of Spain. (OC 2; 1597 -99)'*

The Callejon de Alvaro Gato in Madrid’s old quarter, an alley in the area between Pu-
erta del Sol and Plaza Santa Ana, presented a series of fun-house mirrors that distort-
ed the images of passersby in Valle-Inclan’s day. Looking into those mirrors results in
the unmasking of the reality of the viewer, who is reflected in a grotesque distension
that Valle-Inclan uses as the symbol of society’s true aspect. As individuals confront
their reflections in the concave mirrors, they behold the depersonalization and dehu-
manization to which modern society has brought them.'> While those street mirrors
have lost much of their reflective properties over the years, the brilliance of Valle-
Inclan’s figurative concave mirrors has increased as his aesthetic of the grotesque has
been more widely accepted and his Esperpentos read and performed with growing fre-
quency in Spain and abroad.

In the expression of this and other tenets Valle-Inclan united his ideas to the life
of Sawa and the resultant was Maximo Estrella, the protagonist who not only embodies
one example of life’s absurdity but is also the representative of all men whose exist-
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ence enfolds the struggle between practicality (life in the sensate world) and ideality
(life as perceived by the mind) ; the great gulf that Kant has posited in his dualism.
Because the artist cannot achieve complete separation from the world and yet must, as
he senses, the struggle is absurd and the absurdity is underscored by the inevitability
of the outcome. The prison of the body and the prisons man creates for himself keep
his spirit from full flight, as in the experience of such mystics as Saint Theresa of Avi-
la and St. John of the Cross. And, ironically, as in the case of Sawa-Estrella, a
point is reached where the artist must look to these same hindrances for salvation.
The body must be cared for and society must be caressed. In the end, however, these
attentions come too late. Sawa, who had penned attacks on the press and the govern-
ment, found himself without assistance when he needed it; Max died in the same
abandonment.

Luces de bohemia takes as its central concern the suffering and death of the pro-
tagonist at the hands of society. That suffering and that death are as chargeable to the
people with whom Maximo Estrella comes in contact as if they had actually executed
him with their own hands. Further, even those who express concern for Max’s situa-
tion cannot be trusted. For one, his avowed friend Don Latino takes the lottery ticket
from a drunken Max and pockets the winnings after his death, never even thinking of
sharing the money with the writer’s destitute widow and daughter. In the depths of de-
spair, the two women commit the act of suicide which they and Max discussed early
in the play.'® Frequently, the inhumanity of man to man manifests itself in tacit but
no less savage ways than direct aggression.

The impact of this Esperpento is even greater when its basis in the life of Alejan-
dro Sawa is recognized. In portraying Sawa through Max Estrella, Valle-Incldn made
his bitterest dramatic statement on the savagery of society, in this case directed to-
wards the artist. Both middle and lower classes here are guilty of savage indifference
to his plight as artist and man; it is that lack of recognition of his writings and the
cutting off of his meager source of income that lead to Max’s unconquerable despair—
the death of his spirit—to be followed inexorably by the death of his body, a dual
death reminiscent of the fate decreed for the protagonists of Greek tragedy, as viewed
in La lampara maravillosa .

Those who were loved by the gods in Greek antiquity were born under the star of
a lamentable destiny. Fate dragged them along like a sacred wind, dishevelling
their souls, their garments, and their hair. Because lives convulsed with pain
are the object of love, misfortune was a celestial gift. If tragic heroes are perpet-
uated in our minds with an almost divine aspect, it is due to the compassionate

shudder with which we contemplate them. (LM 65)

Yet, despite such touchstones to the ancestral theatre in Luces de bohemia , tragedy in
the manner of ancient Greece is held to be anachronistic. The speculum, the polished
metal plate used as a reflector of reality in antiquity, just won’t do today. Only the
aesthetic of the Esperpento is seen as applicable to modern life, wherein the absurd
and the grotesque prevail. In such circumstances ancient heroes are transmogrified in-
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to the anti-heroes that the Esperpento mirrors. In other Esperpentos Valle-Inclan at-
tacked different segments of society and the culture that has given rise to its long-estab-
lished institutions and hallowed traditions, along with the debasement of the heroic.

One such is Divinas palabras: Tragicomedia de aldea ( Divine Words: A Rural
Tragicomedy) , an Esperpento in point of fact, although it does not have that label in
its title. First, Lucero’s verbal and physical abusiveness of Poca Pena, his mate, is
seen in the opening moments of the play. Then, two deaths mark the indifference of
society ; that of Juana la Reina, is mourned ritually rather than emotionally by family
and friends, while that of her idiot son Laureano goes unmourned. Indeed, the first
death is seen as beneficial to the living relatives, who fight for possession of the tro-
phy, the hydrocephalic dwarf; the second death is seen as oppressive in that the in-
come produced from displaying the idiot’s genitals disappears with his demise. The
social savagery is pointedly underscored by pigs eating Laureano’s cadaver. Yet an-
other instance is Pedro Gailo’s attempt to seduce his daughter, who fights off his
drunken savagery and defily avoids the incestuous liaison. In the same pattern of
amorality and sanctimoniousness, townspeople are about to stone the naked Mari Gai-
la to death for fornication, only to be halted by her foolish husband’s last-minute
mouthing of Christ’s words which had saved the Gospel prostitute. Recovering from
the momentary hesitation, everyone again stands ready to throw stones at the prostrate
woman until, astutely, the same words are spoken in Latin. Only upon hearing the
Church’s language, whose meaning, though lost to them, has attained an aura of
magic, is the savagery of the populace quelled. The words uttered in Latin have be-
come the Divine Words of the title. Thus, it has taken a near-miracle to subdue the
savage beast of a mob bent on mayhem and murder in the name of Christian morality.
After the ritual with bell (ringing from the steeple), book (from which the Gospel
words are read ), and candle (held by Pedro Gailo) which has saved her from the
imminent stoning, Mari-Gaila is raised from her crouching position and is led through
the cemetery into the church by her husband in a symbolic rite of passage from death
to rebirth. The natural in her has been diluted in the process and, after her near-
death experience before a sanctimonious mob ready to stone her, Mari-Gaila, in an
absurd manner reborn to the Church, will thereafter behave properly, as wife and
Christian, following the accepted secular and religious dictates of society, or so it is
made to appear at the end of the play.

Divinas palabras is the culmination of a series of rural tragedies begun with Agui-
la de blasén and Romance de lobos and continued with El Embrujado and an impres-
sive work of prose fiction, Flor de santidad (1904 ; Flower of Sanctity) , and an oc-
casional story. The setting of these works is also Galicia, and the characters are foun-
ded on regional types. But it is in Divinas palabras, one of the masterworks of Valle-
Inclan’s literature, that the traditions depicted earlier find their most perfect delinea-
tion through the heightened sensitivity and mastery of style that define his innovative
dramatic technique.

There are also other sectors of society whose perspectives are satirized. In Los
cuernos de don Friolera ( The Horns of Don Friolera) , the dramatist expanded on his
theory of the grotesque through words at the beginning of the prologue spoken by Don
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Estrafalario, an intellectual whose name reinforces his eccentricity and slovenly
dress:

I’ ve also been concerned with the Devil’s grimace before the Sinner. The truth
is that T had a very different idea of infernal laughter; I’ d always thought of it as
mocking, supremely mocking, but no . . . Don’t for a moment believe in the
reality of a Devil who takes an interest in the human charade, enjoying himself
like a shopkeeper. Tears and laughter are born out of the contemplation of things
akin to ourselves, and the Devil has an angelic nature. . . . Those sentimental-
ists who express sorrow over the agony of horses in the bullring are incapable of
feeling the aesthetic emotion of the bullfight: Their sensibility is manifestly par-
allel to equine sensibility and, through some subconscious process, they’ ve
come to believe that their fate will be akin to that of those disemboweled horses.

. That’s how it is. And there’s a similar parallel with whatever makes us
laugh: We reserve our jeers for whatever relates to us. . . . My aesthetic tran-
scends pain and laughter, as must the conversations of the dead when they tell
stories of the living. . . . All our art is born out of the knowledge that we will
pass away some day. That knowledge makes men equal, more so than the
French Revolution. . . . I would like to view this world with the perspective of
the other shore. I like that relative of mine who, when asked by his overseer

what he would like to be, replied: “A corpse. ” (OC 2. 1697 -99)

Don Estrafalario, like Max Estrella before him, reveals the intent and point of view of
the dramatist. These, however, are not presented in a thesis play. Instead, Valle-
Inclan employs the traditional theme of the cuckold ( Commedia dell Arte, Moliére
Siglo de Oro, Restoration Comedy) in union with a strong anti-militarism to depict
the grotesqueries of contemporary life. The dramatist avoids the cliché and proceeds
to demolish satirically the “sacred cows” before him. And in the process he succeeds
in making Los cuernos de don Friolera both a social and a theatrical document, the
first through the exposure of social conventions as ridiculous, and the second through
the satirization of the type of drama that thrived on thematics that he felt were unwor-
thy of the stage. The prologue and epilogue that frame the twelve scenes of the Esper-
pento make clear Valle-Inclan’s attitude on the second point; the play proper disclo-
ses his social commentary.

The prologue commences with the peripatetic intellectuals DonEstrafalario and
Don Manolito conversing against the active background of a folk fair. '’ The aesthetic
pronouncements of the former stand out in the popular setting, appearing as eccentric
as his name. But his views are shortly reinforced through the fantasy created by a
puppeteer and his creatures. Reality is eclipsed temporarily while the tale of the
cuckold Friolera unfolds before an expectant crowd, prominent among whom are Don
Estrafalario and Don Manolito. Friolera, the deceived lieutenant, is talked into kill-
ing his mistress as a point of honor despite his indifference to her affair. The prodding
of the puppeteer brings on the indignation that leads to the act. But before Friolera
can be imprisoned by society, he learns how to revive the fallen woman, an act com-
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pleted as the playlet ends. This plot will be paralleled within the play proper; but the
second version of the events will have its own variations, as will a third one narrated
in the epilogue. Fantasy, reality, legend. Society will be served. But which of the
three venues will prevail? In the puppeteer’s version both society and the individual
are equally served: society (the insistence of the puppeteer) demands that the honor
of the cuckold be avenged in the blood of the deceiver, and it is; the individual bene-
fits from this purgation and is freed from legal consequences (also imposed by socie-
ty) through the absurd resurrection of the victim. This is the world of fantasy and its
absurd operations have an intrinsic logic. It is this veracity that prompts the comments
of Don Estrafalario on the status of the Spanish drama.

There’s no doubt that the comprehension of such humor and morality does not
come from Castilian tradition. It is Portuguese and Cantabrian, perhaps from the
mountains of Catalonia as well. The other regions literally know nothing of such
jests about cuckolds, of such witty good sense, so contrary to Castile’s theatrical
and African concept of honor. That puppet stage on the back of an old itinerant
storyteller is more suggestive than the entire rhetorical Spanish theatre. (OC 2.

1704)

Further, despite the qualifications to this statement suggested by DonManolito, Don
Estrafalario adds .

The cruelty and dogmatism of Spanish drama are found only in the language.
Shakespearean cruelty is magnificent because it is blind, possessed of the great-
ness of natural forces. Shakespeare is violent but not dogmatic. Spanish cruelty
has the entire savage liturgy of the auto-de-fe. It is cold and disagreeable. Noth-
ing is more removed from the blind fury of the elements than Torquemada: His is
a scholastic fury. If our theatre had the quaking of bullfights, it would be mag-
nificent ; Had it known how to convey that aesthetic violence, it would be a thea-
tre as heroic as the lliad. Lacking that, it has all the antipathy of codices, from
the Constitution back to the Grammar'®. (0C2: 1705)

The opportunity to vent his views through one of his characters is not used in vain by
Valle-Inclan. Don Estrafalario is made to express other expository ideas on the thea-
tre .

Shakespeare rhymes to the beat of his heart, the heart of Othello: He is as one
with the jealousy of the Moor; Creator and creature are of the same human stuff.
As for that puppeteer, not for a second does he stop considering himself superior
by nature to the puppets on his stage. He has a demiurgic dignity”. (OC 2.
1706)

It is this superior attitude, which obliterates sentiment and the melodramatic, that
makes possible the Esperpento. As Don Estrafalario has pointed out, laughter and
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tears exist only where there is an identification with the subject. But such is not pos-
sible where puppets are concerned. Likewise, the Esperpento makes the characters
like marionettes so that there can be no semblance of attachment. The dramatist a-
chieves this end, just as the puppeteer does, by being superior to his creations.
Valle-Inclan considers them grotesque because their frame of reference is an absurd
existence, as he expressed it in an interview in which he made an important addition
to the premises that informed his vision

Life—its events, sorrows, loves—is always the same, fatally so. What changes
are the characters, the protagonists of life. Those roles were previously played
by gods and heroes. Today. . . well, what's the use of speaking? In the past,
destiny fell on the shoulders—haughtiness and sorrow—of Oedipus or Medea.
Today, destiny is the same, fate is the same, greatness is the same, pain is the
same. . . . But the shoulders that bear them have changed. Actions, concerns,
recognition are the same as yesterday and forever. The shoulders are different,
too minuscule to support that weight. Out of that are born contrast, dispropor-
tion, and the ridiculous. In Los cuernos de don Friolera, the sorrow of the pro-
tagonist is the same as Othellos and yet it lacks its greatness. Blindness is beau-
tiful and noble in Homer. But in Luces de bohemia that same blindness is sad
and lamentable because it concerns a bohemian poet, Maximo Estrella. (qtd. in

Madrid 114)

Valle-Inclan has explained adroitly the distinction between Greek tragedy and his Es-
perpento and the necessity for the latter in a society that has eschewed its gods, its he-
roes and its ethical sense of being. Society as a whole is really no different at the end
of these plays. Those people who have died have left behind an unchanging scheme of
life in which some will continue to suffer greatly, some will show no pity, being
moved only by fear, some will continue as they were, perhaps to again manifest their
fallen nature through outright evil or extreme selfishness.

Society is savaged by Valle-Inclan in Luces de bohemia, Divinas palabras, and
Los cuernos de don Friolera, as well as in the other Esperpentos, because the dramatist
views society as hypocritical, self-serving, and abusive of power. Because this socie-
ty, potentially a dystopia akin to that of Huxley’s Brave New World for one, perpe-
trates and condones savage acts that not only mock the Christian charity it purportedly
espouses but also the protective parameters of ethical behavior, it is deservedly sav-
aged by the acidic attack it receives in each Esperpento, be it set in rural Galicia or
urban Madrid, be it concerned with naive primitive traditions or sophisticated modern
protocols. It is Valle-Inclan’s sense that an absurd, depraved, corrosive society de-
serves to be depicted as absurd and grotesque, and he achieves this through his abili-
ty to create memorable characters and social types, placing them in situations that
highlight society’s deformity and savagery.

Much of Spanish post-Civil War drama hasbeen influenced by Valle-Inclan’s in-
novative ideas in writing and staging plays, as has been acknowledged by Antonio
Buero Vallejo, Alfonso Sastre, José Martin Recuerda, Antonio Gala, Domingo Mir-
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as, Carlos Mufiiz, and Francisco Nieva, among other prominent contemporary play-
wrights. Buero, for one, has said of Valle-Inclan’s most immediate influence that

He fecundates the greatest dramatist that follows; Lorca. And today he manifests
himself as a unique author, a formidable revealer of his land and of the sullen or
ludicrous face that speaks the truth about man. that truth, among others, that

. . . . 20
shows man as a marionette subject to his conditioned reflexes.

Buero, too, was a product of the social consciousness that characterized Valle-Inclan’s
Esperpento. And Sastre has placed him at the center of the modern European theatre ;

Valle-Incldn is one of the great masters of the European theatre of this century.

. His theatre represents the autonomous Spanish discovery of theatrical ex-
pressionism; the anticipation of the antipsychologicalism of the subsequent “so-
cial” theatre, and the deliberate use of the technique of “distancing” (which
Brecht would come to use and explicate theoretically). '

But beyond his innovative experimentation with what would come to be called“the al-

il

ienation effect,” with the Esperpento Valle-Inclan established the tenets and tech-

niques that mark his plays as precursors of the later and much-touted “Theatre of the
Absurd” and “Theatre of Cruelty. ” If Samuel Beckett (1906 —1989) in Waiting for
Godot and Endgame, for two, stripped the stage and its personages down to bare es-
sentials for the presentation of absurdist premises, the Esperpento had already shown
the way; if Eugene Tonescu (1909 - 1994 ) portrayed human gullibility through its
physical transformation into beasts in Rhinoceros, the Esperpento had preceded it
through its portrayal of numerous physical and moral transmogrifications; and if Jean
Genet (1910 —1986) portrayed the cruelty and inhuman acts he had experienced in
prison in such as his Deathwatch and The Blacks, the Esperpento had set the stage
long before. Ramoén del Valle-Inclan was in place before them and preceded them as
well through the writing and staging of his Esperpentos.

Although the Irishman Beckett, the Rumanian lonescu, the Frenchman Genet,
and the Spaniard Arrabal, among other purveyors of the absurd, have received greater
praise and renown, as did the Frenchman Artaud for his theories on the place of cru-
elty on the modern stage, Valle-Inclan’s creative contributions to world drama have
come to be acknowledged as his plays have found their way into the international rep-
ertory, having been translated into all the major Western languages. >> More so than
ever before, Valle-Inclan’s importance as an innovative dramatist in his own right and
as the Spanish precursor of the alienatory, absurdist and cruel modes in theatre has
come to be recognized worldwide in the present period by critics and directors, as
well as by audiences.

Notes

1. Valle-Inclan, who had made an official visit in 1916 to the French front with journalistic creden-
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tials, wrote his impressions of the war’s savagery in a series of newspaper articles later published in
book form as La media noche. Vision estelar de un momento de guerra (Madrid; Imprenta Clasica
Espafiola, 1917). For details on his trip, see Lima, Valle-Inclan: The Theatre of His Life ( Colum-
bia; University of Missouri Press, 1988) or Valle-Incldn: El teatro de su vida ( Santiago de Compos-
tela, Spain: Editorial Nigra - Consorcio de Santiago de Compostela, 1995) , chapter 8.

2. See Lima, “Crisis and Response; The Dynamics of Spain’s ‘ Generation of 1898. *” In John Cris-
pin, et.al. (Eds. ), Los hallazgos de la lectura. Estudio dedicado a Miguel Enguidanos. Madrid ;
José Porria Turanzas, 1989.

3. Hereafter cited in the text as LM.

4. T.S. Eliot, The Sacred Wood.

5. The two poems from this collection cited below are in my translation. They can be found in Obras
completas de don Ramon del Valle-Inclan, hereafter given in the text as OC.

6. Interview with Martinez Sierra. See Martinez Sierra’s “Hablando con Valle-Inclan. De él y de su
obra.” ABC (Madrid) , December 7, 1928, p. 1. The translation is mine. Lope de Vega’s Pedro
Carbonero mentions three ways in which an author can observe his creations; it is possible that
Valle-Inclan derived his theory in part from this source.

7. The translation is mine. So is the translation of the other quotations from this book.

8. See also Gomez de la Serna, Don Ramén Maria del Valle-Inclan ( Buenos Aires: Espasa-Calpe
Argentina, 1944 (Col. Austral) :138) for other statements on the subject. Toward the end of Nieb-
la, the author Unamuno and the character Augusto Pérez discuss the relationship of author and char-
acter in a similar manner.

9. The five dreams or visions were written over a period of years: El suefio del juicio final ( Dream of
the Last Judgment, 1606) , El alguacil endemoniado ( The Bewitched Constable, 1607) , El suefio
del infierno, also known as Las zahurdas de Plutén ( The Dream of Hell/The Pigsties of Pluio,
1608) , El mundo por dentro ( The World from Within, 1612) , and El suefio de la muerte ( The
Dream of Death, 1621 —22). Sometimes editions have included an additional piece: La hora de to-
dos y la fortuna con seso ( Everyone’s Time and Fortune with Judgement, 1635).

10. See Lorenzo-Rivero’s Goya en el esperpento de Valle-Inclan (Sada (A Corufia) ; Ediciés do Cas-
tro, 1998) for a study, with illustrations, of the relationship of Goya’'s etchings, drawings and paint-
ings to Valle-Inclan’s esperpentos.

11. The title refers not to the country of Bohemia but to the bohemian lifestyle. Thus, it is wrong to
capitalize it in Spanish, as is sometimes done. The protagonist and his cronies are the “lights,” that
is, the luminaries of the bohemian world of Madrid in the early years of the twentieth century.

12. The translation is mine. The note is unsigned but bears a cross drawn by Valle-Inclan. Dario
wrote the prologue to the posthumous book, lluminaciones en la sombra (1910). In this context it is
important to note Sawa’s letter to Darfo, dated 31 May 1908 from Madrid, as reproduced in Ghiraldo
(El archivo de Rubén Dario. Buenos Aires; Editorial Losada, 1943; 214 —15); “The only thing
that you know of this latter part of my mortal life is that I’ ve become blind. That would seem to be
sufficient, but it isn’ t; besides being blind, T have also been so ill for nearly two years that the
Trappist phrase of our great Villiers—*“My body is already ripe for the grave” —has become one of
the most frequent litanies in which my soul is diluted. And so, in my condition, in my being, I live
in the middle of Madrid more forsaken yet and with less assistance than it I had set up my tent in the
middle of barren lands away from all roads. Relying on my literary prestige, I’ ve knocked on the
doors of newspapers and publishing houses to no avail ; relying on social contacts—I’ m not an ogre
or a wild beast—TI’ ve called on friends, insistently, again to no avail. Is it possible that someone
like me can die this way, dismally, assassinated bit by bit by everyone, so that his death, like his
life, has no more significance than that of a mere anecdote about solitude and rebellion in contempo-
rary society?” The translation is mine.

13. Pio Baroja also employed Sawa’s last days in an episode in El drbol de la ciencia ( Madrid;
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Alianza Editorial, 1981) dealing with the character Rafael Villasts.

14. The translation is mine. Unless otherwise indicated, all quotations from this work are my trans-
lation. Valle-Inclan’s consistent identification of the Esperpento with Goya underlines the relationship
of influences flowing from the painter to the writer. In 1928, Ramén Sender suggested emphasizing
this relationship by publishing in El Sol one of the Esperpentos in honor of Goya’s centennial. See
Sender, Valle-Inclan y la dificultad de la tragedia, 42 (Madrid; Editorial Gredos, 1965).

15. An interesting aspect of Luces de bohemia in this context can be seen in the animal names and
nicknames the dramatist gives his characters, as well as referring to some as animals; the list of
characters ends with El Pollo ( chicken) de Pay-Pay, dogs, cats and a parrot; Don Latino is often
called a dog by Max; Zaratustra is abichado (insect-like) and zorro (fox) ; Pica Lagartos is associ-
ated with lizards; La Pisa Bien is described as having zarpas (claws) ; the animalistic is also im-
plied when Max, Don Latino, La Pisa Bien and Zaratustra are referred to as trogloditas. Goya’s use
of animal imagery can perhaps be seen as operative here.

16. Or so it would appear for their names are not given in a newspaper report on the suicides. There
is only conjecture about their identities. Thus, Valle-Inclan ends the work with ambiguity.

17. These characters represent the “Generation of 1898 ,” as is obvious in their conversation. Fur-
ther, Don Estrafalario has certain traits that make him resemble Unamuno, as his companion as-
serts: “You’re not a philosopher and, consequently, have no right to reply with pedantries. You’
re nothing more than a heretic, like Don Miguel de Unamuno” (OC 2: 1706).

18. Grammar refers to Nebrija’s work, the first grammar of any European language since the Roman
era.

19. The concept of the Demiurge is found in Plato and in the Gnostic speculation, for which see La
lampara maravillosa or The Lamp of Marvels.

20. “Encuesta sobre el teatro de Valle-Inclan,” Insula, 4. The translation is mine.

21. “Encuesta sobre el teatro de Valle-Inclan,” Insula, 4. The translation is mine. I have used
“distancing” to convey the Spanish “distanciamiento. ” Brecht’s technique is better known as the
alienatory effect or alienation.

22. See my Ramon del Valle-Inclan. An Annotated Bibliography, Vol. 1. Works. London: Grant &
Cutler, Lid, 1999. (Coll. Research Bibliographies & Checklists 53.1).
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Abstract Taking as reference framework the renewal of artistic expression in the
first third of the twentieth century, based on a fruitful dialogue between the arts, this
paper aims to address the art-literature symbiosis that defines Valle-Inclan’s work.
Such a symbiosis is based on the brotherhood of the arts which in the Galician writer's
case is guaranteed, on the one hand, by his biography linking him to the art world,
thanks to specific posts in institutions and organisations related to different artistic and
personal relationships with contemporary artists. On the other, it is guaranteed by his
role as art critic in the contemporary press. These factors explain the incidence which
art in general, and, more specifically, painting, had on his work and his conception
of aesthetics, as expressed in La Lampara Maravillosa (1916).

Key words Valle-Inclan; painting; visual arts and literature; symbolism; pre-ra-
phaelitism; Romero de Torres

It is difficult to understand the renewal of artistic expression, which occurs in the first
third of the twentieth century, without appealing to the “ Brotherhood of the Arts,”
that Charles Baudelaire embodied in his famous sonnet of Les fleurs du mal (1857) ,
the title of which, “Correspondances” , is eloquent of the relation that he believed to
perceive between the arts, as it contains all the Synesthetic theories which Parnassi-
ans and Symbolists are to develop in the second half of the 19" century. In fact, the
above-mentioned poem becomes a sort of manifesto of Symbolism—not to mention the
precedent of the lyrical-pictorial work of William Blake—which even relegated Jean
Moreas’ manifesto to be part of the background ( Le Figaro, 1886). In this context,
the art-literature symbiosis suggests a reinterpretation of the Horatian ut pictura poesis
topic (Litvak 43), the assimilation of word and image which is evident in the termi-
nology and the facts that both disciplines share over time.

Ramoén del Valle-Inclan is one of themore significant exponents of this synthe-
sis', for within the field of Valle-Inclanian research it is well known that the Galician
writer had an intense and continuous relation with the arts ( both the visual and plastic
or applied arts like graphic design) and contemporary artistic trends ( symbolism, im-
pressionism, expressionism. .. ), a relation which either influenced his aesthetics or
received the stamp of his creation. In turn, such a relation had its effects on the pro-
tagonists of the artistic panorama of the end of the 19" and early 20" centuries, as ex-
pressly acknowledged by some of them. At the same time, the influence of the arts,
painting in particular, but also music, dance or film in his work is of paramount im-
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portance to understand its diversity and complexity. It also impossible to ignore the
biographical trajectory. My aim here cannot be another than that to briefly present the
hitherto features in order to offer a brief panorama of the writer’s fecund relation with
the arts, especially the painting of his time and other ones.

Valle-Inclanspoke frequently of Art, from the knowledge that certain details of
his biography give proof of. In fact, his direct experience with the art world dates
back to his youth, when as a student of law at the University of Santiago de Compost-
ela (degree studies which he did not complete) he enrolled at the School of Arts and
Crafts in the subject of “Drawing, Embellishments and Painting” (1888 —1889). In
1916 he undertakes a trip to France ( May-June) as the war correspondent of the El
Imparcial newspaper, an experience reflected in what was from the narratological
point of view, one of his more innovating works La Media Noche. Vision estelar de un
momenio de guerra (1917). Just weeks after his return from the Allied front, and
due to the Minister of Public Instruction and Fine Arts Julio Burell—the writer’s
childhood friend—he was appointed professor of the Chair of Aesthetics at the School
of Painting, Printmaking and Sculpture, a post which he held for three years: from
July 19, 1916, when he takes office, until November 10, 1919, when he resigns
(Alberca and Valle-Inclan Alsina 6 —11). According to La Gaceta de Madrid, “the
head of Aesthetics should be a writer and a publicist acknowledged by critics and opin-
ion ( Alberca and Valle-Inclan Alsina 7), circumstances that concur in the writer,
who according to eyewitnesses, gave his classes in the Museum of the Prado (9).
Besides his peculiar way of teaching, such an attitude reveals his clear interest in a
direct bonding with his young students and painting masterpieces.

Since then therehas been much speculation as regards reasons for his resigna-
tion, speculation encouraged by Valle himself in his contradictory statements. In this
sense, Alberca and Valle-Inclan Alsina (6 —11) suggest that a probable reason for
his resignation was the difficulty of reconciling his life in Galicia, where he had set-
tled in 1912 with his teaching duties. These duties required his presence in Madrid
during the academic year, especially following the ministerial measures implemented
during 1918 — 1919, aimed at combating teacher absenteeism. It seems that, despite
the guarantee of a monthly salary, Valle would leave this post in order to get rid of
ties that would be a limiting condition in his complete dedication to literature.

Hereafter follows a long interval in the 20%, the most fertile period from the point
of view of Valle-Inclanian literary creation, which in accordance with the development
of the artistic vanguard in Spain, leans towards a vision of reality based on the gro-
tesque, crystallising in the esperpento. In turn, in its aesthetic postulates, the esper-
pento is indebted to Francisco de Goya, the author of Caprichos and the Pinturas
negras, which is specifically mentioned in the pages of Luces de Bohemia ( 1920/
1924) | the work in which esperpento poetics and its innovative stage praxis acquires
full artistic status. After the proclamation of the 2nd Republic (1931) we again find
Valle heading institutions or official organisms related to the arts world ; besides being
member of the Patronage of the Museum of Modern Art (1931), Manuel Azafia,
President of the Government, promoted the appointment of his admired friend as Cus-
todian of the National Artistic Patrimony (2/9/1931) and Director of the Museum of
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Aranjuez (29/1/1932), positions from which Valle-Inclan noisily resigned a few
months later, annoyed at the lack of official answer to his projects as the head of the
department he had been entrusted with (Montiel Rayo 291 —313).

Finally, one of Valle’s greatest aspirations is fulfilled when he is appointed Di-
rector of the Academy of Fine Arts of Spain in Rome (Santos Zas et al. Todo Valle-
Incldan-+-)*, where he shared households with his painting, sculpture, architecture,
engraving and music pensioners during the three years of mandate that, intermittently
he spent in Rome. In the election process he received the warm support of famous
Spanish artists, headed by Zuloaga, who considered to the writer the suitable person
to direct the Academy and to give it back, as he aimed to do, its “lost prestige”.
However, a number of several types of obstacles, including the slowness or the si-
lence of the public administration—the Academy directly depended on the Ministry of
State—, the internal conflicts with the artists granted a scholarship, his precarious
health, which turned even worse in the years in Rome, prevented him from carrying
out his revitalising project for the Academy. Disappointed and very ill, he returned to
Spain in the spring of 1935 and died a few months later (January 5, 1936) in Santia-
go de Compostela. A bust of Valle, carried out by Victorio Macho, one of his oppo-
nents to the direction of the Academy, stands as memory to him in San Pietro in Mon-
torio, the current site of said Academy.

If all these posts, not without controversy and fabulations, are eloquent of the
close links that joined Valle to the world of art, personal relationships do not do more
than confirm it, since he was a friend of painters, engravers and artists with whom he
rubbed shoulders daily in Madrid gatherings, particularly in the Nuevo Café de Le-
vante (Santos Zas, “Valle-Inclan y las tertulias---” 13 =15).° I’ 1l dwell on it for a
while, since it constitutes one of the most significant meeting-places of the turn-of-
the-century Madrid, crucible of artistic modernism, according to the unanimous opin-
ion of critics, and a showcase for a generation, whose socio-literary gatherings Valle
led from 1903 and until 1916, when it is dissolved by the division between pro-Ger-
mans and pro-Allies ( Baroja 99). The extensive list of fellow members who participa-
ted in “That Music Hall” (Tudela 160) includes the complete list of the so-called
98ists and modernists, whose names speak for themselves of the interartistic sign of
that cenacle, although, as Baroja again remembers (99) : “the majority were paint-
ers, sculptors, engravers and sketchers--- If previously, Literature was the favourite
subject, later sculpture and painting were almost always the main objects of discus-
sion. 7 Of that nourished group (whose cartoon published in Pharos the 4 of April of
1912) , it is possible to mention to Anselmo Miguel Nieto, Arteta, Ricardo Baroja,
Juan de Echevarria, Gutiérrez Solana, Julio Antonio, Victorio Macho, Ricardo Ma-
rin, Mir, Moya del Pino, Penagos, Rusifiol, Regoyos, Romero de Torres, Vivanco,
Zuloaga, the Zubiaurre brothers--- And circumstantially, they were joined by a young
Picasso, Diego Rivera or Matisse on their passing through Madrid.

In the early 20th century, they were united by the search for the renewal of artis-
tic expression, the subversion of established codes, which they identified with the re-
alist school ; “We were scornfully called “modernists” (... ) We wanted to do some-
thing impossible or least very difficult, to go ahead of our time or go back to the past
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one” (Baroja 99). In 1907, under the motto “Independent Painters,” they carried
out an exhibition in the Circle of Fine Arts, bitterly contested by those who did not
understand their similarity of aesthetic criteria. In this regard, in his lecture “Mod-
ernism in Spain” , issued in Buenos Aires in 1910, Valle recalled, how “bravely
they had struggled against prejudice (... ) of the critics”. In the early days, he
adds, these painters hardly obtained any honorary mention at the Salon de Madrid”
(J .and. J. del Valle-Inclan Alsina 48).

Within this common awareness of singularity, the Café de Levante played the
role of an eye critical as to the artistic reality of the times: “Our meeting acquired
great importance when the National Exhibitions of Fine Arts came around (:--) The
academic scholars, the consecrated artists , teachers in formal schools of art feared us
like the plague” (Baroja 101), Valle-Inclan adds: “the Café de Levante has exerted
more influence on literature and contemporary art than two or three Universities and
Academies” (Baroja 101).

This unique atmosphere of artists left a deep impression on the writer, who
evoked the newly appointed Director of that Academy of Fine Arts of Spain in Rome,
where he intended, as he told the newspaper El Sol (10/3/1933), to play the role of
adviser of young pensioners: “I have always lived surrounded by artists, rather than
by writers in the old gatherings at the Café de Levante, and now I intend to continue
this co-existence, resume those family discussions, and at the same time guide those
boys” (Santos Zas et al. Todo Valle-Inclan--- 116).

Such friendships also find proof in his books, designed and illustrated by some of
his artist friends ( Romero de Torres, Anselmo Miguel Nieto, Arteta, Moya del Pino,
Vivanco and Ricardo Baroja). In the field of applied arts, the best example of this
art-literature synthesis is Voces de Gesta ( Veiga Grandal 183 —212) , written a centu-
ry ago, a preview of which Valle read to the other members of these gatherings. In
this regard, reference should also be made to the careful attention paid by Valle in
book-designing, obedient to the idea that the book is a work of art, whose covers de-
serve as much attention as its content. From this perspective, the whole of the Gali-
cian writers work is, by its originality and excellence, one of the best examples of the
renovation in graphic design of the first third of the 20" century. *

The strong personality of Valle-Inclan, as could be expected, also attracted the
artists of his time to the extent that he is probably one of the writers of his generation
who has received more attention by painters, illustrators and cartoonists, who featured
a picture of the Galician author in a gallery of portraits ( Echevarria, Zuloaga and
Anselmo Miguel Nieto, Gregorio Prieto, Victorio Macho or Vazquez Diaz) and car-
toons ( Cilla, Sancha, Bagaria, Castelao, Fresno, Moya del Pino, Penagos, Corre-
doira, Massaguer. .. )’ , agree in emphasising the strongest features of his face: its
extreme thinness, his long beard, his piercing gaze, filtered through his round spec-
tacles, and his lack of an arm®, hidden under the Spanish cloak he was wont to use.
His unique appearance and attire earned him defining expressions as ingenious as that
coined by Ramén Gémez de la Serna: “he was the best mask on foot crossing the
street of Alcala” ( Gémez de la Serna 56 ), or the dictator Primo de Rivera, who
called him an “eminent writer and extravagant citizen” ( Gémez de la Serna 159). At
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the same time, several of these painters recognized the aesthetic teaching of the writer
in their pictorial practice; great teacher, he was called by his admired friend Romero
de Torres (Santos Zas, “Valle-Inclan, de puiio---” 435) and not without reason, as
Rivas Cherif remembers in an interview published in Espafia (11/5/1916) ;

(...) all those who are in the habit of going to artistic centres andcliques,
know, for example, to what extent his ingenious suggestions have influenced the
criteria of painters such as Anselmo Miguel Nieto and Julio Romero de Torres,
who owe him much of the deserved popularity which they enjoy, first because of
his acute advice, and, above all because of the subtle literary interpretation with
which he has provided the pictorial renovation that these two young artists repre-

sent in Spain. (J. and J. del Valle-Inclan Alsina 163)

Such a statement is corroborated by Moya del Pino in the tribute that the magazine La
Pluma rendered Valle in 1923 ;. “The influence of Valle-Inclan’s aesthetic norms in
contemporary Spanish art has been very great. All the artists (--+) were influenced to
a lesser or greater degree by his doctrines and they spread them by means of his
works” (63).

However, Valle-Inclan’s admiration for contemporary artists was no less, as is
proven in his praise of Ignacio Zuloaga in his essay on“La pintura vasca” (1919)7,
or his reference to Anselmo Miguel Nieto in the above quoted lectures in Buenos Aires
(1910) , as an exponent of the aesthetic conception that Valle defended. On some he
wrote chronicles in the press or in the catalogues of their exhibitions (f. inst: Romero
de Torres and Juan de Echevarria) , others were the subject of lectures, such as Ang-
lada Camarasa, in a cycle-tribute to the painter in Madrid in 1916, in the same way
as he participated in the Julio Antonio in memoriam lecture series, in March 1918.°
Valle himself mentioned his favourites in an interview with Juan Lopez Nufiez (1/1/
1915) ;. “Ricardo Baroja, the most attractive and strong personality that in Spain ex-
ists; Romero de Torres, a most brilliant painter; the sculptor Julio Antonio; Moya del
Pino (... ) ; Penagos, the Villalbas; Anselmo Miguel Nieto, and the wonderful Arte-
ta---” (Dougherty, Un Valle-Incldn--- 60).

In line with these considerations, Valle left a written record of his knowledge in
the field of arts, architecture, sculpture, dance, film, music, and above all, his
passion for painting: “painting delights me” ( Dougherty, Un Valle-Incldn. .. 55) , a
fascination which he shared with that of Baudelaire for Delacroix, John Ruskin for
Turner, Rubén Dario for Watteau or of Proust for Vermeer, very eloquent proof of the
syncretism of the arts which is a sign of the period under study. In this sense, Serge
Salaiin (116 —131) rightly points out that;

Valle-Inclén, whilst not being a painter, like Gual or Rusifiol, visualises
(... ). His pictorial cultureis encyclopedic, covering both national and interna-
tional, the contemporary and the preceding heritages. In this, again, he shows
his strict identification with the Symbolist and Expressionist intellectuals who
gave painting a decisive paper in the exercise of modernity and worked closely
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with painters. It is no exaggeration to say that even the aesthetic rupture, in Eu-
rope, is essentially based on painting, both as regards works and as theoretical
writings of some painters very prone to doctrinal reflection. (121)

As for Valle, together with the explicit reference to contacts and personal friendships
above-cited ,revealing the shared interest of the “brotherhood of the arts” as echoed
in magazines and publishing houses, we know of Valle’s particular pictorial prefer-
ences which according to his own statements range from the “primitive” Italians to the
English Pre-Raphaelites, whom he vindicated together with the Brotherhood theorist,
John Ruskin, and from Botticelli, Titian, Raphael, El Greco or Velazquez to Goya.

Valle’s fascination with these and other artists finds its witness in his works, full
of references to the art world (Eva Lloréns) which, as a tribute, can be traced from
his four Sonatas—art about art and literature about literature—to his later novels ( Ti-
rano Banderas or El Ruedo Ibérico) , from his first book of poems, Aromas de Leyenda
(1907) , to Claves liricas (1930) , a book that brings together his poetic work. Such
a relationship can be extended to all his dramatic production, a compendium of the
renewal of the performing arts in the first third of the 20" century. In all cases, plas-
ticity is the dominant note, perceptible in the linguistic construction of his images, in
which luminous and chromatic games in their most varied shades and gradations,
come together in search of an intensification of sensations, as Valle himself stated in
his 1902 article, “Modernism”®, which his work in the early years of the 20" is as-
cribed to. With the same aim, he uses ékfrasis in numerous passages of his texts,
identifiable with specific pictorial works; as well as other technical resources, seeking
to produce plastics and visual effects. They are indicative of his attraction to paint-
ing, which goes beyond mere contemplation to form an integral part of his view of real-
ity and is projected onto his own work as a critical component of it, a fact which, by
the way, has not gone unnoticed.

My aim is not to inventory the influences or “reminiscences” of the “immense
pictorial intertextual apparatus of Valle-Inclan” ( Salaiin 121), an impossible task
due to the multiplicity of examples that could be adduced. On the other hand, in his
work “Valle-Inclan y la pintura” Salaiin himself offers a tight and eloquent review of
these instances, which infer, as the French critic indicates, “the amplitude of Valle’
s knowledge, his capacity for absorbing or impregnating and his eclecticism when reu-
sing so much iconographic material” (121).

For my part, I am going to pause in a single example, paradigmatic of the versa-
tile literature-painting overlapping in Valle’s work: Italian Pre-Renaissance painting
goes hand in hand with that of the English Pre-Raphaelites and the French Symbolists
in the recreation of female portraits that Valle offers in his Sonatas, faithful to two end
of the century prototypes.

Firstly, the angelicata donna, the frail woman, virginal and naive, shrouded in
mysticism, whose more emblematic iconography is represented by Pre-Raphaelite
paintings like May Morris, Reverie, Study of a girl Holding a leaf or Beata Beatrix
by Dante Gabriel Rossetti, which share a plastic reference in the figure of Mary in Fra
Angelico’s The Annunciation , without forgetting John Everett Millais’ Ophelia, or the
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female portraits by William Morris, Holman Hunt and Edward Burne-Jones, to name
the most representative names of the Brotherhood, moreover often illustrators of liter-
ary works. In the Sonata de Primavera (1904) we find descriptions, almost taken at
random, in which the writer expressly refers to his pictorial models

The other daughters of the Princess, seated in a circle embroidering Santa Mar-
gherita Ligure’s mantle, talked to each other in low voices, their heads joining,
and left the room murmuring cheerfully, a chaste and springlike group like that

painted by Sandro Botticelli. ( Valle-Inclan, Obra. .. 355, 1)

Or this other passage, referred to the youngwoman, about to profess in a convent,
whom Bradomin tries to seduce: “she seemed lost in a reverie: her face, pale with
nostalgic ideals, was full of hope as if talking to invisible souls and her motionless
eyes, contemplating the infinite, watched without seeing” (344, I). Her figure
awakens clear echoes of Pre-Raphaelite paintings set out above, which in a further
description Valle relates to their predecessors, the Italian primitives, in this new
quote :

Maria Rosario wept silently, and shone like a beautiful, candid Madonna (... )
I remembered then the old paintings often seen in a former monastery in Umbria,
Pre-Raphaelite tables, that a unknown monk painted in the retirement of his cell.

(349, 1)

Compare these descriptions with theone of Adega in Flor de Santidad (1904) , in
which it is possible to perceive the same pictorial tastes, recreated by painters and
contemporary writers :

In the shelter of Celtic stones, turned golden by millenarian lichens, a shep-
herdess sat spinning (---) Her forehead was as golden as honey, and she had a
candid smile. Her eyebrows were blond and delicate and her eyes, where a blue
violet trembled, were mystical and fiery, like prayers. Guarding the flock, she
spun her skein with rhythmic and slow moderation. She had a beautiful old
name; she was called Adega. She was very devoted, with a shadowy, inlandish

and arcaic devotion. ( Valle-Inclan, Obra--- 606, 1)

Coexisting with this angelicata donna prototype, and at the same time its opposite,
the Symbolist painters recreated the second and no less emblematic of the end of the
century archetypes, that of the femme fatale' , which finds its best expression in the
portraits of the biblical Salomé—the Hebrew princess who asks Herod for the head of
John the Baptist as a reward for her dancing. ' The more representative painters of
this archetype are Gustave Moreau'? or Odilon Redon and among Spanish painters
from the Café de Levante, Romero de Torres Anglada Camarasa, who also recreated
the myth so dear to Fin de Siécle tastes. These women share beauty features and the
ability to seduce, women who exert a diabolic fascination on the men who under their
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“infernal” dominion eventually lose control. A prototype—a female master in the art
of temptation—in which characteristics of diverse feminine personages with distant an-
tecedents converge. "

Consider the description of the Nifia Chole, the seductiveprotagonist of Sonata de
Estio (1903), whom the Marquis de Bradomin—narrator of the story, presented in
the form of memoirs—describes the first time he sees her, in an exotic Mexican set-
ting, the natural environment of the girl who with her beauty seduces the Marquis, a
newcomer to the Aztec country :

It was a bronzed, exotic beauty, with that strange and undulating grace of the
nomadic races, a hieratic and serpentine figure whose contemplation evoked the
memory of those princess daughters of the sun, who in Indian poems shine with
the double sacerdotal and voluptuous enchantment [ --+] Her long black mane
fell loosely, herhuipil playing across her classic breast. Unfortunately I could
only see her face the rare times that towards me she turned it. But I made up for
the face at the sight of that which her wimple did not manage to cover, admiring
the morbid suppleness of her shoulders and the contour of her neck. God help
me! It seemed to me that that body burnished by the fiery Yucatan suns exhaled
languid effluvia, and that 1 inhaled and drank them, was intoxicated with

them... [...] On seeing her face, my heart sank. She had the same smile as
Lili. The Lili I do not know whether I loved, or hated! ( Valle-Inclan, Obra---
393 -394)

However, this feminine prototype which Valle uses in his early works has a later man-
ifestation in a poem of the El Pasajero (1920) entitled “ Rosa de Oriente”. This
composition, in its original and handwritten version (ca. 1914) is dedicated to the
exotic dancer Tértola Valencia'*, who symbolises the artistic syncretism—which the
author had such a liking for—, by uniting movements, gestures, music and plasticity
in her dancing. Last but not least, in her performances, which Valle went to in the
second decade of the last century, she added the sensuality, the beauty and the mys-
tery that emanated from her. These features are condensed in the following verses of
the mentioned iconographic sonnet:

Tiene el andar la gracia del felino
Es toda llena de profundos ecos.
Anuncian sus corales y sus flecos
Un ensuefio oriental de lo divino
Los ojos negros, cdalidos, astutos,
Triste de ciencia antigua la sonrisa

Y la falda de flores una brisa [ -+ ]"

(Her swaying is of feline grace/she is full of deep echoes. / her corals and fringes an-
nounce/ An oriental dream of the divine/, warm, smart, black eyes/ her smile, the
sadness of old science/and her floral skirt, a breeze ... ])



Ramon del Valle-Incldn and the Plastic Arts / MargaritaSantos Zas

This reconciliation of the musical and plastic arts, which finds an exemplary
blend in dancing, according to the writer, sustains his notion of “the work of total
art” , a goal Valle aspires to.

This same type of woman, although in a version of a very different sign may be
glimpsed at behind the figure of another character, who appears in work published af-
ter the ones seen hitherto. 1’ m referring to La Pepona, the protagonist of the play La
Cabeza del Bautista (1924 ) , whose title refers specifically to the biblical figure asso-
ciated with the myth of Salome. This instance presents the peculiarity that Valle car-
ries out a re-reading of ut pictura poesis, using a grotesque and distorting mirror
game—typical of the esperpento—which he submits the figure of the woman to, thus
moving away from his Symbolist origins and approaching pictorial Expressionism, in a
set of loose brush strokes that make up her portrait; “A big woman with black curls,
dark circles under her eyes, rouge on her cheeks, at the back of the café plays with
the cat” (Valle-Inclan, Obra--- 1175, 1), “The big woman tied a garter, showing
her striped stockings to the eyes of the cat and the Spaniard” (1178, IT), “Rearran-
ging her hair and patting her hips, she approaches the window---” (1184, II). To
sum up, the femme fatal prototype, the female seducer par excellence shows its enor-
mous vitality in the turn-of-the-century literature and painting. As regards Valle, he
was particularly attracted by such a figure as is proven in his wide range of works from
1895 to 1935.

However, beyond the specific citations or allusions, the interest shown in the
work of the great individuals of the past or contemporary artistic currents ( Pre-Rapha-
elitism, Symbolism, Impressionism or Expressionism) , which caught his eye and also
left a clear imprint on his texts, Valle carries out reflections on Art. From this per-
spective, controversial son of his time and this time, Valle was intolerant and uncom-
promising with the artistic vulgarity, distilled, in his opinion, by the then-current ex-
hibitions which hosted a conformist art, indebted to obsolete aesthetic premises. Valle
denounced such an artistic conformism in his chronicle of the Closing of the national
Exhibition of 1908, in no uncertain terms

The exhibition has closed its doors. Those thousand emotion-less pictures and
that art-lessbustle of statues, a farce of hospice plasterers. All that world of trivi-
ality and vulgarity that in my memory now appears to me with an exact expres-
sion of its value [ ... ]

In opposition to thisrealistic and mimetic art, the Galician author presents models in
consistence with his own vision of art, in which the image, the visual and the plastic
acquire a unique role, an art fleeing from ephemeral fashions in search of a synthesis,
a notion central to Symbolism, which involves an effort to combine elements to pro-
duce a self-referential reality ;

The work of art that has lasted a thousand years is one that is more likely to last
another thousand. What was present for centuries is what will remain so in the
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future, with the august force, disdainful of works that only have the present time
of a day. The fashions that another fashion buries without ever reaching the lofty

prestige of tradition! ( Valle-Inclan, Obra. . .1498)

It is precisely in the two aforementioned series of chronicles, published in two news-
papers of Madrid—El Mundo (1908)'® and Nuevo Mundo (1912)—"" | on the occa-
sion of the National Exhibition of Fine Arts in those same years, where Valle presents
observations and opinions about contemporary Spanish artists. In these artists, he
finds a deep aesthetic harmony' , allowing for a gleaning of ideas, which whilst not
giving shape to a doctrinal corpus, reveal the unequivocally idealistic source of their
concept of art, following the path traced from Plato to Bergson.

However, Valle later re-elaborated his thoughts in order to incorporate them in
his aesthetic postulates developed in La Lampara Maravillosa. FEjercicios espirituales
(1916) , his treatise on aesthetics, where they make perfect sense, taking into ac-
count that two of the pillars of this work are: the Neo-Platonic and the ocultist tradi-
tions, which were also, a fact not to be forgotten, the pillars of symbolism and related
currents.

Without aiming to construct a theory, which we are still far from outlining, T will
now refer to some original examples from these Valle-Inclanian texts, pointing to the
idealistic conception of art that the writer defends. As a starting point, Valle establi-
shes a difference between “the low truth that the eyes discover” and “the essential
truth that only the spirit discovers” from which an essential aesthetic principle ex-
udes: “Nothing is as it is but as recalled” because “memory—we read in La
Lampara Maravillosa—is the alchemy that purifies all images” ( Valle-Inclan, Obra
- 1952, 1). That is to say, the painting must be the truth seen through memory.
With this approach Valle undermines those who use Veldzquez as the flag of that
“painting of photographic reality” , without understanding that the Velazquez’ brush
“spreads all images in light, moving them away in space and coating them with a qui-
et charm as memory does when evoking the images that are distant in time” ( Valle-
Inclan, Obra... 1945, 1)."

This idealistic conception of art brings to mind the Pre-Raphaelite Brotherhood
theorist, not in vain were Ruskins works part of Valle’s personal library. * In one of
the lectures delivered in Buenos Aires Valle says: The Pre-Raphaelite trends in Spain
have the highest representative in Julio Romero de Torres, who has the distemper of
the old masters, the richest...” (Garat 109).*" In the chronicle “Del retrato” ( El
Mundo, 12/6/1908 ), which he dedicates to the Andalusian painter Romero de
Torres, Valle affirms .

For the work of artnothing is as it is but as memory recalls it. And in this
process of evocation—Tlike in that other one of forgetting—the road that memory
goes down is the same for all even when the intensity varies in each individual ;
expression is the first thing to be recalled, then the characteristics of the line
and finally, colour, almost as an accident. But what is never defined in the
memory is light and chiaroscuro: memory is a sum of different times, and chiar-
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oscuro and light the impression of just a moment, so ephemeral that it changes
whenever we move or whoever we look at moves. Therefore, [ there is] nothing
so absurd or lacking in artistic sense as the way of those painters who grant the
accident of light the sole importance in the picture, and on the other hand, turn
expression into something more accessory than the reflection of a red or blue cur-

tain. ( Valle-Inclan, Obra--- 1508)

From this text it possible to gather that Valle gave priorityto line, colour and composi-
tion, which formally means a classicist vision of painting, hence his criticism of “illu-
minism” as represented by Sorolla in his personal way of assimilating French impres-
sionistic concern with light” and translating it to the canvas. Furthermore, he grants
superiority to concept over technique, a literary vision of painting which once again
overlaps an “idealistic” concept of art. All “exalted art” , meaning by exalted “that
which captures the fundamental condition of things, is idealistic”, he wrote in his
1912 article concerning the Cordovan painter Julio Romero de Torres, whose paint-
ings, according to all the experts, is best defined as idealistic. Labelled as literary,
the work of Romero de Torres is inscribed within Symbolism, with a determining in-
fluence of Italian painting particularly of the Florentine school of the Spanish masters
mainly of El Greco, and English Pre-Raphaelitism. Such are the aesthetic coordinates
which gave rise to a personal style, following a crucial artistic journey, made in
1907, on the advice of Valle-Inclan, to France, England, Netherlands and Italy,
where he came into direct contact with his main sources (Zueras Torréns 32).

In his articles and in La Lampara Maravillosa Valle will disseminate other notes,
revealing that idealistic affiliation, which in turn may be recognised in pictorial cur-
rents close in time, but also in the great figures of the past. Thus in Raphael —“the
most wonderful of painters” —Valle finds that “supreme knowledge” which may be
glimpsed at in the way in which he “always changed the line his models offered, but
he did it in such a subtle manner that the eyes only can discern it when they are ap-
plied to studying it and compare the living images with those of his pictures. Then we
see that none of those figures could move with the grace that the brush gave them”
(Valle-Inclan, Obra--- 1923, 1).

This stylisation is achieved, says Valle in the catalogue he writes for Romero de
Torres’ 1922 exhibition, by “renewing formulas bequeathed byltaly. The Latin tradi-
tion gives them the contour and the definitive attitude of statues (... ) The supreme
condition of mystery that makes them worthy of Art. ” Valle emphasises the sculptural
nature and the embodiment of classical painting, associated with the sense of still-
ness, one of the fundamental notions in La Ldmpara maravillosa, in one of whose
passages of the chapter “El quietismo estético” we read: “To discover in the vertigo
of movement the supreme aspiration to stillness is the secret of aesthetics” ( Valle-
Inclan, Obra---, 1955, 1). The latter seeks the embodiment of the eternal—con-
structed outside space and time—as opposed to the ephemeral, which, in his opinion
El Greco was able to capture. According to Valle, El Greco, “under the insignifi-
cance of our daily attitudes, knew how to inquire the unique gesture, that one gesture
which only death can give us back.” As an instance, Valle refers to the portrait of
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Cardinal Tavera, which El Greco painted from the mortuary mask “traced by Alonso
de Berruguete” ( Valle-Inclan, Obra--- 1962, 1).

The importanceacquired by memory as a filter in the perception of reality is com-
plemented by two other essential notes: ambiguity and mystery. We must bear in
mind that the French painter Odilon Redon, in Notes to himself, referred to the sense
of mystery as “a question that always is immersed in ambiguity” ( Lucie-Smith 75-
6). According to the Symbolists, behind the shapes and colors arranged on the paint-
ed surface, there is always something more, another field, another order of meaning.
The ability to suggest, the ambiguity—there is no codified equivalence between sym-
bol and meaning—the essence of Symbolist art; “Suggestion, that is the dream” ,
said Mallarmé (see Lucie-Smith 55). Thus, behind the images and symbols another
reality is locked which must be unraveled, and in order to reveal it, Valle demands
the artist “to have perceptions beyond the limit that eyes and ears establish” , a route
to emotion and truth, qualities inherent to every work of art, as is expressed in “Di-

vagaciones” (El Mundo, 11 May, 1908) .

Certainly, it is notnew virtues what the artist of today requires to be person-
al, but a new gradation, on adding to himself and his work, those two unique
and eternal ones: Emotion and Truth.

Since thedistant magnificent dawn of the great Florentine revival, there is
no man who has the brilliance of the teachers, in whom something so unique ap-
pears that it cannot already be seen in the work of that one divine grandfather
who was Sandro Boticelli. Everything, oldest and newest, has been in his bru-
shes, that the only thing that could change was the several proportion in the two
virtues of the aesthetic sum, which I would call the two wings whereupon, in

time and space, Art flies. (Valle-Inclan, Obra---, 1501, 1I)

For the work of art to be one, Valle lays his stakes on that “archaic and modern
charm, which is the essential condition of the work of art aspiring to be beautiful in
order to prevail over time”. According to the Galician writer, archaic “is nothing but
the condition of eternity” (Santos Zas, “Valle-Inclan de pufio:+-” 416) or in other
words, the reverse “of the fashions that only have the present time of a day. The
fashions—he adds—that another fashion buries without ever reaching the prestige of
tradition” (Santos Zas, “Valle-Inclan de pufio---” 416).

Should I want to summarise the series of loose brush-strokes presented hitherto,
there would benothing better than the following passage, taken from a lecture entitled

9 23

“Concepto de la vida y del arte” © , in which Valle Inclan summarises these ideas, in

a manner both synthetic and eloquent;

It is, then, the aspiration of art to perpetuateforms, to perpetuate rhythms, and
to give all things an esoteric sense of eternity and unity. And, thus, every artist
has to discipline his spirit with such an austere discipline that all things will re-
veal to him the ephemeral and the permanent or, at least, durable, that lie
therein. In order to achieve that discipline, it is necessary to be trained in evo-
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king remembering, because in art, and as regards the work of art, nothing is as
it is, but everything is as it is recalled (... ). (Dougherty, “Valle en Valenci-
a” 14 ) 24

Notes

1. Indeed, the International Conference, “Valle-Inclan y las artes” , held at the University of San-
tiago de Compostela (25 —28 October 2011) and organized by the Valle-Inclan Chair of this Univer-
sity gathered a large group of specialists who dealt with Valle’s relationship with the arts: film, mu-
sic, dance, visual, performing and graphic arts as thematic fields of said conference. The keys to
all these arts-related fields have been deciphered within this conference, with innovative contribu-
tions. Congress Proceedings will be published in 2012.

2. Besides the aforementioned monograph on the three years that Valle was Director of the Academy
of Rome, see Santos Zas, Mascato and Dominguez, Valle-Inclan, Director de la Academia de Roma
estudio y documentacion, in Anuario Valle-Inclan V/ ALEC, 30.3. 2005.

3. From the late 19th century until the European war of 1914, the literary gatherings in the cafés of
Madrid were the gravitational centre of writers, journalists, people of the theatre world, musicians
and artists. They all formed part of the so-called new people, the modernists, the rebels, icono-
clasts, the Bohemians. . . , who Valle would skilfully portray in Luces de bohemia as fellow adventur-
ers of Max Estrella. The end of the Great War (1918) , the dictatorship of Primo de Rivera(1923 —
1930) and the Second Republic(1931 — 1939 ) mark the transition to maturity and the birth of new
artistic currents, which provide those literary cenacles with their own signs of identity, which used to
take place in parallel with those of their predecessors. Valle was a regular attendant of the cafes and
frequented, -and often presided over - the literary gatherings that enlivened the cultural life of Ma-
drid. For more information, see the monographic number of fnsula, 738, June (2008) and on the
social gatherings Valle attended (see Santos Zas, “Valle-Inclan y las tertulias---” 13 = 15).

4. See Portal “Catedra Valle-Inclan” in the Virtual Library Miguel de Cervantes which contains a
wide selection of the designs of his works: http://bib. cervantesvirtual. com/portal/ catedravallein-
clan/. For more information see Joaquin del Valle-Inclan Alsina, Valle-Inclan y la imprenta---

5. On the cartoons and pictorial portraits, 1 would quote the catalogues of two recent exhibitions .
Valle-Inclan debuxado / Valle-Inclan dibujado (1888 — 1936 ), Serrano Alonso and De Juan
(eds. ), and Retratos de Valle-Inclan ( Catdlogo--+) that are accompanyAied by literary portraits of
the writer, made by contemporary writers and intellectuals.

6. It is well known that Valle lost his left arm following a dispute with the journalist Manuel Bueno,
held at the Café de la Montafia in 1899. The medical diagnosis indicates that the blow that Manuel
Bueno struck him with his walking cane produced the rupture of the bones of the forearm, whose lat-
er necrosis determined the amputation ( Hormigén, 256 T). This dramatic episode has been the sub-
ject of fanciful explanations by the writer himself and his contemporaries. Valle novelised the epi-
sode in Sonata de Invierno (1905, in which his hero, the Marquis of Bradomin has his arm amputa-
ted after being shot in a military skirmish between Carlists and Liberals. On the other hand, in the
poem “Rosa del sanatorio,” from La Pipa de Kif (1919), Valle presents the anesthetic effects of
chloroform in poetic terms: “Bajo la sensacion del cloroformo / me hace temblar con alarido inter-
no, / la luz de acuario de un jardin moderno/ y el amarillo olor del yodoformo” ( Under the sensa-
tion of chloroform/ the light of an aquarium of a modern garden/ and the yellow scent of iodoform/
make me tremble with an internal howl) (Valle-Inclan, Obra. .. , 1311 - 1312, 1I).

7. This essay was published in the book La pintura vasca 1909 — 1919. [ Bilbao] . Biblioteca de
Amigos del Pais, 1919, 3 —10 (reproduced, among others, in Serrano Alonso 262 —66).

8. For more information, see the following papers: Santos Zas ( “Valle-Inclan, de pufio---” 405 -
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50) ; Mascato Rey ( “Valle-Inclan y Anglada Camarasa...” 183 —96) and Dougherty (“Valle-
Inclan y la pintura---” 66 —87) , who analyse the relationship Valle with the painters mentioned.
9. Published in La Ilustracion Espafiola y Americana (22/2/1902) , Valle extended and clarified the
ideas outlined therein for the prologue of the book by Almagro San Martin, Sombras de vida
(1903). He further rewrote them for the edition of Corte de amor (1908) : “Brief news about my
aesthetics when I wrote this book” (the article can be seen in Valle-Inclan, Obra---, 1461, 1)
10. A detailed analysis of this turn-of the-century prototype and its legendary and literary anteced-
ents can be found in my “De ‘Raquel’ a la ‘Nifia Chole’ ---” 91 - 107.

11. On the fascination that the character enticed among many different artists, from its first represen-
tation by Henry Fuseli (h. 1780 —1790) to achieving its fullness in symbolism and decadence, see
Molins (17 =65) and Wollen (89 —93) , in the catalogue of the Salomé exhibition, Salomé un mito
contemporaneo.

12. Gustave Moreau dedicated more than 120 drawings, watercolours and oils to the figure of Salomé
whom he considered “The emblem of that terrible future reserved for pursuing an unnamed ideal , in-
spired by sensuality and morbid curiosity” (see Molins 23).

13. Among those antecedents the name Lilith, also quoted by Valle is common-place. In Jewish
mythology, she is considered Adam’s first wife, whose Hebrew legend has its origin in an interpreta-
tion of the Genesis. Lilith is represented as a beautiful woman with long curly hair, usually red, and
the many variants of the legend are associated with the demonic, rebellion and sexual freedom. In
the same vein, it is necessary to recover the name of Delilah, Samson’s seducer, who makes him
lose the strength that lay in his hair, by cutting it while he slept, with all the erotic connotations that
the gesture entails. My own contribution to this list of women would be to add that of Rachel the Jew-
ess, who seduces the King Alfonso VIII, who abandons his royal duties for his lover, according to
medieval chronicles, and has a long history in Spanish literature (see Santos Zas, “De ‘Raquel’ a
la ‘Nifia Chole’ --- 91 —107).

14. T have already dealt with this figure in the above-mentioned article ( “De ‘ Raquel’ a la * Nifia
Chole’ +++). For more information about the dancer, her relationship with Valle-Inclan and the role
he attributes to dancing, see Rosario Mascato, “Valle-Inclan, contemplatéur” 67 —76.

15. As for the autographic poem “A Tértola” (see Amor y Vazquez, 11 —=32), which I have tran-
scribed in part, we know of several printed versions with different titles; “Rosa gitana. Poema de
las rosas” (El Imparcial, 24/6/1918), “Rosa de Oriente. Clave III” ( El Pasajero, 1920; and
Claves liricas, 1930) , and finally, “Rosa de Zoroastro” , Ciudad, Madrid, 23/1/1935 (a poem
that nothing has to do with the one published under the same title in Claves liricas). H23e publishes
the same poem, under the title “Rosa gitana. Autégrafo” [1935], dedicating it to José Marfa Cas-
troviejo.

16. For this newspaper Valle wrote ten chronicles, whose titles are: “Exposicion de Bellas Artes.
La primera palabra” (29, March) ; the other nine under the generic title “Notas de la Exposiciéon” ,
are subtitled: “Las intrigas” (2, May) ; “Un pintor” (3, May), “Las tres Esposas” (6, May) ;
“Divagaciones V” (11, May), “Santiago Rusifiol VI” (19, May); “Ricardo Baroja VII” (1,
June) ; “Del retrato VIII” (12, June) ; “Las hijas del Cid IX” (30, June) ; and “La clausura X”
(4, July). Henceforth quoted as Valle-Inclan, Obra . .. , 1494 and ff. See Eliane Lavaud (115 -
128).

17. The new series of 1912 chronicles is formed by: [ ;] “Divagacion” (23, May); “Romero de
Torres” (30, May) ; “Santiago Rusifiol” (6, June) ; and “Notas de la Exposicion” (20, June).
In what follows, I will cite as Valle-Inclan, Obra . .. , 1557 and ff. See Jean Marie Lavaud (286 —
311).

18. Such is the case of the Cordovan painter, Julio Romero de Torres, to whom he dedicates two
chronicles in 1908 and 1912 as well as the catalogue of the Exhibition that he presented in Buenos
Aires in 1922 (see Santos Zas,“Valle-Inclan, de pufio---”405 —450 ;autograph facsimile 421 —30).
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19. Invoking Valle, Romero de Torres said about Velazquez “the sublime painter gives line, colour
and composition a serenity, which reality never has and is so far from it in an ultra-realistic sense as
is the Beato Angelico with his wonderful idealism” (see Santos Zas, “Valle-Inclan, de pufio ... "
413 and 435).

20. Specifically, Las siete lamparas de la arquitectura and The Modern Painters. On the other hand,
Ruskin, when dealing with Turner’s painting, stated; “He did not paint this directly, he retained
it, and a long time later, he put it on canvas (Ruskin. Prerrafaelismo--- 82 —83; see Santos Zas,
“Valle-Inclan, de pufio--+” 445 —46, n. 54).

21. As regards this, it is significant that in 1910 Romero de Torres entitled one of his paintings Flor
de Santidad in open tribute to the homonymous Valle novel possibly one of the works that best exem-
plifies the shared background of Pre-Raphaelitism in their respective works.

22. “Iluminismo” or “luminismo” is defined as a way of approaching reality starting from the fasci-
nation about the fullness of light. Its main representative is Joaquin Sorolla (1863 —1923) , whose
palette is characterised, in his major stage (1900 —1911) , by strong light contrasts, in an effort to
capture movement and drawing to barely recognisable limits, an effort which he applies to themes re-
lated to customs. Therefore, it is necessary to emphasise that Valle does not reject pictorial impres-
sionism, but rather the assimilation of the French school that some Spanish painters such as Sorolla
carried out (see Santos Zas, “Valle-Inclan, de pufio. . . ” 443 and the bibliography cited therein) .
23. See El Mercantil Valenciano, 31/5/1911.

24. This study is part of the Research Project; “La obra y el legado manuscrito de Valle-Inclan”
subsidised by the Ministerio de Ciencia e Innovacién and FEDER funds ( FFI2011 —24 130). The
Spanish text was translated by Karen J. Duncan Barlow ( Universidad de Vigo).
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Abstract In 1926, five years after his second visit to Mexico, Ramén Marfa del
Valle-Inclan published Tirano Banderas, one of the most important Spanish-language
novels of the twentieth century. This article analyses the way in which Valle-Inclan
absorbed the dictates of the Mexican post-revolutionary muralist school, integrated by
figures like José Vasconcelos and Diego Rivera. It is the thesis of this article that
Valle-Inclan conferred a pro-traditionalist twist in his adoption of some of the ruling
ideologemes of this school, which sharply depart from Vasconcelo’s mestizo theories.
Familiar with the Latin American identity battleground established by Domingo Fausti-
no Sarmiento in Facundo — civilization versus barbarism —, Valle-Inclan rewrote the
identifications set by the Argentinian, following instead a pro-Hispanic and tradition-
alist set of references based on the selective adoption of master-narratives of the nine-
teenth-century Spanish historiography — both liberal and traditionalist. The result of
this rewriting creates a social paradigm in the novel that mimics the identity visions of
traditional historiography — with a clear separation of Jews, Moors and Christians —
which is applied to present Mexico. The racial visions brought with this shift drain or
neutralize the mestizo ideologemes, favoring a traditionalist stance loosely identifiable
with pre-Columbian forms of governance on both sides of the Atlantic.

Key words Valle-Inclan; transatlantic studies; Spanish historiographical and liter-
ary revisionism; Hispanic identities; Baroque literature

Ningiin otro escritor Espaiiol, salvo los que pasaron alli el exilio a partir de 1939,
ha incorporado lo americano con tanta intensidad a su pensamiento ni ha vivido el
mundo de la lengua castellana, de la cultura latina, con tan sentida unidad.
(Casado 63)

[ No other Spanish writer, except for those who lived exiled there after 1939,
has incorporated with such intensity that which is American to his thinking, nor
has lived the world of Spanish language, of Latin culture, in such heartfelt uni-

ty. ( personal translation) ]

Debemos de sumar al castellano todos los modos de hablar el Espafiol. En Méjico

estd la esencia mas pura de Espafia. Debemos ser todos unos. Todos una lengua.

( Valle-Inclan, qtd. in Hormigén vol. 2.2 610)
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[ We must add to Castilian all the ways of speaking the Spanish language. In-
Mexico lays the purest essence of Spain. We must all be one. All one language.
(personal translation) ]

In 1890, shortly after his father’s death, Ramén Marfa del Valle-Inclan abandoned
his law studies — which he had pursued at his father’s request — at theUniversity of
Santiago de Compostela, in his native Galicia. At age 26 the young author felt the
call for adventure and went to Mexico to pursue his destiny. He arrived in Veracruz,
the city founded by Hernan Cortés, on April 8, 1892. His romantic visions of the
continent had been molded by the colonial fantasies sparked by the old metropolis, in
tune with his anachronistic traditionalism. Once in Mexico Valle-Inclan fancied him-
self a conqueror (qtd. in Martinez Saura 272). He also aimed to recover the lost
grandeur of his lineage, as he explained in 1903 in a faux autobiography where he
presented himself as his own Sonatas’ character, the Marquis of Bradomin ( Valle-
Inclan, “Juventud”). Upon his arrival he immediately felt sympathy for the pro-
Western rule of General Porfirio Diaz ( Alberca and Gonzalez 61) , who he praised —
in an interview published January 1, 1915 — comparing his stature in history to that
of Pope Leo XIII or Julius Caesar ( Lopez Niiiez 132).

It was inMexico where Valle-Inclan declares he was born to literature (qtd. in
Schneider 157) , in a very literary way too--- It is very well known that — during his
stay there — Valle-Inclan requested a duel to repair the affront that the Spanish colo-
ny had received, in a letter to the editor of El Tiempo, where he was working. The a-
nonymous letter signed by “Oscar” — published May 12, 1892 —, accused the
Spanish colony of committing usury and abuses of power. To the young Valle-Inclan,
Spain and Europe represented civilization versus the atavist barbarism that the Amer-
indian past posed. '

In due time, Valle-Inclan will reformulate the above-mentioned perspective inTi-
rano Banderas. Novela de Tierra Caliente (1926) , with a sharp difference. > This arti-
cle will analyze how the writer develops in this particular novel the ideologeme of civi-
lization versus barbarism. It is relevant to note to this purpose that Valle-Inclan’s re-
view is partially informed by Mexican muralism — especially by his personal relation-
ship with Diego Rivera, whose life and figure intertwined on many occasions with that
of the Spanish novelist. This article will demonstrate that Valle-Inclan’s substantially
appropriates common ideologemes to those of Rivera’s work, to confer in them a pro-
traditionalist meaning which counteracts the Mexican revolutionary agenda. This ap-
propriation favors a messianic neo-feudal vision, a regenerative program pro-Hispanic
in nature. > Tt will also be discussed that in order to achieve this goal, the author will
approach existing tensions in the Mexican society with the tools of Spanish national
historiography. Valle-Inclan’s ultimate purpose is to analyze Mexico’s present from an
ethnic and racial perspective, establishing a parallel with Medieval Spain.

On January 6, 1907, a promising yet unknown 21-year-old Mexican artist named
Diego Rivera arrived inSpain to continue his education as a painter ( Rivera et al
212). Rivera reached the shores of the old colonial empire at a time when Spain was
preparing for the centennial celebration of the so-called War of Independence (1808)
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that had put an end to the Napoleonic invasion. During this first European tour that
lasted several years, the young Rivera received the first international recognition for
his work, presented in 1908 at the Hispano-French Exposition held in Zaragoza. In
Madrid, Rivera studied at Eduardo Chicharro’s painting academy. While he lived
there, Rivera became a frequent visitor of the Museo del Prado, the Café de Pombo
(where he met the even younger Ramén Gomez de la Serna, among others) , and the
Nuevo Café de Levante, where the modernist poet and novelist Ramén Marfa del
Valle-Inclan held his tertulia or “literary gathering. ” Paraphrasing Serrano Alonso,
Valle-Inclan’s was not a tertulia a la mode; the attendance was shaped by painters,
sculptors, architecture students--- and his influence on them was evident, probably
unlike that of any other intellectual (Serrano Alonso 28 —-9).

The mixed emotions Rivera underwent in Spain as a foreigner had been felt be-
fore by Valle-Inclan in 1892, when he went to Mexico at a young age to earn a liv-
ing. * Valle-Inclan’s first visit left a big impression on his writings: the rich language
and exotic experiences he had were integrated or re-created in the Sonata de estio
(Summer Sonata, 1904 ) , one of the peak novels of Modernism. Young Rivera soon

“ e

felt a strong admiration for Valle-Inclan I have the impression,’ says Diego,
‘that at the time only he [ Chaumier], T and a very few others realized the stature of
Valle Inclan. *” (Rivera 219). From the older writer Rivera learned many lessons,
and not just aesthetic only; for example, a decade after Valle-Inclan’s return from
Mexico (he was there in 1892 —93), he started spreading a faux story about his he-
roic military participation in Mexico under the command of Sostenes Rocha
(Fernandez Almagro 20) ; similarly, Diego Rivera later lied about his involvement in
the early stages of the Mexican Revolution.

After a short stay inMexico, Rivera decided to return to Paris in 1911, where he
resided until 1920. This second stay was extremely precarious due to economic hard-
ship. During his stay in France, when he met Pablo Ruiz Picasso and Amadeo Modi-
gliani, among others, he familiarized himself with the pre-war avant-garde move-
ments, Cubism and Post-Impressionism. In 1920, the final year of the Mexican Rev-
olution, and one year before the celebration of the centennial of the Declaration of In-
dependence of Mexico in 1821, Diego traded Paris for Ttaly. The reasons for his Ital-
ian stop had a strong political motivation; “[ ---] [ Rivera went] to ltaly to study Re-
naissance art in the hopes of establishing a philosophy of public art that will be ade-
quate for postrevolutionary Mexico” ( Hurlburt 47). The new Mexican post-revolu-
tionary government, established by General Alvaro Obregén, under whose presidency
the philosopher, politician and writer José Vasconcelos worked, fostered the creation
of a national school of painting: Mexican Muralism. Rivera’s visit to Italy was trig-
gered by the need to familiarize himself with the early Renaissance fresco techniques
of the quattrocento (Downs 17), which he had the chance to apply later in Mexico
with an evident ideological aim; to (re)create a Mexicanist tradition that portrayed,
in the frescoes, the native and mestizo realities of the Mexican peoples. °

The Mexican muralist school reflected the ideologemes of the Revolution, with a
set of values antagonistic to Porfirio Diaz’s previous Eurocentric views. ' The model for
the rising nation was no longer France — as it was during Diaz’s reign — but Mexico

51



52 | Forum for World Literature Studies

for its Aztec- and Maya-inspired arts, which until then were non-officially backed
forms of art. These models were to be the mirror in which the Revolution looked for
its own reflection, and provided the self-imagery that was to be broadcasted to the
world from then on.

The centennial festivities of the Independence of Mexico were attended by an of-
ficial delegation of the Spanish government on behalf of Alfonso XIII. It is worth no-
ting that the Spanish administration had not yet recognized the new Mexican govern-
ment, due to the risk it posed to the economic and real estate interests of the Span-
iards living in Mexico. The official representation was shaped by the dignitaries sent
from Madrid plus the main figures of the Spanish colony in the country; the unofficial
representation was none other than Ramén Maria del Valle-Inclan, whom President
Obregon invited with the assistance of Alfonso Reyes. Valle-Inclan was elevated in
these festivities to the rank of Ambassadorin pectore of the Spanish intellectuals. As
Dru Dougherty has pointed out, the ideological connotations of this invitation should
not be underestimated (Dougherty, “El Segundo” 193 —4) , since he ended up pla-
ying a counter-figure to what the Spanish government represented, acting in some
ways as a speaker in favor of Obregon’s agrarian policies ( Dougherty, Un Valle 124 ) ,
and of revolutionary ideals. Though it may seem paradoxical, Valle-Incldn was able
to combine the ideals of Obregon’s reform with his earlier Carlism, even with his
growing interest for Bolshevism, since all of them were a rejection of Liberalism. ®
Symptomatic of this fact was the display in his house, side by side, of dedicated
Obregon and Carlos de Borbén portraits ( Valencia 17).

The dissonant voices of the official and un-official legacies were evident from the
beginning. While the gachupines—a derogatory word for “Spaniard”, in Mexico—
were asking for monetary compensation for them, Valle-Inclan called for an uprising
of the indio mexicano against the encomenderos (the name given to the Peninsular en-
slavers in the first stages of the colonial administration in the Americas) , recommen-
ding that they be killed. * Three decades before Valle-Inclan envisioned himself in the
role of conquistador, legitimizing the results of the conquest and colonial periods, and
backing the Spanish Colony “civilizing mandate” in their journals. Conversely, in
1921 he embodied an anti-colonial position for Mexicans. His visions were rooted not
in the official figures of the Spanish conquest, but in pro-Indigenous figures like Fa-
ther De las Casas, whom he identified as bearer of a Spanish ethical tradition in the
New World ( Dougherty, Un Valle 128 —9). It is pertinent to notice that though
Valle-Inclan praised Father De las Casas, he felt sympathy as well for Cortés the con-
queror — one of the idealized representatives of the Empire — based on the defense of
this ethical mandate. "> On one occasion Valle-Inclan compared Don Porfirio’s leader-
ship with Caesar; in 1921 he found a resemblance between Father De las Casas and
present revolutionary leaders like Obregon and Madero but without disowning
Cortés. "' In both comparisons he read these figures through European lens and set of
references, a European legitimizing standard.

At the end of the centennial celebrations, Valle-Inclan travelled around Mexico

by train with some members of the revolutionary cultural elite, Diego Rivera among
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them. * The train had been arranged for Valle-Inclan’s personal use per Obregon’s re-
quest. This intellectual’s retreat/tour fostered the discussion and development of the
new Mexican aesthetic, which also inspired some visits to pre-Columbian archeologi-
cal sites. Among these revolutionary elites, a new aesthetic blossomed. Both for
Valle-Inclan and the revolutionary elites, the future of each culture was to be rooted
in their pre-Columbian past. " This model of successful cooperation between artists
and political leaders of the revolution left a deep imprint on Valle-Inclan, whose anti-
liberalism and traditionalism at first brought him closer but later distanced him from,
several representative and non-representative forms of government. '* However, he al-
ways remained a traditionalist avant la letire, and the agrarian demands of the Mexi-
can Revolution revived in Valle-Inclan anachronic semi-feudal dreams. " The vitality
of the Soviet Union, even to some extent the arrival of Mussolini, were seen by Valle-
Inclan as the messianic symptoms of a new era, a covenant of political elites, aesthet-
ics and lettered men, like the one he had just experienced in Mexico.

Back in Spain, Valle-Inclan soon started writing one of the most important no-
vels of the twentieth century: Tirano Banderas (1926 ; partially published in install-
ments in 1925). Several critics have already emphasized the watermark in this novel
of Domingo Faustino Sarmiento’s Facundo, o civilizacion y barbarie. Vida de Juan
Facundo Quiroga (1845 —51). ' This text was one of the favorite readings both of
Miguel de Unamuno and Valle-Inclan ( Montes 286). The ideological battle between
civilization and barbarism had a long progeny after Sarmiento’s pro-European stand in
the Hispanic world, with both defenders and detractors. In Tirano Valle-Inclan took a
clear pro-Indian stand — not to be confused with pro-Indigenist — attacking the dregs
of the Spanish Empire represented in the Spanish colony; unlike Sarmiento, he did
not present the natives and the countrymen as barbarians per se but as redemptive fig-
ures for the Hispanic world. It is evident that Valle-Inclan had a pro-Indian and not a
pro-Indigenist stand, due to the weight he conferred to the Spanish language — al-
though not the native ones — presented as a national tie, and given the narrow racial
separations that operate in the text.

This pro-Indian/anti-European positioning clearly put Valle-Inclan at odds with
the desire of Spanish liberal thinkers to europeizar and modernize Spain: for them,
like for Sarmiento, Europe equated civilization; but unlike the Spanish liberals, Sar-
miento considered the Spanish atavism a cause for current Latin American barbarism.
What is worth evaluating more in detail are the consequences that Valle-Inclan’s pro-
Indian twists bestowed on this discussion, a twist that attests to all the contradictions
existing in his political thinking and in that of the era.

Mimicking the identity dialectics of Latin America expressed by Sarmiento in Fa-
cundo, Spain underwent a rewrite of these concepts in the early twentieth century.
The majority of Spanish intellectuals defended the conquest and colonization based on
the imperativo Espaiiol or “Spanish civilizing mandate” ; the conservatives emphasized
the need that existed to proselytize the Catholic faith and teach the Castilian language
to the natives; the liberals stressed the necessity to modernize the undeveloped native
cultures and economies. In both cases the Spanish intellectuals saw themselves as Eu-
ropeans, at the center. To the affront of the Spanish, the postcolonial thinkers of Lat-
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in America identified Spain with barbarism and anti-modernity, as non-Europeans.

To the astonishment of the pro-European philosopher José Ortega y Gasset,
Miguel de Unamuno pointed to the African and Celt-lberian substrata as important el-
ements of the modern Spanish castizo identity. " Valle-Inclan, like Unamuno, also
conceived of Spain and the Hispanic world as an “other” of the European civilization
— a well-established trend in European Romanticism. However, Valle-Inclan abso-
lutely despised the African and levantino or “easterly” substratum' | and blamed all
the problems of the present on that past, just like Sarmiento loathed the Spanish sub-
stratum in the Southern Cone:

Apart from these considerations, the speech [ of Valle-Inclan ] presented an ap-
parent novelty ; the root of his support for Obregén’s regime, Don Ramon left
aside the concept of social revolution and established a link between Madrid and
Mexico via Christianity and other features of the Latin Culture, transmitted by
Spain to the New World: “As Greece inherited the Egyptian civilization, and
Rome the Hellenic, Spain rose with the Latin civilization and erected cities, and
dictated laws, and spread its language in America--- The official Spain does not
want to relinquish its obscure African spirit, and contributes to the destruction of
this highly Christian national entity of three centuries”. To return to this civili-
zing tradition would be, in the end, to recuperate the historic mission of Spain in
America. Moreover, it would place the official politics in harmony with its na-
tional will, which did not establish any separation between what was revolutiona-
ry and what was Christian. ' ( Dougherty, “El Segundo” 202 ; square brackets in
the original ; personal translation )

The logic performed in Valle-Inclan’s rewrite of civilization and barbarism can be eas-
ily understood when we take into account his favor fortraditionalism and the old forms
of production (Santos Zas 356). He envisioned a social and political return to a me-
dieval Arcadia, loosely identifiable with the feudal peninsular kingdoms, which ideal-
ly portrayed the Spanish identity. * In his view, that Arcadia was put to an end by the
marriage of Isabella and Ferdinand, the Catholic Monarchs ( Dougherty, Valle-Inclan
33). In Valle-Inclan’s idealized vision of the past, the Empire’s greed for gold and
material riches can be identified with the entrance of (what later would be) Protestant
Europe into the national politics. This entrance was certified via the wedding of Jua-
na, the daughter of the Catholic Monarchs, with Philip of Hapsburg, a European
(Dutch) and hence a foreigner. By holding this vision Valle-Inclan coincided with
the established trends of Spanish liberal historiography, as Inman Fox explains elo-
quently in La invencion de Espafia (51). Valle-Inclan also departed from this model ,
as will be explained later.

Emperor Charles V, the son of Juana and Philip, survived and won the feudal
Revolt of the Communards (1520 —1522), which literally marks the end of feudal-
ism. Valle-Inclan, in Tirano, praises Father De las Casas—a coetaneous figure to
Charles V—, and his Humanism is read more as an extension of the Medieval Scho-
lasticism than as a result of the Renaissance Anthropocentrism. Valle-Inclan’s de-
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fense of De las Casas is more than an attack of the colonial system of the Empire; it is
in tune with the Mexican revolutionary politics as well as with liberal historiography in
Spain. As Bretz notes; “Condemnations of Charles I and Philip II recur frequently in
writers of the [ Modernist] period and the repudiation of Hapsburgs monarchy typical-
ly combines with calls for religious and racial tolerance, abolition of the patriarchy,
and aperture to the outside” (Bretz 165). Valle-Inclan’s condemnation, neverthe-
less, seems to depart from these parameters: his defense of the conquistador implies a
yearning for the arrival of an idyllic neo-feudal concord, parallel to that he under-
stands existed before the Catholic Monarchs, and it is anything but clear whether he
advocates for racial and religious tolerance.

A vast majority of the critical production written about Tirano assumes that Valle-
Inclan takes a postcolonial stance as the default ideology of the novel, disregarding or
not noticing the problem posed by his defense of Cortés. Those supporting this stance
find in Tirano a redeeming work that “saves” Valle-Inclan from his previous tradi-
tionalist positions; that approach may be an over-simplification of Valle-Inclan’s com-
plex historical thought. As Souto Alabarce explains, though with a very different
reading ;

It has been said that Tirano Banderas is antipatriotic because it scorns the Span-
iards in America, but that is a very narrow and prudish sense of patriotism.
When Valle-Inclan criticizes the bad gachupin in America, he is criticizing the
bad Spaniard in Spain. *' ( xix; personal translation )

The question that needs to be answered is: what is it that makes them “bad” ? Is that
a circumstantial, a willful or an innate tendency? To answer this question it is neces-
sary to take into consideration the social divisions operating in Tierra Caliente. In an
interview with Gregorio Martinez Sierra — published December 19, 1928 — Valle-
Inclan declared :

In Tirano Banderas there is, in addition, the literary will to add to the ca-
stizo Spanish the vocabulary created in Latin America. It is evident that, in or-
der to achieve this, T needed to invent a Republic with an imagined geography.
For the plot, I thought about an America made up by the aboriginal Indian, the
creole and the foreigner. The Indian, who is either the president or on most oc-
casions the pariah, I developed as three figures: Generalito Banderas; the pari-
ah that suffers the terrible punishment of whipping; and the Indian whose wife
was arrested and from the revolutionary group, Zacarfas the Crusader.

The creole, in a parallel way, I developed in three kinds; the eloquent Dr.
Sanchez Ocafia; the guerrilla fighter Filomeno Cuevas and the creole filled with
religious fervor that echoes that of Assisi, that is Roque de Cepeda.

The foreigner, I also developed as three types: the Spanish Minister; the
rich Don Celes and the pawnshop owner Sefior Peredita. * ( Martinez Sierra 395 ;
personal translation )
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It is obvious that this ethnic division is too simplistic since it lacks a major group
present in the Latin American republics: the mestizo. The author mostly presents a
two-dimensional scheme; Indians — the “real” Americans — and Europeans, being
possible to divide the last category between criollos or “creoles” (the good Europeans
called to liberate the Indian race™) and peninsulares (the worst kind). Indeed, in
the few occasions when the word mestizo or relative words appear in the book, they
tend to be presented in a negative fashion. > Contrary to that, one of the positive at-
tributes used to describe Zacarfas the Cruzader is imported from the Spanish historiog-
raphy; in this case the virtue of this Indian is equated with that of “real” Spaniards:
estoico, or “stoic” ( Valle-Inclan, Tirano 174), a word associated with virtue and
purity. In sharp contrast with that, one of the derogatory words he uses to describe
Don Quintin—probably the worst characters in the novel—is ladino ( Valle-Inclan,
Tirano 135) , a synonymous word used in Central America for mestizo.

It is symptomatic of his traditionalism and colonialist vision how Valle-Inclan saw
the whole continent as a racial unity, disregarding the existing differences between the
myriad of populations existing in the Americas. Valle-Inclan, with a clear colonialist
caze that unifies the other, considers Latin America a racial unity, an “other”, as
stated in an article published May 21, 1930: “Mexico does not resemble any of the
other American republics; his race is made of oak, it is the race of the Incas”
(Valle-Inclan, qtd. in Hormigon vol. 2.2 512 personal translation) . *

The tripartite scheme — actually bipartite, the “norm” versus the “other” — re-
calls that of the Spanish traditionalist historiography, which projected a clear separa-
tion between Christians (the “real” Spanish) , versus Jews and Muslims (the “oth-
ers” or foreigners). Subsequently, Valle-Inclan does not seem to subscribe an inte-
grated mixed visiona la Américo Castro, as his letter to Alfonso Reyes dated Decem-
ber 20, 1923 demonstrates :

The gachupines possess seventy percent of the territory; —they are the es-
sence of the Iberian barbarism—the land at the hands of those foreigners is the
most noxious form of possession. A thousand times worse than at the hands of
dead people. Our Mexico, to finish with the revolutions, must divide the proper-
ty of the land, and the encomendero.

[ -] The revolution for independence cannot be reduced to a change of
viceroys, but to the cultural overcoming of the Indian race, the completion of
their rights, and the expulsion of Jewish and Moorish gachupines. Better it would
be, surely, to slit their throats. ** ( Valle-Inclan, qtd. in Hormigén vol. 3 312 —
3; personal translation)

In Tirano the gachupines are foreigners to the Mexican land as Jews and Moors are to
traditionalist historiography in Spain, and he proposed the same solution that the
Catholic Monarchs reached four centuries earlier; expulsion. > In the novel the penin-
sulares are greedy outsiders (a frequent accusation against the Jews in Spain) or ef-
feminate sodomites (an accusation against Moors and other Orientals, or levantinos).
Thus, Don Quintin and the Spanish colony are usurers, and the Spanish Ambassador
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Don Mariano Isabel Cristino and Currito—the bullfighter-like Andalusian—have ho-
mosexual intercourse. In addition, the Ambassador receives the Spanish colony re-
clined like an Arab odalisque, wearing silk gowns, with makeup on his face ( Valle-
Inclan, Tirano 30 =31). Like the Jewish population in Spain was often viewed, the
Spanish colony in Tirano does not mix with the natives; they have their own journals,
their own casinos and associations, marry within their own group, etcetera. They are

1

faux Spaniards, they do not represent the “ethical tradition” of Spain in the Ameri-
cas, just like conversos were fake Christians to the Inquisition. Bélic appropriately in-
dicates how in Tirano; “Symmetry, in my opinion, has the special mission to under-
line, by confronting and strikingly opposing, the contrasts”* (23; personal transla-
tion). The contrast shows how the Spaniards of Mexico lack some kind of purity of
blood/ethics: they can pass for “real” Spanish people—they shape the “official”
Spain in the country—but they do not share the values of “real” Spain, the medieval
Spain. *’

Well known is the letter dated November 14, 1923 that Valle-Inclan sent to Al-
fonso Reyes. In this correspondence the Spanish writer describes his work-in-progress
Tirano Banderas as a synthesis — of Latin American cultures, regions, ages, people,
language , and etcetera. The word he uses to designate the process, synthesis, is wor-
thy of thought because of the etymological implications it carries. A synthesis is the
byproduct of mixing (at least) two separate components which produce a different
outcome, a processed outcome. ’ Very different from the Mexican muralist school
that presented Mexico as a synthesis of the two races producing a mestizo one — as
Vasconcelos theorized in La raza césmica (1925)°' —, in Tirano Valle-Inclan por-
trayed a racially segregated scheme. Against the false Spain portrayed by the colony,
Valle-Inclan opposes the Arcadia of Spanish traditional historiography with the twist
that it is not a Catholic, but a Christian Arcadia. The anti-Catholic stance of Don Ro-
que in the novel ( Valle-Inclan, Tirano 60) , on the other hand, is a direct transposi-
tion of Vasconcelos’ political views.

The undesirability of racial mixing between the American race and this marrano
colony — marrano or ‘ pig’ is the name given in the Golden Age to the fake converso
Jews — does not mean that there can be no transculturation, although it is clear that
it must not be accomplished by the mixing of races. This racial segregation can only
be overcome via Christianity, understood as a way to transcend national frontiers; he
also expressed this idea in 1922 in “El deber Cristiano de Espafia en América”
(Valle-Inclan, Enirevistas 227 —8) , right after his return from Mexico. He sees a
redemptive project in common for the Hispanic world between the Indians and the
best of the creoles through language and its attached culture, more than race. In the
messianic scheme of Valle-Inclan, the synthesis that he seems to endorse for the His-
panic world is not the racial mixing of the “real” Americans with the “real” Spain
but a linguistic and religious synthesis. His solution is the adoption and acceptance of
the language and the religion of the conqueror by the conquered. *

Valle-Inclan’s concept of synthesis is also linked with pictorial aesthetics, as the
self-comparison of his technique inTirano with El Greco’s use of space denotes. ** The
synthesis of time and space produces an uchronic kaleidoscope that allows for the co-
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appearance of multiple sides of reality and time altogether, similar to cubist tech-
niques. Yet the most important synthesis at play in the novel is that which is operated
on the language through its baroque stylistics. It is this linguistic synthesis that had a
wider progeny in the twentieth century in the Hispanic lettres ; Carpentier, Lezama Li-
ma, Sarduy, Paz, Fuentes, and etcetera. All these Latin American thinkers and nov-
elists spoke about or made use of the baroque in order to instill a concept of Latin
American community.

One of the biggest innovations of Tirano is how Valle-Inclan rewrites the topic of
civilization versus barbarism following a strictly peninsular set of references and val-
ues. To Sarmiento’s Eurocentric cluster he opposes the idealized Latin cultures, led
by Spain’s Christianism and traditionalism, making use of baroque stylistics, cubism
and the muralist aesthetics learned from Rivera. It is sure that Valle-Inclan’s synthet-
ic use of baroque language bridges both sides of the Atlantic, and therefore he pic-
tures an esprit of Hispanic unity that modifies both sides, as Dougherty rightly notes
(Dougherty, Palimpsestos 188 ). Although that reading is always sustainable and pos-
itive, a problem continues to be posed; the tenets underneath it can be very easily re-
inscribed from the old metropolis and appropriated as a pro-colonial stance, as Arraco
’'s comments on Valle-Inclan probe, as early as 1947 .

Cervantes did not need to leave Spain to see the grandeur of his country; but
Valle-Inclan, locked in the Iberian [ bullfighting] ring, narrow, miniscule,
breaks the barriers, gallantly jumps, and unable to pull down the helmet or to
wear the lance, brandishes the pen, with a steady hand and calm reason, to be-
come the first soldier of this army that is only moved by the strategy of pure
hearts, and whose aim is to reconquer America through the spirit of one same
language. ** ( Arraco 141 ; personal translation )

The celebration of the seventy-fifth anniversary of Valle-Inclan’s death and decades
since these ideologemes were put into circulation, it is time to consider how much of
an exogenous/ colonialist impulse may lie underneath the pro-baroque fervor on a part
of the Spanish and Latin American Academies of the last decades. In this sense the
case of Tirano may be paradigmatic: it has been interpreted as a novel that gives
voice to the drama of the native populations through the synthetic use of a baroque
language ; but as it has been argued in this article, the voicing of the oppressed comes
paradoxically hand in hand with a pro-traditionalist rewriting of the oppressors’ histo-

ry.
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Notes

1. “He aqui dos tropos fundamentales del discurso colonialista Espafiol de 1926 jerarquias ra-
ciales, civilizacion y barbarie. De la Madre Patria parte la civilizacion que se imparte con latigo so-
bre las espaldas del indio {naturalmente ruin). Patriotismo, racismo y mision civilizadora se en-
tretejen en este didalogo que llama la atencién sobre ciertas actitudes que sostienen la tradicién colo-
nial de Espafia en América. ” ( Dougherty, Palimpsestos 184 )

2. “Si comparamos los resultados literarios mas relevantes que se derivan de cada viaje, el contraste
no es menor. Para decirlo de una manera indirecta; la distancia que hay entre la lujuriante nifia
Chole y el humilde y digno indio Zacarias el Cruzado, y entre el decadente mundo galante de la So-
nata de estio y la caida de la sérdida tirania en los umbrales revolucionarios de la novela Tirano Ban-
deras es la medida evidente de este cambio. ” (Alberca and Gonzdlez 190)

3. “Asi pues, tanto el aristocratismo como el tradicionalismo no son factores estrictamente formalis-
tas; el culto a la tradicion —como bien sefiala Gomez Marin— es megalomania, pero también en-
cierra un sentido regeneracionista —es pasion regeneradora—, en cuanto guarda un modelo de vida
que aspira a recuperar y, sobre todo, se opone a otro considerado corrupcién y degeneracion del pri-
mero. [ -++/... ] Este rechazo le conduce a refugiarse en un pasado idealizado, pervivencia de glor-
ias pretéritas, ‘la ‘otra Espafia’ —mas que posible, definitivamente imposible— representada por
el retablo medieval y caballeresco del carlismo’ [ Seco Serrano 205 ], que se opone a la medioc-
ridad del presente. ” ( Santos Zas 349, 357)

4. “One of the principal reasons for his [ Rivera’'s ] feeling of foreignness was thedifference in lan-
guage. To hear the language in which he had thought he expressed himself and to realize the
strangeness of the Spanish of Mexico was something that isolated him more than if had heard Chinese
being spoken around him. In the peninsula, the Spanish of a Mexican seems slow, sweet, and high-
pitched, with many colloquial nouns and adjectives, precisely the most Mexican ones, which are as
foreign to the Spaniards as Chine: no one understands them. [/] He suddently understood the lin-
guistic drama of Mexico. ” (Lolé de la Torriente, in Rivera et al 214)

5. “At the Café de Pombo, a hang-out for the Spanish avant-garde, Diego spent time with the two
Raméns and Maria Blanchard. Ramén number one was Ramén Gémez de la Serna, a critic and
soon-to-be Dada poet. Ramén number two was Ramén del Valle-Inclan, a Spanish novelist who had
lost his left arm to the swing of a cane in a brutal café brawl. He was a grand storyteller, and Diego
thoroughly absorbed his enthralling gift of prevarication, adding touches to expand his own myth-
making machine. [ ---/... ] Having the documented evidence of Rivera’s movement and associa-
tions during this 1910 to 1911 period, the self-portrait he painted of the ‘revolutionary’ and ° patri-
ot” Diego Rivera years later during this explosive time in Mexico’s history makes for wonderful fic-
tion. In later years when he had once again become the artistic symbol of Mexico and needed to
show his street credentials to the latest regime, his part in the Mexican Revolution between 1911 and
1920 became a lusty tale of adventure. ” ( Souter 37, 59)

6. “The invitation from Pani and Vasconcelos was confirmed a few months later and Diego embarked
on June 10, 1921. By June 21 he was already giving interviews in Mexico City. Did Rivera intend
to create an especially Mexican style, a goal on the minds of many Mexican artists and intellectuals
of the time? There has been much speculation on this subject. The received view is that the predom-
inantly Byzantine style of his first murals proves the contrary, given the contrast with the overtly
Mexican style of his Ministry of Public Education ( Secretaria de Educacién Piblica/SEP) work.
But Rivera was already thinking of a mixed style in which lo mexicano would have a place. An anon-
ymous interview offers evidence on this point. ‘ Why have you returned to Mexico?’ asked the re-
porter; My motive for coming back was something more than the nostalgia for Mexico I’ ve felt in
Paris, Madrid and Rome, indeed, wherever | went. I want to study popular art and the ruins of our

amazing past in order to clarify certain notions of art, certain projects | have; if I can realize them,
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they will undoubtedly give a broad new sense to my work. > The reporter further asked: ‘So, do you
think that popular art — which is insufficiently appreciated here in Mexico — has within it a well-
spring of beauty that can be put to use?’ Rivera replied; ‘Precisely. What the European artists are
so ardently seeking is abundantly present here, above all in Mexican art’.” (Lozano and Coronel
Rivera 11)

7. “El ministro de educacién [ Vasconcelos ] habia comenzado a propagar su ideologia mexicana y
sus ideales humanistas por medio de un programa de pinturas murales que confié a los artistas in-
teresados en el tema. Ademds estaba firmemente decidido a utilizar la amplia reforma cultural, ini-
ciada por él, para apoyar la igualdad social y racial de la poblacion india, proclamada en la
Revolucion, y a favorecer la integracion cultural y la recuperacion de una cultura mexicana propia,
después de siglos de opresion catélica-hispanica. La pintura de murales, provista ahora de una
fundacién educativa, era un pilar fundamental de su politica cultural, con la que queria hacer pat-
ente la ruptura con el pasado sin interrumpir la tradicién y sobre todo el rechazo a la época colonial
y a la cultura europeizada del siglo XIX.” (Kettenmann 22)

8. “En suma; como resultado del repudio de la realidad entorno, Valle busca un modelo social que
opone idealmente al histérico en el que él mismo se mueve. Y ese modelo se aproxima significativa-
mente al que el carlismo ofrece en su doctrina como alternativa al liberal-burgués vigente, ya que el
carlismo —conviene subrayarlo— es un movimiento esencialmente contrarrevolucionario, es decir,
nace como reaccién a la revolucién liberal burguesa. ” (Santos Zas 357)

9. “Valle-Inclan [ at the International Congress of Students ] toma una de las banderitas mexicanas
de papel que adornaban la mesa y escribe; {Indio mexicano / mano en la mano, / mi verdad te di-
go: / lo primero, matar al encomendero, / y después segar el trigo. " ( Hormigon vol. 2.1 122)
10. “Con esto Espafia no hard mas que seguir la tradicién nacional iniciada en el siglo XVI por el
padre Las Casas. Y Herndan Cortés en su testamento dispuso que le enterraran en el Hospital de
Jesus, que él habia fundado para asilo de indios desvalidos. El conquistador queria ser enterrado en
el seno popular y no en el panteon de la catedral, entre encomenderos y prelados. Este es el ejem-
plo que debemos seguir. ” ( Valle-Inclan, qtd. in Diaz Migoyo 211)

11. In that sense, this rejection to disown Cortés separates Tirano from the trend that Bretz finds in
Modernist writings: “However, the indeterminacy of the future does not efface a clear repudiation of
major aspects of the past. ” (Bretz 92)

12. “Sale hacia Jalisco en ferrocarril, en un tren especial formado por una locomotora, un vagén
dormitorio y un vagén comedor. Viajan junto a Valle-Inclan, Daniel Cosio Villegas (1898 —1976) ,
Pedro Henriquez Urefia, Diego Rivero, Gerardo Murillo (el Dr. Atl) (1875 —1964 ), Julio Torri
(1889 -1970) , la soprano Carmen Garcia Cornejo, Roberto Montenegro, Carlos Pellicer y los estu-
diantes argentinos Arnaldo Orfila y Ripaveldi. ” ( Hormigon vol. 2.1 13)

13. As Alberca and Gonzdlez noted: “Valle continuard su lucha contra la sociedad moderna, propo-
niendo un futuro revolucionario que era para él en realidad la vuelta a un primitivos arcaico y, por
tanto, utdpico. Pero en estas obras citadas, asumi6 el desafio estético y politico de recuperar una
sociedad periclitada con la aspiracion ilusoria, pero noble y sincera, de hacerla otra vez posible. ”
(132). This idealization of the past is evident in Tirano, where sentences like the following can be
read; “— Las antiguas colonias Espafiolas, para volver a la ruta de su destino histérico, habran de
escuchar las voces de las civilizaciones originarias de América. ” ( Valle-Inclan, Tirano 60)

14. “Con los portavoces de la derecha, compartia el escritor gallego el deseo de recobrar la  esen-
cia) de Espafia (una esencia ahistérica, claro estd, de signo espiritual) y la vision de un {dicta-
dor) que fuera instrumento de la dignificacién del pafs. A los revolucionarios de izquierdas le aprox-
imaba su desprecio por la burguesia asi como el espiritu populista y el afan justiciero que laten en
sus obras literarias. Y con los anarquistas coincidia don Ramén al ensalzar la libertad individual y al
asignar un fin espiritual a la revolucién. Los puntos de contacto eran numerosos, en fin, creando la

impresion de una variedad de tendencias que la mayorfa ha dado en calificar de {incoherente) o
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{ contradictoria). ” ( Dougherty, Valle-Inclan 57 —58)

15. “Frente al mundo elitista en el que se mueve Ortega, que abraza con entusiasmo los cambios
traidos por la sociedad capitalista, que anhela la llegada de una sociedad democrdatica dirigida por
una minoria selecta y que incluso recibe con brazos abiertos la dictadura de Primo de Rivera, Valle
se muestra partidario de una sociedad tradicional, se solidariza con el estamento que progresiva-
mente es desposeido de su honra y sus privilegios por una sociedad burguesa cada vez mas afianzada
y manifiesta su oposicién a la dictadura, llegando a convertirse incluso en un simbolo antidictatorial
( Entrambasaguas 383 ). Ortega, como puntualiza Predmore, defiende una tradicién liberal cuya
misién es forjar una nueva Espafia democrdtica, mientras que Valle no comparte ese espiritu
democrdatico. ” (Tasende 154 —5)

16. See for example Dougherty “Sarmiento” and Orbe to have two antithetic perspectives.

17. “En Espafia, atn mdas que en América, se adoptaron desde el siglo XVIII las influencia extran-
jeras — francesas, inglesas, alemanas —, se reaccioné contra la tradicién Espafiola, y se abogd por
la europeizacion por reformadores, progresistas, krausistas, institucionistas, modernistas, etc. ,
desde Feijoo hasta Ortega y Gasset, al mismo tiempo que se afirmaba el indigenismo ibérico por los
mejores europeizantes, como don Joaquin Costa, al buscar la construccion de su nueva politica sal-
vadora en la organizacion politica, civil y religiosa de los celtiberos, o don Miguel de Unamuno, al
afirmar como un desafio a Europa el africanismo de Espafia. ” ( Onis 14)

18. “Las notas anteriores dan razones suficientes para entender una concepcién tripartita de las
Espafias; la nordica, la mesetefia y la ‘levantina’ — expresion, esta tltima, de cierta elasticidad,
puesto que incluye todos los modos  meridionales’ Espafioles —, es decir, Castilla la Nueva —
Madrid incluido — y Andalucia. ” ( Diaz-Plaja 78)

19. “Aparte de estas consideraciones, la conferencia presentd una aparente novedad: como base de
su apoyo al régimen de Obregén, don Ramén dejo a un lado el concepto de la revolucién social y
establecié un enlace entre Madrid y México por medio del cristianismo y otros rasgos de la cultura
latina transmitidos por Espafia al Nuevo Mundo: ‘ Como Grecia fue heredera de la civilizacién egip-
cia y Roma de la helénica, alzése Espafia con la civilizacién latina y erigié ciudades y dicté leyes y
difundié su idioma por América--- La Espaifia oficial no quiere desposeerse de su oscuro espiritu afri-
cano, y contribuye a destruir [ esta] obra nacional altamente cristiana de tres siglos’. Volver a esa
tradicion civilizadora serfa, en fin, recuperar la mision histérica de Espafia en América. Ademas,
seria poner la politica oficial en consonancia con la voluntad nacional, que no hacia separacion algu-
na entre lo revolucionario y lo cristiano. ”

20. “El rasgo ideal de ese parafso perdido era, en el caso de don Ramén, su sintesis de barbarismo
y civilizacién, de energia primitiva entregada a la voluntad y normas de cultura aptas para encauzar
ese vitalismo. La tensién propia de la Espafia moderna entre {la barbarie ibérica) y {las normas
clasicas) estaba ausente — segiin esta vision ideal — en la Edad Media.” ( Dougherty, Valle-
Incldn 31)

21. “Se ha dicho del Tirano Banderas que es antipatriético porque hace escarnio del Espaiiol en
América, pero esto es tener un sentido muy estrecho y mojigato del sentimiento patriético. Cuando
Valle-Inclan critica el mal ‘ gachupin’ en América, estd criticando al mal Espafiol en Espafia. ”
22. “En Tirano Banderas hay, ademds, la voluntad literaria de sumar al castellano castizo el vo-
cabulario creado en la América Espafiola. Claro que para esto me ha sido necesario la invencion de
una republica con geografia imaginaria. En cuanto a la trama, pensé que América estd constituida
por el indio aborigen, por el criollo y por el extranjero. Al indio, que tanto es alli, alguna vez pres-
idente como de ordinario paria, lo desenvolvi en tres figuras: el Generalito Banderas, el paria que
sufre el duro castigo del chicote, y el indio del plagio y la bola revolucionaria, Zacarias el Cruzado.
[/] El criollo es tipo que, a su vez, desenvolvi en tres: el elocuente doctor Sanchez Ocafia; el
guerrillero Filomeno Cuevas y el criollo cargado del sentido religioso, de resonancia del de Asis,

que es don Roque de Cepeda. [ /] El extranjero tamhién lo desenvolvi en tres tipos: el ministro de
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Espafia; el ricacho don Celes y el empefiista sefior Peredita. Sobre estas normas, ya lo mas sencillo
era escribir la novela. ”

23. “En la forma [ de Filomeno Cuevas] de su amor a la tierra, y en la de estar constituida su famil-
ia [ +--], en sus renunciamientos serenos, en su decision de hacer historia al embarcarse en la
revolucion, Valle-Inclan coloca, y muy expresivamente y atinadamente, cudl ha de ser el papel de
la auténtica casta criolla. ” ( Zamora xx)

24. “El Coronel Licenciado Lépez de Salamanca [ --+] Nieto de encomenderos Espafioles, arrastraba
una herencia sentimental y absurda de orgullo y prematicas de casta. De este heredado desprecio por
el indio se nutre el mestizo criollaje duefio de la tierra [ --+]” (Valle-Inclan, Tirano 66).

25. “México no se parece a ninguna otra de las reptblicas americanas; su raza es de roble, es la ra-
za de los incas. ”

26. “Los gachupines poseen el setenta por cien de la propiedad territorial; — Son el estracto [ sic ]
de la barbarie thera — La tierra en manos de estos extrangeros [ sic] es la mas nociva forma de
poseer. Peor mil veces que las manos muertas. Nuestro México para acabar con las revoluciones
tiene que nacionalizar la propiedad de la tierra y al encomendero. [ ---/... ] La revolucién por la
independencia, que no puede reducirse a un cambio de visorreyes, sino a la superacion cultural de
la raza india, a la plenitud de sus derechos, y a la expulsién de judios y moriscos gachupines. Me-
jor, claro esta, seria el degiiellen. ”

27. “Cf. El Noroeste de la misma fecha; {Dijo que en Espafia se habia logrado hacer una unidad re-
ligiosa, pero no politica, calificando de disparate la expulsion de los moriscos)” ( Dougherty,
“Valle-Inclan” 81). Though this opinion may seem to contradict the thesis of this article, notice
that Valle-Inclan complains specifically about the expulsion of Muslims in the seventeenth century,
not about that of Jews in 1492. In Tirano the ‘bad’ Spaniards — just like the bad Europeans —
will be associated with Judaism: “Sonrio el gachupin [ Peredita] con hieles judaicas” ( Valle-
Inclan, Tirano 125). Thus, the German Ambassador is “semita de casta” (237) as well.

28. “La simetria, a mi juicio, tiene por mision especial la de subrayar, confrontando y
contraponiéndolos llamativamente, los contrastes. ”

29. Concerning this concept of the “real” Spain Diaz-Plaja states; “Cuando Valle Inclan, en la
linea que le solicitara Ortega, desciende de su esteticismo en procura de cosas humanas, se encuen-
tra, pues, con aquella ‘Espafia oficial’ retérica y teatral que le parece la antitesis o contradiccion
de la Espafia viva, tradicional y foral, haciéndole intuir las formas liberales de la politica vigente co-
mo destrucciones de la autenticidad Espafiola. ” ( Diaz-Plaja 87)

30. Diaz Migoyo prefers the concept of syncretism to synthesis, a word that emphasizes the internal
contradictions instead of a homogeneous outcome (173).

31. “El Espafiol de Tirano Banderas es un lenguaje vivo, resucitado, enriquecido por afluentes de
todos los ambitos americanos y peninsulares. Contra todo academismo anquilosado, Valle-Inclan
vefa en él un renacimiento, no sélo de la lengua, sino del espiritu de los pueblos hispéanicos. Esta
vez, se daba a este lado del Atlantico. ;No es ésta también la actitud de Vasconcelos en la Raza
cosmica?” (Souto Alabarce, xv)

32. “El Océano Pacifico acompaiia el ritmo de sus mareas con las voces unanimes de las razas
asidticas y americanas, que en angustioso suefio de siglos, han gestado el ideal de una nueva con-
ciencia, hefiida con tales obligaciones, con tales sacrificios, con tan arduo y mistico combate, que
forzosamente se aparecera delirio de brahamantes a la sérdida civilizacion europea, mancillada con
todas las concupiscencias y los egoismos de la propiedad individual. [ ---] Nosotros, més que rev-
olucionarios politicos, mas que hombres de una patria limitada y tangible, somos catecimenos de un
credo religioso. [luminados por la luz de una nueva conciencia, nos reunimos en la estrechez de este
recinto, como los esclavos de las catacumbas, para crear una Patria Universal. ” ( Valle-Inclan, Ti-
rano 62)

33. “Habia dicho Valle-Inclan en 1924 que en el Tirano Banderas le preocupaba llenar el tiempo
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como el Greco llenaba el espacio. Y no es un tiempo largo el ficticio que se encuentra en el Tirano:
la tragedia transcurre en tres dias. Pero el novelista gallego, a quien le horroriza el vacio como suele
ocurrir a los artistas barrocos, lo alarga y distorsiona, llena esos dias mediante la perspectiva
maltiple, los ojos compuestos y prismaticos que desdoblan la acciéon en mil figuras yuxtapuestas.
Los planos se dan libremente en el tiempo y en el espacio. Es la visién cubista que el propio Valle-
Inclan manifiesta en una frase de la novela misma: ‘visién cubista del circo Harris’ . ” ( Souto Ala-
barce xxi)

34. “No tiene Cervantes necesidad de salir de Espaiia para ver la grandeza de su pais; pero Valle-
Inclan, encerrado en el ruedo ibérico, estrecho, mindsculo, rompe las barreras, salta gallarda-
mente, y no pudiendo calarse la cimera ni tomar la lanza, empuiia la pluma, firme el pulso y serena
la razén, para convertirse en el primer soldado de ese ejército que s6lo se mueve en la estrategia del
corazén puro, y que tiene como objetivo la reconquista de América por el espiritu de una misma len-

”

gua.
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Abstract Having recently stated in a previous article the fact that Ramén del Valle-
Inclan, Galician author nowadays considered as one of the paradigmatic writers of
modern Hispanic literature, could hardly ignore the modern currents of thought origi-
nated in Paris by the end of 19th century, the aim of this work is, therefore, to exam-
ine how the scarcely explored path of bergsonian philosophy would contribute to an
explanation of the liaisons of music, art, mysticism and poetry in the writer’s produc-
tion, namely his lyrical collection of poems, Aromas de Leyenda, published in 1907.
Key words modernity; contemporary French thought; Valle-Inclan’s poetry; Berg-
son; Loisy

It is not an easy labour resuming Valle-Inclan’s trajectory for those who do not know
him at all. He was located by critics in the literary generation shared by Miguel de
Unamuno, Pio Baroja or Antonio Machado, representing among them one of the most
remarkable paradigms of not just Hispanic, but also European modernity. He was
best known as a novelist and the creator of a new dramatic genre, the esperpento,
where he projected his antimilitarism and anticlericalism, in a more acid way than
that of other works of his, through absurd, grotesque, caricature and puppet-charac-
ters. . . in search for a critical distance between spectators and show.

But further from his profession as a writer, Valle-Inclan also developed along his
life all type of activities, demonstrating his aim to intervene in his time’s society and
culture. He decided to distribute his living between Galicia, his home land, and Ma-
drid. In Madrid, after trying to become an actor by the beginning of the 20th centu-
ry, he started his career as a prestigious writer and an eloquent speaker not just in ac-
ademic tribunes but also at literary gatherings in cafés, where he exerted his influence
on some of the best known Spanish plastic artists of the time. He intensively collabo-
rated in the press, where he gave to light the biggest part of his works and where we
can also follow his trajectory as a journalist, lecturer, art critic or even war corre-
spondent during I World War; at the same time journals and magazines account for
the relevance his figure achieves along the years, which turns into a referent for all
kind of matters, as we can read in reviews of his works and talks, in his interviews or
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in news about him spread in newspapers from countries all over the world ( Spain,
Portugal, France, ltaly, Mexico, Argentina or USA, just to mention a few).

But Valle-Inclan was also part of Spanish political and institutional world, name-
ly with the rise of the II Republic. > An irreverent opponent to Bourbon monarchy and
General Primo de Rivera’s dictatorship (1923 —1930) , it was just before the estab-
lishment of the republican regime that he decided to get directly involved in politics,
putting himself forward as a candidate to the Republican Courts in 1931.° And, even
though he did not become a deputy, he played an important role in Republican cul-
tural history (1931 —1936) , for he was firstly chosen as the President of the Madrid’s
Athenaeum ; later named as National Artistic Heritage Curator; and finally elected for
the post of Director of the Spanish Fine Arts Academy in Rome, a position he held
until his death in January 1936.*

The deliberate institutional silence his figure and works were submitted to during
Francoism (1939 —1975) could not avoid the process of reinstatement started by the
Republican exile and the academic world, mostly from the 1960s, and his canoniza-
tion process was completed once democracy was restored, with different homages and
public recognition, which has made him become one of the most prestigious intellec-
tuals of 20th century Hispanic culture.

Now, even if tons of secondary bibliography about Valle-Inclan have been writ-
ten, actually more than five thousand articles and monographies until 2011, two of
the issues which critics have paid less attention to are his trajectory as a poet —for he
also published poems in three books, finally gathered in Claves Liricas (1930)—and
his assumption of the patterns of European thought of his time, two entwined aspects
this article will focus on, taking the names of Bergson, Loisy and Valle-Inclan as the
centre of our discourse.

Even when we do not have a complete (and no doubt necessary) study on the
presence and influence of bergsonian thought in Spain (as we do have about Nie-
tzsche’s thanks to Sobejano) ®, we have evidence that his philosophical theories were
well known in the country by the beginning of 20th Century, for most part of the intel-
lectuals of the time testify their admiration for the intuitionist thought and even reflect
it in their works, as we can see in the case of Leopoldo Alas Clarin, Antonio Macha-
do or Miguel de Unamuno. Spanish academic forums and press, likewise, spread his
most significant works, which became an absolute success for general public during
his visit to Madrid in 1916.

After a closeresearch on this issue we can almost certainly affirm that even when
Valle-Inclan did not have the chance to meet Bergson and when he never mentioned
his name in his talks or writings, he for sure knew the basis of intuitionist ideas for
those are in the roots of his literary production at least from early 20th century, as we
can appreciate in his use of the terms such as intuition, contemplation, memory, cre-
ative soul or grace. These are concepts profoundly in debt with the French
philosopher’s thought,” whose theories Valle-Inclan was highly interested in since -ac-
cording to Arbour - these were nothing but the lengthening in time of the anti-positiv-
ist reaction headed a few years before by Baudelaire and French symbolist poetry
(193 -=94) , which the Galician author considers as the origin for aesthetic moderni-
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ty, something he had stated in an early article titled “Modernismo” in 1902 (114).

The links between bergsonian thought and modern art have been underlined by
the critics: in the fourth volume of Les Etudes Bergsoniennes published in 1964, S.
Dresden in fact classifies Bergson among those philosophers who, according to Plato,
“cherchent a comprendre la musique des spheres, 1"harmonie de 1'univers, et qui ne
s’arretent pas aux apparences extérieures des phénomenes” [ “search for an under-
standing of the music of the spheres, the harmony of the universe, and who do not stop
at the external appearance of phenomena” | ; those who “s’interessent plus que les au-
tres aux éléments artistiques de la philophie” [ “are more interested than other in the
artistique elements of philosophy” | (55). An example of that is the constant reference
to aesthetic questions along his work , although no article specifically dedicated to this
issue was ever written by the French philosopher, a fact that has not prevented his
enormous influence on art and literature of the European interwar period. * One of the
keys for it seems to be in the fact of Bergson considering creative process as a phe-
nomenon comparable to his concept of durée ( duration) , for —just like the latter —
art departures from an act of rebelliousness, from bringing social and subjective 1 into
conflict; it is an act of freedom located in the intuitive power, and it necessarily in-
troduces a problem of communication when its essence ( spiritual, ageless) is abso-
lutely opposite to that of the poetic language (progressive, arithmetical, current).

Even so, not all artistic manifestations equally voice the art of suggestion: it
happens with music, if we remember Bergson’s concept of heterogeneous time as “la
mélodie ininterrompue de notre vie intérieure” [ “the uninterrupted melody of our in-
ner life” ] (qtd. in Dresden 68) , which establishes a clear link with symbolist poets
such as Mallarmé, Verlaine, or Valéry after them; it also appears in plastic arts,
which are the representation of the undefined and eternal; and, finally, in poetry,
which reflects the fusion of several ways for aesthetic pleasure (auditory and visual ) ,
and embodies the power of suggestion, encoded in images and rhythm, enabling writ-
ers to reveal the ineffable.

So, for Bergson, as Ruth Lorand remarks, art is not the question. On the con-
trary, aesthetic experience seems to be the answer to the philosophical dilemmas his
works state, especially in terms of order (vital, sensible and unpredictable, not geo-
metrical ) (405 —06). Therefore, the French philosopher understands in a pragmatic
way the role of intellect, for it allows us to divide, and therefore, analyze and con-
ceptualize, either historical periods (of an everlasting durée) or the different elements
of the works of art, even if they were created as the transmission of sensations enco-
ded in suggestions. So, art proposes for Bergson new forms of order, which hold a
much more authentic view of chronological duration and which intend to substitute
pre-existing orders that do not satisfy our (historical, aesthetic, etc. ) needs and ex-
pectations any more.

In addition, according to Henri Bergson, there is still a second human experi-
ence that enables the contact with metaphysical concepts such as durée and intuition .
Christian mysticism, because of everything it implies in terms of history philosophy.
Debates around this conception mean an important element of spiritual culture of 19th
and 20th centuries, especially in France, where this issue is inevitably related to the
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concept of modernism, and to bergsonism as well.

Even if it is true that the so-called “religious modernism” cannot be considered
as a heterogeneous movement, as individuals and groups who in France, Germany or
England react against catholic establishment, there were in it names as relevant as
Alfred Loisy, the first whose works had international echo. As a pioneer emphasising
the Bible’s historical truth, who pledged for forgetting the supposed supernatural ori-
gin of Catholic Church’s fundamental work, his critical studies around the filiations
and development of the textual tradition of the Holy Scriptures took him to demolish
catholic fundamental concepts such as divine inspiration and inerrancy, in his con-
demnation of scholastic rationalism, expounded in two books: L’'Evangile et L'Eglise
and Etudes évangéliques , both on sale in 1902, and both rapidly forbidden for the pa-
rishioners a couple of months later by the Bulletin de 1’ Archevéché de Paris ( Cozar
20).

Although Leo XIII never explicitly rejectedloisy’s works, his successor, pope
Pius X, was not so benevolent, and he soon decided a public censure of the “mod-
ernist” propositions extracted from Loisy’s documents, with the Decreto Lamentabili
sine exitu (July 4th 1907 ), and the subsequent Enciclica Pascendi dominici gregis
(September 1907).°

We have evidence of a close relation between Bergson and Loisy in the fact of
both being professors at the College de France, as well as in the correspondence they
held from 1909 to 1937 ( Provencher 425). Historian regularly sent the philosopher
his publications and, in a certain way, Bergson’s reflections about these works gave
birth to one of his best known books, Les deux sources de la morale et la religion
(1932).

Both of them agree in the preponderance of “mystic” faith over “dogmatic” one
imposed by the ecclesiastic tradition ( Forni 92), as well as in the primacy of intui-
tion (instead of meditation) in the access to knowledge (97). And in the same way,
they share a central interest in the consideration of language for the expression of that
intangible , immaterial and inscrutable reality —spiritual , mystic or artistic —, a fact
also reflected in their letters. But if there is a difference between them, it is funda-
mentally the fact that the philosopher qualifies as a mystic experience any exceptional
thing that allows the human being to get in touch with divinity ( which includes, as
obvious, art), while Loisy defends an everyday vision of social solidarity and love as
a bridge for that connection. This discrepancy is developed in complete opposite ob-
jectives : Bergson will try to explain the spiritual substratum of human being from met-
aphysics, to reach the inaccessible of history, consciousness, time and space, to
achieve a supreme and indivisible truth; Loisy, on the other hand, will prefer reading
mysticism in a moral and social key, which will contribute to new ways of evolution
for humanity, assuming the incapacity of men and women to understand further away
from their reality (97 -98).

In any case, both their aims are in their eagerness to remodel reality from as-
sumptions beyondthe positivist domain of reason over moral values and language, pro-
posing alternative accesses to ( mystic, metaphysic, artistic) knowledge to deepen in
a hardly accessible reality of even more difficult expression. Bergson and Loisy share
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in the end the same spirit and try to solve a unique problem, which is in the origin of
modernity as a spiritual and aesthetic current.

In the same way, there exists in Valle-Inclan this eagerness to reorder reality in
what Anthony Zahareas has named as the articulation of aesthetic solutions for histori-
cal problems, since history and social reality are only to be understood through their
artificial and contrived ways of representation (273).

That is why, just like in Bergson’s proposal, Valle-Inclan pushes into practice,
from his intuitive conception of life and artistic creation, a project of established order
reconstruction that enables him to transmit his alternative view of chronos ( history,
me, writing) , with the objective of counteracting reality with the evocation of a world
in the verge of extinction, a fact that constitutes the pure essence of modernity as far
as that anti-establishment will is the central premise of the artistic debate in the tran-
sition from positivism to idealism.

One magnificent example of the application in Valle-Inclan’s work of such a co-
lossal project is offered by Professor Zahareas, when he analyses the elaboration of the
Marquis of Bradomin, an omnipresent character in the author’s work, often identified
as an alter-ego of his, whose figure generates a reinterpretation of chronological order
of those works he appears in as well as of the historical frame where these are appar-
ently set;

the fictive character of a modern Don Juan appears, as if it was historical ,
in flesh and bones, in the pages of those contrived love sonatas narrated by him-
self to sell them, with the help of the historical figure of Nicaraguan poet
RubénDario (whose published poems include an autumnal sonnet in honour of
Bradomin) who, well-known, leaves the real social world of the bohemia to en-
ter as a fictive character in a new genre, the esperpento, where a contrivedly hy-
brid character between Max Estrella and Alejandro Sawa plays the leading role,
the latter being a friend of both Valle-Inclan and Dario [ ... ]. In Valle-Inclan
’s aesthetics we take for granted that without the historiography distinction be-
tween what is and what is not, there can not be a historical function of fiction.
Alejandro Sawa is clearly a historical figure and, on the other hand, Max Estrel-
la is nothing but a fictive figure. The implications of this perspective are revea-
ling. Historical Sawa is not the same Sawa presumably represented by Max.
Memories written by the fictive Bradomin were published between 1903 and 1905
('sic) ; historical bohemian Alejandro Sawa died in 1908 and the Nicaraguan po-
et, Rubén Dario, in 1916. When historical chronology is altered in fiction,
what was historically verified in Luces de Bohemia has been transformed in such
a way that what is verifiable in history is not in fiction: in Luces of 1920 — 1924
the “memories” by already old Bradomin have not been published yet; and the
already dead Darfo still lived to attend the burial of Max, who, if in fact is Sa-
wa, did not die in 1908. (274) "

This is nothing but the construction of what another French theorist, CharlesRenouvier
—one of Bergson’s precursors and, at a time, disciple of August Comte and the spir-
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itualist Jules Lequier —named in 1876 as uchronias' , or futures of the past” : the
setting of a point of departure for a new history in a remote time, when it virtually
forks from, constituting an alternative and parallel track, either individual or collec-
tive. This alternate view recaptures historiography, legends or myths conforming to
that identity which a new order is intended to be built on, and charges the author’s
proposal with moral, political, social and cultural values different from those in force,
" a reason why they pledge their commitment to the controversies and debates held in
the literary field. Understood this way, the concept of uchronia is at a time ecstasy
and evolution freed from historical materiality, what unavoidably links its development
to that of internal, subjective, personal time, and therefore, to bergsonian durée.
Eternity, therefore, and its expression are something that become an obsession for
writers such as Valle-Inclan, who along the years tried to find the clues to go beyond
the limits of chronology in his works, with his poetry being the ideal workshop, as far
as it joins in one single expression that of music, image and lyrical thought.

Valle-Inclan edited Aromas de Leyenda , his first collection of poems, in 1907 at
the age of forty, as part of his strategy for intervention in Madrid’s literary field during
the debate, started by the Real Academia Espafiola ( Royal Spanish Academy) about
the disappearance of Castillian lyrical poetry —as traditionally conceived —with the
entrance in Spain of new literary currents, mostly originated in France. He intends to
prove that there is another possible way for the renewal of lyrical expression, other
than that of the medieval romancero, focusing on Galician-Portuguese popular and
cult tradition. His contemporaries receive the collection as a delicious book of poetry
that gathers in an original way real scents from antique legends of his old land, from
the old soul of his home, far away in Galicia... (“Libros” 332). In fact, green
landscape and rural sounds gain progressive importance along these verses, identified
not only with a past recovered through memory, but with an Arcadian fantasy, a spir-
itualized and poeticized recreation, where that timeless place emerges along the thir-
teen poems of the book —like its classical model —as the home of Pan, a virtuous
space because of its human, hospitality nature, but also for the fact of its inhabitants
being shepherds and musicians, who the lyric voice identifies itself with: those gifted
for a sublime form of existence, those who can abandon themselves to the creative oti-
um Virgilius talked about.

The structural and thematic centre of the book is conformedto by the legend of
the old hermit monk who experiences how three hundred years go by in the single
song of a bird. And this idea is, in Valle-Inclan, the turning point in his modern liv-
ing of chronological experience, which gets him closer to a bergsonian reading of the
chronological conflict proper of the time. This legend of the ecstatic monk, of clear
Christian origin, gathers —according to Millé —two biblical texts where the idea of
time is linked on one hand to the simultaneous, infinite and eternal of God; on the
other, with the limited, the temporary, the ephemeral of humanity (237) : Psalm 89
of the Psalter, in its 4" verse, and the third epistle of Saint Peter, in its chapter III,
8th verse, which portray a God indifferent to time, connoisseur of the inner self of
things.

Millé reports localizations of this legend in France, Germany or Portugal. But an
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echo of it, closer to the author, is also found in his home region of O Salnés, in Gali-
cia; the legend of Ero, founder abbot of Armenteira Monastery, the place that —ac-
cording to the writer’s son —truly inspired Valle-Inclan to write Aromas de Leyenda.
In any case, this history seems to be a common one to all those places where there
has been an enclave of the Cistercian Order, which Valle-Inclan felt a profound inter-
est in, mainly because of the figure of Bernard of Clairvaux who embodies the power
of sound as the trigger for mystic ecstasy.

This obsession with the condensation of time, with the instant pregnant with eter-
nity, as the writer himself would express, took Valle-Inclan in a journey with two
poles: on one hand, reflecting about the idea of time without end and finding models
for its expression in art, what he finally resumed in the need to achieve an aesthetic
language that would join Grace, Emotion and Truth in one single suggestion; on the
other, essaying in his writing the mixture of resources to achieve this aim: symbols,
legends, musical elements of language and finally the construction of the image-word ,
in an inter-artistic and complex proposal which includes the search for uchronia —
from a thematic and formal point of view —, something noticeable in his verse pro-
duction, namely in Aromas de Leyenda ; an inexistent Golden Age, here understood as
a platonic state of happiness, localized in an eternal blessed present that refers to an
ideal of harmony, justice and good government ( Bauzd 21 —22). This is: spiritual
and aesthetic moments the writer understands as elements that allow him to go beyond
the temporal tracks and project his conception of “eternal”, built out of time and
space, as the myth of Arcadia.

But there is still, in this book, another attempt to reorder reality with a moral
lesson: an important and scarcely mentioned aspect of Valle-Inclan’s use of this leg-
end is the fact that, instead of choosing an Abbot or a theologian as the protagonist of
his poems, he is inclined towards the figure of a hermit monk, completely beyond ec-
clesiastic hierarchies. Turning this old man living in a remote, legendary, quiet land
in the protagonist of the book, from its own cover (illustrated by Ricardo Baroja) , is
added to the fact of identifying the mystical experience of divine intuition with that of
a rural landscape, peaceful retirement, where richness of soul confronts abject pover-
ty, and where —according to a couple of verses of its central poem “Ave Serafin” —
is to be found “the grace of Christ Our Lord” (Valle-Inclan, Aromas 58).

It is precisely in this disapproval of progress and industrialism that we can re-
sume the reasons why this collection of poems no doubt fits even more with this mod-
ern spirit that was part of European thought. It is, in fact, a statement where Gnostic
philosophical readings of bergsonian echo and religious-social references which could
be inspired by Loisy’s postulates appear added to a symbolist aesthetic, appropriate
for the search of eternity, where configuring an original style and turning coal into
crystal becomes a priority, as Valle-Inclan himself stated in his articles and papers
about art and aesthetics from 1907 on, as a prelude for his spiritual essay La Ldmpara
Maravillosa (1916).

But, in addition, “Ave Serafin” also introduces the first appearance in his pro-
duction of one of his most recurrent symbols, that of the bird, which will represent,
from 1917’s La media noche. Vision estelar de un momento de guerra, his theory of
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“higher vision” or the annulation of chronological borders, which encounters its par-
allel in Bergson’s conical vision, the total control over time and space: the possibility
of observing the whole of times and places. It is, therefore, in Aromas de Leyenda
that Valle-Inclan firstly depicts eternity as “ Eucharistic venture” and hours as sin,
fury and lust, representing the revenge of time on human beings. The singing of the

3

birds, namely the “celestial bird,” opens up the contemplative path —which the
writer will get back to in further writings —directing the pilgrim, the Saint, to a syn-
cretised paradise of pagan and Christian reminiscences, guarded by archangel Saint
Michael, who helps the traveller's soul battle the diabolic fate of hours. So, the bird
means, in the end, the ability to communicate with gods, the union of spirit and mat-
ter, the entrance to a superior state of consciousness ( Cooper 28 —29) , and in brief,
the mixture of mystic and metaphysical ways of reordering reality which Valle-Inclan

is in pursuit of ;

Arde la zarza adusta en hoguera de amor,

y entre la zarza eleva su canto el ruisefior,

voz de cristal, que asciende en la paz del sendero
como el airon de plata de un arcangel guerrero,
dulce canto de encanto en jardin abrilefio,

que hace entreabrirse la flor azul del ensuefio,
la flor azul y mistica del alma visionaria

que del ave celeste, la celeste plegaria

oy6 trescientos afios al borde de la fuente,
donde daba el bautismo a un fauno adolescente,
que rie todavia, con su reir pagano,

bajo el agua que vierte el Santo con la mano.

El alma de la tarde se deshoja en el viento,

que murmura el milagro con murmullo de cuento.
El ingenuo milagro al pie de la cisterna

donde el pdjaro, el alma de la tarde hace eterna. . .
Fueran como un instante, al pasar, las centurias.
El pecado es el tiempo: las furias y lujurias

son las horas del tiempo que teje nuestra vida

hasta morir. La muerte ya no tiene medida

Un perfume de gracia y luz ardiente y mistica,
eternidad sin horas y ventura eucarfstica.

El ave de la luz entreabre el horizonte. (Aromas 55 -59)

Therefore, this will for uchronia is portrayed in Valle-Inclan’s poetry, as well as in
his contemporaries, through two paths: the resource of myths and aesthetical figura-
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tions of timeless nature offered as a retro-effect, a re-evaluation and re-idealization of
past, individual or collective; the writer’s effort to elaborate a series of techniques
that allow him to liberate the poetic form from the sequence and linearity or word. Tt
is compulsory to make it clear that both paths superimpose on each other along his
trajectory as a poet. Nevertheless, it is relevant to indicate that depending on which
of these aspects we focus, we will obtain a different dimension, a complementary
public image of the author, who along his canonization process as a poet will appear
as a mystic or an avant-garde writer whose ideological and formal proposals are hardly
endorsed by the literary field, except for the youngest poets among his peers in the re-
stricted literary sub-field. In a case, the plot line of the poems on the whole in Aro-
mas de Leyenda and El Pasajero (1920), his third book of poems, shows the dia-
logue with (re-) created history and uchronia; on the other—mainly La pipa de kif
(1919) , his most rupturing verse collection—presents formal excellence and the most
experimental aspect of artistic creation rule. In one case, legendary and mythological
writing predominates; in the other, the image-word.

Fundamentally, to our understanding, in what was soon to be a nostalgic evoca-
tion of a lost good —encoded in words, images, myths and symbols —, it is precisely
this elaboration of aesthetic projections of an archaic and Galician past that constitutes
the differential nature of Valle-Inclan’s first poetry production in the Spanish literary
field of his time. At the same time, it portrays the link between his work and early
20th Century European thought, for he assumes the need to re-order reality concern-
ing both the renewal of artistic expression along with counteracting the empire of de-
humanized progress and its impact on people’s life, an issue that no doubt makes
Valle-Inclan’s proposal more up-to-date than ever.
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3. SeeAmparo de Juan Bolufer and Javier Serrano Alonso’s Valle-Inclan, candidato republicano
(Santiago de Compostela; Catedra Valle-Inclan and Universidade de Santiago de Compostela,
2007).

4. See Santos Zas et al. ; Valle-Inclan, Director de la Academia de Roma (1933 —1936) : Estudio y
documentacion. Monogrdfico de Anales de la Literatura Espafiola Contempordnea / Anuario Valle-
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Deputacién de Pontevedra, 2010) .

5. See Javier Serrano Alonso and Amparo de Juan Bolufer’s “ Bibliografia de Ramén del Valle-
Inclan,” Anales de la Literatura Espafiola Contempordnea / Anuario Valle-Inclan XII. 37.3 (2012)
6. See Gonzalo Sobejano’s Nietzsche en Espaiia (Madrid; Gredos, 1967).

7. See Rosario Mascato Rey’s “Tras la huella de Bergson: fundamentos para un estudio del bergson-
ismo en Valle-Inclan. ” Anales de la Literatura Espafiola Contemporanea / Anuario Valle-Inclan IX.
34.3 (2009) . 765 -91.

8. Mark Antliff’s Inventing Bergson: Cultural Politics and the Parisian Avant-Garde ( Princeton ;
Princeton University Press, 1993).
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9. This document constitutes the best exposition of modernist doctrines in theology, and shows in the
clearest of ways the existent relation between these and the philosophical thought in force by that
time, particularly bergsonian intuitionism. Its intention is no other but condemning the fact of mod-
ern thinkers questioning dogmatic truths as well as their interest in separating historical Jesus Christ
and its divine image, saving the latter exclusively for the sphere of faith; but the most significant
and polemical issues were those concerning Catholic church’s social performance, an aspect that reli-
gious modernism was asking to be reformed regarding its disciplinary regime ( more humility and
poorness in cleric’s life) and its interference in social issues ( Cozar). These aspects had a great im-
pact in the political field, because of the denial of the doctrinal role of Church in State —an element
that was used by labour unions and progressive politics ( See Laboa’s “El modernismo teolégico en
Espafia”. Insula 613 (1998) : 21 —25). The complete text of the Enciclica is accessible in its Eng-
lish version in Vatican’s web: http://www. vatican. va/holy_father/pius_x/encyclicals/documents/
hf p-x_enc_19070908 _pascendi-dominici-gregis_en. html.

10. From the original text in Spanish. The translation is mine.

11. Renouvier published a book about time and history he entitled coining a neologism: Uchronie (L
Utopie dans lhistoire). Esquisse historique apocryphe du développement de la civilisation européenne
tel quil na pas éié, tel quil aurait pu éire. 1t is a sort of novel, where the history of Europe is recon-
structed, from Clasique Antiquity to the end of 18th Century, with the aim to portray what a society
with predominant values as peace and social justice would have been, which bitterly contrasts with
the author’s social, political and economical world, full of conflicts because of the rule of national-
isms and industrial revolution. Renouvier posts this way a history flow where Christian doctrine had
not triumphed in the development of western civilization, where the Roman Empire fall had not oc-
curred and, therefore, Middle Ages had not emerged.

12. See Paul K Alcon’s Origins of Futuristic Fiction ( Athens: Georgia University Press, 1987).

13. The term has currently given name to a new narrative genre, also known as “uchronic fiction”
and applicable to literature, cinema and television, meaning a re-writing of history, the projection of
alternative worlds and wondering about humanity’s development as we know it, something that estab-
lishes an intersection between literature and historiography. For an extensive study of the concept,
see Henriet's Lhistoire revisitée;: Panorama de |’ uchronie sous toutes ses formes (Editions Encrage /
Les Belles lettres, 2004. ) or Wesseling’s “Historical Fiction. Utopia in History” ( Coord. Hans
Bertens. [International Postmodernism: Theory and Literary Practice. Amsterdam: John Benjamins,
1997). . This phenomenon has, likewise, given place to numerous pages and forums in internet
(i.e. Uchronia. The Alternate History List, accessible in http://www. uchronia. net, where a bib-
liographic index is also available) .

14. Without English version of Valle-Inclan’s poetry, we offer a prose translation for the purpose of
illustrating our article; “Harsh bramble burns in love flame and a nightingale, crystal voice ascend-
ing in the peaceful path, elevates its song over it, as the silver crest of the warrior archangel ; sweet
charming song in an April garden, that makes blue daydream flower open, the blue mystic flower of
the visionary soul who heard from the celestial bird the celestial pray three hundred years by the
edge of a spring, where a young adolescent faun, who still laughs with his pagan laughter, was be-
ing baptized under the water poured by the Saints hand. [/] The afternoons soul is torn by the
wind, which whispers the miracle with a tale’s murmur. The ingenuous miracle by the step of the
source where the bird makes the afternoon’s soul eternal. [ ... ] Centuries were like an instant in
passing by. Sin is time: furies and lust are the hours of time weaving our life till we die. Death has
no measure [ ... ] A perfume of grace and mystic and burning light, eternity without hours and Eu-
charistic venture [ ... ] The bird of light half-opens the horizon. ”
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The thematic issue on Danish and Norwegian welfare literature consists of five arti-
cles. Johs. Ngrregaard Frandsen’s article, “The Insoluble Conflict of transformation ;
The Modern Aspect of Hans Christian Andersen’s ‘ The Galoshes of Fortune’” , dis-
cusses the modern themes in Hans Christian Andersen’s tale, published 1838. Hans
Christian Andersen based his short stories, tales and fairytales on certain experiences
from his own life that can shed light on aspects of modern life under the welfare state.
Hans Christian Andersen was a so-called mould-breaker. He was born and grew up in
poverty and abject circumstances, but via his art was able to rise into the highest so-
cial spheres. This rise, or mould-breaking, is present in many of his tales in the form
of an enormous productivity, fantasy and restlessness that could never be satisfied. In
that sense, Andersen is a highly modern writer, just as his themes point towards a
modern welfare society where social change is a societal necessity. Anne-Marie Mai’s
article, “The Roles of Writers in the Danish Welfare State” , introduces the Nordic
welfare model and discussed the function of literature in the welfare state from the
1950s to the present day. Anders Thyrring Andersen’s article, “The Dialogic and Re-
ligious Theme of Welfare in Harald Hgffding and the Authors around Heretica”,
shows how religious ways of understanding have been of crucial importance for the lit-
erary idiom and the theme of welfare in a Danish context. The article gives a descrip-
tion of the dialogic and religious theme of welfare in Danish post-war modernism, as it
was expressed by the authors around the famous magazine Heretica (1948 — 1953)
and the article also discusses the “welfare-principle” of the Danish philosopher,
Harald Hgffding (1843 —1931). Tore Rem’s article, “Authorship in the Norwegian
Welfare State, c. 1950 —1975” , examines the survival of a Romantic role of the au-
thor in post-war Norwegian literature. It shows how an important group of writers in
the late 1940s and the 1950s still shared a vision of the writer as an isolated individu-
al, opposed to society and the state. During this time, this old role was reactivated
and given a new function in opposition to the developing Welfare State. The writer
and intellectual Jens Bjgrneboe (1920 —76) was a prominent member of this loosely
organized group, and someone who makes for a particularly interesting case when ex-
ploring authorship in the Norwegian Welfare State.

Antje Wischmann’s article, “Collage City - City Collage; On the Relation Be-
tween Aesthetic and Political Mobilisation in Sven Holm’s Min Elskede — En Skabel-
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onroman ( My Beloved — A Paitern Novel, 1968)” , examines an experimental , post-
modern novel by Sven Holm from 1968. Holm uses a collage technique for critical ,
theoretical and creative purposes in a typical “revolutionary novel” of the youth
movement of 1968. Sven Holms novel is a unique welfare critique and a “city collage
text fragment” using the latest art and architecture expressions of the sixties but also
with a retrograde romantic notion on politics. Peter Simonsen’s article, “The Welfare
State and the Nursing Home Novel: Bent Vinn Nielsen’s A Life in Ordinariness” in-
troduces “old age” as a major issue in many political debates in the contemporary
Danish welfare state as well as in much contemporary Danish fiction. In contemporary
realist fiction several authors address the subject of old age. Among these authors Pe-
ter Simonsen singles out Bent Vinn Nielsen and in particular his novel from 2010, Ei
liv i almindelighed (A Life in Ordinariness) to propose that this novel provides readers
with affective knowledge of the final chapters of life as experienced by ordinary indi-
viduals in the welfare state. This knowledge is needed, the article proposes, in order
to have a qualified and properly nuanced public debate about old age in the welfare
state of the future. The editors hope that the variety of articles on fictional literature of
the Nordic welfare state shows the emerge of a new literary research field and will
stimulate further scholarly and readerly interest in Nordic welfare literature.

RIERE:GEH

7



The Insoluble Conflict of Transformation: The
Modern Aspect of Hans Christian Andersen’s
“The Galoshes of Fortune”

Johs. Negrregaard Frandsen

Head of Institute of Literature, Culture and Media Studies, University of Southern Denmark
DK-5230 Odense M, Denmark

Email; jnf@ litcul. sdu. dk

Abstract In this article, I analyse the tale “The Galoshes of Fortune” , published
by the Danish writer Hans Christian Andersen in 1838. The story was thus written
more than a century before the emergence of the Danish welfare state, or the so-called
welfare model, so there is hardly any point in drawing historical or societal parallels
between Andersen’s age and our own in the Scandinavian countries, where the welfare
state is solidly anchored as a concept and a social model. Hans Christian Andersen,
though, based his short stories, tales and fairytales on certain experiences from his
own life, and these can perhaps even so shed light on aspects of modern life under
the welfare state. Hans Christian Andersen was a so-called mould-breaker. He was
born and grew up in poverty and abject circumstances, but via his art was able to rise
into the highest social spheres. This rise, or mould-breaking, is present in many of
his tales in the form of an enormous productivity, fantasy and restlessness that could
never be satisfied. In that sense, Andersen is a highly modern writer, just as his
themes point towards a modern society where social change is a societal necessity.
Key words social imagination; mould-breaker; welfare society; yearnings and nar-
ration

The Welfare Society Calls for Fleetness of Root

A modern welfare society such as the Danish requires mobility and the ability to ada-
ptto its population. It is, for example, characteristic of the Danish welfare state — or
of the Scandinavian, for that matter — that there is a relatively complex and dynamic
relation between various considerable economic and occupational structural changes
from a distinctly agricultural and industrial society in the 1950s and 1960s to a society
that to a far greater extent bases its existence on the generation of knowledge and net-
working in a global economy.

Naturally, Denmark and the other Scandinavian countries are not alone in this
respect. Far from it! But in order to constantly be able to finance and develop the in-
stitutions of the welfare state and the resulting relatively high level of taxation precise-
ly these societies have always demanded a high level of education, a high level of so-
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cial mobility and a will to change on the part of its citizens. This is, of course, a
highly simplified presentation, but in a society such as the Danish the readiness and
the individual ability to break moulds and patterns and to move around in the social
landscape are important elements. One could perhaps claim that fleetness of foot rath-
er than depth of root is what is called for. The generations that grew up in Denmark
after about 1945 and the conclusion of the Second World War, have had to a great
extent to chart their own paths in the new mental landscapes. The experiences of their
parents, gained from the family-owned farm or the small trades and professions, have
often proved to be limited when it came to indicating paths to the technical , academic
or economic qualifications gained by their daughters and sons — and the modern, ur-
ban reality that was to become theirs.

The modern welfare society, in order to develop, has thus required mobility,
feet on the move and the ability to adapt both socially and mentally — in particular to
adapt from a mainly local and national economy and culture to functioning within a far
more international and global economy and culture. These changes, which most coun-
tries and cultures are facing in an ever more globalized world, call for the capacity to
break moulds and a readiness to work on one’s identity. A modern society calls for
fleetness of foot — and proper footwear |

It has been documented by a number of research projects and scientific works in
Denmark just how art and literature in particular have thematized the relation between
the societal changes and the identity-related aspects. In Denmark, for example, ma-
jor and highly interesting research efforts are being linked to the analysis of the the-
matisation by contemporary writers of the welfare state and its social institutions. ' The
establishing of the welfare state has given the individual considerable existential and
life-related gains, but also at a cost to individual identity. Breaking with social pat-
terns and cultural traditions does not come free of charge. Nor does it revolting
against the status quo, a great deal of energy is often released in the process.

This article portrasy the ambiguous or conflict-torn experiences of such a revolt
as captured in a literary work. This will be attempted not in the analysis of a work by
a contemporary writer but one of a story by the greatest author in the history of Danish
literary history, Hans Christian Andersen (1805 - 75), who lived in a completely
different age, i. e. the class-divided, traditional society of the 19th century, where
breaking the social mould, as Hans Christian Andersen did, was absolutely not the
norm.

Andersen based his now world-famous fairytales and short tales on personal expe-
riences and these may possibly shed light on aspects of modern life and its call for
constant change. Andersen was to a great extent what is now referred to as a social
mould-breaker. He was born and grew up in poverty and abject circumstances, but
via his art and ambition was able to rise into the highest social spheres. This rise, or
mould-breaking, is present in many of his tales in the form of an enormous productivi-
ty, fantasy and restlessness that could never be satisfied. In that sense, Andersen is a
highly modern writer, or, at any rate, his fairytales and stories are extremely modern
for they look profoundly at aspects of identity which modern life insists on and has
brought into being, including the demands of modern life regarding social changeabil-
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ity , which is now a fundamental societal condition. So when Hans Christian Andersen
at various points in his work allows shoes and footwear to be included as essential and
often magical objects, it is not just because he came from an environment where,
among other things, both his father and grandfather were shoemakers, but because

shoes, boots, galoshes and other kinds of footwear are symbols of movement.
Magic Galoshes

Hans Christian Andersen published the tale or fairytale “The Galoshes of Fortune”” in
the collection Tre Digtninger in 1838. This means it belongs to the first and compre-
hensive group of fantastic tales and stories that begin to flow from Andersen’s pen from
Eventyr ~ fortalte for Barn ( Tales Told for Children, 1835) onwards. These are often
characterised as having broken the boundaries between traditional genres and thereby
established their own forms. “The Galoshes of Fortune” , which is about 25 printed
pages long, does precisely this moving out exuberantly into new narrative landscapes.
In that way, “The Galoshes of Fortune” is already in terms of forming a kind of jour-
ney, with the tale also dealing with transformation and sudden shifts in time, space
and identity.

Strictly speaking, “The Galoshes of Fortune” is not really just one story but a
number of smaller stories that are loosely held together by means of a framework and a
recurring portrayal of a pair of galoshes with magical properties. The framework con-
sists of what the literary researcher Klaus P. Mortensen has called “a self-made
myth”? that deals with a fairy of fortune and a fairy of Care who make an experiment
with humans’ desire to have their wishes concerning the transformation of time,
place, body and identity fulfilled with the aid of a security, a pair of galoshes that
send the wearer off into the realisation of a dream the very moment it has been
dreamt. It is not at all the fairy of fortune in person but “an assistant to one of her la-
dies in waiting, used to delivering the more trifling gifts of fortune” ( Andersen 1838,
98), and this reservation Andersen has probably introduced in order to ironically sug-
gest that good fortune is not what one believes. Not in this tale, at any rate. The fairy
of Care, on the other hand, is the very person in question; “She was Dame Care,
who always goes in her own sublime person to see to her errands herself, for then she
knows that they are well done” ( Andersen 1838, 99).

The two fairies, or fairy representatives, in the tale do not just have the role of
observers who, on behalf of the reader, comment on the strange nature of human life.
They are also initiators, for it is fortune’s representative who, because it is her birth-
day, has been allowed to hand over a gift to humanity. The gift is a pair of galoshes,
which, once put on, transport the wearer instantly to the place and the time that per-
son is dreaming of. The first fairy believes that this can only serve to enhance that
person’s good fortune, but Care claims that, on the contrary, it will make that person
unhappy and want to return to the point of departure and the situation prior to the ga-
loshes.

Within the framework of the fairies’ staging, a series of highly odd episodes and
dramas takes place in which the galoshes allow their character to travel to the Middle
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Ages, into the heart of the bourgeoisie, out in space to the moon, inside the feath-
ered form of a lark, get a head stuck in a railing of heavy iron bars at the entrance to
Frederiksberg Hospital, travel to Italy and go on several out-of-body journeys. They
are extraordinary journeys that go far beyond common sense, but at the same time the
various depictions are of situations and environments characterised by social realism
and a high degree of social recognisability. They are portrayals of people in concrete
environments who desire some form of change. And this is what they get, but it is
definitely not good fortune that awaits them. On the other hand, the reader is served
with if not good fortune then a sublimely entertaining reading experience, for Anders-
en’s framed tales about human striving for fortune are divinely amusing.

In the Entrance Hall of the Bourgeoisie

“The Galoshes of Fortune”’ begins, so to speak, the move into the entrance hall of
the bourgeoisie! Hans Christian Andersen wanted with all his heart to be taken in and
accepted by this upper middle class, which he nevertheless treated ironically at the
same time, or even distanced himself from in some of his tales. He admittedly, de-
spite his humble beginnings, gained the recognition of the bourgeoisie as an artist,
but throughout his life and in many of his tales he demonstrates a strongly ambiguous
relationship to this same bourgeoisie. This particular tale starts as follows

It was in Copenhagen, in one of the houses on East Street, not far from King’s
Newmarket, that someone was giving a large party. For one must give a party
once in a while, if one expects to be invited in return. Half of the guests were
already at the card tables, and the rest were waiting to see what wouldcome of
their hostess’s query: “What can we think up now?” ( Andersen 1838, 98)

The introduction is driven forwards by a marked irony which demonstrates that social
life is mainly a question of repetitions and emptiness — and the rest of the passage
continues in this vein. The men discuss the scientific treatise by the physicist Hans
Christian @rsted on the relation between old and new times, with @rsted making a
great point of emphasising the advantages of the modern age. But the councillor of
justice with the funny name Knap (the Danish word can refer to both orders and but-
tons on a uniform) claims that the past, and the Middle Ages at the time of the Dan-
ish medieval King Hans in particular, were absolutely better than the present.

It is this pompous councillor of justice who ends up exchanging his own galoshes
for those of Fortune when he is to go home — and immediately he finds himself in the
midst of the muddy, dark medieval city. In the scene that now unfolds, Andersen
does not pull his punches. The councillor of justice is a fatuous person who is lucky
enough to finally lose the galoshes and therefore end up in back home in East Street,
where he is obliged to praise the lighting, and thereby also modern life.

Head Stuck

It is not a friendly portrait that Andersen paints of the representatives of the bourgeoi-
sie, nor are there only friendly about the dreamers in the other depictions. Even so,
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Andersen does include a certain sympathetic understanding in his portrayal of the
town watchman who finds the galoshes, for he longs to be freed from his cold, lonely
job in the city streets at night. Via the galoshes he turns into a fine, love-stricken
lieutenant, but even so longs for his own kindly wife and their tiny tots back home.
His next dream is of the universe and the large full moon he can see in the night sky.
He thinks to himself that his body could well remain here on the stairs where he is sit-
ting and that only his soul could fly off to the moon. Which it does!

Andersen now explains the soul’s journey to the moon in such a way that it be-
comes a whole scientific dissertation, one where the reference to the physicist @rsted
plays a certain role. In this way, an ironic distance is also introduced into the tale:

All of us know how fast steam can take us. We’ ve either rushed along in a train
or sped by steamship across the ocean. But all this is like the gait of a sloth, or
the pace of a snail, in comparison with the speed of light, which travels nineteen
million times faster than the fastest race horse. Yet electricity moves even faster.
Death is an electric shock to the heart, and the soul set free travels on electric
wings. The sunlight takes eight minutes and some odd seconds to travel nearly
one hundred million miles. On the wings of electricity, the soul can make the
same journey in a few moments, and to a soul set free the heavenly bodies are as
close together as the houses of friends who live in the same town with us, or even
in the sameneighbourhood. However, this electric shock strips us of our bodies
forever, unless, like the watchman, we happen to be wearing the galoshes of

Fortune. ( Andersen 1838, 108 —109)

In this fashion, the tale continues about the soul’s transmigration to the moon, about
the physical nature of the moon and its“ population” of strange creatures that live in
soft cities of egg-white, are delicate souls and speak a mental language which, among
other things, they use to discuss whether the earth can be inhabited, something they
very much doubt.

In almost every way, it is the transcending of boundaries that is sought in this
phantom journey to the soft landscapes of the moon, for the “scientific” presentation,
which is punctuated so to speak by imaginative and humorous moments, walks a tight-
rope between grotesque and fantastic elements that erase the conventional boundaries
between these different areas of reality.

From the journey to the moon, which ends when a passer-by in the street in Co-
penhagen steals the galoshes of the body of the town watchman without his soul, the
tale now takes us on a grotesque journey. It is now the young interne at the hospital
who arrived too late and sees that the wrought-iron gate of Frederiksberg Hospital is
closed, but he is sure he can squeeze between the railings. All goes well with most of
his body. But his head gets stuck in the railings, and this incident is symbolically
what happens to those who think they can get past the railings of social life. He gets
caught while trying to cross between two worlds and becomes a terrible source of ridi-
cule, just as Hans Christian Andersen probably recalled all his life that he had been
the first few times he stuck his neck out to try and gain access to high-class places.
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The Ambiguous Ascent

The fun continues through the sections where the so-called copying clerk, an office
employee, takes the form of a lark and has to flee from the cat’s claws. In paradoxical
fashion he says, because he has heard a parrot repeating time and time again, the
sentence ; “Come now, let us be men!” — and this restores him to his original body
and his original position at the desk as a copying clerk who, like a parrot, repeats
and repeats. The copying clerk rejects his out-of-body experience as “all nonsense
from beginning to end” , i. e. some form of magic enchantment, such as only exists in
a strange and completely unreal dream.

In the sixth and last of the small tales, a transmigration of souls also takes
place. A young theologian borrows the galoshes and, because he hears the sound of a
stagecoach horn in the street, he exclaims; “Oh to travel, to travel. That’s the most
pleasant thing in the world!” (125) and he happens to mention Switzerland as his
dream destination — and suddenly he finds himself in a tightly packed diligence in
Switzerland. He then is borne off on the wings of his dream as a tourist to various
parts of Italy, but only travels on tourist class, so to speak, for he gets bad food to
eat and is bitten by mosquitoes, so he now wishes;

“Traveling,” said the student, “would be all very well if one had no body. Oh,
if only the body could rest while the spirit flies on without it. Wherever I go,
there is some lack that I feel in my heart. There is always something better than
the present that I desire. Yes, something better-the best of all, but what is it,
and where shall I find it? Down deep in my heart, I know what I want. I want to
reach a happy goal, the happiest goal of all. ” ( Andersen 1838, 127 —128)

The theologian now immediately returns in his ethereal form as a soul to his home,
where his body lies inanimate and dead in a black coffin;

Long white curtains draped the windows, and in the middle of the floor a black
coffin stood. In this he lay, sleeping the quiet sleep of death. His wish was ful-

filled - his body was at rest, and his spirit was free to travel. ( Andersen 1838,
128)

The explicit narrator of the tales then reflects more about the dead body by citing the
words of the antique poet and statesman Solon that one can call no man happy until he
rests in his grave. Fortune is fleeting and transient. Only at death is one’s fate deter-
mined and the thread finally spun. The narrator also reflects on the enigma of the
sphinx, as it is called, for*Shall I arise only in the graveyard grass?” ( Andersen
1838, 128). Is the body all there is, or do we have a soul that travels to the far
side? Here in the story the problem solves itself, for Care, one of the two fairies,
shows herself to be merciful and removes the galoshes from the dead man in the cof-
fin. And the theologian is immediately alive once more. But Care takes the galoshes
with her, for, as Andersen ends his story in bitter and ironical fashion: “She proba-
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bly regarded them as her own property” ( Andersen 1838, 129).

By means of his tale of the magic galoshes, Hans Christian Andersen has presen-
ted in artistic form a desire for leave-taking and transformation that is fulfilled. In this
magic story, meeting the man in the moon or travelling in beautiful Italy presents no
problem, just as a journey back to the time of King Hans in the Middle Ages is also
possible. For all of these journeys, these leaps in time and space, however, one has
misfortune or care as one’s travelling companion. All of the characters get into
scrapes: the councillor of justice ends up in the mud, the interne gets his head
caught in the railings, the copying clerk is in danger of the cat’s claws but able to es-
cape by his parrot-like behaviour. They all manage to get out of a tight corner, which
every time proves itself to be Care’s domain, by returning to the point of departure in
the same body, the same place, the same function.

So the tale has to do with the strange imbalance of the human mind. People can-
not accept finding themselves where they find themselves socially, physically and as
regards their level of awareness. They long to get beyond time and place, beyond
their own experiences, beyond their own limitations. All the time they want to be
somewhere else, and often even in another body. Perhaps there is a different, more
profound longing behind this earthly longing, i. e. the desire to only be a soul, a
longing for death and a resurrection in the divine robes of the soul. * That is probably
how one is to understand Andersen’s artistic reflections in “The Galoshes of For-
tune” , as, by the way, in a whole series of his tales. The tale captures and interprets
human restlessness that does not lead anywhere — and certainly not to happiness.
Human beings are to live life here on this good earth and leave the rest to God.

What makes this tale so modern and so instructive is its thematisation of the rela-
tion between longing and binding, one that is admittedly described in an infinitely
amusing and ironical fashion, but which is also written with the seriousness that char-
acterises the course of Hans Christian Andersen’s own life. All through his life, he
longed to get beyond himself and his own situation. The restlessness, the modern as-
pect of Andersen, led to great art that transcended norms, conventions and genres,
just as it took Andersen on his travels. The restlessness and ambiguous attitude to
time and place and identity that Andersen stages here artistically seems to have be-
come a social and existential condition for access to the reality of present-day welfare
society, which requires the single individual to constantly leave behind the patterns
and perception of reality it had and regarded as being universally accepted a moment
earlier. The portrayal of the eternal restlessness, the desire to become happy in a dif-
ferent figure or form, is one of Hans Christian Andersen’s greatest artistic achieve-
ments — and it is this that makes his art so modern. For it contains within it the in-
soluble existential conflict of the mould-breaker.

Notes

1. See Anne-Marie Mai. Hvor litteraturen finder sted. Moderne tider 1900 — 2010. Copenhagen :
Gyldendal , 2011. 283 —347. Nils Gunder Hansen (ed. ). Velfeerdsforteellinger; Om dansk littera-
tur i velfeerdsstatens tid. Copenhagen: Gyldendal, 2010. Johs. Ngrregaard Frandsen et al. Den
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centrale periferi. Aarhus: Hovedland, 1994. 38 —72.

2. T quote “The Galoshes of Fortune” from the translation by Jean Hersholt. See www. Anderson.
sdu. dk/vaerk/hersholt/The Galoshes Off Fortune/html. Online. The pages stated refer to the Dan-
ish edition. See Hans Christian Andersen. " Lykkens Kalosker". Tre Digtninger (1838). Samlede
Eventyr og Historier. Kgbenhavn: Gyldendal, 1962. 98 —129.

3. See Klaus P. Mortensen, Tilfeeldets poesi. Copenhagen: Gyldendal, 2007. 62 - 64.

4. See Klaus P. Mortensen. Tilfeeldets poesi. Copenhagen: Gyldendal, 2007. 63 - 65.
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Abstract Welfare is a well-established concept in a Danish political and literary
context, and it has given rise to strong differences of opinion between literature, cul-
ture and state. The article presents the Nordic welfare model, introduces the discus-
sions on the function of literature from the 1950s to the present day and the literary
welfare themes.
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the function of literature

In the golden age of the Danish welfare state, from the mid-1950s to around 1980, art
and literature are one of the hottest subjects in the public debate. Fierce political de-
bates and popular resistance accompany the establishing of the Danish Arts Founda-
tion in 1964, with public discussions about funding for writers and artists in the wel-
fare state a recurrent theme over the following decades. It really provides food for
thought that several of the objections to the Arts Foundation and its dispensations
raised in the 1960s and 1970s are still alive and kicking in the 2010s.

However, even though the debate on the Danish Arts Foundation and the funding
of literature is easily recognisable decade after decade, the discussions are neverthe-
less accompanied by many attempts from writers both young and old to break new ar-
tistic ground both thematically and formally, to challenge the welfare-state public and
their own artistic roles.

The Jewel in the Welfare State Crown — the Scandinavian Model

The Danish welfare state comes into existence via a number of legislative initiatives
from the second half of the 1950s up to the present day. Parallels and comparisons
between the structure of the Danish welfare state and relations in the other Nordic
countries are often made ( Christiansen 2006). A number of researchers talk about a
Nordic model for the welfare state that seriously gets underway in the period after the
Second World War.

In a Danish context, the new laws and schemes for an old-age pension from 1956
were the first icon of the welfare state. These gave all Danish citizens the right to re-
ceive the basic pension irrespective of their economic situation. The welfare state is
thus based on a principle of universalism, which means that it is citizenship that guar-
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antees the individual social rights.

Apart from universalism, welfare research emphasises that the Scandinavian
model is characterised by its granting the individual a certain degree of independence
from the labour market via social guarantees and schemes in connection with educa-
tion and training, pregnancy, unemployment or illness. The so-called flexicurity
model (an expression that first emerges around 1995) promotes a flexible labour mar-
ket that can easily adapt to changing economic situations and demand for commodities
and labour ( Klindt 2009 ). Additionally, the Scandinavian model is typified by the
public authorities intervening and offering benefits within family area in the form of
day-care centres for children, leisure activities for young people, centres for the eld-
erly, assistance in the home for old people, and help to the sick ( Esping-Andersen
1990).

It is possible, as the welfare researchers Jorn Henrik Petersen and Klaus Peters-
en point out, to choose to adopt either a broader or a narrower definition of the wel-
fare state. A broad definition regards the welfare state as an overall term for the entire
societal architecture, one that also comprises values and ideas that form the basis for
the Danish welfare state, including science, art and literature. A narrow definition
focuses on concrete political areas such as pensions, education and training, hous-
ing, culture or health( Petersen et al 18).

Whichever definition one chooses, it is important to note that the various politi-
cal areas are knit together and are all part of the establishment of a new type of socie-
ty, one based on a modified form of capitalism.

A group of Nordic welfare researchers, including Klaus Petersen, summarise
their considerations of the Nordic model in the following way :

Nevertheless, in the post-war years, there seems to have been developed fairly
parallel plans for ‘the good society’ in political parties and among social engi-
neers in the Nordic countries. The new interpretations of the political goals in-
cluded neither the classical liberalistic nor the socialist utopias, but a new type
of society, a modified capitalism. To various extents, all the political agents
wanted to keep the market forces under control. The ambition of the Social Dem-
ocratic party and, to a lesser degree, the Liberal and Conservative parties was to
fit all policy dimensions into a framework that gradually took the form of a wel-
fare state. Social security pensions, care of the elderly, the children, the handi-
capped, health services, education, research, and cultural policies were all
firmly knit together. Apart from the non-Social Democratic left, all political par-
ties had agreed upon economic growth as a precondition for welfare. (Klausen et

al 21)

In a Danish context, cultural policy was the large major legislative area in the golden
age of the welfare state in the 1960s. It was as if the establishment of the Ministry for
Cultural Affairs in 1961 and the law relating to the Danish Arts Foundation (1964 )
added the finishing reformist touch to a Danish-Design crown. Artists and politicians
came together to discuss frameworks and ideas for the ministry and the legislation that
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came into being in the mid-1960s. At meetings at Krogerup Hgjskole and the Louisi-
ana museum in autumn 1960, Social Democratic and Social Liberal politicians met
with the head of Louisiana, Knud W. Jensen, and the writers Ole Wivel, Bjgrn
Poulsen, Thorkild Bjgmvig, Elsa Gress, Erik Aalbak Jensen, Peter Seeberg and Vil-
ly Sgrensen to discuss the relationship between the state and the arts and the obliga-
tion of the state to support quality art.

The Social Democratic prime minister Viggo Kampmann was personally interest-
ed in art and literature and he asked for a dialogue and guidance from the artists with
regard to social life; “If only those who are culturally interested were prepared to
leave their critical stance behind and start to give us advice in a kindly and under-
standing fashion, much would have been gained. Naturally, they can back out, but
they should clearly understand that government will carry on regardless,” he stated in
a birthday interview with Ejvind Larsen in Information in 1960 (Larsen 5). Here, he
also expressed his ideas about making culture a real asset in the development of socie-
ty. The interview was the direct cause of the meetings at Krogerup and Louisiana.

Kampmann also felt that those in the Ministry of Education, which had been re-
sponsible for the area of culture until that point, had been far too passive. Denmark
was beginning to lag behind other countries ( Rohde 1996). The Social Democratic
congress of 1957 had just received a large petition from 79 prominent artists and sci-
entists, who feared that the post-war society was well on the way to becoming too
strongly oriented towards technology and economics. One was on the point of forget-
ting science, education and art, and the prospect of “passive cultural life” , i. e. the
successful entertainment industry, was viewed as problematic. The individual ought
to be made independent and emancipated to “cultural self-activity”. Among the many
artists who signed the petition were the writers Halfdan Rasmussen, Erik Knudsen,
Karl Bjarnhof, Knut Becker, Henning Ibsen, Siegfrid Pedersen and Lise Sgrensen.

In this way, welfare policy — especially via Viggo Kampmann’s initiative — also
came to include art and literature, with universalism being the underlying principle.
Art and literature were to help to keep all of society “alive and mobile” ( Petersen
70).

In 1965, the writer Anders Bodelsen made use of the concept citizenisation of
artists in connection with welfare-state cultural policy. In a leading article in the peri-
odical Perspektiv he argued that the various initiatives to do with arts funding was a
veritable enrolment of the artist in society, and a chance for artists to be able to live
under the same conditions as their audiences. Artists could be satisfied with their
“welfare and consumer situation” (Bodelsen 4) and moreover criticise both people in
general and themselves in particular. From Bodelsen’s point of view, artists were now
very much on their way out of the Romantic realm of the spirits and their traditional
outsider situation: They had arrived in the present and in welfare society. “No artist
has ever suffered from knowing the society he possibly opts out of or chooses to gener-
ate,” Bodelsen claimed.

An Undying Debate

When one studies statements made by the many fierce protagonists in the Arts Foun-
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dation debate of 1965, it is clear that there are four main positions; debaters who op-
pose funding as such; debaters who oppose the forms of art being supported ; debaters
who oppose the system that has been established; and debaters in favour of the Arts
Foundation funding dispensed via the Arts Foundation system and its so-called arm’s-
length bodies that comprise both artists and experts. The “arm’s length” principle
was formulated as far back as the Krogerup/Louisiana meetings in 1960 in a discus-
sion between the Social Liberal politician Jgrgen Jgrgensen and the writer Villy
Sgrensen.

The storekeeper Peter Rindal from the linen factory in Kolding became a symbol
of popular opposition to Arts Foundation funding and to the kinds of art being funded.
Rindal declared himself to be a warm supporter of books by such popular writers as
Morten Korch and Ib Henrik Cavling, and his opposition had to do with both the ex-
perts’ dispositions and the concept of supporting the arts: “We can’t pay for some-
thing we don’ t like,” he stated to Information (Rindal 1965) , emphasising that it is
the majority which is to decide what is art, and that artists must be able to live off
their own work without support from the state. What Rindal perhaps did not realise
was the fact that Morten Korch had received funding in the 1949 budget, along with
such writers as Johannes V. Jensen, Martin A. Hansen and Tove Ditlevsen. The an-
nouncement of the dispensation of financial support to artists in the budget of 1948 is
published in Ekstra Bladet(6.10.1948).

But there was no room for such niceties in the large-scale debate that was aggres-
sively run by the newspapers Jydske Vestkysten, Kolding Folkeblad, Vestkysten and
Hejmdal , which — to add bite to their arguments — sent photographers out to take
pictures of scrap metal, cranes and pumps, which were then presented as modern
pictorial art ( Kastrip og Leerkesen 199 ). The provincial press also featured inflamma-
tory articles stating that hard-working tax-payers were sure to be able to get a job pol-
ishing Klaus Rifsbjerg’s stylish sports car while the writer took a holiday under warmer
skies! (Jydske Vestkysten 2)

On the TV front, the level-headed journalist and art connoisseur Flemming Mad-
sen was sent to Esbjergs Kunstpavillon to lead a major TV debate ( Danmarks Radio,
12 March 1965), where both opponents and supporters were able to speak. “The
blackest intolerance and the bitterest reactionism blended yesterday evening with a
deep understanding of art as well as vaguer in-between points of view,” Ole Schrgder
wrote in his “TV Opinion” in Eksira Bladet ( Schrgder 10), and his description
could also well apply to the confused picture the debate painted for the subsequent
period.

However, it is clear from the 1965 debate that a number of the opponents of the
Arts Foundation do not regard the arts as being something that has to do with society
as a whole. Rindal, for example, has nothing against helping to pay for a bridge
across the Great Belt, which he considered to be “a matter of common interest” , but
not for art and literature.

Other debaters, on the other hand, emphasise precisely the importance of art
and literature for all of society. The Conservative writer Hans Jgrgen Lembourn re-
peats the idea of the dangerous passivation that intellectuals had warned against in
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1957, speaking warmly of the activising effect of art. Cultural policy must not be dic-
tated by social causes but should promote activity and movement in society as a
whole. If “the affluent society” is to avoid ending up as a “nanny state” with “over-
grown babies” that are only capable of opening their mouths, art must challenge and
force the public out into an active situation, emphasises Lembourn, who during the
1971 - 81 period was chairman of the Danish Authors’ Society ( Lembourn 6).

The last major battle in the first of the welfare-state art debates took place in
1967 and had to do with a proposal to support the establishing of culture centres
throughout the country. The idea of culture centres came from France, where Presi-
dent de Gaulle’s minister of culture, the author André Malraux, attempted to decent-
ralise cultural life by setting up arts centres ( Michelsen 30). In Denmark, the pro-
posal was made in 1963 in the cultural affairs committee of the Danish Folketing, and
a white paper was drawn up concerning the future culture centres. The aim of the new
centres was to be to renew local cultural life and be meeting places where citizens
could concern themselves with literature, the visual arts, music, drama and film as
well as take part in study circles and leisure-time education. The director of the art
museum Louisiana, Knud W. Jensen, publicly strongly supported the idea of using
the new culture centres for chamber music, dramatic productions, films and art studi-
os (Jensen 19). Culture centres would transform the new dormitory towns into envi-
ronments where people could thrive — and thereby help fulfil an important task of
welfare.

Bodil Koch, who was minister of cultural affairs 1966 - 68, had a bill prepared
in 1967, but she decided not to present it in the Danish parliament because she
feared that the centres would end up as strongholds of highbrow culture that had no
popular backing. There was, in fact, support for the bill in the committee of cultural
affairs, but several members of the culture centre committee were worried that the
culture centres would start to compete with libraries and folk high schools — and crit-
ics in the public sphere had also made their voices heard.

The Arts Foundation debate seems to have caused Bodil Koch to think twice
about attempting any more “top-down” initiatives, for she chose instead to prepare
for a kind of cultural pause, even though she did not make direct use of this concept,
which had been launched by Jens Otto Krag back in 1963 when he wished to curb the
advance of the new Ministry of Cultural Affairs. As prime minister, Jens Otto Krag
was critical of the ministry and its first minister, Julius Bomholt, whom he quite sim-
ply dismissed in 1964 and replaced with Hans Sglvhgj. “Culture-pause” is listed as
having entered the language in 1962 (Jarvad 487).

The Social Liberal politician K. Helveg Petersen, who succeeded Bodil Koch as
minister inthe 1968 - 71 period, expressed the view in connection with the local gov-
ernment reform of 1971 that the local authorities would now come to play a more ac-
tive role in policies related to culture and art. In a feature article about the new cul-
tural policy in Ekstra Bladet he begins to assert that culture is one of the most contro-
versial and disputed areas of all, and that if one mentions the word “culture centre” ,
one automatically causes offence: “Not at any price will one have such places for
which the state takes the initiative and where it will attempt to impose a particular
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cultural pattern” ( Petersen 10). Gradually, however, the minister sneaks in the
centre idea into the feature article, emphasising a model that encourages a coopera-
tion between initiatives from the top and bottom of cultural life. His point is that the
far too closed nature of the cultural debate will end, and that “our discussion of cul-

1

ture” will gain completely new dimensions. In addition, art has the “spin-off” effect
of contributing to the national economy. An old argument to do with arts funding is
brought forward, and the art and culture policy of the welfare state now also finds it
universalistic principle in the economy: art benefits the economy of the country and
thereby everybody’s economy.

K. Helveg Petersen was proved right, and the double strategy — top-down and
bottom-up in a single move — worked. Culture centres did actually emerge after the
local government reform in both the 1970s, 1980s and 1990s in the form of centres
known as “kulturhuse” that opened in many Danish towns. The centre in Arhus, for
example, opened in 1972, when local youth organisations took over the former Arhus
Museum building. New culture centres are still being established around the country
and the concept of culture centres is actively being fought for through club and associ-
ation activities.

The Arts Foundation debate has never really stopped. The various positions from
1965 are present throughout the whole period of the debate on arts funding. Inthe
mid-1970s, the writer of children’s literature Martin Elmer — a member of the repre-
sentatives for the Single-Tax Party — added up the figures and criticised the fact that
funding went to the same author year after year ( Elmer 1976 ). Now Henning
Mortensen has received a total of DKK 165,000 and Jgrgen Leth DKK 109,000 Elmer
remarked angrily in his comments on the report for 1975 —76. In 2010, the same
criticism is made by Leonora Christine Skov in a large-scale attack on the dispensa-
tion practice of the Danish Arts Agency and the Danish Arts Council ( Skov 8).
Here, among others, it was the writers Kirsten Hammann and Katrine Marie Guldager
who came under fire for each having received, over a period of 17 years, DKK 2 mil-
lion in funding. In 2011, Jens Chr. Grgndahl admittedly did not, as was the case in
1965, talk about Klaus Rifbjerg’s cream-coloured sports car, but he did say that Dan-
ish writers for a whole generation had been on an Arts Foundation diet of “whipped
cream and motherly care” ( Grgndahl 1).

While the protests in 1965 started outside the ranks of the professional writers
and politicians, the present-day discussions often flare up among professional debat-
ers. At the newspapers’ websites for Internet comments on articles and points of view
it is still possible, however, to find Rindal’s arguments and rhetoric being recycled ,
and at times the fundamental premises for the funding system are also questioned, as
was the case, for example, in connection with the arts funding committee of the then
minister of culture, Per Stig Mgller, which took a look at the entire funding system in
2011.

Protests from the major trade unions and workplaces, however, belong to the
1960s. 1t is still possible as a politician to profile oneself by criticising the Arts Foun-
dation and airing the thought of privatising arts funding, as the newly established Lib-
eral Alliance party has done. The really large-scale debates on values that were
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linked to the Arts Foundation in the 1960s have, however, shifted over to other policy
areas such as health, the fight against terrorism, immigration and globalisation.

The undying discussion about the Arts Foundation can be perceived as a sign
that art and literature have successfully been made a part of the welfare policy area,
an area thatcan and shall be discussed and regularly adjusted, but where the answers
are universalistic, even though the politicians find their justification for the universal-
ism of the arts in various arguments such as: the arts contribute to the formation of a
national identity; the arts promote growth; the arts contain quality, create interna-
tionalism and can be used to market Denmark as a brand.

All the parties that won seats in the Danish parliament in 2010 back the idea of
arts funding out of societal considerations, although the Danish People’s Party and the
Liberal Alliance in particular wish to limit the state’s influence and the nature and
size of the funding.

The Differences of Opinion Between the Welfare State and Literature

When studying the differencesof opinion between literature and the welfare state,
there are three areas in particular that overlap each other and that also affect the issue
of the roles of writers: 1) literary thematisation of the living space and forms of expe-
rience of the welfare state and the reader relation of literature, 2) interpretations of
the function of literature in the welfare state and the public debate, and 3) differ-
ences between literature and the framings of the welfare state’s ideas and values in the
political debate.

Within these three areas it is important to take a closer look at the distinctive na-
ture of the literary discourse and its status in relation to other welfare-state discourses,
at the political, pedagogical and communicational discourses that are publiclyused
about the arts, and at the exchanges between various discourses that included litera-
ture. These areas are highly comprehensive subject areas in themselves that exceed
the scope of this presentation. Here it will only be possible to look at a few examples
of how various political, scientific and artistic discourses are present and interrelated
during the establishment of the welfare state.

When defining the sociological and political relations concerning the differences
of opinion between art and literature with the welfare state, it is relevant to include a
sociological concept about the positioning of art and literature in particular societal
fields. The French sociologist Pierre Bourdieu’s concept of the literary field can be in-
teresting here, even thought it originates from his analysis of French literary culture in
the 19th century, with many autonomous art groupings and various schools that flock
round the Paris café tables of the time. The field concept can, however, contribute to
a description of the social and conceptual complexity connected with the welfare
states’ framing of literature. Bourdieu defines the field in the following way as a par-
ticular social universe that has its own laws, and that functions independently of the
political and economic laws. The existence of the writer as an actual figure and as a
value is inseparable from the existence of the literary field as an autonomous universe
that is equipped with specific principles for an evaluation of its practice and its work

(Bourdieu 162 —163).
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In my opinion, this autonomy must, however, be modified: Literature is made
independent as a social universe where writers, publishers and experts, not politi-
cians and socio-economists, define artistic quality, lay down the agenda for literary
renewal and create literary groupings and schools.

Particularly in the early phases of the establishment of the welfare state, one sees
many underscorings of the idea that art and politics ought to be kept separate. The
author Villy Sgrensen expresses himself in no uncertain terms when he asserts that the
welfare state wants artists to take on all sorts of other tasks than precisely art, but that
it is a complete misunderstanding to try and get the artist to think along political lines
(Claussen 34).

This point of view was later repeated by various groups of writers, not least by
the poets of the 1980s, where Michael Strunge, Sgren Ulrik Thomsen and Pia Tafdrup
claimed that the prime obligation of the poet must be to create poems that constitute
an enclosed linguistic reality, since they never address themselves or refer to an out-
side world. “If the poem has any aim whatsoever, it must be to resist demands from
the outside,” (Tafdrup 142 ). Pia Tafdrup wrote in her poetics Over vandet gdr jeg (1
walk over the water, 1991). Jens Martin Eriksen did not lay claim to such a hermetic
lyric poetics, but emphasised that the literary practice and political practice of the
writer ought to be kept completely separate: “Literary practice develops in sovereign
fashion, whereas political practice becomes that of every other human being, ” he
states in his presentation at the conference “The Book’s Situation” in 1990 ( Eriksen,
17 —18). At the same time, several of these authors actually became extremely ac-
tive social debaters: Michael Strunge as a critic of the 1968 generation, Sgren Ulrik
Thomsen as ethicist with critical views on the physical and mental frameworks of mod-
ernism, Pia Tafdrup as a commentator on world events in her literary interviews and
Jens Martin Eriksen as a writer of documentary books (together with Frederik Stjern-
felt) on ex-Yugoslavia and on multiculturalism.

Literature is made independent, while also displaying varying poetics about its
relation to society, and it becomes part of a complex feedback relation with other so-
cial fields because of the welfare state’s resolve about the universalism of art. The
modern and postmodern ages are therefore characterised by a dynamism between the
literary fields, artistic trends and poetics and the societal and state institutions and
players in the public debate.

Thematic and Relational Differences of Opinion

When it comes to the thematic differences of opinion between literature and the wel-
fare state, it would appear that literature from the mid —1950s up to the present day
deals artistically with a whole series of changes to society and family life brought
about by the policy of the welfare state.

This does not mean that all literature in the welfare state deals with the thematics
of welfare. But there are a numberof important literary works where the theme is pres-
ent. The advent of welfare policy is actually accompanied in the literature by a num-
ber of portrayals of the new society that is coming into being. The literary expert
Lasse Horne Kjeldgaard has dealt with the utopias, dystopias and the realistic narra-
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tives that are linked to the thematisation in literature of the expanding and crisis-hit
welfare state in the period from the mid-1950s to the mid-1970s ( Kjaldgaard 2009 ).
Using analyses of works by, in particular, Anders Bodelsen, Henrik Stangerup and
Svend Age Madsen, Kjeldgaard examines how literature relates the realities of the
welfare state and the consequences that can follow in the wake of the state taking over
responsibility for family life.

Characteristic for the literature from the mid-1950s to the present day is that a
variety of key works have dealt with welfare themes. This applies to an often debated
fear of an overprotective state, which is not only dealt with by Villy Sgrensen and
Svend Age Madsen in the 1960s and 1970s but also by writers of the 21st century,
such as Lars Frost, who lets his “welfare trilogy” Smukke biler efier krigen ( Beautiful
cars after the war, 2004 ) , Ubevidst radgang ( Unconsciously crossing against the red
light, 2008 ) and Skegnvirke (Aris & Crafts, 2011) end in a dystopia, a society at war
and in crisis. A superficial hysteria about health is rampant, a serial killer is on the
loose, and women have taken over all the powerful positions in the state and society !

The changes to family life and the relation between state institutions, the family
and the individual have been an important welfare theme, and it is found both such
classics as Kirsten Thorup’s social-critical novel Baby (1977) and in contemporary
works such as Helle Helle’s book about personal relationships Forestillingen om et
ukompliceret liv med en mand ( The idea of an uncomplicated life with a man, 2002).

The changes to working life and social living space are also themes explored in,
for example, the novellas ofTage Skou-Hansen in Tredje Halvleg ( Third Half, 1971)
about the old working-class districts and the new dormitory towns of the 1960s, in
Jens Smeerup Sgrensen’s novel Markedage ( Red-letter Days, 2007 ) about the pha-
sing-out of traditional agricultural culture, and in Kirsten Hammann’s Fra smgrhullet
(From the Cosy Little Corner, 2004 ) about narrow-mindedness and unhealthiness in
the double-loneliness of the welfare family.

Mental impoverishment resulting from living in the welfare state is treated in, for
example, Klaus Rifbjergs Det sorte hul ( The Black Hole, 1980) , which deals with a
middle-aged man who has climbed socially in the welfare state from the working class
to the more prosperous middle class, but who mental is sucked directly into the blac-
kest hole of existence, and in Kirsten Thorup’s Tilfeeldes gud ( God of Chance, 2011)
about a good-natured career woman who ends up destroying both herself and the Afri-
can she, with palpable welfare force and power, wants to rescue from poverty.

The theme of youth’s criticism of the welfare state can be seen in, for example,
Michael Strunge’s poems Skrigerne ( The Screams, 1981) , which describes the revolt
of the punk generation against their parents from the 1968 generation, who have taken
the safe path to a middle-class job, family life and a fat pension. The lives of the eld-
erly at welfare institutions has become another major theme, now that the well-known
author figures of the welfare state, such as Anders Bodelsen, are themselves reaching
old age.

The welfare-state themes point to the possibilities literature has to give the reader
insight into all aspects of life, the lives and feelings of their fellow-citizens, both the
those that resemble the readers’ own, and those that differ from them. The writer
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Sven Holm spoke as early as in 1966 of the artist as “the last member of society that
has the entire human being as his speciality” ( Claussen 94 ).

One can obviously point to both criticism and empathy in many of the literary
narratives on life in the Danish welfarestate. In this difference of opinion between lit-
erature and the welfare state, literature places itself at the disposal of its readers with
its themes, its language, its images and its narratives, its insight into the welfare
state. It thereby has an educative function that is often mentioned in the public de-
bate on the importance of literature for the whole of society.

Even though literature is not read by all citizens of society and therefore does not
always realise its entire educative potential, it nevertheless has an important societal
function. Villy Sgrensen intensifies such a way of thinking in his retrospective look at
his own authorship and the major debates about art and society in his memoirs Pd
egne veje ( My own separate way, 2000). Here he writes

[-++] art is just as necessary for the health of society as the dream of the health
of the individual. Dreams are necessary, even if we cannot remember them; art
is perhaps just as necessary, even though very few people are interested in it.

( Sgrensen 103)

The generation of writers who made their debut in the 1950s and early-1960s, and
who made the transition to the artistic citizenship of the welfare state, often dealt with
the theme of the human everyday problems of life in the new welfare state andthe pos-
sibly dystopian future perspectives of the system itself. But the generation of writers
that followed immediately afterwards, and made their debut around 1965 - 67, and
who were some of the first to be ‘born’ with citizenship and access to applying for
Arts Foundation subsidies, went about things differently. These writers had emerged
while the Arts Foundation debate was raging, and they had seen a cultural divide
widening. And, in retrospect, it is clear that as writers they followed other paths than
the thematic one when it comes to formulating in their writing and dealing with a
difference of opinion between literature and the welfare state. Their works belong to a
wide range of artistic tendencies, but they all share having the relationship to the
reader often being an important aesthetic focus, no matter whether they work with
documentarism, minimalism, confessional writing or experimental , fictional texts.

An early signal of a new orientation in art in general is to be found in the work of
the pictorial artist Jens Jorgen Thorsen. In a large feature article in Eksira Bladet in
spring 1965 — in continuation of the Arts Foundation debate — Thorsen makes clear
his objection to cultural radicalism, its rejection of pop music and popular mass cul-
ture and the “spectator art” it has promoted. Instead, Thorsen advocates an inclu-
sive, experimental art with popular roots, along the lines of Asger Jorn and Henry
Heerup.

In literature, the revolt against cultural radicalism and neo-radical modernism
was underway, inspired by European and American literature and literary theory ( Mai
2011). The postmodern aesthetics that opened up for dialogue and interpretation was
used when the prose-writer Svend Age Madsen made his books into DIY-kits, where

95



96 | Forum for World Literature Studies

the reader personally had to construct a way forward, as in Tilfgjelser ( Additions
1967) , the poet Vagn Steen published books with empty pages under the title Riv selv
(Tear It Out Yourself) and Skriv selv ( Write It Yourself — both from 1965) , and the
writer Charlotte Strandgaard published the documentary book Herinde (In Here,
1969) with proposals for a debate about young people’s drug addition. The book con-
sists of letters and statements from young drug-addicts about their relation to their par-
ents, friends and the institutions of the welfare state. According to Strandgaard, the
way out of the many problems the reader must personally try and help find. These
reader-dialogue works thus operate with modernist, concretist and documentary poet-
ics. What they all share is that literature and art from this new angle become a model
for, and an example of, language and existence that the reader as well has to work on
and use in his or her existence in general.

113

The French art critic Nicolas Bourriaud has later used the concept “relational
art” about forms of art that work with an interactive relation to its public. Bourriaud
conceives the work in itself as a meeting between artist and public. In the anthology
Relational aesthetics (2005) he provides examples of the dialogical and relational aes-
thetics of contemporary art. Bourriaud deals with advanced installation projects and
provocative forms of artistic expression. He claims that while art in earlier historical
periods concentrated on the relation between humanity and God and later on that be-
tween humanity and the object, contemporary art is preoccupied with interhuman re-
lationships, with its influence on the public. Art creates dynamic relations with other
discourses in and outside art itself. The idea of art as a dynamic relation that refers to
and includes various discourses and art forms adds a new dimension to the differences
of opinion between art, literature and the welfare state. Bourriaud’s concept of rela-
tional art has been criticised from several sides. Claire Bishop discusses Bourriaud’s
theories, pointing out that Bourriaud’s ideas idealise both society and the subject
(Bishop 2004 ).

Open works and relational literature appear in a Danish context to be attempts to
transcend the semantic hierarchies of values that had become linked to the idea of the
privileged insight of the modernist writer, to involve the reader and thereby bridge the
then so controversial cultural gap. Writers and artists try to formulate themselves on
the basis of Villy Sgrensen’s ideas about disquieting art which - as he described it in
his debut feature article of 1954 — is to “gain an overview of the chaotic world, an
Archimedean point in the abstract, in the unconscious, in the universal” ( Sgrensen
40).

In his generation anthology eksempler (1968 ) , the writer and critic Hans-Jgrgen
Nielsen emphasised that the young poetry has abandoned the traditional subjectivist
poetic role and the idea of the poem as cognition. Literature is to be examples, ac-
tions with things and words. We are dealing with a poetry “that is written between
people, not for the people. Attempts to do the latter are not only futile but also in-
volve a relapse to the old role of the poet as a kind of secularised priest that discovers
the people” (Nielsen 177).

The youth revolt of 1968 created new frameworks for literature and art, since the
political groupings and grass-roots movements that followed in its wake made use of
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documentarism , fictional texts and confessional literature. The experience-based liter-
ature of the feminists (known as “red-stockings” in Denmark) was colourful and in-
volved many self-taught writers who criticised family patterns and gender roles, wrote
verse about burning their bras, cutting off their hair and turning being a woman over
40 into something festive.

The growth of the welfare state in the education system also meant that more
young people actually got the chance to acquire art and literature. This, combined
with the development of a large cheap book market, of bestsellers and new quality lit-
erature for children also strengthened the dissemination of literature.

The Functional Differences of Opinion

In continuation of the welfare thematics in contemporary literature, the educative as-
pect and the relational, open aesthetics in art and literature from the mid-1960s to the
present day, it is a good idea to examine the functions ascribed to literature in the
public debate in relation to the welfare state.

Many debaters in the early discussion of art and welfare emphasised that writers
and artists possessed a special expertise when it came to the human problematics of
the welfare state, and large sections of the literature and art have also been defined
and interpreted as an expression of such a human understanding. The writer Leif Pan-
duro, for example, acquired as a result of his TV plays the status of a senior psychol-
ogist who portrayed anxiety, loneliness and distance between people in the new afflu-
ent society with more insight and depth than anyone else. The large piles of letters
Panduro received reveal him as being a “psychiatrist of the screen” ( Jgrgensen 290) ,
who was sought out by people committed to psychiatric wards, people who did not
dare come out of the closet as homosexuals, or persons trapped in the legal system.

Many viewers felt that Panduro understood them and their particular problems in
relation to the public therapist system. He was a psychiatrist who defended them
against the psychiatrists. One of the readers who sought out Panduro did so because
she had the same name as one of this characters! Panduro maintained a correspon-
dence with her for several years!

The quite tangible use of art and literature which Panduro experienced when peo-
ple, after having watched his plays, asked for advice about their own lives also be-
came part of the difference of opinion between literature and the welfare state. Litera-
ture was admittedly still read for its own sake, for aesthetic enjoyment and for enter-
tainment, but it is also used as a possibility for communicating knowledge of and in-
sight into psychological, social and gender-related difficulties and health problems.
And here the function Villy Sgrensen intended as psychologically in-depth and sym-
bolising writing is actually linked to Hans-Jgrgen Nielsen’s conception of literature as
an involved example of life and the use of literary texts by the grass-roots movement as
proposals for the exchange of experiences and conversation.

One of the illnesses where literature is at present being used as an aid to patients
and families is Alzheimer's (AD). A number of players within care of the elderly rec-
ommend the reading of literary texts if one wishes to have a greater understanding of
the illness. The book by the Swedish writer Ulla Isaksson about the course of her hus-
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band’s illness Boken om E ( The Book about E, 1994 ) is recommended in this context
as well as Pia Tafdrup’s poems about her father’s illness and death in Tarkouvskijs heste
( Tarkovsky's Horses, 2006). The recommendations of these works are placed along-
side specialised non-fiction and scientific articles about the illness.

Because of its thematics, its potential for experiencing and empathy and the
training of citizens in its use through the education system, literature is one of the
forms of expression that interacts with experiences, ideas and values in various areas
of society.

This also applies for the whole conceptual framework of welfare, which is not a
kind of open field of knowledge in the public debate, where research, business life
and politics as well as literature and art are discussed by debaters from all corners of
society.

Framing as a Difference of Opinion

The concept framing is used both in sociological and linguistic research when investi-
gating how ideas and values appear and are linguistically formulated in the political
debate. A couple of American examples can illustrate this.

The American sociologist John L. Campbell describes how sociology studies the
politicians’ framing of their policy in order to ensure it makes an impact. Frames
function as normative and cognitive ideas and linguistic patterns that are placed at the
forefront of the political debates. For example, the concept economic globalisation in
the 1990s is used as a framing for the American shift to a neoliberal economic policy.
In a similar way, political wishes to throttle back the American welfare reforms of the
1970s and 1980s are framed by concepts of special treatment of ethnic minorities
which creates divisions in the group of low-paid workers and ends by causing them to
turn against the welfare reforms that actually benefit large sections of society. Camp-
bell also mentions the skilful linguistic formulating of the European Union as an exam-
ple of effective political framing ( Campell 27).

The American language philosopher Georg Lakoff emphasises that the comparison
of society with a family is an important frame in the American political debate: the
Republicans frame the family of society as a patriarchal family with fixed rules, per-
sonal responsibility and the right to inflict corporal punishment, while the Democrats
emphasise the family as being typified by parental care, where equality, freedom and
a sense of community are established. According to Lakoff, framing is nor primarily
about politics or political messages. “Frames” are mental structures, or schemata,
that give us the opportunity to understand reality ( Lakoff 25).

When it comes to the difference of opinion between artistic literature and the
welfare state, one can notice how literature reacts to some of the widespread political
frames and adopts a critical attitude towards them.

The concept of the welfare state itself appears in Social Democratic language use
when Hans Hedtoft in his debate book Mennesket i Centrum ( Man at the Centre,
1953) uses the concept “the people-governed welfare state” ( Bomholt 7). Here, in-
spired by the British political discussion welfare ideas, he combines the word welfare
with a concept of the state. The word welfare has a long tradition in literary history,
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being found in such classical writers as Ludvig Holberg, Hans Adolf Brorson, Johan-
nes Ewald, Hand Christian Andersen and N. F. S. Grundtvig, who, in accordance
with normal language use at the time, used the word in referred to the individual’s
well-being, happiness, success and good conditions both in this life and the life be-
yond.

Hedtoft links the concept of welfare to a state system. The concept does not im-
mediately occur in art and literature to any great extent, nor is it dealt with more
closely. Welfare is still basically taken as referring to the individual level.

The political framing of the concept welfare and welfare state means that welfare
as a concept is normally now seen as referring to something people have in common.
If politicians talk about “welfare” , “more welfare” or “lasting welfare” , they do not
mean the possibility the individual has for well-being and security in his or her per-
sonal life, but the individual’s share of common welfare, or quite simply common wel-
fare itself.

The concept of welfare forms what Georg Lakoff would call a deep frame in the
Danish political debate, even though the political ideas concerning paths to welfare
often take very different directions and the concept of the welfare state itself changes
meaning and nature according to the context of which it is a part (Petersen 23).

In the mid-1950s, the concept welfare state was on its way to becoming a nega-
tive framing in the political debate. The Conservative opponents of welfare policy used
the concept “formynderstat” ( guardian state, or, popularly, “nanny state”). The
term was first used in 1956 by the Conservative politician Poul Mgller as a criticism of
the consequences of Social Democratic policy concerning the welfare state ( Madsen
107).

The concept of a paternalistic state was thematised in Villy Sgrensen ’ s
Formynderfortcellinger ( Tutelary Tales, 1964 ). He deals with the principle of guardi-
anship on the basis of psychological, religious, existential, social and political ap-
proaches. The tales deal among other things with states and societies that assume
guardianship over their citizens, since the citizens either are deprived of, or voluntar-
ily give up, their personal and social freedom and responsibility, after which an omi-
nous conformity and uniformity ensues. Villy Sgrensen himself claimed that he had
absolutely not sought to portray present-day society, but had been interested to a
greater extent in showing that social development can acquire its own negative logic if
people do not also develop ( Clausen 30).

The point of the tales in this context is that the emerging welfare state could end
upbecoming a paternalistic system of government if people are incapable of mental
growth. Formynderforicellinger became a literary classic, and the socially critical tale
“A Glass Story” , which deals with a modern uniformity and self-chosen conformity,
was often included in anthologies and was subject to innumerable analyses in the
school system.

The negative political framing of the welfare state by the Conservatives initially
faded into the background, but the guardian concept still lives on in the political de-
bate and is occasionally used — by a number of Liberal politicians, for example.

The growing demand for labour in the 1960s created a political framing of the in-
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coming foreign labour force, who from 1965 were referred to as “guest workers” , and
from 1966 as “foreign workers” (Jarvad 308 ). The political framing was critically
examined in the literature of the time, in both poems, songs and stories. Among the
very first was the Turkish-born Murat Alfar with his poems Memet en rejsende i arbejde
(Memet, An Immigrant Worker, 1974 ). Here Alfar portrays how an identity as an
alien comes about via small shifts in everyday language and self-perception.

In the 1990s, 2000s and 2010s, the political framing of globalisation and New
Danes has been particularly controversial, both during a debate on values in the first
period of the right-wing government under Anders Fogh Rasmussen, and later in con-
nection with the increasing criticism of the tone of the debate about Islam and immi-
gration after the right-wing terror action in Norway in summer 2011.

A number of writers who had their debut in the 2000s and 2010s, such as Eva
Tind Kristensen and Maja Lee Langvad, publish critical texts precisely about lan-
guage use and the framing of new Danes, nationality and globalisation.

Another example of political framing is the talk of the growing group of elderly
people in Danish society as a burden or a ticking bomb underneath the welfare society
in connection with the welfare policy discussions of the 1990s and 2000s. This fram-
ing has been critically dealt with in the literature by Lars Frost. In his welfare novel
Smukke biler efier krigen ( Beautiful Cars afier the War) the somewhat naive main
character Lasse thinks a long time about how morally deplorable it is to use such a
term about a whole group of the population.

Differences of opinion between welfare state and literature are seen in the welfare
state in various relations:

Firstly, politicians include literature and art in the universalism of the welfare
idea; secondly, key works and texts from the 1950s to the present day thematise a
number of the changes in family life, working life, education and demography that
the welfare state involve; thirdly, political and artistic debaters formulate publicly
ideas about the function of literature and the writer in the welfare state; fourthly, the
political framing of the construction of the welfare state and the welfare debate itself
are critically dealt with in the most important literary works of the period from the
1950s to the present day. Welfare is a well-established concept in a Danish context,
and it has given rise to strong differences of opinion between literature, culture and
state.
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Abstract Contradicting the belief that Danish modernist literature is solely of a sec-
ular nature, this article aims to show how religious ways of understanding have been
of crucial importance for the literary idiom and the theme of welfare. A short descrip-
tion is given of the dialogic and religious theme of welfare in Danish post-war modern-
ism, as it was expressed by the authors around the magazine Heretica. For these au-
thors truth lies in intersubjectivity. The meeting between people engaged in dialogue
is where the collective creation of meaning takes place. These authors were qualifying
the early welfare state in a particular way with the assertion that a relationship to
one’ s surroundings, based on dialogue and a religious mode of interpreting exist-
ence, is more conducive to a welfare-thinking than the idea of the sovereignty of the
individual. As a basis for this, the article calls attention to an evident, but rather ig-
nored condition of the modern conception of welfare. The Danish philosopher Harald
Hgffding was the first in the world to work out a welfare-principle. He expressed a di-
alogic and democratic standpoint, a fellowship and an ideal concerning equality, and
consequently a distinct philosophical basis for the later realization of the formation of
the welfare state. Hgffding pointed out that welfare-thinking has a decisive precondi-
tion in the commandment concerning charity in the Gospels and the historical devel-
opment of this in Christianity.

Key words welfare-principle; dialogue; religion; modernism; intersubjectivity

Existential and religious issues of the welfare state in Danish post-war literary modern-
ism, constitutes a neglected field of critical inquiry. Contradicting the widespread be-
lief that the modernist literature of the welfare state is solely of a secular nature and
has a cultural-radical foundation, this article aims to show how religious ways of un-
derstanding and of expression have been of crucial importance for the literary idiom
and the theme of welfare.

Against the prevailing view of the period in Danish literary history, I argue that
immediately following the war literature was seen as a place where the individual and
the community were considered, debated and artistically articulated. The traditional
account of Danish post-war modernism claims that modernist literature is secular and
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deals with a lonely being in a world of fragmentation and meaninglessness. However,
a closer and more open-minded study will show that a great number of the modernist
works from the period are altogether different.

This has mainly to do with two factors. Firstly, it has to do with a distinct effort
regarding dialogue. It is not in or by the isolated individual that meaning is found or
created, but rather through the exchange between two or more subjects. Secondly, it
has to do with a religious perspective, according to which the important measure is
not formed by the values the lonely human intellect is able to set up, but by the val-
ues that are given to a human being, by other people, in corporation with others, or
by an act of divinity. What is being longed for in a great number of these modernist
works is to move beyond the isolated individual and, by means of a dialogue with the
other, to move towards a sense of community. Very often this is carried out in an ar-
tistic practice where the reader is involved in a dialogic enterprise.

Harald Heffding . Welfare-Principle on a Christian Basis

This article aims to give a short description of the dialogic and religious theme of wel-
fare in Danish post-war modernism, as it was expressed in the circle of authors around
the magazine Heretica in the years immediately following the Second World War.

However, as a basis for this it should prove suitable first of all to call attention to
an evident, but in the history of ideas rather ignored condition not only of the artistic
formulations in postwar modernism of the theme of welfare, but also of the modern
conception of welfare as such. Reading a number of the common expositions and ex-
aminations of the welfare state and its historical , political and religious preconditions 1
have noticed two things. How rarely the research has reached back to The New Testa-
ment — for instead mainly to talk about the protestant working morality and conduct
empirical investigations of the attitudes of different religious groups towards the wel-
fare state. And to what extent the significance of the Danish philosopher Harald
Hgffding (1843 —1931) has been disregarded. Yet it was Hgffding who was the first
in the world to work out a welfare-principle, namely in his Etik ( Ethics) in 1887.
Today, Hgffding is not widely known, but in his lifetime and up to the 1950ties he
was an internationally famous philosopher, whose works were translated into many
languages and who was several times nominated for the Nobel Prize.

In the abandonment of the Christian ethics, positivism had to try to give the
grounds for a morality which does not seek refuge with a divine authority. The contri-
bution of Harald Hgffding lies in continuation of the utilitarianism in Jeremy Bentham
(1748 —1832) and John Stuart Mill (1806 —73), whose normative theories on eth-
ics claim that the correct action ethically is the one that compared to the other op-
tions, produces the greatest amount of positive values. And that means that the ethi-
cal values of an action depend on its ability to increase the amount of happiness. The
principle of utility is formulated this way: The greatest possible happiness for the
greatest possible number of people. Among the problems in this ethics are how differ-
ent forms of values can be compared, which yardstick they can be measured by, and
how a just and/or fair distribution of boons can be based.

To a great extent Harald Hgffding replaced the conceptions of utility and happi-
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ness with“the principle of welfare” ; a specification of the yardstick that must be used
when evaluating actions. The object of the welfare-principle is not the individual or
momentary inclination, rather the lasting vital necessities of the human race, and
therefore it places the point of judgment at the effects of an action. As a conse-
quence, in Hgffding’s Etik there is no rule of universal validity concerning ethics —
egoism is not in philosophical meaning unethical, but it is inexpedient from the view
of the common good and in regard to the freedom of the others. To form an ethics, it
is necessary to choose a standpoint, an end, for which you want to act. You can
choose only to show consideration for yourself, for your family, your social class,
your nation, or the human race, but Hgffding argues in favor of the universal humani-
ty : the potential conflict between the individual and the society is solved in seeing the
display and development of the single human being as the purpose of the society. But
this end will be achieved by a citizen in the best way when he not only asserts his in-
dependence, but also with love gives himself to the others.

In 1889, two years after the publication of Harald Hgffding’s Etik, the literary
historian Georg Brandes (1842 —1927) published the article “ Aristokratisk Radikal-
isme” (' Aristocratic radicalism) in the magazine Tilskueren. In this article Brandes
joined several of the viewpoints of Friedrich Nietzsche (1844 —1900) , among others
that a democratic society is a leveling organization, an inane mash and a barbarism
without culture or strength. On the contrary the only task of the human race is to pro-
ducea few great human beings, who are the purpose of history and mankind. The
people are the detour that nature makes to produce these few greats, as the large
quantity of people can be only one of three things: bad copies of the great ones, op-
position against the great ones, or a tool for the great ones. The many shall obey, the
few command. And the few are the geniuses, the supermen, who also in the political
sense shall seize the power and rule — in opposition to the morality of welfare, which
is built upon the slave morale of Christianity, the small people envying the great. Ac-
cording to Nietzsche and Brandes, progress must instead be measured by victims, as
there is no progress in preserving the lives of the weak and useless people, but only in
bringing up a stronger, higher kind of man, no matter how many mediocre lives that
may cost: “En jevn Middelmaadighedslykke sikret det stgrst mulige Flertal af de
elendige Kreaturer, vi nu til Dags kalde Mennesker, vilde for ham [ Nietzsche ] intet
virkeligt Fremskridt vaere. Men for ham [ ---] vilde Opfostringen af en sterkere,
hgjere Menneskeart end den, som omgiver os ( ’ overmennesket’ ) , selv om den kun
kunde opnaas ved at Masser af Mennesker, som vi kende dem, ofredes til Bedste der-
for, vere et stort, et virkeligt Fremskridt. ” ( A plain happiness of mediocrity ensured
the greatest number of those miserable livestock that nowadays are called human be-
ings, would for him [ Nietzsche ] not constitute any real progress. But to him [ -]
the bringing up of a stronger, higher kind of man than the one that surrounds us
(“the superman” ) , even if it only were possible to reach that goal by the sacrifice of
lots of people as we know them, would be a great, a real progress. ) ( Brandes/
Hgffding 33).

In other words, Georg Brandes, who wholeheartedly joins the views of Nie-
tzsche, dissociates himself from the ideal of the greatest possible happiness for the
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greatest number of people. To Brandes, the issue is happiness for the best and stron-
gest, who necessarily must despise the crowd over which they rule. As it at one point
is summarized ; “ Neesten er noget, der skal overvindes. ” (One’s neighbor is some-
thing which must be overcome. ) (Brandes/Hgffding 42) — at the expense of his fel-
low creature the great human being must be his own creator and legislator. “Det er
godt at veere uselvisk, siges der. Men hvad vil det sige: godt? Godt for hvem?” (It is
good to be unselfish, they say. But what does that mean: good? Good for whom?)
(Brandes/Hgffding 23 ). Here the modern concept of humanity and the collective
idea of happiness are undermined. Happiness and welfare becomes the prerogative of
the sovereign individual and equals the creation and liberation of this individual.

In a succeeding issue of Tilskueren Harald Hgffding put forward an objection in
the form of the article * Demokratisk Radikalisme” ( Democratic radicalism ), in
which he in the light of his principle of welfare rejects the philosophy of the superman
— as great people according to the welfare-principle are tools for more extensive ends
than themselves, namely what they are working for. To Hgffding and the welfare-prin-
ciple it is all about the development of human beings who can work for the things that
can be beneficial to the greatest possible number of people. And that is the measure
for greatness: the ability to work for as much welfare for as many people as possible :
“[+--] fremfor alt geelder [ det] om at udvikle Mennesker, som i stort Omfang og
med stor Kraft kunne arbejde for, hvad der kan komme mange, maaske alle til Gode.
[ -] Og hvilken anden Maalestok har man for Storhed, der skal veere ét med storsti-
let Godhed, end netop den; om der er Vilje og ZAvne til at arbejde for saa stor
velfeerdMgller som muligt, for saa mange som muligt?” ([ ---] above all the most im-
portant thing is to develop people, that in a large scale and with great power could
work for things of benefice to many, maybe everybody. [ :--] And what other meas-
urement do you have for greatness than precisely that; if there is will and ability to
work for as much welfare as possible, for as many people as possible?) ( Brandes/
Hgffding 56 ).

Harald Hgffding defines welfare as“den til sund og kraftig Livsvirksomhed knyt-
tede Lystfplelse)” (the feeling of pleasure tied to healthy and vigorous activity of
life) ( Brandes/Hgffding 59) , and the principle of welfare is defined as a democratic
principle, as it has the universal good in mind: “velfeerdMgllersprincippet er et de-
mokratisk Princip, for saa vidt det forbyder at glemme de manges Lidelser over de
faas Nydelser. ” (The principle of welfare is a democratic principle, as it forbids that
you forget the sufferings of the many in favor of the pleasures of the few. ) ( Brandes/
Hgffding 67).

Harald Hgffding$ point is that the greatest feeling of happiness comes from using
one’s strength for a purpose that reaches beyond oneself; “[ -:-] han vil kunne have
den stgrste Lykkefglelse, den, at raade over et stort Fond af Kraft, som anvendes til
et Formaal, der ikke blot omfatter hans egen Person, men uendelig mange flere. ”
([ -] the person that will be able to experience the greatest feeling of happiness is
the one which possesses a big fund of strength, that is used for a purpose which not
only includes his own person but infinitely many more. ) ( Brandes/Hgffding 60 ).
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And this in turn is due to the fact that everything, including the lives of the small and
the great people, is connected and is part of a whole: “De levende Veseners Kaar
ere indfiltrede i hverandre. ” (The conditions of the living creatures are entangled in
each other. ) (Brandes/Hgffding 57). Because: “[ :--] i langt flere Tilfzlde, end
man hidtil har tenkt sig, er Individernes Lykke solidarisk , naar man blot ggr sig Um-
age for at finde de fxlles Betingelser. ” ([ --+] in far more instances that you previ-
ously have thought, the happiness of the individuals is a thing of solidarity, as long as
you just make the effort to find the common conditions. ) ( Brandes/Hgffding 67).

In other words, here Harald Hgffding is expressing a dialogic and democratic
standpoint, a fellowship and an ideal concerning equality — and consequently a dis-
tinct philosophical basis for the later realization of the formation of the welfare state.

During the article, Harald Hgffding a few times points out the historical and reli-
gious preconditions for this mindset and perception. The first time as part of an argu-
mentation for, that the genuine intellectual aristocracy will not, as Georg Brandes
thinks, perceive itself as an end, but as a means to an end: “Det hgjeste er at veere
den store Tjener. Det gamle Ord beholder sin Sandhed (det er jo ogsaa sagt af et
Stormenneske) ;: “ Den iblandt eder, som vil vaere stor, skal vere de andres
Tjeener”. Zren er den, at veere det store Middel, at veere meget for de mange” (' The
highest is to be the great servant. The old Word is still true (as it is said by a truly
great man) ; “ Whosoever will be great among you, let him be your minister”. The
honor is to be the great means, to be of great importance for the many. ) ( Brandes/
Hgffding 61).

The inlaid quotation is from The Gospel according to Matthew and Luke, and the
great man who spoke these words, was of course Jesus. As it is expressed in Mat-
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thew:“[ :--] Ye know that the princes of the Gentiles exercise dominion over them,
and they that are great exercise authority upon them. But it shall not be so among
you: but whosoever will be great among you, let him be your minister; And whosoev-
er will be chief among you, let him be your servant; Even as the Son of man came
not to be ministered unto, but to minister, and to give his life a ransom for many”
(The King James Bible, 20,25 —28).

This“inversion of values” takes place everywhere in the Gospels: God comes not
in the form of a king, but as the son of a poor craftsman, and Jesus says, that God
has hidden the path to salvation from the wise, the sensible, de clever ones, those
which usually is in charge amongst human beings, and instead has revealed the path
to salvation to the ones without authority, the simple ones, the poor, all those that
normally are nothing in the eyes of the world. Jesus states that the first shall be the
last, and the last shall be the first. The Son of God came to the human beings to be
their servant, to give his life for their sake.

Harald Hgffding’s second pointing out the preconditions of the mindset of the
welfare-principle comes in the form of a contradiction of the assertion of Georg

Brandes, that Julius Caesar guaranteed for every progress in that age. The answer of
Hgffding is .

Det virkeligt grundleggende fandtes ved Oldtidens Slutning snarest i det, som
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bevaegede sig i den store Masse, hos de mange smaa, de foragtede og de li-
dende. Her kom noget frem, som viste sig at have mere Livskraft i sig end
Ceesars Veerk. Af Askesens, Dogmatismens og Overtroens Svgb har der udviklet
sig paa den ene Side en Selvfglelse, en Fglelse af Verd selv hos det ringeste
Menneske, en Fglge af den Vggt, Kristendommen lagde paa hvert enkelt Men-
neskes Sjel og dens Frelse, paa den anden Side en inderligere og mere omfat-
tende Menneskelighedsfglelse end man hidtil havde kendt. Det blev de nye
Krefter, der kunde fgre Slegten videre. De blev ikke skabte af Kristendommen.
De @dleste Strgmninger indenfor den greeske Filosofi fgrte dem med sig; men de
styrkedes, inderliggjordes og udbredtes ved Kristendommen. De bedste Meend
paa Kejsertronen i Rom vare i deres bedste Foranstalininger besjelede af denne
Aand. Men fgrst under helt nye historiske Forhold kunde den i fuldere Maal
komme til Gennembrud. Det er denne Aand, ikke Cesars Aand, som er det
sande Fremskridts Aand, omfattende alt, det store som det ringe. ( Brandes/

Hgffding 63 - 64)

(At the end of the antiquity the truly fundamental was, if anything, found in
what was happening in the masses, the many small people, the despised and the
suffering. Here something appeared which proved to possess more vitality than
the work of Caesar. From the shawl of asceticism, dogmatism and superstition on
the one hand a self-esteem has developed, a feeling of worth even in the lowest
human being, as a consequence of the importance Christianity attached to the
soul and salvation of every single human being, and on the other hand a more
intense and extensive feeling of humanity than had been known till then. That
became the new forces which were able to carry on mankind. They were not cre-
ated by Christianity. The noblest aspects of Greek philosophy brought them a-
long; but they were made stronger, were intensified and were widely distributed
by Christianity. The best men on the imperial throne in Rome were in their finest
arrangements animated by this spirit. But not until entirely new historic condi-
tions it could to a larger extent have its breakthrough. It is this spirit, not the
spirit of Caesar, which is the true spirit of progress, including everything, the
great and the small. )

In this way, Harald Hgffding attach the decisive importance to the role of Christianity
in the development of the self-esteem, a value of even the most inferior human being,
due to the significance that Christianity attribute to the soul and salvation of every sin-
gle human being. This more intense and extensive feeling of humanity was made
stronger was widely distributed by Christianity, the real vitality of the age. The Chris-
tian acknowledgement of the rights of those who are suffering, the deepening and ex-
pansion of the emotional life and of the view of the fellow human being, which in this
way expresses itself, is the clearest precondition of the welfare-principle. Or in other
words ; the Christian commandment concerning charity is the most important historical
basis for the democratic welfare. As it is said in the Gospel according to Matthew .
“Good Master, what good thing shall T do, that I may have eternal life? [ ---] Thou
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shalt love thy neighbour as thyself. [ -+ ] If thou wilt be perfect, go [ and ] sell that
thou hast, and give to the poor, and thou shalt have treasure in heaven: and come
[and ] follow me.” ( The King James Bible, 19,16 —21).

Indeed Harald Hgffding had his starting point in utilitarianism but he transcen-
ded it’s more narrow principle of happiness, as the welfare-principle in the end does
not identify the supreme good with the happiness of the individual, but considers the
utmost purpose of being as the appearance of men of sterling characters, who have a
feeling of happiness in working for the common good. And Hgffding stated himself,
that a decisive precondition of this was the commandment concerning charity in the
Gospels and the historical development of this in Christianity. You could add, that e-
ven in The Old Testament it is of vital importance for happiness to live in a safe fel-
lowship with other people, e. g. in Ecclesiastes: “Two [ are] better than one; [ -]
For if they fall, the one will lift up his fellow: but woe to him [ that is] alone when
he falleth; for [ he hath ] not another to help him up.” ( The King James Bible, 4,9
-10). What an edifying formulation of the dialogic-religious basis for the modern
concept of welfare with its idea of happiness built upon a feeling of solidarity.

Harald Hgffding had an eye for that welfare-thinking has its origins in the con-
cept of equality expressed in the commandment concerning charity in the evangelical
accounts of Jesus Christ, which since as a consequence of the historical development
of Christianity in a new way has marked human beings understanding of themselves,
their relations to each other, and the way they organize their society. Right from the
evangelical message that everybody has equal rights, to the Danish welfare-society,
that was not based on a mentality of “noget for noget” ( give and take) , meaning that
you get in the same measure as you have given, but based on a mentality of “noget
for ingenting” ( something for nothing) , meaning that you can have without making
an account for how much you have given. And that is precisely the relationship that
exists in the Gospels between the gracious God and the sinful human being.

In Denmark, for most people Georg Brandes is synonymous with “the modern
breakthrough” , and therefore also a symbol of democracy and welfare-thinking. Con-
trary to this myth, Brandes was an antidemocrat, an adversary of Cabinet responsibil-
ity and disgusted with the concept of a society based on the principle of welfare. To
him society was primarily to perceive as a thing that restrain the superman in his natu-
ral and beneficial self-realization. And that means that you strongly have to question a
widespread understanding of a cultural-radical basis for the modern welfare state, and
instead point to the welfare-principle of Harald Hgffding on a Christian basis as a de-
cisive precondition.

Heretica . Dialogic-Religious Modernisms

A great deal of the modernist literature in the Danish post-war period was centered
around the renowned literary magazine Heretica, published in the years 1948 to 1953.
This magazine must be seen as the centre of that particular tension between tradition
and modernity, which was being articulated in the period 1945 — 65. The literary
field around Heretica consisted of authors who broke through before the Second World
War, e.g. Karen Blixen (1885 —1962) ; some that broke through during the 1940s,
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e.g. Martin A. Hansen (1909 — 1955), Ole Sarvig (1921 — 1981 ), Thorkild
Bjgrnvig (1918 —2004) and Ole Wivel (1921 —2004) and some that did not break
through before the 1950s or even the 1960s, e. g. Jgrgen Gustava Brandt (1929 —
2006) , Tage Skou-Hansen (1925 — ) and Per Hgjholt (1928 —2004). In itself this
is a very compound body of writers, inviting untraditional lines of connection as op-
posed to an account of modernism as unified and determined by conflicting genera-
tions. Actually, around the magazine three generations of authors would gather to cre-
ate several kinds of modernism, which have informed Danish literature ever since.

In the years after the War Heretica was setting the agenda for the cultural debate
and quickly received the status of a Parnassus. Today it is undoubtedly difficult to
perceive, in its entirety, the significance of the gathering around this magazine and
the aura by which it was surrounded, especially for young readers and poets. But He-
retica was not merely a Parnassus, rather a melting pot for various thoughts and ideas
on poetry. The name of the magazine suggests heresy or heretical writings, and Herei-
ica were the voice of a group of authors, who manifested themselves with a new un-
derstanding of existence and a new literature opposing that outlook and literature,
which had been dominant in the previous years, and according to many had failed in
a definitive way in connection with the Second World War. Internally the editors and
writers of the magazine disagreed on many subjects, but a marked common denomina-
tor was to emphasize the individual human being and art as counterweights to aliena-
tion, nihilism and mass ideologies of a political or cultural nature.

Heretica is often considered by Danish literary historians as representing an aloof
and secluded form of late symbolism, located in an ivory tower or a waiting room, but
a joint concern for most of the authors around Heretica was an active and engaged op-
position towards the modern ideology which stressed the sovereignty of the individual
and the ensuing relativism of values. To be sure, the modern experience is that eve-
rything is tied to a point of view and that nothing remains unaffected by it. At the
same time, the authors around Heretica attempted by artistic means to show that it
certainly is possible to combine the experiences tied to the point of view with a belief
in and an interpersonal experience of the existence of points of view formed in human
communities or by a divine entity. This meant that the authors around Heretica were
creating and qualifying the early welfare state in a particular way with the assertion
that a relationship to one’s surroundings, based on dialogue and a religious mode of
interpreting existence, is more conducive to a certain welfare-thinking than the wor-
ship of the lonely intellect and the promotion of the idea of the sovereignty of the indi-
vidual, which has characterized Western Europe since Descartes (1596 —1650) and
the Enlightenment.

Consequently, in the works by the authors around Heretica we often find a cer-
tain kind of double understanding: from the viewpoint of the individual everything is
fragmented, but from a viewpoint based on dialogue or religious belief all the parts
are connected and everything has its meaningful place. Notable examples of literary
expressions of this by members of Heretica are Martin A. Hansen’s short story “Mid-
sommerfesten” ( Midsummer’s Party, 1946) and Ole Sarvig’s novel Havet under mit

vindue ( The Sea Beneath My Window, 1960). Yet, within the limits of this essay a
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more practicable example is Peter Seeberg’s (1925 —99) short story “Patienten”
(The Patient) (published in Eftersggningen, The Search, 1962). The earliest part
of Seeberg’s work thematizes the traditional modernist issue of the lonesome and futile
attempt by the individual to create meaning out of the apparently meaningless. How-
ever, in “Patienten” a decisive change in Seeberg’s work occurs in so far as the solu-
tion to the problem of meaning and identity appears by virtue of something one is
granted. In the short story a nameless I is attacked by the illness of modernity and
welfare , “almindeligt bortfald” (ordinary lapse) , which means that close to all limps
and organs must be amputated and replaced by prostheses. After a while the patient
begins to wonder if after this complete replacement he is still himself. In the last lines
of the text a surprising answer to the question of “who am 1’ is given:

“Kan du kende mig,” siger jeg hver dag til min hustru, nir hun kommer. “Ja,
det kan jeg da,” svarer hun og stryger mig over haret. “Elsker du mig,”
hvisker jeg, for jeg vil gerne vide det hver dag. “Jeg elsker dig mere end no-
gensinde,” siger hun mildt hver dag. “Men du kan ikke se mig,” siger jeg s&
hgjt, stemmen kan bere mig. “Jo,” siger hun. “Nej, ikke rigtigt,” siger jeg,
“det kan du ikke forstd. Jeg er stgrre, end du tror, hvad du kan se, er slet ikke
Sa lad det veere

”» o«

mig. ”“ Ah jo,” greeder hun, “det er dig. Det er dig.
mig,” siger jeg. Hver dag. (Seeberg 31)

(“Do you Aecognize me” , I ask my wife every day when she comes to see me.
“Yes, of course I can” , she answers and strokes my hair. “Do you love me” , 1
whisper, because I really want to know every day. “I love you more than ever” ,
she says mildly every day. “But you can’t see me” , I say as loud as my voice
allows. “Yes”, she says. “No, not really”, I say, “you can’t understand. I
am larger than you think, what you see is not me at all”. “Oh yes”, she cries,
“it is you. It is you”. “Then let it be me” , I say. Every day. )

The patient seeks the solution to his crisis of identity in another human being closest
to himself. The disparate parts of which the patient consists are taken into possession
by means of an acceptance: “S4 lad det vaere mig” (Then let it be me). An interper-
sonal, dialogic act of creation that echoes Genesis gathers the parts into a whole exist-
ence, an identity and a shared reality, which is repeated “every day”. This means
that the identity and meaning one is unable to find for oneself is granted from the out-
side; in other words, love and confirmation of identity come from somewhere else.
The modern loss of places in which meaning may be found and the ensuing feel-
ing of meaninglessness is, therefore, not only oppressive but also liberating. Moder-
nity, according to this perspective, is emphasizing the necessity of replacing a world-
view according to which you are forming life in your own image in favor of one where
you are willing to be formed by somebody or something else. As such the problems
concerning identity and reality is no longer a crushing self-responsibility but some-
thing that to great relief comes from somewhere else, from one’s fellow man, from an
act of narrative, from nature or from God. Identity and reality is therefore not to be
understood as a lonely struggle but something that is created between people or be-
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tween human beings and God.

While the cultural-radical modernism, which emerged in Denmark around 1960
and is best represented in the writings of Klaus Rifbjerg (1931 - ), expresses the of-
ficial story of secular liberation in the twentieth-century, the authors around Heretica
and several of the authors that had first appearances in the following decades contribu-
ted artistically to the foundation of values characteristic of the welfare-thinking with
their emphasis on dialogue, the existential and the religious. In other words, in the
very establishment of a modernist literature in Denmark and the almost simultaneous
establishment of the Danish welfare state, there existed another narrative on welfare
than the one of the alienation and loneliness of modern man as told by secularised
criticism and cultural-radical modernism.

Deeply inspired by Sgren Kierkegaard (1813 —1855) , for several of the authors
around Heretica truth lies in intersubjectivity. The meeting between the literary work
and the reader, between people engaged in dialogue, is where the collective creation
of meaning takes place. It is based upon the ability to tell stories, to communicate, to
identify with the worlds and viewpoints of others — and this takes place through lan-
guage and literature. As expressed by one of the first editors of the magazine, Bjgrn
Poulsen (1918 =2000) , in a letter from the 25th of August 1949 to the young aspir-
ing poet Per Hgjholt: “Heretica er tgnkt som et Veev af Dialoger mellem Mennesker,
som vel ikke er enige, men paa Talefod med hinanden [ ---]” (Heretica is intended
as a web of dialogues between people who are on speaking terms but hardly in agree-
ment [ -+ ]) (Andersen and Svindborg 231). This statement, I believe, is an out-
standing illustration of a fundamental basis for and a decisive content of a welfare
state and the mindset of which it is an expression.

Furthermore, it is notable that this understanding is analogous to the develop-
ment of the philosophy of the subject in the twentieth century, e. g. the critical re-
flection on the tradition of Descartes. This development finds that knowledge is not
the lonely effort of the subject. Knowledge is created and developed through the rela-
tion to the other. The subject does not have any immediate access to itself, but has to
understand itself through interaction with others and by interpretation of common lin-
guistic and cultural signs. In this process, the creation of identity becomes a joint
matter of dialogue. A change from position to relation, from intention to process,
from self-created to granted, from monologue to dialogue. This can be observed, for
instance, in the dialogue-thinking of Martin Buber (1878 —1965) , the personalism
of Gabriel Marcel (1889 —1973) and the critical reflection of Paul Riceeur (1913 -
2005).

The authors around Heretica were highly important for the cultural and institu-
tional environment and development in the years following the War — most notably as
a result of their dominant position in regard to cultural matters and the cultural poli-
cies concerning the construction and maintenance of the welfare state.

Right from the beginning Heretica and the publishing company behind it, Wivels
Forlag, were financed by a single man, the patron of the arts Knud W. Jensen (1916
—-2000). He was the wealthy owner of a cheese factory, and in 1952 he spent a
great deal of his funds to buy the biggest publishing company in Denmark, Gylden-
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dal. A motivation for this acquisition was to ensure that the authors around Heretica
and subsequent generations of Danish authors would have an effective foundation from
which to operate, and that they, as far as possible, could reach the rapidly expanding
book market in the welfare state.

In the summer of 1952, Knud W. Jensen asked Martin A. Hansen for advice

about buying Gyldendal, and in his Dagbgger ( Diaries) for 21 December 1952, Han-
sen summarises the conversations as follows

Jeg opfattede det saaledes, at Knud for det fgrste anede, at han med Gyldendal
kunde realisere en Kongstanke, nemlig at hans store Firma i Ost efterhaanden
kunde glide ind som en fast Stgtte for et Kulturarbejde, isOr Litteraturen — men
vel Kunsten stort set. Jeg tror, uden at han over for mig har udtalt det direkte
har en lignende Tanke som Brygger Jacobsen i sin Tid, men at han vil ggre
denne Kulturstgtte veesentlig praktisk — hvad han kunde ved at faa Gyldendal.
Dels var det hans Tanke ikke fgrst og fremmest at stgtte Litteraturen og Digterne
ved Legater, men gennem Bogpolitik og Bogsalg og gode Vilkaar. ( Hansen,
Dagbgger 1931 =55, 806)

(I gathered that Knud first of all sensed that with Gyldendal he could realize a
grand idea, namely that his large cheese factory could gradually become a per-
manent means of support for cultural work, especially literature, but most likely
art as such. I think, without him ever expressing it to me, that he has an idea
similar to that of Brewer Jacobsen in his days, but that he will want to make his
cultural support rather practical — which he could accomplish by buying Gyl-
dendal. By implication his idea was not primarily to support literature and the
poets through grants, but through book policy and book sales and good condi-
tions. )

As it turned out, the assumption of Martin A. Hansen was absolutely correct. A few
years later Knud W. Jensen established the art museum, Louisiana, north of Copen-
hagen, a museum which during the 1960s simply became the temple for modernist art
to the new welfare-segment.

Neither Heretica, nor Gyldendal, nor Louisiana was paid solely with Knud W.
Jensen’s cheese-money. An immense expansion of Jensen’s factory in 1952 was fi-
nanced by a Marshall-loan; in other words, a cultural expansion tightly woven into
the colossal upheaval of Danish society, which would soon prove to be a crucial phase
in the formation of the welfare state. The circle of authors around Heretica must there-
fore be seen to play an important role in the formation of the cultural institutions
which became a result of mindset of the welfare state. Cf. a letter from Jensen to

Martin A. Hansen 19 February 1952 .

Vi har faet Marshall-Lén til vor smeltefabrik i Sydhavnen og er nu i gang med
bygningen [ -:- ]. Vi bliver et par hundrede mennesker derude, ca. 50
funktioneerer, 50 mandlige og 100 kvindelige arbejdere, og det er pludselig geeet
op for mig, hvilket ansvar man egentlig er palagt overfor alle disse mennesker.
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Jeg vil derfor gerne nu realisere mange gamle drgmme og planer om foranstalt-
ninger til gavn for medarbejderne. Der er noget vist paradoksalt ved, at man i s&
mange ar har beskeaftiget sig med kulturkritik og veeret s& enig med Grgnbech og
alle andre revsere af det moderne storbymenneskes livsvilkar i dag, og sd samti-
dig selv driver en fabriksvirksomhed, hvor arbejderne sidder ved samlebéndet,
og har et kontorpersonale, hvis arbejdsvilkér ikke adskiller sig vaesentligt fra an-
dre kontorers. Man er s tilbgjelig til at sige, at det er hele grundlaget for kul-
turen, som er forkert, og det nytter ikke med lapperier, men jeg tror synspunk-
tet er uholdbart, og at vi hver pa vores vis mi sgge at realisere netop visse lap-
perier, som angiver en retning mod noget bedre. Der findes rundt omkring
mange virksomheds-ledere som uden nogen som helst kulturel eller filosofisk bal-
last har realiseret mange tiltalende ideer til gavn for personalet. Jeg vil nu prgve
at se, hvad der findes af den slags i Danmark og Sverrig, og sd mé vi se hvad
jeg kan fa realiseret selv under de nye forbedrede pladsforhold, vi far i
Sydhavnen. (Hansen Keetierbreve. Martin A. Hansens korrespondance med kreds-
en omkring Heretica 916 —17)

(We have had a Marshall-loan for our melting-factory in Sydhavnen and are now
building it. [ :-+] We will be a couple of hundred people out there, approxi-
mately 50 officials, 50 male and 100 female workers, and suddenly it has
dawned upon me, the extent of responsibility you really have to all these people.
Consequently , now I would like to realize many old dreams and plans concerning
arrangements of benefit to the employees. It is a certain paradox, that I for so
many years has been occupied with critique of culture and so much has agreed
with Grgnbech and all other castigators of the conditions of life today for the
modern people in the large cities, and then at the same time has run a manufac-
turing industry,, where the workers is placed at the assembly line and has an of-
fice staff, whose working conditions are not markedly different from those of oth-
ers offices. Then you are inclined to say that is it the very basis for culture which
is wrong and that patching is not useful, but I do not think that point of view is
valid, instead we must precisely, each in his own way, try to realize a certain
patching, which points towards something better. Round about many factory
managers exist, that without any kind of cultural or philosophical equipment
have realized many pleasant ideas to the benefit of the staff. Now I will investi-
gate what exists of that kind in Denmark and Sweden, and then we will see what
I myself am able to realize under the new, improved accommodations that we are
going to have in Sydhavnen. )

Contrary to the myth concerning the magazine, in this letter the socially engaged and
welfare-forming central movement of the authors around Heretica is expressed: from
the critique of culture by the individual to a concrete work for the cultural and social
public utility, financed by one of the foundations of the welfare state, the Marshall-
loans, and realized in the form of a politics concerning culture, that from the personal
initiative form the basis for a transition to public funding of the arts.

At a meeting at Krogerup Hgjskole in the autumn of 1960 Knud W. Jensen, Ole
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Wivel, Thorkild Bjgrnvig and Bjgrn Poulsen, together with one of the most important
authors of the next generation, Villy Sgrensen (1929 —2001 ), proposed the idea that
a democratic state has an obligation to support art of quality. The effect of this pro-
posal came quickly and had far-reaching implications: the establishment in 1961 of a
Ministry of Cultural Affairs and in 1964 of the National Arts Council, the political or-
gan that distributes public funding of the arts. The first Minister of Cultural Affairs
was Julius Bomholt (1896 —1969) , who in the early 1940s made the acquaintance of
Martin A. Hansen. In the years from 1946 to 1950, Hansen was a committee member
of The Danish Union of Authors and in that capacity he wrote several articles about
the necessity of publicly funded support of authors - thoughts that clearly had an in-
spirational effect on Bomholt when the opportunity to realize them presented itself.

In other words, the leading figures of Heretica acted as spearheads for ensuring
Danish artists far better opportunities for making a living and in disseminating modern
art to the population of the welfare state, who by then had more time and greater eco-
nomic and educational resources to be engaged with and informed by contemporary art
and literature. Actually, it would be fair to claim that Knud W. Jensen and the au-
thors around Heretica represent the decisive change from art financed by a private pa-
tron to art financed by grants from the state, and with that a change from an ancient
hierarchic and individually controlled financing of the arts to the model of the modern
welfare state.

Contrary to the widespread belief that the authors around Heretica were living in
an ivory tower secluded from the outside world, it was in fact common and natural for
these authors to move about in numerous cultural and institutional contexts and to
cross the borders between different genres and environments. As a consequence the
author became an important figure in the discussion of values. This is certainly true in
the case of Martin A. Hansen, whose enormous significance as an author and as a
cultural figure to a large extent can be explained by his function as a link connecting
different areas of knowledge, such as literature, theology, history, archeology and
general debate of public matters, and that he used a variety of forms of publicity such
as lectures and fictional texts that he or others read aloud in the radio. This behavior
contributed to a change in and expansion of the role of the author: instead of being
something elevated and distant, the author was now someone who was near and pres-
ent — a human being you could meet, hear lecture and engage in debate with. Or to
put it in other words, the author functioning as an arranger of dialogues concerning
the common cultural values.

The godfather of the Danish culture-radicals, Georg Brandes, defined the task of
literature as debating problems. My point is that literature has significantly more legit-
imate tasks than that, and that you can debate problems in many other ways than it is
done in a literature debating and imitating reality. More often than not such a litera-
ture will define a debate of problems as a phenomenon of politics and ideology, in the
narrow sense of these terms. To consider the matter in such a constricted way, as
Brandes did and as a number of leading Danish literary historians have done ever
since, has restrained the acknowledgment of the fact that also forms of modernism
such as those that were expressed in Heretica just as well influenced and interacted
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with the organization of society, both in regard to its foundation and its practical elab-
oration.

If as a part of the fundamental definition of democracy you must include dia-
logue, then literature has a significant role to play in the discussion of values a de-
mocracy must feed upon. Indeed, the democratic form itself is to move away from
locked positions to movable relations. A common denominator between the democratic
understanding of life and society, welfare-thinking and a literature that is a part of the
formulation of the basis for these things, can be found in a novel by the youngest of
the authors I am interested in, namely Svend Age Madsen’s St verden er til ( Sup-
pose the world exists, 1971) : “Ord er hver for sig meningslgse, uden betydning. Og
dog kan de, nir de anbringer sig i den rette sammenheeng, udggre en betydningsfuld
setning. 7 ( Separately words are meaningless, without significance. And yet they

can, when they place themselves in the right combination, constitute an important
sentence ) ( Madsen 339).

As the above should make apparent, I am essentially concerned with interper-
sonal relationships, the ability to put oneself in the place of others and be put there
by something other than oneself. For the modern ego-fixation this is inherently ex-
tremely difficult, while it is the very content of Christianity. A decisive basis for the
mindset which has manifested itself in the welfare state must be the recognition of the
value of interpersonal relationships, that the creation of identity is a consequence of
acts of dialogue or by divine creation. In other words, something granted, and under
no circumstances something, the individual can obtain alone.
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Abstract This article examines the survival of a Romantic role of the author in post-
war Norwegian literature. It shows how an important group of writers in the late 1940s
and the 1950s still shared a vision of the writer as an isolated individual, opposed to
society and the state. During this time, this old role was reactivated and given a new
function in opposition to the developing Welfare State. The writer and intellectual
Jens Bjgrneboe (1920 —76) was a prominent member of this loosely organized group,
and someone who makes for a particularly interesting case when exploring authorship
in the Norwegian Welfare State. He started out in a right-wing opposition to social de-
mocracy, but in the 1960s and 1970s took up a left-wing oppositional role. His view
of the writer’s relationship to society, as well as of the relationship between culture
and politics, remained relatively stable, however. The article explores how such a
Romantic role survived in modern Norway, and how the Welfare State project may be
said both to have contributed to its long survival, and, in the end, through a general-
ly democratizing movement, to have made it impossible.

Key words author’s role; Jens Bjgrneboe; welfare state; social democracy; meta
culture

The End of a Role

During the late 1960s and early 1970s a new and radical generation of Norwegian
writers began to oppose what they saw as the hitherto available roles for authors in
bourgeois society. At least in part acting from their own communist persuasions, they
stressed the need for a professionalisation of the role, based on a conviction that au-
thors were hard-working labourers, producers of a commodity of which society was in
need. As a consequence they wanted to dethrone the Romantic author, to demystify
the idea of the lonely, misunderstood and socially excluded genius. For the leading
writer of this generation, Dag Solstad, a central problem lay in liberating oneself from
what he termed “some kind of general, mythical notion” of the author ( “En samtale
om litteratur i dag” 261; “Spilleren” 81, 76). He argued that an author’s authority
must be based on something other than the traditional role. The author can no longer
be a prophet and leader of the people” , he noted, nor “alchymist” or “sufferer”. In
order to do his work, he claimed, in what was a criticism of certain ideas of authen-
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ticity, the author had to become “a player”.

Before indicating the general direction for my article’s discussion of certain as-
pects of literary life in the Norwegian welfare state, it is worth identifying one of sev-
eral striking paradoxes in the historical material under investigation. Those who artic-
ulated the most vociferous criticism of a traditional, Romantic image of the author
were at the same time oppositional voices within the Welfare state, from the left,
while those who most clearly adhered to such a traditional role were also critics of the
Welfare state, but from the right, or at least from what they themselves considered an
a- or unpolitical position. Jens Bjgrmeboe (1920 —76), who, for reasons which
should become clear, will play a central part in my discussion, in political terms went
from the latter position in the 1950s to the former in the 1960s. But both his critical
approach to the Welfare state and his view of his own role as author were remarkably
consistent. My aim is to contribute to the understanding of some of the central premi-
ses for literary life and authorship in a developing Norwegian Welfare state, inclu-
ding, not least, views of the author’s role in society. Bjgrneboe, who was a poet,
novelist, playwright and essayist, the perhaps last of a certain kind of Sartrean au-
thor-intellectual, was active in Norwegian public life from 1948 — 1976, and may be
said to be the best example of the kind of authorial role against which Solstad reb-
elled. In Norwegian cultural discourse in the first decades after his death, Bjgrneboe
indeed became something like the incarnation of this role. When the question “Where
is the new Bjgrneboe?” is asked in almost ritual fashion, it is clearly with reference
to a role rather than a person. But such a question is not only based on a particular
kind of nostalgia which necessarily involves the erasure of many of the historical
meanings connected with Bjgrneboe; it assumes that such an investment in the au-
thority of the author figure is desirable.

A Conservative Opposition

In order to understand how a fundamentally Romantic notion of the author could sur-
vive for so long in Norway — and I am not suggesting that it is absolutely extinct, but
that it is theoretically discredited and, due to a general process of democratisation,
made structurally difficult — it is fruitful to see it in connection with the development
of the Welfare state and a particular form of conservative opposition to the same. The
traditional story of the author as outsider, as misunderstood genius, was one of the
most distinct narratives which young authors could enter in the 1950s. But during this
decade this strong narrative came to be decided by a particular negation, not of socie-
ty or the community more generally, but of the state. The state which a number of au-
thors came to oppose was, more particularly, a state which was becoming a welfare
state during the phase of post-war reconstruction.

An important context for anumber of writers who were to maintain a Romantic
role of authorship, and who represented some of the most important oppositional
voices against the Norwegian Welfare state in the 1950s, lay in the immediate after-
math of World War II, and the founding of the journal Spektrum ( Spectrum) (1946 —
1954 ) , since continued as Horisont ( Horizon) (1955 —1967). The idea behind the

first of these journals was that it would have the strength of the inter-war Mot Dag
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(Towards Day) group, but as a negation of the latter’s political radicalism. The am-
bition was, furthermore, to stand outside of political parties, to advocate a certain ho-
listic anti-materialism, and, in an attempt at finding a middle ground, neither to sup-
port the capitalists nor the proletariat ( “Spektrum” ). Humanity had reached a low
point, and Spektrum was to work for freedom and ”a spiritual restructuring” , while
they noted, and I will claim that this is absolutely central to their undertaking, that
there was nothing to " achieve via politics”.

A number of literary anthroposophists, the followers of the Austrian esotericist
and philosopher Rudolf Steiner (1861 —1925), came to make up a substantial part
of the Spektrum group, and became absolutely dominant in Horisont. Their views
can, apart from their esoteric and occult persuasions, be characterised as strongly in-
dividualist and anti state. When an influential literary critic in 1955 attempted to
identify the surprising and conspicuous influence that this group had asserted in the
first decade after the war, he called them “the strongest spiritual group in Norwegian
cultural life” (Eidem 3, 8). It was within these contexts that Bjgrneboe found his
literary and intellectual voice. The most important conclusion he and his circle seems
to have drawn from the war was that the mass movements had been discredited,
whether they were called communism, fascism or nazism, and that it was necessary to
reject all such collective efforts, in addition to totalitarianism and the state. For
them, the very survival of the individual was at stake. Such perspectives meant that
they from the very outset were hostile to the idea of giving the state sector an in-
creased role within a social democratic society.

Bjgrneboe was on the whole to remain faithful to his anti-stateism. When here-
published his novel Under en hdrdere himmel ( Under a harder sky) (1957) in 1969,
he had in the meantime, at least outwardly, moved from the right to the left. But his
attitude towards the state’s role seems to have been pretty much the same: “Not under
Quisling, — but after the war, came the fascist period of Norwegian history”
(Bjgrneboe, “Etterord” 186 —91). In making such a provocative claim, he seems to
have had state influence, the minority’s role under a mighty majority and a more gen-
eral liberal deficit in mind.

In the 1950s Bjgrneboe involved himself in a number of debates where the social
democratic state may be said to have been the main opponent. A central premise for
the role he and his closest friends and colleagues advocated and believed in, lies in
the relationship between culture and politics, historically often thematised through the
binary pair of culture and civilisation. During this period Bjgrneboe was convinced
that “radicalism” had gone wrong by becoming political ( “Hans Jeger” 23 —28).
“Real radicalism” , he would claim, “goes far deeper than to the political” (“Vi er
blitt provins; Nasjonal-radikalisme er en karikatur” 1 —2). There are a number of
examples of how Bjgrneboe explicitly places culture (including for him aesthetics and
metaphysics, in fact inextricably linked to the latter) above politics. One of the rea-
sons why such an oppositional role arose just at this historical juncture, may very well
be an experience of what the historian Jens Arup Seip has characterised as “the one-
party state” , a fairly monolithic post-war political structure dominated by the Labour
Party and what may be termed a “reform technocracy” (Seip 7 =42). But Bjgrneboe
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and his literary (and spiritual ) circles in any case go further than to advocating a re-
sistance towards or even a rejection of the Welfare state project; they seem more gen-
erally to be rejecting the legitimacy of the political sphere. These arguments are remi-
niscent of the young Thomas Mann’s (1875 —1955) argument that it was useless and
self-contradictory to oppose modern civilisation via politics. For him and a number of
other European cultural critics of the twentieth century, modernity was simply the tri-
umph of a political, as opposed to a cultural, mentality.

The British critical theorist Francis Mulhern has coined the term ”meta culture”
or a “metacultural discourse” in an attempt at exploring culture’s own self-reflexivity,
how it describes itself and its relationship to other fields, including the political (xiii
—xiv). It is a matter, then, of how culture “speaks of itself” , how it “addresses its
own generality and conditions of existence”. In order to grasp the reasons behind
Bjgrneboe and his literary group’s opposition to the Welfare state, i. e. , how this par-
ticular tradition of Kulturkrittk or cultural criticism shaped their views, it is not
enough to see their position as a traditional conservative or right-wing one; it is clear
that they were more fundamentally opposed to politics, both as a field and as a prax-
is. They questioned its authority as such. Holding the view that culture stands in a
hierarchical position to politics, as superior, is both problematic and potentially pro-
ductive, at least in literary terms. What makes this position particularly interesting in
this case, is that it is held by a writer, Bjgrneboe, who has also become the key rep-
resentative of the socially and politically engaged artist in the Norwegian literary histo-
ry of the latter part of the twentieth century.

One of the things most obviously at stake in metacultural discourse is “social au-
thority” , seen as a struggle for the status of culture, not least in relation to society’s
most established form of social authority, i.e. , that achieved through politics ( Mul-
hern xix). A whole series of European cultural critics of the last century seems to
have worked towards reinstating their own notion of culture in what they considered an
organic unity, and as the central principle of social authority, thus, at least potential-
ly, dissolving political reason. T.S. Eliot symptomatically put the question as to why
“the man of letters”, in other words someone very much like himself was so particu-
larly suited when it came to solving the greatest political challenges of the time ( North
11). In “Notes Towards the Definition of Culture” (1948), he argued in similar
fashion that his own class ought to use their positions in order to solve the problems
which society could not solve. Like so much anti-liberal critique, whether from the
left, or, as in this case, from the right, Eliot inevitably ended up by referring to hid-
den value systems and mystified forms of power.

Metaphysics and State Involvement

Jens Bjgrneboe’s understanding of himself as artist was shaped by the experience of a
small literary community during the war and in thefirst post-war decade, but it was al-
so founded in theory, i.e., in Steiner’s energetic production of books and lectures.
In his view of the artist, the founder of The Anthroposophical Society was guided by
ideas of fate, and of Platonic and Occult notions leading to a vision of the artist as a
medium between this and a more spiritual reality. This special status inevitably also
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included sacrifice, if only as a confirmation of the fact that the great artist must nec-
essarily be a heretic, an outsider. While Bjgrneboe was still among the most impor-
tant voices of Norwegian anthroposophy, he noted that “if one is to speak truth, one
must accept being treated as a liar” ( “Til &rets russ” 92 —107). This was in line
with Steiner’s idea that the (few) initiated would always be misunderstood ( by the
masses ). Such ideas led to a strong emphasis on the individual, and, by implica-
tion, to a general scepticism of all kinds of collective bodies, with the new Welfare
state as a strong version of the latter. In 1952, Bjgrneboe had been crystal clear in
his views on the relationship between the state and culture: “I consider it absolutely
impossible that a writer with his sanity intact would want to give the state a right to in-
fluence our cultural and religious life” (1952).

While the state intervened in the controversial Norwegian language question, in
an attempt at merging the nation’s two written languages into one, Labour’s cultural
politics in 15 years after the war were otherwise remarkably laissez faire. It was not
until the early 1960s that Norwegian social democrats admitted that they had failed in
their cultural policies. It was wrong, they now realized, to have left literature to itself
to such a large extent. The result had been an increasingly poor output of Norwegian
books, and a sense of a crisis in a book market dominated by translations and non-fic-
tion. Within the next few years this led to the most important, and still existing, sys-
tems for the regulation of Norway ’ s literary life, namely the so-called
“Innkjgpsordningen” (The Purchase System) (1965), in which the state agreed to
buy one copy of new fiction books for every public library (i.e., of Norwegian no-
vels, short story collections, poetry and drama), and the “Momsfritaket” ( exemp-
tion from VAT) (1967). By this time, it should be added, a radicalised Bjgrneboe
had for a while reached the conclusion that the state indeed had a role to play within
the cultural field. His cousin and friend André Bjerke, who stayed faithful to the
views the two had shared in the fifties, would conclude, however, that artists who
could not do without support from the state might as well become salesmen (1962).
He went on to mock the vision of writers in a new “Age of social security”.

Even if Bjgrneboe at this time had changed hisviews about state involvement in
the nation’s cultural life, his view of his role as a writer was remarkably consistent. In
the first number of the literary journal Vinduet in 1961, Bjgrneboe figures in an
enquéte about the writer’s calling. For him the writer is nothing less than a prophet:
“We suffer from some kind of prophetic clairvoyance” (“En dikters kall profetens var
-7 74 -76). Authors are “supersensitive” with a special ability to “sense the suf-
fering of others as if it were their own”. A writer’s “prophetic force” is gained
through experience, Bjgrneboe continues, thus making suffering and loneliness cen-
tral ingredients in his view of the artist. This was a view, it may be added, which he
went on to practise, more and more in the last decade of his life. His life and works
thus also became inextricably connected in what developed into a Bjgrneboe mytholo-
gy

In spite of the fact that he took up new political positions, including, for a
while, also adopting a more positive perspective on the Welfare state, Bjgrneboe’s
worldview remained as manicheistic as before, if not, as the sixties came towards
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their close, even more so. After a more open if ambivalent approach to the state in
the first half of the sixties, he lost faith, again seeing his own role as part of the battle
between state and individual, good and evil. In a response to the culture budget of
1972, he articulated his views in clear terms: the state represents lies; authors stand
for truth ( Bjgrneboe, “Staten og litteraturen” , 6 and “Staten og litteraturen II” | 6).
Politicians were liars and hypocrites, he noted, and politics was “an obscene word” .
Bjgrneboe’s old views seem to have become solidified, and even hardened, and this
in the very period in which he, as a celebrated writer among the new radical left and
the so-called “68 —ers” , became precisely a role model for the kind of social engage-
ment which was now so often deemed to be required of writers and artists. Bjgrneboe
remarked that he was concerned with greater and deeper things than politics, namely
with what he now called “spiritual culture”. In this response to another depressing
budget, he drew on what he referred to as one of his favourite verses in the gospels,
albeit a somewhat inaccurate version of Christ’s warning to Jerusalem and its pharisees
in Matthew 23:37. “But you have stoned the prophets!” The powerful will always
persecute the truthsayers, he claimed. As long as there are states, the list of “killed,
imprisoned and at best exiled poets” would be endless. The authors and the “profes-
sional liars” would never be reconciled, while literature was in fact the “real, secret
and innermost life” of the people. Bjgrneboe was clearly preaching a highly elitist
gospel, one connected to a Romantic and even esoteric view of the author, a sceptic-
ism towards the existing Welfare state, and towards politics and the state more gener-
ally. “The state is our enemy” , he observed, and went on to claim that any writer
who did not take up a hostile position in relation to the state was “a betrayer of cul-
ture”.

In a Norwegian context Jens Bjgrneboe represents a rare example of continuity
between the conservative literary opposition of the fifties and the new and radical
stance of the 68 — ers. But his role seems almost consistently to have been constructed
from the premise that individual integrity would always be at odds with collective self-
delusion and corruption. He argued as if intellectual integrity could only exist outside
of the collective, outside of institutions, democracy and politics, the Welfare state in-

cluded.
Conclusions

The 1950s literary opposition against the Norwegian Welfare state and social democra-
cy can hardly be understood without an insight into these writers’ views of politics
and the role of the author. The only prominent figure among this group who managed
to revitalise and keep this role alive in the 1960s, was Bjgrneboe, and this primarily
seems to have happened because he changed his political position at the right mo-
ment. By becoming radicalised at the beginning of the decade, he found his historical
moment towards the decade’s end, both in literary and political terms. This also
meant that he became positioned on the winning side in the cultural and political bat-
tle of the 1960s, and the group which won this battle also went on to write their own
history, thus to a large extent controlling our later perceptions of them. But there is
another paradox at work in relation to Bjgrneboe’s status as a prophet-writer at this
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particular time, and that for a new generation of radical youth. The rebellion against
authority which Bjgrneboe preached, contributed, albeit as part of a larger movement
towards a more general democratisation, to the very deconstruction of his own authori-
ty. He was, it might be said, a somewhat authoritarian critic of authority. Further-
more, and equally relevant to the concerns of this article, such an investment in a
role, that is the role of the author, became more difficult as part of this rejection of
authority.

The question “where is the new Knut Hamsun” is not often asked in Norwegian
public life. The historical trauma of the nation’s great writer who sided with the Nazis
and German occupants during the war may have meant that it would be impossible to
emulate his role, a role in which he would consider himself both an outsider and a
leader of his nation, after the war. It is, from this perspective, curious that a similar
role would still be available after Hamsun, and this should, I will suggest, be seen in
relation to the development of the Welfare state. This grand social and political pro-
ject may, at least in the literary field, be seen to have created its own negation. In
this way the old role of the artist as prophet and heretic was given a new, if limited
lease, and it was given a new political, and eveniiber -political rationale, in opposi-
tion to collectives, to mass movements, and to social democracy. For Bjgrneboe and
a number of other writers during this period, a Romantic view of the artist seems to
have been a prerequisite for finding a voice. Through a strong, if not unfettered indi-
vidualism, combined with a particular belief in the special role artists still ought to
play in society, if only as a misunderstood elite, these writers found motivation for
their many and vehement attacks on the Welfare state and its different manifestations.
They lived, in their own perception of the situation, at a time and within a political
system which had voluntarily chosen to “stone its prophets”.
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Abstract This close reading analyses how collage technique is used for critical , the-
oretical and creative purposes in a typical “revolutionary novel” of the 1968 move-
ment. As a genre hybrid, Sven Holms Min elskede — en skabelonroman ( My Beloved
— A Pattern Novel, 1968 ) illustrates the urban society’s estrangement from the organ-
ic community, the arbitrary construction of meaning by the difference of signs and the
ongoing process of collage. These three issues are critical with respect to the urban
society, the interaction between human language and everyday life, and even fleeting
art forms (‘happening, concept art). In fact, collage technique as writing and compo-
sition process turns out to be much more important than the results of collage and
montage themselves. At the same time, different problems of social communities are
discussed in the text because of their ambivalent demands on group solidarity and re-
spect for individual interests. It is evident that Holm’s novel is a unique “city collage
text fragment” using the latest art and architecture expressions of the sixties but also
with a retrograde romantic notion on politics.

Key words 1968 movement; aesthetics and politics; metafiction; criticism of the
welfare state; Sven Holm

The Danish writer SvenHolm (born in 1940) is a typical artist representing the pro-
test movement of 1968. During the Welfare State consolidation and it’s economic up-
turn (rekorddr) , many left wing artists in Denmark protested against e. g. the isola-
ted and standardised life in industrial societies, excessive consumption, pollution, ef-
ficient city planning and the warlike traffic of private cars in the expanding cities
( Wischmann 2003, 81 =85, 99 —104). Influenced by the English architect group
Archigram , Holm invented an example of literary concept art as a contribution to both
the Danish counter culture and politics — and to the international “counter aesthet-
ics” as well. According to his criticism of recent city planning, Holm later on became
an advocate for the independent, experimental subcultural community of Christiania
in Copenhagen, which promises the realisation of a utopian city ( Wischmann 225).

The following close reading of the novel Min elskede — en skabelonroman intends
to give proof of how Holm’s aesthetic collage process and his linguistic-metaphorical
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model of the city are combined in order to mobilise the participating readers and to
make them feel compelled to take a critical point of view of the 1968 movement.

Over Kgbenhavn ligger Kgbenhavn. Luften over byen eren fortelling om den.
Men den varer kun det ene dggn hvor den er blevet til. Den forsvinder efter at
have fgrt alle forteellingens elementer sammen, ladet dem glide ind i hinanden
som i en drgm om alle tings samhgrighed og om forteellingens greenselgshed -
hvor der ikke lengere findes adskillelse, hvor vaeggene er nedlagt og etagerne
ophaevet, hvor der ikke er forskel p& op og ned og til siden. Kort efter opgiver
forteellingen sin samlede kuppel og spreder stykkerne for alle vinde. Det er et
billede. (Holm, Min elskede — en skabelonroman 46 ).

(Above Copenhagen is Copenhagen. The air above the city is a story about it.
But it only lasts as long as the day on which it was created. It disappears once it
has connected and interweaved all the elements of the story, as if in a dream of
the common identity of all things and the boundlessness of the narrative—where
there are no more divisions, where the walls and floors are removed and dis-
solved, where there are no more differences between above, below, or to the
side. A short time later, the story disperses its collected dome and scatters its
pieces to the winds. This is an image. )

In this extract, a text collage is marked as conceptual art and the collaged product is
dissolved into its constituent parts, so that the illustrative process appears as if decon-
structed. What remains is the term “image” as the linguistic label for a model.

This process description is characteristic of Holm’s novel which elevates the rela-
tionship between linguistic or figurative signs and whatthey denote to a topic in itself.
The book is a modernist urban novel which opens a debate on the status of language
in relation to the extratextual world. At the same time, Min elskede is a work which is
sceptical of urbanisation, its criticism of civilisation foreshadowing the urban crisis
and criticism of capitalism in the 1970s.

Holm’s novel presents a utopia of Copenhagen—and its supposed failure. With
his definition of existence in Copenhagen as “pé et tynd blad mellem oppe og nede”
(living on a fineline between above and below) (Holm 61), Holm elaborates on the
notion that both the city’s development and urban living are at a turning point at the
end of the 1960s. In this major upheaval “Kgbenhavn er nedlagt” ( Copenhagen was
closed) (Holm 113) , the revolution is consummated by a reversal of relations: “ed
og op skifter retning” (above and below have exchanged their viewpoints) ( Holm
110). Revolution as a consequence of the “up-and-down movement” not least al-
ludes to the Sanct Hansafien-Spil (1803) by Adam Oehlenschliger, striking a char-
acteristic revolutionary-romantic note. Beyond this, Holm’s novel explores the ques-
tion of how the notion of the “city as a conglomerate text” , which in this case consists
of highly heterogenous elements, is related to a politicised text calling for action. In
what follows, I would like to investigate how the aesthetic and political processes of
mobilisation are interwoven.

Montage and collage are the key interdisciplinary techniques of composition and
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internal structurein Holm’s novel, which is divided into 38 brief chapters, an epi-
logue, a conversation, and a letter. The text characterises itself as a genre hybrid:

Det er en reolbog. Fyldt op med alle genrer. En rodekasse. Det er en @ske lys-
billeder af Kghenhavn og en tegnefilm om hvad man méske burde ggre. Det er et
hyrdebrev og en traktat og en opbyggelsesbog. (Holm 117).

(This is a shelf book. Filled with all genres. A crate full of odds and ends. It is
a box with Copenhagen slides and a cartoon on how one might take action. It is
a pastoral letter and a tract and a devotional book. )

Holms novel deals ( non-chronologically) with a pre- and post-revolutionary Copen-
hagen. To protagonists, the agents A and B intend to build a new alphabet of human
beings which are supposed to start a kind of counterrevolutionary movement. In the
epilogue of the novel a bizarre technocracy illustrates the risks of utopian socialism.

A number of chapters are linked by the satirical revolutionary actions of the two
agents, others can be understood as part of plot strands. References to genre can be
discerned, for example to filmic or dramatic forms: film episodes, the performances
of the Marx brothers, improvised scenes, street theatre or revue interludes; the satiri-
cally coloured portrayal of a gun battle in the harbour, resembling the travesty of a
civil war during the revolution, includes the stage direction, “Der er ingen musik til
denne del af kapitlet” (There is no music to this chapter) (Holm 59).

When reading Min elskede, the fragmentary novel is run through in its performa-
tive consummation, the text is to perform itself and become a reading event which
goes beyond a mere constitution of meaning.

City and Text as Collage

The novel’s epilogue concerns the fantastic architecture of the English artist group
Archigram, which practised radical criticism of urban planning in the 1960s ( Cook
60 —62). Archigram raised the collage to a principle for its urban planning and ar-
chitectural designs, applied both conceptually and to the concretisation of the land-
scaped areas and buildings it described.

Analogous to specific structuralist premises which also stand out in the linguistic
reflection of Min elskede, Archigram calls for a fluctuating city which does not just
continuously transform itself but can even move and invoke itself in another place. As
an example, the “Blow-Out Village” from Archigram develops like a dome in a
process similar to metamorphosis. It is precisely this metaphorical concept that Holm
selects to illustrate the structure of words which stretches over Copenhagen in a text-
conscious manner ( Holm 46). In contrast to the technology-affirmative, modernistic
vision of Archigram , Holm’s utopia also includes anachronistic elements; horse, cart,
and tent for the “travelling people” or showmen which can form voluntary nomadic
communities. The agents A and B, who want to recruit an alphabet of revolutiona-
ries, are also voyagers. The invigoration of urban forms of cohabitation in Min elskede
acclaims the organic and foreshadows ecological values. This has nothing to do with
Archigramvs glorification of Le Corbusier’s machines for living in, as I have argued
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elsewhere ( Wischmann 2003, 235 —243).
The Swarm

The demands of a peaceful revolution and a change of awareness are expressed with
great clarity in the sensual metaphor of the swarm: the swarm of fish or insects reor-
ganises itself unremittingly, finds new forms of organisation, remains defined by the
interests of the individual, and is non-hierarchical; The swarm of fish represents the
harmonic community of sensitive individuals with a fulfilling collective experience
(Holm 63). The fishes swimming side by side in the water are united in their slight
moves and they are moving as one body in dialogue with environment and nature. But
by an arbitrary signal the swarm splits up and each member of this temporary commu-
nity focuses her/his concentration on different aspects of the living conditions. The
perceptions and sensations of each member stay individual, even unique.

As the personification of Copenhagen as beloved already suggests, fluctuating
characteristics are mainly positively connotated, such as ability for metamorphosis,
movement and change (e.g. a dancing crowd, groups of animals, growing grass,
evocative gardens in moonlight). Mobility and dynamism display a fundamental suita-
bility for trying out utopia. At a love-in in forest park Dyrehaven, the heady crowd
resembles a swarm of fish; Hver bevaegelse er langsom, som et keertegn i distraktion,
huden star sgvnigt &ben og &nder med geeller. “ (Every movement is slow, like a dis-
tracted caress, the skin is sleepily open and breathes through gills. ) ( Holm 82).
This is a vegetative state understood in a positive way, characterised not by stagnation
but inner dynamism.

The presentation of a gathering of like-minded people as an organic community
may seem like a notion indebted to the 19th century. The organic concept as we find
it in Ferdinand Tonnies and elsewhere, however, is regenerated or even problema-
tised by Holm in several respects: the organic communities are characterised on the
one hand by physical sensuality, on the other the formation of the temporary self-suf-
ficient group is played through medially and textually. The members of the swarm—
the following example deals with picture elements and insects—only form a meaning-
ful whole for a certain period of time and only from a specific perspective. Once this
totality has been created, the context dissolves, as the novel repeatedly stresses. This
image formation and dissolution also relates to the collage units of the novel them-
selves.

In a solo feminist effort, a young woman lures the four men who have actually ar-

rived for a rendezvous into an image trap:

De [ Herrerne, AW ] gar sammen hen til dgren og &bner den. De mgdes af et
stort spejl som viser fire meend 1 festtg] pd vej ind 1 et soveveerelse. P& sengen,
under en lille lampe, ligger et legemsstort fotografi af deres veninde. Hun er
nggen. [ .. ]| Fotografiet er forstgrret. Nar de fire maend bgjer sig over det ser de
tydeligt de grove korn i eksponeringen af den afkledte krop. (Holm 90).

(They [ the men, AW ] go to the door and open it. They are standing opposite a
large mirror which shows four men on their way to the bedroom. On the bed, be-
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low a small lamp, is a life-size photograph of their girlfriend. She is naked.
[...] The photo has been enlarged. When the four men bend over the image
they can clearly identify the rough grains of the image in the enlarged photo-
graphic print of the naked body. )

In this example, it is first the overall figure and its outline which is the focus and then
the constituent elements, similar to the art of Roy Lichtenstein and Sigmar Polke who
in their graphic and painterly conceptions work with the rough image grid of news-
paper photos. The dots receive their semiotic character as picture elements related to
one another only in the overall image. Only in context can certain dots express light-
ing states or diverse material surfaces.

The metaphor of the swarm receives a further dimension when in a “sociological
nature scene” the grains of the image in press photos or in pop art is directly projec-
ted onto a swarm of mosquitos. The narrator describes how the insects buzz in the air
after they have sucked their bodies full of blood (and can thus be visualised clearly as
dark picture elements) : “ Afstanden mellem de enkelte blodpunkter ville blive stadig
stgrre ligesom et fotograferet portreet gér i oplgsning i lutter korn. Ligheden med et
menneske vill aftage” (The distance between the blood dots becomes increasingly
large, just like a photo portrait dissolves into mere image grains. ) (Holm 104).

In the model of a community in Min elskede, a collective multipartite movement,
participation, and organic harmony are emphasised. The overriding intention of the
temporary multipartite organism, which remains constantly in motion, nevertheless re-
mains unclear. The event of its existence is more important than its intended actions,

the happening itself more important than the outcome.
Urban Revolution and Linguistic Renewal

The novel reveals that a political movement also presupposes a linguistic and aesthetic
movement. What is at the bottom is moved to the top. The energetic urban body ulti-
mately prevails, the stomach and drives triumph over the intellect, and grass over-
grows the stony city. The typical watchword of the time, “Under brostenene ligger
stranden’ ” ( The beach is below the paving) , suggests itself.

Beyond this, an existing freedom is also to be reclaimed as an aesthetic and po-
litical experimental sphere; there should always be sufficient air between the words
and the buildings to drive forward dynamism and change in the sense of a system-crit-
ical revolution ( Wischmann 2003, 225). It is first the successful work of the agents
A and B which demonstrates how the potential of these possibilities of political in-
volvement can be gradually harnessed, who enlist ever more members for the “up and
down movement” , so that the foundation for an alphabet—the structured variant of a
swarm made up of letters—is laid. Due to the assassination by their stooge, they must
flee prematurely. Their contribution to the revolution of 1968 is therefore of doubtful
value.

Post-revolutionary Copenhagen also sees itself faced with insoluble problems:
linguistic doubt makes itself felt in the epilogue. Or must the author of the “statutes
for a mobile Copenhagen” in the style of the “walking city” from Archigram possibly
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adapt himself to the demands of the censors and revise his utopian project? Might the
urban utopia, once enacted, tip over into a dictatorship because the socially emanci-
patory ideal of the swarm cannot be achieved? Does the figure of the author remain
such a captive of his text that he comes to doubt the urban planning utopia for pre-
cisely the reason that it is founded in language? Or should the limits and possibilities
of politicising literature be generally problematised?

The reader ultimately gains the impression that the figure of the author suffers
under the pressure of expectation to contribute proactively to the 1968 movement.

By contrast, the work of the agents merges linguistic and political activity direct-
ly. Their provocative actions aim to show the Copenhageners what is latent within
them, what unexploited energies and abilities lie dormant; the demand for an experi-
mental testing ground can be understood as a call to translate latent possibilities into
(linguistic ) action and realise utopian projects. Linguistically, this approach—to
paraphrase Saussure—can be grasped as a transformation of units of a potentially pos-
sible linguistic system ( “langue” ) into a genuinely practised linguistic system ( “pa-
role” ). Provocative linguistic work could thus be understood as encouragement to
consciously enlarge the previously linguistically active register, proceeding from lin-
guistic potential in particular to better exploit aesthetic and political potential.

The process of mastering language and mobilising the “langue” is simply illus-
trated by the agents A and B, as they learn Danish in order to recruit members. They
perform acts of language and motion simultaneously: “vi taler og cykler dansk” (we
speak and cycle in Danish) (Holm 37). Significantly, with their non-Danish linguis-
tic backgrounds, they formulate different idiomatic expressions than those typically
used by Danes in daily life. They also make use of many quotations and linguistic
clichés which they re-enact in puns and plays on words. The figures employ an im-
proper language, phrase things experimentally and tentatively, use phrases or
markedly ambiguous expressions: the stooge of A and B, a tailor, for example says:
“jeg heefter mig ikke ved det” (I’ m not stuck on it), or the figures recognise their
own phrases in the other; “Det er som om det er mine ord. ” (It seems to me that
your words are mine. ) (Holm 39, 24). (These plays on words are not really trans-
latable, but they even show that—as in Saussure’s semiotic model—a single altered
letter completely changes the meaning of a word: “fugten og fuglen” ( Holm 15):
“mageslgst und magteslgst” (47); “pé& dens gamle plads und p& den gamles plads”
(113). The leitmotivic formula of the “fine line between above and below” also re-
lates to the meaning-generating difference of the relations of signs. The textual meta-
phorisation of the “city as text” is thus developed linguistically and philosophically.

Copenhagen as Narrative

In the quotation about the collected dome and the description of the hybrid genre
(Holm 45, 117) , the overcoming of boundaries, the flowing transitions and the mer-
ging process are emphasised. This fulfilling experience, accordingto the quotation, is
bound to the time it takes to read the novel. In addition, the challenge here is to bear
in mind the model character of the dome city I identified as the “Blow-Out Village”
by Archigram, which is not a literally formulated utopia with direct call to action but
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an arrangement of exemplary urban texts which in its composition forms a linguistic
image for a conceptual metaphor of a city.

The novel plays textually and self-reflexively with the figure-ground relationship ;
the writing on thepage, the buildings on the earth’s surface, the incomplete revolu-
tionary movement of A and B as an aborted writing movement in Copenhagen’s text.
On the departure of the agents, the scenography is dominated by whiteness, as if the
printed text were being removed from the page of the book ( Holm 109, 107). A free
city of words promises a non-hierarchical language. This hope is not fulfilled, the
swarms lose their outlines and move aimlessly, the alphabet of revolutionaries illustra-
ted as letters, potentially complementary and mutually enabling proves not to be
sound. Nevertheless, the narrator—following a fictitious conversation with a dissatis-
fied critic and a baffled reader—remains true to the ideal of the swarm of fish and
thus also to the dream of pre-linguistic intuition ( Holm 119).

Mobilisations

Min elskede reveals a specific mobilisation for change—starting from the indignation
and criteria of system-critical left-wingers and the grassroots movement. The positively
connoted dynamism is obviously not related to the economic growth of the Danish “re-
cord years” , an increase in efficiency or accelerated everyday life. It is to be under-
stood not teleologically but organically. Bourgeois capitalist society and its conven-
tional social models represent destructive stagnation, even death in isolated portacab-
ins: “Ingen kan flytte sig uhindret op og ned, gennem veeggene, hen over pladserne
og i parkerne. ” (No one can move freely from below to above, through walls, across
squares and into parks. ) ( Holm 105, see also 83, 119). In the social-realistic
chapters of the novel, a lack of mobility and openness represents isolation and the ab-
sence of communal energy or communicative circulation. Planned existence and func-
tional and rational building are equally denounced as having caused a state of defi-
clency.

Voluntary mobility and bodily or collective-intoxicating experiences of movement
often hold sensual and erotic potential ; they have a welcome deregulatory effect on the
subconscious and civilisation’s safety mechanisms. This is emphatically underscored
by the love-in in the Dyrehaven forest park ( potentially driven by animal instincts ).
In place of proverbial codification, fragmentation and restructuring are advocated.

In Holm’s work, the image of the extendible domed city from Archigram accentu-
ates the fact that the urban everyday world becomes a mobile artefact under the influ-
ence of revolutionary action. The domed city resembles a mobile which can be frozen
for the moment, which remains in temporary constellations for a brief time. These
stills of the mobile are presumably not repeatable, at the very most certain set pieces
can be cited or certain semantic contexts can be recapitulated. The consequences of
the actions of the city dweller inspired by revolution are just as unpredictable as the
formations of the social collective themselves.

Holm’s 1968-inspired views of the time can be interpreted in terms of cultural
history as close to theProvie movement, a rebellious subgroup of provocative agitators
who infiltrated and disrupted other groups or created their own happenings ( Osterberg
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91). This movement celebrated its own burial once, in its own assessment, there was
a danger of the Provies petrifying into an established organisation. In Min elskede, the
movement guarantees the individual and not the other way around ( Osterberg 91).
The human criterion may not be lost, the “good intentions” should in no way be
abused or ideologically manipulated by state interests.

The contradiction between the organic swarm metaphor and the collage’s con-
scious use of models is striking: an intuitive community, characterised as pre-linguis-
tic, and an overriding analytical concept of urban society in the style of a “supertext”
face each other. The metaphor of the swarm is already itself ambivalent, as an anach-
ronistically-coloured, social romantic idea of community encounters “modern individ-
ualism”. The question of the actual motives and values which make the swarms actu-
ally cohere remains unanswered. It is, however, evident that it is the demand of bod-
ily and sexual politics which stands out in the thesis of the political integration of
physicality and the glorification of the organic in Min elskede.

The swarm concept must be described as ahistorical because a shared under-
standing of community, in the sense of an intuitive feeling of common identity, is pre-
supposed amongst all members (se here the criticism of the unbalanced positive eval-
uation of “community” in Bauman 2009 ). Processes of inclusion and exclusion,
such as the status differences between members and non-members, the freedom of the
“others” or the potentially arduous and protracted building of consensus are absent.
Alone the emphasis of the protected right to individuality is reminiscent of the possible
risk that the common movement might become an end in itself and the needs of the
members one day subordinated to the collective interest, a development which would
mark a point of change from utopia to dystopia.

Although the swarm can be integrated within the overall concept as acollage ele-
ment, this image represents a somewhat retrograde utopia. The visionary idea, pres-
ented in the epilogue, of a post-revolutionary Copenhagen which transforms
Archigram’s “ Blow-Out Village” and “Walking City” in a literary way, directs the fo-
cus to an uncertain future. Here, language appears to be threatened by an endurance
test between mimetic function and self-reference. The decision to be met collectively
on who is to supply the guidelines for the communal life also involves danger. In
1968, the yearning for community is evidently directed towards the past and the fu-
ture simultaneously.

The aesthetic mobilisation primarily exists in the efforts of the reader required to
bring together the many component parts into a text dome and in doing develop a
highly personal interpretation. Performative understanding of the construction of the
text and meaning is required of the reader. The recipients create their own collage in
reading which is tied together via intra- and intertextual connections (Riha). As the
discussion between the author figure, critic and reader at the end shows, the frag-
mentary challenge of Min elskede aims to provoke. The process of provocation is wide-
spread in both concept art and the political culture of the 1968 revolution and can be
understood as the epitome of combined aesthetic and political activation.

The process of setting in motion points to the call to action and the challenge to
adopt a position, in this case to critically examine the idea of community and in parti-



Collage City — City Collage:On the Relation Between Aesthetic and Political Mobilisation in
Sven Holm's Min Elskede - En Skabelonroman / Antje Wischmann

cular the swarm metaphor and investigate the ambivalences of this model ( Togeby) .
This also includes careful consideration of all the aesthetic and political connotations
of the swarm (and might also be inferred from the current and usually careless use of
the swarm metaphor in the context of social networks ). In a further frame of refer-
ence, the process of plunging into turmoil of the “above and below movement” sug-
gests adopting an attitude of the groupings and demands of the 1968 movement—a
counter-revolutionary, feminist, ecological, or, intellectual-philosophical one? This
positioning is a key and easily underestimated consequence of mobilisation. And it is
precisely the kaleidoscope of text elements which opens up a perspective on these
highly different tendencies and dynamics. Contradictions, confrontations and inter-
stices remain clear, as in a collage of heterogeneous or prefabricated materials. In
this experimental novel, Holm forges a link from the romantic fragment to pop art.
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Abstract Old age is a major issue in many political debates in the contemporary
Danish welfare state as well as in much contemporary Danish fiction. Most western
populations are experiencing a demographic revolution, where societies are coming to
consist of an increasing number of older compared to younger citizens. This puts pres-
sure on the traditional Danish or Scandinavian welfare model, which has financed all
older citizens’ pensions and health care, but which most politicians and economists
argue cannot be carried into the future in an unchanged form. Thus welfare reforms
have been accelerating since the 1990s. Concurrently, in contemporary realist fiction
many authors address the subject of old age, aging and the welfare institutions and in-
tersubjective collectives in which this takes place. In these fictions, often set in nurs-
ing homes, hence “nursing home novels,” we may observe how individual citizens
can be imagined to live in and with these welfare reforms. Among these authors this
essay singles out Bent Vinn Nielsen and in particular his novel from 2010, Et liv i al-
mindelighed (A Life in Ordinariness) to propose that through the immersive experi-
ence of fictional reading such a text potentially provides readers with affective knowl-
edge of the final chapters of life as experienced by ordinary individuals in the welfare
state. This knowledge is needed, the essay proposes, in order to have a qualified and
properly nuanced public debate about old age in the welfare state of the future.

Key words Bent Vinn Nielsen; welfare state; nursing home; old age

A number of critical studies have in recent years begun toaddress and analyze the
complex relations between the Danish welfare state as it has emerged and been trans-
formed through a series of political compromises since the Second World War, and
narrative works of imaginative literature ( Kjeldgaard and Stjernfelt; Hansen; Schw-
artz; Simonsen and Stougaard-Nielsen; Mai, Keitere). The underlying premise is
that we enhance our understanding both of the welfare state and of literature when we
consider them in an interdisciplinary perspective. In terms of this research, Bent
Vinn Nielsen (born 1951) singles himself out as an author who claims special inter-
est. In particular by virtue of his most recent novel, Et liv i almindelighed (A Life in
Ordinariness) (2010) , his fifteenth since his debut in 1978. The novel is set in a
nursing home (hence “nursing home novel” ) and it deals with a key political issue
in today’s welfare state: old age. Old age is a major issue in the political debate in
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the contemporary welfare state, where the increasing number of old ( Above 65) and
very old ( Above 80) citizens both entitled to and in need of pensions and various
forms of care is often seen as a potential bomb under the welfare system. Old age is
also an issue in much contemporary fiction, where many authors address the subject
of old age and ageing and the welfare institutions and intersubjective collectives in
which this takes place, and through the immersive experience of fictional reading po-
tentially provide their readers with affective knowledge of how this chapter of life is
experienced in the context of the welfare state. This knowledge is needed, the essay
proposes, in order to have a qualified and properly nuanced debate about old age in a
reformed welfare state of the future.

Vinn Nielsen’s workcan be considered as both a product of and a critical re-
sponse to the welfare state as the political and ideological system that frames the lives
of ordinary Danes in multiple ways. The critic, Rune Lykkeberg, has recently argued
this in his study, Kampen om sandhederne ( The Baitle for the Truths) , where much
of Vinn Nielsen’s work functions as a seemingly privileged mirror of changes in the
basic values and mentalities in Danish society over the past decades. According to
Lykkeberg, Vinn Nielsen’s novel, Opkab af dgdsboer ( Buying Estates from the Dead)
(1980) , for instance, anticipates by twenty years the then newly elected Prime Min-
ister and leader of the Liberal party, Anders Fogh Rasmussen’s 2002 critique of the
reigning values and ideological presuppositions of the Danish cultural elite ( Lykke-
berg 59). The cultural elite was seen to have participated in creating a system of wel-
fare that was informed by many good intentions on behalf of the citizens in terms, for
instance, of creating equality through progressive taxation and economic redistribution
as well as providing free health care for all, free education (including higher educa-
tion) to enable social mobility, as well as a variety of pensions and other monetary
means of insurance against social risks. Yet despite these good intentions, the system
was felt by many to be, on the one hand, patronizing and to disempower the individu-
al, and, on the other hand, a system that is largely beneficent to the middle class
rather than those at the bottom of society.

Vinn Nielsen’s critique of the welfare state is complex and reflects many Danes’
ambivalent relationship to the welfare state. Most Danes support the basic ideas and
values of the welfare state (Petersen and Petersen 2007 ; Gundelach). Indeed, to as-
sume political power and governmental office, one cannot be fundamentally critical of
the welfare state (Petersen and Petersen 2010). The chief architect behind Anders
Fogh Rasmussen’s victory in 2001, the liberal politician Claus Hjort Frederiksen, for
instance, in an interview in 2010 embraces the welfare state in a way he and the Lib-
eral party had never done before 2001 when he says that he has had it “ind under hu-
den” (it has “gotten under his skin”) (Lundis 37). However, he finds that it has
developed away from a Social Democratic universalist model, where everyone gets the
same offers and services from the state, towards a more (neo) liberalist model, where
the individual citizen is given more choices and where the public sector is integrated
with and competes with the private sector. Yet many Danes are also skeptical of the
welfare state’s interventions in their personal, intimate lives when the state assumes a
position of one who knows better than the citizen what is best for that citizen. And
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they are skeptical about the good intentions on behalf of those at the bottom of socie-
ty.

Vinn Nielsen is acutely aware of this ambivalence. This can be seen for instance
in the fact that he, on the one hand, is a part of the welfare system because he gets
money from the National Art Foundation of 1965 for being a creative author of the
highest quality, and on the other hand that he is very skeptical of the very system that
feeds him because he knows that it sometimes treats people in inhumane ways by de-
nying them their individuality and reducing them to infantile clients. This is brought
out in a newspaper essay from 1998 where he reflects with Kafkaesque insight and
precision on how he was granted a prestigious lifelong stipend from the state. The offi-
cial letter from the Minister of Culture pointed out that this stipend was “samfundets
officielle anerkendelse af og taknemmelighed for de vaerdier, du har skabt som kunst-
ner, og som har beriget samfundet som helhed” (society’s official recognition and ex-
pression of thankfulness of the values you have created as an artist, which have en-
riched society as a whole) (Vinn Nielsen, Dysfunktionelle 8). The welfare state, in
other words, appreciates its artists, even if they are critical of it ( sometimes especially
if they are critical ) ( Mai, Keeitere). This is a key aspect of Danish democracy,
which one of the most significant intellectuals who supported the idea of the welfare
state in the period after the Second World War, when it was frowned upon by many,
Villy Sgrensen, describes in a newspaper article in 1965 ;

“Ligesom diktaturstaten ganske logisk forbyder den originale kunst for at opre-
tholde sig selv, er det ganske logisk, at den demokratiske stat begunstiger kun-
sten — for at opretholde sig selv. Loven om statens kunstfond er det officielle
udtryk for, at staten har anerkendt kunstens opposition lige s& vel som den pol-
itiske opposition”

('As a dictatorship logically bans original art from sustaining itself, so the demo-
cratic state must favour art for its own sustainability. The Law on the National
Art Foundation is the official stamp for the state’s recognition of art as a critical
opposition similar to the political opposition) (qtd. in Mai, “Literature as Com-
panion” 56).

Yet even as it appreciates and subsidizes a critical and oppositional literature as the
bedrock of democracy and freedom, the welfare state in the guise of the complex sys-
tem of taxation makes life almost intolerable for many artists. In the 1998 essay Vinn
Nielsen reports how the state made him feel disempowered when — without even in-
forming him — it took money that he earned through having his books available free
of charge in the public libraries (a cornerstone in the welfare state’s cultural policy)
and used it to pay his tax debts and in effect virtually deprived him of his livelihood.
He is not averse to paying his taxes, he says, but he wants to be treated with at least
a modicum of respect. These kinds of ambivalent experiences with the double-edged
sword of the welfare state inform Vinn Nielsen’s work in many ways.

Vinn Nielsen is not a politician and he has no utopic literary agenda. In a new-
paper interview he states that for him, literature is not meant to give directions or for-
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mulate a political program. Instead it must reflect, with the greatest adequacy and
precision, how a given politics influences the people in their ordinary lives. Vinn
Nielsen’s novels are ideally suited for this task in so far as they combine a distinct so-
cial realism of language, style and content that is almost documentary in terms of giv-
ing slices of life as it is lived in Denmark today, with certain experimental aspects of
modernism, especially the use of limited perspective and narrative unreliability and
irony. This mix enables Vinn Nielsen to avoid the tendency towards naive moralism
and idealism in traditional social realism, where the indignation and know-all attitude
of the author can transform the work into propaganda, and the diametrically opposed
tendency towards abstraction and mysticism in high modernism, where the formalism
of the author can turn the work into a merely self-reflecting string of words that cannot
keep the reader’s interest for long. Navigating these Scylla and Charybdis, Vinn

3

Nielsen instead delivers what has been characterized as “et stort og enestiende stykke

samtidssociologi” (a grand and unique piece of sociology of the present) ( Stjernfelt
262).

The choices made by an author of where to turn his sociological gaze, of which
political consequences to investigate in his art are political, no doubt, but they do not
reflect an ambition to change things in a direct manner reflective of a crude instru-
mental understanding of the literary work of art. Vinn Nielsen’s most recent novel, Ei
liv i almindelighed , investigates among other things Danish welfare politics as it has
impacted on retirement habits and the treatment of the very old in nursing facilities.
The nursing home and the treatment of the very old is a privileged topos when anyone
wants to measure the extent to which the welfare state lives up to its own good inten-
tions. In an essay from 2000, Vinn Nielsen reflects on the Social Democratic Prime
Minister (1993 —2011), Poul Nyrup Rasmussen’s annual New Year speech to the
people, which is broadcast on January 1% every year. Nyrup Rasmussen talked at
length about and celebrated the history and basic values of the welfare state, saying
among other things,

“Vi skal have r&d til velfeerdMgllerssamfundets grundleggende omsorg og
tryghed. Vi md ikke affinde os med svigt i forhold til dem, der er svagest og
mest udsat. Vi md ikke affinde os med, at gamle p& plejehjem behandles
uveerdigt. Der skal overalt i vores land veere en ordentlig Aldreomsorg”

(We must be able to afford the basic care and security of the welfare state. We
must not fail those who are most weak and exposed. We must not accept that old
people in nursing homes are treated in an unworthy manner. Everywhere in our
nation there must be a proper care for the old) ( Rasmussen; Rasmussen’s ital-
ics).

Nyrup Rasmussen’s point was that we could afford this and that reports of maltreat-
mentin nursing homes were exceptions to the rule. To this, Vinn Nielsen drily com-

ments ;

Hvis man nu var senildement beboer pa et plejehjem i Odder, er det ikke sikkert
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man ville kunne se ligheden mellem det samfund, statsministeren taler om, og
s det man selv kender. [ ::-] Enten taler Nyrup mod bedre vidende, eller ogsa
har hans rdgivere bare ikke fortalt ham, at i lgbet af de &r han har veret ved
magten, har middelklassen nok forbedret levestandarden. Men det har de
omkring 800. 000, der er afthengige af velferdMgllerssamfundets velvilje,
bestemt ikke. (Vinn Nielsen, Dysfunktionelle 19)

(If you were a senile inhabitant of a nursing home in the city of Odder, it is not
certain that you could see the similarity between the society the Prime Minster
talks about and the one you know yourself. [ ---] Either Nyrup Rasmussen is
speaking against his better knowledge, or his advisors have neglected to tell him
that in the few years he has been in power, the middle class may have improved
its standard of living. But those 800. 000 people who depend on the good will of
the welfare state, have not. )

While Vinn Nielsen here, in a polemical newspaper essay, sides with the old nursing
home inhabitant and against the system, in his art he is more nuanced.

Disregardingfor a moment the novel’s complex manner of articulation through va-
rious narrators and the subtle ironies that emerge from this manner of articulation, it
contains, on the one hand, what seems a critique of a system of public welfare that
both pays generous early retirement pensions ( “efterlgn” ) to individuals who could
still work (aged 61 and 62), but have chosen to follow their own interests and ways
of aging, and at the same time seems to disregard the individual needs and desires of
a very old disabled person in a nursing home (the protagonist, Skat Enevoldsen, who
is 96 years old, has to struggle against the system to get his daily shave and the free-
dom to go on a little road trip). On the other hand, the novel opens itself up to being
read as affirmative of certain aspects of the welfare system given that the welfare sys-
tem both directly and indirectly enables Skat Enevoldsen to tell his life story to a vol-
untary visiting friend. This visiting friend has taken early retirement because there
were no jobs for him in this part of the country (the hardware business that had em-
ployed him closed) , but unlike his wife, who cultivates herself with trips to enjoy na-
ture and art museums and joins other early retirees at Nordic Walking, he spends his
early retirement as a visiting friend at the local nursing home where he has been sent
specifically to visit Skat Enevoldsen by the municipality, a key part of the welfare
state. In the telling of this story, Skat Enevoldsen enriches his own life and the lives
of others, both directly and indirectly. The welfare state in other words is both a com-
panionable helper and an obstacle to be struggled against, and persons on early retire-
ment are both represented as problematic narcissistic free riders and as crucial sup-
porters of the welfare system that pays their pensions. The relations between the work
of literature and the welfare state are in other words complex making it impossible to
deduct a politics from this novel as far as the state is concerned.

Et liv i almindelighed thus engages what may be the most serious immediate
challenge of the welfare state: the growing number of people reaching deep old age
and moving from the position of taxpaying contributors to the welfare system to being
recipients of various welfare services and benefits. Some economists and demogra-
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phers see this as a potential disaster and talk about a “global retirement crisis”
(Jackson 325 —32) , yet Vinn Nielsen sees more than that: a fertile artistic material
that gives us as readers a rare chance to imagine life — a life lived in ordinariness —
from the perspective of old age disability ( Skat Enevoldsen is confined to a wheel-
chair and unable to use his fingers to write due to arthritis) , which is a perspective
most readers are debarred from in their ordinary lives. The novel indeed continues but
also extends Vinn Nielsen’s micro-sociological approach by opening up his work to a
tendency which we have witnessed increase its pace over the past decade or so in both
Danish and international fiction; stories which in various ways seek and find aesthetic
expression for life as it can be imagined being lived and experienced for an old indi-
vidual ; a perspective and slice of life not traditionally bestowed much attention by
writers of imaginative fiction. In Danish literature, besides Vinn Nielsen, we can
think of work by Christian Jungersen, Krat (1999 ), Kirsten Thorup, Ingenmands-
land (2003), Bent Haller, Fgrst ved livets ende (2004), Trisse Gejl, Patriarken
(2006), Anders Bodelsen, Varm lufi (2009 ) and Vibeke Grgnfeldt, Livliner
(2011). Different as they are in many ways, these authors aim to provide realistic,
that is, credible, believable and at times seemingly authentic narratives about old age
as it is lived, sensed and felt by imagined individuals in contemporary Denmark.
Their stories enable readers to imagine what it is like to inhabit the country of old
age, a country whose inhabitants are nothing like they used to. Old people in the
West are generally older, healthier and much more interested in their specific identity
and circumstances in life compared to the generations that came before. Today it is
normal to expect to grow old even though the maximum number of years reached by
the oldest old has not changed significantly. The reasons for this “long life revolu-
tion,” as it has been dubbed by Robert Butler, have to do with developments in med-
icine, hygiene, nuirition, increase in wealth, better working and living conditions.
We see new life ages emerge (we can expect both a third and a fourth age), new
types of identities, hobbies, interests, diseases, medicines, forms and places of liv-
ing, patterns of consumption, educational needs, etc. Our common existential hori-
zon is in other words being expanded dramatically, even if slowly. To begin to make
sense of the human implications of these revolutionary changes we turn to fiction for
its capacity to dramatize the life of the individual in society and to capture emergent
structures of feeling, mentalities and issues of human interest.

One of the first pieces of welfare legislation in Denmark (1891) concerned old
age pensions. Indeed, care for the old has always been a key issue in the develop-
ment of the welfare state (Petersen). The universalism of the people’s pension of
1956, where all citizens were granted the right to the same relatively generous pension
upon retirement, irrespective of who they were and how they had lived their life, is
an important symbol of the Danish model of welfare and an integral part of Danish na-
tional identity. This despite the fact that the pension system, through a number of
still ongoing reforms aiming to accommodate the welfare system to changing demogra-
phy, has developed away from its former pay-as-you-go universalism towards a system
where the individual’s future pension is contingent upon his or her employment,
which means that a greater degree of inequality can be anticipated in the future.
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Yet Danes (and Scandinavians more generally) expect the state to take care of
them in their old age and in the Danish welfare state care for the old is seen as prima-
rily the duty of the state rather than the family or the employer ( Szebehely). The
state takes care of the old in order that adult children can pursue their own careers.
The idea that the state acts as a parent vis-a-vis the citizen is indeed second nature to
many Danes, whether they like it or not ( Kjeeldgaard). Former Social Democratic
Prime Minister (1972 =73 and 1975 -9), Anker Jgrgensen, who is by many Danes
seen as the incarnation of the traditional ideas and values of the welfare state, com-
pares in an interview the welfare state ( which he conflates with the welfare society) to
a family: “pa& samme made som foreldre skal skabe tryghed for deres bgrn, si har
samfundet — bare I stgrrre mélestok - til opgave at veere en slags foraldre for borg-
erne og sgrge for tryghed” (in a manner similar to parents making sure their children
are secure, society’s role — merely on a larger scale — is to be a kind of parent to
the citizens and ensure their security) (Lundis 16). In the 1960s and 1970s a grea-
ter number of old age pensioners moved into a nursing home while they were still in
relatively good health. The modern nursing homes were large and in them the inhabit-
ant was treated in a standardized way almost as if he or she were in a hospital. At the
end of the 1970s amidst the world oil crisis, it increasingly dawned on politicians that
the state could not afford these nursing homes, on the one hand, and, on the other
hand, that few people wanted to enter what was being seen as what Erving Goffman
would call “total institutions” to be treated as patients even while they were healthy.
Instead, the politics was changed to enable people to stay in their own homes as long
as possible and only go to a nursing home facility (or other form of sheltered housing)
when they could no longer be cared for in their own homes (the standard of private
housing had risen dramatically in the Golden Age of the welfare state, 1950 - 1970,
where many had acquired their own house in the suburbs to give this politics a firm
basis for realization). The means to realize this politics was extensive home care and
completely refraining from building new nursing homes after 1987 ( Rostgaard). Sim-
ultaneously , a new understanding of old age as not an illness but rather a phase of life
filled with potential for change, productivity and personal growth began to emerge
both among the elderly and society in general. The desire to stay in one’s own home
after retirement and for the rest of one’s life is the desire of the overwhelming majority
of Danes today. This suits the politics, which is increasingly aimed at developing va-
rious forms of home care, and reflects the advanced individualization of late modern
societies ( Lewinter). As an anthropological study has recently shown, to become de-
pendent, enter a nursing home and be treated as an object by indifferent caretakers
epitomizes our greatest fear when asked about what constitutes “the good life” in old
age (Nielsen). As I will suggest in the last part of this essay, Vinn Nielsen’s Et liv i
almindelighed is virtually unthinkable and maybe unreadable outside of this context of
the Danish welfare model regarding old age. Before making that argument, I wish to
indicate how old age is represented in two of Vinn Nielsen’s previous novels.

Nursing homes and old age can be found on themargins of Vinn Nielsen’s earlier
work. Realiteternes verden (1992) ( The World of Realities) is a novel profoundly
critical of the mentality generated by the welfare state in a group of unemployed and
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unskilled workers in a Danish province (Nakskov, Lolland). The nursing home here
figures as the ultimate but ambivalent “gift” the welfare parent-state has to offer the
citizen-child. The first person narrator, Knud, looks from within his rather limited
point of view at his own situation as a client of the welfare state without any prospect
of real employment

[---] vi sad jo bare pa vores blankslidte, artige ré¢v og blev mere og mere
gramelerede. Vi skulle nok holde kaft og ggre, som der blev sagt. Vi generede
ikke nogen, vi kunne ingenting og vi gjorde ingenting. Ingen kunne bebrejde os
noget, vi lavede ingen uro, vi sad helt stille og roligt og var bare glade for at
blive forsgrget. En skgnne dag kunne de kgre os hen pi et plejehjem, s kunne
vi sidde derhenne og spise smikager og more os over de ungdommelige typer,
som gad optraede for os i fjernsynet. (75)

([---] we were just sitting on our well-worn, well-behaved ass getting more and
more grayish. Of course we would shut up and do as we were told. We didn’t
bother anyone, we were good for nothing and we did nothing. No one could
blame us, we caused no trouble, we sat all quiet and were happy to be provided
for. Some fine day they could take us to a nursing home where we could sit and
eat biscuits and be amused by the youthful types who cared to entertain us on
television. )

Knud speaks directly to a small group of listeners (according to Vinn Nielsen they are
students of sociology, Skyum-Nielsen 18) on behalf of a collective “we. ” He cannot
imagine a life that is different from the one he has, where he is kept alive by the wel-
fare state, but where all the state has to offer him on the horizon of the future is a
nursing home. This may sound comfortable with cookies and TV, but as we hear re-
peatedly through the novel, Knud does not like to watch TV, and as the novel also
points out in the story of one of the marginal characters, Emmy Jordansen, there is
not much to look forward to.

Emmy Jordansen is a long time friend of Knud’s family who lives alone with poor
health (bad lungs) in very poor housing by the harbour. Knud visits her now and
then, but not as often as he thinks he ought to (148). On one of his visits, Knud
says,

Var det ikkenoget for dig at komme pé plejehjem? spurgte jeg hende —
sédan som jeg vist ogsd havde gjort sidst. Men nej, det ville hun ikke. Hun
havde en hjemmehjelp til at komme to gange om ugen, det var godt nok [ ---].

Da jeg gik kunne jeg ikke lade vaere med at teenke p&, at man erlig talt
godt kunne se pd hendes lejlighed, at hun kun havde hjemmehjelp to gange om
ugen. Der var mggbeskidt, den hjemmehjeelp hun havde, kunne ikke vaere af de
mest effektive. Hvorfor lod man mennesker bo p&4 denne made? Var det ren be-
regning: pa den made kradser de hurtigere af, det er langt billigere end at sende
dem pé plejehjem?

Svineriet, tenkte jeg da jeg lukkede mig ud, sédan er det efterhadnden ble-
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vet her i svineriet. (149 —50)

(Shouldn’ t you consider getting into a nursing home? I asked her — as I
think I had done the last time we met. But no, she wouldn’t. She had home
care twice a week, which was good enough [ - ].

As T was leaving T couldn’ t help but think that really it was obvious from
her flat that she only had home care twice a week. It was filthy. The home care
she had could not be the most efficient. Why were people allowed to live like
this? Was it pure calculation: in this way they croak faster, it’s much cheaper
than sending them to a nursing home?

The mess, I thought as T let myself out, this is how it has come to be here
in the mess. )

Knud clearly thinks the welfare state does not do its job properly and he even thinks
this as part of a big conspiracy: that the state (which he refers to as “the mess,”
which in the Danish original is “svineriet” and refers to the mess left by pigs carrying
very negative connotations) kills the citizen slowly and indirectly but systematically
through providing insufficient home care. In the end, his prophecy of course turns out
to be self-fulfilling as he sums up this thread of his story by saying that “hun er dgd,
helt efter svineriets plan” (she is dead, exactly in accordance with the plan of the
mess) (172).

In the novel we observe an isolated part of the welfare state where thoseat the
bottom of society try to subsist on the lowest welfare rate and are forced to moonlight if
they want extra money, for example to send their daughter to university, as Knud
against all odds manages to do. Thus, in the story of Knud and his group, this novel
is chilling in its portrayal of how the welfare state has rendered them passive and giv-
en them a self-image as victims, reflected also in how they see the state as fully re-
sponsible for their care in old age even though they know it cannot live up to that re-
sponsibility (in part because of the magnitude of moonlighting and other forms of tax-
evasion going on in society, where the rich exploit the poor doubly: by paying them
less than they otherwise would, and by not contributing to the common good by paying
taxes). Yet, in the marginal story of Knud’s oldest daughter, Susan, who gets the
highest grade average from high school and goes straight to university in Copenhagen
(her tuition is fully paid by the state but setting her up is made possible by money
Knud earns moonlighting) , the novel narrates a story of social mobility, which is a
success story of the welfare state even as it is also the story of the death of the local
community from where the story is narrated as an exception to the rule represented by
the younger sister, who drops out of school to work at the local gas station.

In Vinn Nielsen’s novel, En bedre verden (A Beiter World) (2004) , the nursing
home is again present at the periphery of the fiction, but nonetheless serving an im-
portant function. Early in the novel, the first person narrator, Rudy, is told on the
phone by the head of a nursing home that his father, aged eighty two, has just died,
and it strikes him that the last time he visited his father was two years ago:

Da jeg havde lagt rgret, kom jeg i tanke om, at det var to ar siden jeg sidst
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havde besggt min far p4 hjemmet. Jeg havde dérligt nok tenkt pa det, jeg havde
jo altid travlt.

Jeg var chokeret.

Ikke bare over at far var dgd, han var trods alt i en alder, hvor dgden ikke
kommer som den store overraskelse. Han var godt slidt. Méske var det i sig selv
et lille mirakel, at han trods alt blev toogfirs.

Men det var ikke kun derfor, jeg var chokeret.

Jeg skammede mig. Som en hund.

Hvorfor havde jeg ikke set min far i to ar? (14)

(When T had hung up the phone, I realized that it had been two years since
I had visited my father at the nursing home. I had barely thought about it, 1 was
so busy all the time.

I was shocked.

Not just at my father’s death, he had after all reached an age where death
comes as no big surprise. He was pretty worn down. In itself it was perhaps a
small miracle that he reached eighty two.

But that was not the only reason I was shocked.

I was ashamed. As a dog.

Why hadn’t I seen my father in two years?

Rudy’s sense of shame stems probably from both having left his father in the care of
the nursing home whose leader seems all nice but also very patronizing when she al-
lows the father to smoke a cigar on his eightieth birthday, and from having let him
down by pursuing an unfortunate path in life. It leads him to think about his father’s
one dream in life; the dream of owning his own house with a small garden. This was
something his father could never afford, but which the workaholic freelance photogra-
pher Rudy, who lives alone in a little shabby apartment where he spends very little
time, can easily afford. So he buys a house in the outer suburbs of Copenhagen in or-
der to lead a “better life” than his father had done (15). However, one year after
his father’s death, he suffers a breakdown from stress and his doctor orders him to go
on a vacation. What happens on this vacation is at the heart of the novel’s theme of a
dramatic midlife crisis and adjacent need to find new meaning and purpose in life,
which Rudy by accident finds when he begins to write a story about two people and
their complex relationship and reflects that maybe there is a certain hope for a better
world in that act of writing about other people’s complex inner worlds (88 —89).
While this story is not directly related to the welfare state, it is significant that the
midlife crisis, which leads to a writer finding his vocation and an intersubjective poet-
ics, is framed by that same individual’s shock and sense of shame at having neglected
his father and left him in the care of the welfare state’s nursing home.

In Et liv i almindelighed we finally enter the nursing home and the mind of the
old individual in a position of dependency vis-t-vis the welfare state. As mentioned,
this novel is virtually unthinkable and maybe unreadable outside of this context of the
Danish welfare model regarding old age. This goes both for the subject matter of the
novel (state financed old age care and pensions as well as a new family structure and
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intergenerational relations and organized voluntary help) and for the very form and
style of narration (reminiscence therapy in a nursing home setting facilitated by the
welfare state and made possible by a voluntary visiting friend who has taken early
state financed retirement). The novel is narrated in a peculiar but striking and com-
pelling manner. It is presented as a recording made by one of the characters in the
novel (James D. Mgller). The voice who speaks the most is that of an old inhabitant
of a nursing home, the 96-year-old Skat Enevoldsen. He has accepted the welfare
state’s offer of a voluntary visiting friend (a sign that care taking is organized in a
“welfare mix” of private and public agents, as described in e. g. Lewinter) and its
suggestion ( mediated by the physical therapist at the nursing home) that he should
write his memoirs, narrate his life story, because it will increase his life quality. A
member of the local authorities, the municipality responsible for most welfare serv-
ices, has written a brochure outlining the benefits of reminiscence therapy that is of-
fered to the inhabitants of the nursing home to increase their quality of life (and pre-
sumably to increase their health status and thus prevent them from becoming a too
great burden on the health care system, although in this novel we are very far from
the paranoia vis-a-vis old age politics we witnessed in Realiteternes verden). In an es-
say from 2006, a person who has experience from a Danish old age pensioner’s organ-
ization working with reminiscence workshops says that “along with other elderly, the
participants [ in such workshops] are given the opportunity to refresh memories that
had long been forgotten. To be able to remember more than you thought you could,
can form the basis of wonderful and positive experiences, which enhance the quality
of life for the individual” (Vestesen 66). The offer to write his story tempts him, al-
though we are not told exactly why he is tempted ( Vinn Nielsen, Kt liv 13). This
temptation to tell his story is crucial to this novel. It may be interpreted as an indica-
tion that he is both tempted because it will bring a meaningful closure to his own life
and because he can perhaps for the first time communicate, however indirectly, with
his youngest daughter, Jenny. He sees her all the time, but it is difficult for them to
speak with intimacy and we are given a sense early on in the novel that there are
things he wants to tell her (19) but is unable to because of his temper (28). Howev-
er, Skat’s fingers are too frail to write his memoirs. This problem is fixed by the vol-
untary visiting friend, who shows up with a recording device at the opening of the nar-
rative. The intersubjective relationship between Skat and the visiting friend has in
other words been created by the welfare state, which according to social legislation is
indeed obliged to organize and subsidize such voluntary services ( Lewinter 54 —60) .

Skat Enevoldsen has inhabited the nursing home for the past 6 years. Previously
he was able to take care of himself, but now he is confined to a wheelchair and una-
ble for instance to shave himself. This is in fact the novel’s way of introducing his
basic existential situation to the reader: Skat Enevoldsen stubbornly insists on his
right to a daily shave, which he seems to consider instrumental to maintaining his dig-
nity and sense of life quality. Indeed, it is as if his daily shave represents his entire
claim to have personal autonomy and self identity. In the very first chapter he mana-
ges to claim this daily shave despite meeting resistance from the leader of the nursing
home, who casually remarks that “Man kan blive barberet et par gange om ugen
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[--+]. Nogle bliver kun barberet en gang om ugen” ( You can get a shave a couple of
times per week [ :--] Some are only shaved once a week) (11). Yet this is not the
beginning of a piece of traditional social realism that indignantly tells of a system’s
failure to protect the weak individual against its own standardizing and spirit-breaking
measures. Had Vinn Nielsen written fiction in the spirit of his newspaper essay’s re-
action to the Prime Minister’s paean to the welfare state, this could have been expec-
ted. Instead, Vinn Nielsen narrates a story about how deeply our lives are involved in
the system and how some services and benefits provided by the welfare state in fact
miraculously work, even if not always according to plan, and enable life to be lived
in ways that seem to increase the happiness of the individuals living there.

Skat Enevoldsen is in the nursing home because he can no longer take care of
himself and because his two adult daughters cannot take care of him. His oldest
daughter, Lore, because she lives far away in the northern part of the country
(Vendsyssel ) , and in addition has a disabled adult son to take care of. His youngest
daughter, the laggard Jenny, who was born in 1951 and is 48 years old, cannot take
care of him even though she lives as a single right next to the nursing home in a house
which according to her father is big enough for an entire family. Modern family life is
not as it used to be — it is deeply intertwined with the state. Jenny moved in with her
father briefly before he went to the nursing home, but she could not balance her work
life as a school teacher and her private life as her father’s primary care taker. Choo-
sing her own work, in the manner she is encouraged to by the welfare state that en-
courages de-familiarization ( that is, takes responsibility for care of children, old,
disabled ) , but which in other states and cultures would be less easy for both econom-
ic reasons and reasons of norms and customs, she caused her father’s resentment and
had to call for her older sister to arrange for his move into the nursing home against
his will (174). In a world apart from the highly de-familiarized Scandinavian welfare
state, the youngest daughter would be more likely to have been obliged to take care of
the old father. This would have kept her from living the life she herself has chosen
and that seems to make her feel happy and content, as far as this novel is concerned.
If her life is really authentic and if her happiness is really genuine, however, that is,
if she leads a morally and ethically laudable life, seems open to interpretation. In-
deed, she can both be seen as wasting her life and as living the good life. She is
competent as far as her work is concerned (she is a teacher specializing in “vanskel-
ige drenge” (difficult boys) (124)), she jogs, watches movies, drinks wine, goes
on vacations with a friend, and does occasional charity work. She visits her father al-
most every day, enjoys herself and lives a carefree secure life within the cocoon of the
welfare state. Liberal critics of the welfare state would say that she has virtually been
lobotomized by the state whereas Social Democrats in the tradition of Anker Jgrgensen
might say that the parent-state is taking good care of her. Villy Sgrensen and most of
the culture-radical critics who Vinn Nielsen, according to Rune Lykkeberg, holds in
contempt for their know-it-all attitude in behalf of other people uninterested in or di-
rectly skeptical of their elitist norms and values, would say that she has confused the
means ( social security, material wealth, rights to welfare benefits) with the ends of
the welfare state (to be allowed to confront one’s inner existential anxieties and prob-
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lematic personality without worrying about basic needs for survival) (Sgrensen 1956,
79).

Skat Enevoldsen’s story, which he tells in little bits of pieces over a period of
time, takes up the first two thirds of the novel, until he suddenly dies. In the process
of telling his story, Skat seems to open up to James D. Mgller and also to reach some
kind of closure in his life, especially as far as his son Carlo is concerned. Skat, we
understand by implication, more or less drove Carlo to a dramatic suicide and I inter-
pret the novel as Skat’s desire to come to terms with this by beginning to take respon-
sibility for his actions for the first time. At the heart of the novel is thus the story of a
father’s brutal raising of his son (especially his crude and insensitive initiation of the
son into the mysteries of sexual procreation) who ends up killing himself as a conse-
quence of his father’s tyranny. This story is only marginally related to the context of
the welfare state. Perhaps it indirectly implies that the education of children in public
school — not least their education in matters of sexuality — is to be preferred com-
pared to this, that is, it may be read to support the idea of the state as a substitute for
malfunctioning families. What interests me in this novel as an exemplary welfare nar-
rative is the framing of the father-son story: an old man sitting in his wheelchair tell-
ing his life’s story to a voluntary visitor sent his way by the municipality also responsi-
ble for initiating the storytelling in the first place. Were it not for the welfare state,
the story would never have been told.

After Skat Enevoldsen’s death, James D. Mgller takes over and reflects on the
story he has heard and then begins to tell parts of his own story. He talks in solitude
to the recording device about a minor crush he has developed on Jenny and he talks
about the problems in his marriage, which seems to be nearing the end and dying out
of sheer boredom and divergent life interests, but which in the end seems to find new
stimulus. As James D. Mgller says after his marriage has survived a minor crisis ( his
wife learns how he clumsily tried to kiss Jenny), “Der er giet nesten tre uger nu.
Hun er stadig mere opmarksom over for mig end hun har veeret I mange &r. / Man
kan ligefrem sige, at hun er kerlig” (Tt has been almost three weeks now. She is still
more attentive towards me than she has been for years. / One can actually say that
she is affectionate. ) (209). And he talks about what to do with the recording of Skat
Enevoldsen’s story now that he is dead. After thinking it over, he decides that it be-
longs to Jenny to whom he gives it at the end of the narrative. The novel is in other
words to a large extent about the telling of one’s life story from the vantage of the end
and about the potentially life changing effects of telling and listening to such narra-
tives.

There is no authorial instance beyond theserecorded voices (we also hear one of
the care taker’s voice very briefly on the tape). As such, this mode of narration may
be said to be dialogic in the Bakhtinian sense and open to interpretation in the manner
characteristic of what Anne-Marie Mai has theorized as “welfare literature” in a re-
cent essay. According to Mai, imaginative literature is both “companion” to and
“critic” of the welfare state, something she relates to its dialogic nature and openness
to engage with issues ( political, social, and broadly human) in an unprejudiced

manner ;
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The present welfare literature is characterised by a focus on dialogue as the basic
democratic premise and value and sometimes points out human experiences and expe-
riential forms that have previously not been articulated. That is, not all literature in
the welfare state is welfare literature, but welfare literature is a literature that contrib-
utes to and challenges the dialogue between the members of the welfare state ( Mai,
“Literature as Companion” 50).

Vinn Nielsen’s novel is both an instance of this as itliterally records this kind of
conversation and about this in the sense that the very genesis of the conversational sit-
uation in the novel is the intervention of the welfare state. The dialogic poetic Mai
outlines entails an emphasis in this literature on intersubjective relationships, which is
also a prominent theme and structural feature of Vinn Nielsen’s work, at stake both in
the dialogic situation which the novel dramatizes where two or more people are togeth-
er in the same conversational space, and in the represented action, which centres on
a number of intimate human relationships enmeshed in the welfare state.

Nursing home novels, that is, novels about old, disabled and relatively power-
less people in nursing homes, who are at the mercy of the welfare state, are about
more than just that. They are parables ofthe relationship between the individual and
the state at its extreme: of the vulnerable and exposed individual citizen in a typically
disempowered and feared state vis-t-vis the powerful welfare state in its many mani-
festations and valuations, at least among Danes: on the one hand Danes typically
want the state to take care of them and their old family members, on the other hand,
they fear the state of being in the hands of the state and they tend still to have a bad
conscience that stems from putting their elders in the care of the state so they can go
to work and cultivate their individual careers.

In this novel we move from a primitive welfare state that only cares for social se-
curity and providing simple services such as shelter, food and personal hygiene to a
more developed and reflective welfare state that also concerns itself with the life quali-
ty of the individual citizen and with recognizing his or her unique human potential by
facilitating such a thing as reminiscence therapy for a 96-year-old disabled person.
Something indeed comes out of these welfare state mediated and facilitated human re-
lations. Skat Enevoldsen gets the chance to tell the story of his life and seems to find
closure by bringing several personal traumas to rest. The visiting friend, James D.
Mgller, gets the chance to see himself from the outside in a new and strange perspec-
tive through Skat Enevoldsen’s very direct manner of confronting him and thereby gets
his rather stale marriage shaken up and, after a crisis, reinvigorated. The youngest
daughter, Jenny, to whom the recording is ultimately given, gets to see her father
from a new angle and a chance to get to know him and understand the motivations be-
hind his actions in old age in a manner that is similar to how we, as readers of all
this, come to see how an old disabled man in a wheelchair may hide a rich inner life
and a complex character which it cannot hurt — in a double sense — to pay attention
to by listening carefully and by supporting a system of welfare that enables this story-
telling. In a sense, this nursing home novel is thus more than anything an allegory of
the role and fate of the storyteller in the bosom of the modern welfare state — Skat
Enevoldsen, James D. Mgller and Bent Vinn Nielsen — and of the need to support
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them even to the end.
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Abstract Chinese fiction in the 21 century is featured by various thematic concerns
of which the political concern stands out. Writers in the new century have diverged
from the conventional way to sing along with and speak for the dominant ideology of
the reform as many did during Deng Xiaoping’s reign. They have shifted their atten-
tion to the shaded side of contemporary China, writing about the disadvantaged/mar-
ginalized and reflecting on the social problems that accompany the existing social or-
der. Their voice is harsh, interrogative, but heart-wrenching. The paper will cite the
newly released texts by Yan Lianke, Mo Yan and Liu Xinglong to examine how these
writers interrogate the leading policies and write up the grassroots rebellion against the
orthodox society.
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It is no easy job trying to identify the defining characteristics of any period of literary
history, especially when the period under examination is close to us. However, even
from our relatively short distance from the 2000s, it is possible to map out some of the
dominant trends within the fiction of the period. Two things can be said with relative
certainty ; first, that the period is one of healthy production of narrative fiction seen
by the vast number of novels produced in China during the past decade or so and fu-
elled by the rise of popular culture and commercial globalization. As Lei Da has ar-
gued, the novel of the new century has fully recovered from the sentimental retrospec-
tion and naive, simplistic socialist realism in the decades following the end of the
Cultural Revolution(11). The second main characteristic of Chinese fiction in the
21" century is its sheer diversity featured by various thematic concerns. Examples of
novels can be identified that address issues of globalization, hi-tech, urbanization,
marketing economy, internet and poverty and their impact upon the lowly common
Chinese such as the disadvantaged rural farmers. Writers in the new century have di-
verged from the conventional way to sing along with or speak for the dominant ideolo-
gy of the reform as many did during Deng Xiaoping’s reign. ' They have shifted their
attention to the shaded side of contemporary China, writing about the marginalized
and reflecting on the social issues that accompany the existing social order. Efforts
have been made to explore specific national and regional identities, displaying a reen-
gagement with a realist tradition. Their voice is harsh, interrogative, but heart-wrenc-
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hing. The paper will cite the newly released texts by Yan Lianke, Liu Xinglong and
Mo Yan to examine how these writers interrogate the leading policies and write up the
grassroots rebellion against the orthodox society. I will limit myself to a brief survey of
three novels in relation to their interrogative presentations of politics in contemporary
China.

As China enters its age of rapid economic development, many writers have to re-
spond in various ways to the socio-historical contexts and ideological agenda underly-
ing a persistent interest in material achievement and wealth seeking. Different from
their predecessors in the 1980s and early 1990s who simply depict life in rural and
urban China against the backdrop of the Cultural Revolution and its upheavals, Chi-
nese writers in the 2000s are more socially critical, investigating mechanism of the
present society. Yan Lianke, for example, offers a sociopolitical commentary on a
way of life generally unfamiliar to Westerners in his brilliantly conceived writing such
as Serve the People (2005) and Dream of Ding Village (2006). Within this range of
shift, the relationship between fiction and historical context has been of central con-
cern. On the one hand, the Chinese novel in the 2000s responded to contemporary
social and cultural movements within the decade, while on the other, there arose a
concentrated focus on the place of historical legacies and its marginalized dwellers.
Yan Lianke (2004 ), Liu Xinglong (2009) and Mo Yan (2009) explore social and
cultural issues embedded but largely ignored in contemporary Chinese society. In this
sense, their novels have served as a means to reveal an unknown world of misery
which you can never acquire from Chinese official mass media.

Attempting to periodize literary history is a process that is always fraught with
difficulties, and the 2000s is no exception. In many ways the 2000s represents a con-
tinuation of central themes and concerns of the previous decades, although the period
from the 1990s onwards represents a phase in Chinese literature different from that of
the earlier decades of the post-Cultural Revolution period. In the late 1970s and
1980s Chinese literature went through a period of political revisions and economic re-
forms. Writing at the time known as “shanghen wenxue” ( Scar literature ) and
“gaige wenxue” (Reform literature) either rebuked the Cultural Revolution or hailed
reform policies in favor of Deng Xiaoping’s mission and the Party to rectify past trage-
dies. A typical example of the former genre is Liu Xinhua's 1978 story “Scar,” cri-
tiquing official hypocrisy and corruption and Liu Xinwu’s earlier undertaking “The
Class Teacher” in 1977. Jiang Zilong, however, exemplifies the latter genre of which
his story “Manager Qiao Assumes Office” is the exemplar. The story became the most
popular one in the country and the titled film was also widely acclaimed in those
days, for it reveals that China was gripped with a “ Chinese modernization” fever
(Link 27, footnote 10). It was not until the mid 1980s and early 1990s that Chinese
literature began to deviate slightly from the conventional way of following the Party
leadership. A case in point is Zhang Chengzhi’s idealism regarding his experiences
during the Cultural Revolution in his Black Stallion and Rivers of the North known as
rebuttals to the negativism of both scar literature and the reform one (McDougall 395
—396). These efforts were soon followed by the trend of pleasure seeking movements
and a satirical style embodied in Wang Shuo’s novels such as Masters of Mischief
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(1987) and No Regrets about Youth (1991) ,° displaying a satire that is less of a di-
rect confrontation with the Communist autocracy than it is a mockery of their lack of
cool and a statement of utter indifference to any political or nationalistic correctness
(Yao 431). It must be remembered that this post Cultural Revolution period marked
an ideological change in Post Mao era, and Chinese writers in the 21" century are es-
pecially aware of it. Instead of “going marginal” or pursuing a nihilistic attitude,
they are more socially concerned and continue to write about both urban and rural life
inflicted by Cultural Revolution and Party-led policies. They are more politically con-
scious, emphasizing a thorough interrogation of all Party-led political maneuvers in
the past decades, and exhibiting a severe critique of dominant ideologies in the past
decades. Yan Lianke’s banned books are undoubtedly cases in point.

The second rehabilitation of Deng Xiaoping in July 1977 initiated an age of Re-
form and opening to the outside bringing about a sea of changes in Chinese people’s
life. There have been recognizable differences in Chinese society and culture between
the 1980s and the 1990s that are reflected in the fiction of the period. Two historical
events may have a crucial political and symbolic resonance for Chinese culture. At
one end was the Tiananmen Incident in 1989 followed by a democratic voice against
the corrupt Chinese leadership. The incident posed a direct threat to the Chinese
communist political reign and it was actually a warning signal that Chinese govern-
ment should take into account something more than the mere economic reform under
way. Chinese intellectuals, including writers were then strongly questioning and
doubtful about their political system. They began to think about the fall of the Berlin
Wall and the subsequent dismantling of the Communist powers in Eastern Europe and
the Soviet Union, calling into question the orthodox notion of socialism with Chinese
characteristics and communist policies in general. Instead of writing in line with the
dominant ideology and acting as pure promoters for the main theme of their time, the
Chinese novelists almost gave up their grand ideas of becoming people’s artists, a
cliché prevalent during Mao’s time. They scorned what is called “an engineer of the
human soul,,”* giving rise to a phase of nihilism in contemporary Chinese literature.

At the other end of the period, or at least close enough to represent a symbolic
shift in Chinese way of life, were the rapid developments of market economy. The
Chinese leadership then abandoned most of its orthodox communist ideologies and
turned to economic construction, following Deng Xiaoping’s doctrine of “crossing the
river by feeling the stone.” Socialist ideology was then largely threatened and even
ignored. There arose a unique phenomenon that the whole society was crazy about
making money without caring much about whether it was right or wrong. In this hey-
day of economic pursuits, China collapsed morally, entering an age of no-belief and
becoming an arena of ruthless struggle for either pleasure or survival. “Dagongmei”
(working girls), “nongmingong” ( peasant immigrant workers), and “xiagang”
(laid-off ) came into being immediately followed by a variety of social problems.
While the impact of Chinese economic reform is probably too close to see clearly in a
cultural perspective, the subsequent social injustices, polarization between the rich,
the poor, and the gradually degraded and marginalized people in rural China have al-
ready been represented as part of a “revival of China” or a “harmonious society” ,
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with the leading Party’s political principle shifted away from its original Utopian com-
munism to a dominant capitalist marketing ideology. The 1990s, therefore, can also
be seen as a decade of destruction, frivolity and moral degradation in 20" century
China despite its boastful claim of tremendous material achievements.

While reflecting on the political/ideological impact on Chinese society, many
Chinese writers in the late 1980s and early 1990s showed their dissatisfaction with the
political system. They abandoned their former political enthusiasm and became attrac-
ted to a more interrogative cultural root-seeking, starting to critique character weak-
nesses in Chinese intellectuals and the devastating influence of the communist politi-
cal rule since 1949. As official censorship was quite severe, they could only search
for subtle alternatives to express their minds. Accordingly, they turned to the secular
to cater to the rise of popular culture, resulting in a lack of fine works in the early
1990s. Novel writing at the time shrank in quantity. Those who continued to write
began to turn to personal sensitivity and to focus on their own private experiences.
Body writing became trendy and so did local writing. In 1993 there appeared several
fine novels such as Chen Zhongshi’s Bai Lu Yuan ( The White Deer Plain)’ and Jia
Pingwa’s Fei Du ( The Abandoned Capital)® which deal with family history and chan-
ges in a local Chinese community.

Observed from a cultural perspective, Chinese fiction in the 1990s displays a
multifaceted value system in which there is a mixture of idealism, radicalism, cultural
conservatism, feminism, religion and secularism. It responds to a market-oriented so-
ciety featured by desire, fierce competition, commercialism, unemployment and
pleasure-seeking. Various forms of entertainment are revitalized to meet the growing
needs of the Chinese people. It is hard to single out consistent thematic concerns, for
writers can change subjects easily to commercialize their works. Writers now often
touch a wide range of themes rather than one or two subjects. They mix instructive
stories with entertaining scenes, implying a far more complicated hidden message in
which Chinese families and social communities are somewhat historicized. It is easy to
detect in a novel Chinese politics, sexuality, social and economic activities and offi-
cialdoms. Typical examples are Feng ru fei tun ( Big Breasts and Wide Hips)
Riguang liunian (Life As It Is), Chen ai luo ding ( Red Poppies) , Huo zhe ( To
Live) , Yi ge ren de zhanzheng ( One Person’s War) and Siren shenghuo (A Privaie
Life)” which all trivialize ideology though differing in subjects. Traces of popular cul-
ture are visible in these works and this writing fashion continues into the new century,
but many writers at the turn of century are growing conscious of the reality they are
supposed to write about.

The relationship between fiction and reality is therefore central to an understand-
ing of 1990s culture. The importance of folk culture and leisure and the concentration
on the form in which pleasure is made accessible to the public are all aspects of anxi-
ety prevalent in China today. The nature of the “real” is largely historicized and
mimicked in the first decade of the 21" century. Since 2000, Mainland China alone
has turned out more than 8000 novels of which works of merit are numbered, but Qin-
giang (Qin Opera) , Shengsipilao ( Life and Death Are Wearing Me Out) and Lang-
tuteng ( Wolf Totem) are some of the highly recommended novels.
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As Chinese writers are now observant of reality, there has also occurred a trend
toward a critique of Chinese modernity and an exposé of social inadequacies. Occa-
sionally, their works catch the attention of the Party watchdogs and get banned. A
case in point is Yan Lianke’s Wei renmin fuwu ( Serve the People) , which contains
vivid and colorful descriptions of sex scenes, resulting in extensive controversy. The
novel was banned soon after it was released in 2005 in a literary magazine Huacheng
( Flower City) partially because of its depiction of items related to Mao and political
issues. * The storyline is very simple, about the younger wife (32 yrs) of an old and
impotent PLA general (52 yrs), who begins to seduce a soldier (28 yrs), assigned
to do the domestic chores for the general. During sex, they have discovered that by
smashing items with Mao’s image or his writings such as the slogan “To Serve the
People” , they can achieve incredible climaxes. Thereafter, they collect Mao% statues
or busts and keep them nearby, to be smashed while having sex. This explicit por-
trayal of sex scenes and obvious negation of Chairman Mao is controversial and thus
gets banned, but such experience of conflict with the Chinese government has made
Yan much wiser, for he now knows how to avoid direct confrontation with Party
watchdogs. He can navigate between what he wants to say and what the party might
allow. As a result, he often writes two versions at once, watering down the controver-
sial sections for Chinese readers and party watchdogs while keeping the full flavor of
his provocative imagination for editions to be published abroad.

Writers like Yan feel impelled to tell the world how the majority Chinese in rural
areas are suffering all along from various forms of “Zheteng,” the flip-flops of the
Chinese Communist Party’s political maneuvering in the countryside. According to
Yan, China today is a mystery glorified by the Chinese Communist Party’s propaganda
mass media, yet largely hidden by dazzling neon lights. Chinese modernity that juxta-
poses modern urbanization to a backward, remote countryside is actually saturated
with its ugly side. It should be kept in mind that at the heart of the problem of Chi-
nese modernism lies modernity, and that consequently at the base of a purportedly
stylistic or formal procedure lies also a political dimension, a social meaning. Mod-
ernism, according to Theodor Adorno, is the art form capable of combating new forms
of capitalist modernity—not necessarily direct combat, but rather through an expres-
sion and awareness of the experience and brutality of modern life, Anorno’s concept of

”

“ aesthetic resistance. [ T]he development of artistic processes,” Adorno writes,
“usually classed under the heading of style, corresponds to social development:-- The
basic levels of experience that motivate art are related to those of the objective world
from which they recoil. The unsolved antagonisms of reality return in artworks as im-
manent problems of form. This, not the insertion of objective elements, defines the
relation of art to society” ( Adorno 5 —6). As we have seen here, Adormo claimed
that modernism emerged as the aesthetic form capable of opposing new forms of mo-
nopoly capitalism that were rising in the late-nineteenth and early twentieth centuries.
However this does not necessarily mean that modernist works combat the increasingly
brutal experience of existence under capitalist rule via their content—that is, overt-
ly—but rather via form, or the “unconscious consciousness in the midst of the work
itself” (Adorno 334). Art works like contemporary Chinese fiction bear what is op-



Approaching Politics in Contemporary Chinese Fiction / Yang Jincai

posed to them in themselves and should be read toward a realization of the critical
consciousness. It was only recently that Yan turned again to his birthplace a world he
knows so well that he can use “aches and pains” to express his love for the wide
earth and its peasants. So do his peer writers Mo Yan and Liu Xinglong. What fol-
lows is a brief analysis of three recent novels Shouhuo ( Enjoyment) , Wa ( Frog) and
Tianxingzhe (The Fate of the Citizen-managed Teachers) to reveal how Chinese un-
derdogs are represented in marginalized rural China today.

The release of Yan’s Enjoyment was accompanied by a firestorm of hype, fuelled
by controversy over the politics of rural modernization. The book stands out as a
scathing critique of Chinese reality under Party leadership. It is different from modern
Chinese fiction about peasants and New China farmers such as Jiang Zilong’s Nong-
mindiguo (An Empire of Peasants). In modern Chinese fiction, the peasants vary
from silent victims to revolutionary activists and from honest toilers to deformed idiots.
Its authors often inject too much of their own imagination into the original status of ru-
ral China. More often than not, they would exaggerate the changes that have taken
place in the countryside. In fact, much of rural China and life of its peasants remain
unchanged. Seen from this viewpoint, the emergence of “root-seeking” fiction in the
mid 1980s is now problematic despite its pastoral aspects and idealization of rural
life. Gao Xiaosheng, Han Shaogong and Wang Anyi all unexceptionally view peasant
virtues as the cause of their shortcomings and see deformed peasant bodies as the
manifestation of their moral defects. They criticize peasants though often in an im-
plied way. In a similar fashion, An Empire of Peasants exaggerates a saga of peasant
success embodied in the image of Guo Cunxian who is brave and adventurous and
knows how to get rich in an age of marketing economy. Yan’s Enjoyment, however,
voices peasant grievances and the devastation that results from poorly reasoned human
acts including the Chinese Communist Party’s political maneuvering. Its burlesque
style makes it one of the best novels in the new century.

Ironically , Enjoyment constructs a Utopian boundary that goes beyond the reach
of government’s power. The story takes place in a remote mountainous village in
Northwest Henan across ages from the great immigration in late Ming Dynasty to the
end of the 20" century, but what attracts the reader most is the rollicking story of lo-
cal Chinese officials who try to buy Lenins corpse from Russia to attract tourists to
their backwater town. Enjoyment’s protagonist and narrator is Liu Yingque, a village
politician raised in the valley Village of Enjoyment, which is part of Chinese country-
side. He is deeply entrenched in contemporary Chinese political mores, a product of
the party’s education and propaganda, unique and typical. All his fantasy originates
from his firm belief in the party’s rural policies. He strongly believes that he is able to
lead his villagers to a prosperous life. Also remarkable is his aptitude to please his
boss which results in his promotion. His idea to purchase the remains of Lenin from
Russia does sound idiosyncratic but his real purpose is self evident when he says the
village can then make money while honoring the great revolutionary leader. Here one
can see it is merely a matter of formality to pay respect to Lenin, for Liu assures his
fellow villagers that Lenin’s corpse will make a fine tourist spot. The Village of Enjoy-
ment can then sell tickets as is implied in the following: “A ticket, he says, can sell
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for 10 yuan. If foreigners come, we can sell it for 10 or 15 dollars” (Yan 27). So-
cialist legacy from Lenin is not what Liu interests, for his aim is to consume the revo-
lutionary leader as is the case with hanging the image of Mao in a car or filming the
red classics nowadays. His purpose has become more associated with the impulses of
a secularly acquisitive culture.

Another scene in the novel is Mao Zhipo’s determination to quit the collective
commune so as to live a less controlled life. It is again a satire of the Party’s ideology
and marks the failure and dissolution of the commune or socialist co-op. According to
her, the commune or socialist co-op, instead of taking care of its participants, has
brought the Village of Enjoyment havoc and losses. What is more striking is the con-
trasted portrayal of both the able and disabled who are struggling for a living in the
village. Here Yan seems to empathize with his handicapped characters who are in-
volved in the village’s economic development. In these handicapped but genuine, in-
nocent, smart and helpful villagers Liu finds something that turns profitable like
goods. They are also consumed, for it is their deformed bodily performances that help
the village get rich. The physically healthy villagers are however portrayed as the oth-
er, lazy, shrewd, secretive and stealthy. They cannot get along with the rapid social
changes in a rural society and become totally lost in an age of economic competition,
implying Yan’s negative views of the market-oriented, profit-driven group of Chinese.
Thus, the portraiture of the rural political culture in the Village of Enjoyment mirrors
“the complex of values, customs, beliefs and practices which constitute the way of
life of a specific group” (Eagleton 34). In this sense, Enjoyment is a superbly well
written account of a sick and morbid rural society constituted by disadvantaged groups
manipulated by the power obsessed and politics driven maniacs in the countryside. Tt
is a biting satire symbolic of a rural tragedy of political power which skillfully re-
sponds to “San nong wen ti” (three dimensional rural issues concerning agriculture,
countryside and farmers) in China today. It is therefore not difficult to understand
that only the weak handicapped can take care of themselves in such a debased social-
ist new countryside.

If Yan mourns over his depopulated rural hometown in his Enjoyment, Liu Xin-
glong explicitly addresses in his The Fate of the Citizen-managed Teachers the ques-
tion of politics in a marginalized group of countryside intellectuals known as “Minban
jiaoshi” ( Citizen-managed Teachers). Politically respected as engineers of the hu-
man soul, these citizen-managed teachers are all poverty stricken, and not only under
paid but also maltreated by village carders. Very often they do not receive a stipend
for several months. Their students even don’t have textbooks, and in order to run a
school the headmaster has to raise pigs. Zhang Yingjin, a new teacher, is shocked
when he “looks at the pigs and the pupils” (Liu 14). Poor as they are, these coun-
tryside teachers are dedicated to their teaching as the headmaster does. Some of them
have done the job for over 20 years hoping that they can be officially accepted as
state-managed teachers. Ming Aifen started to teach at 16. Only 2 days after she gave
birth to a child, she went for an examination designed for a job transformation from a
citizen-managed teacher to a state-managed one. Unfortunately, she got seriously sick
and paralytic. Even many years later, she still dreamed of becoming a regular teach-
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er. “It is just the urge to be a regular state-managed teacher that has kept her from
despair. She has visited Death several times but returns from it simply because her
wish is not fulfilled yet” (Liu 72). Ming is excited to die when her chance of job
transformation finally arrives. Cheng Ju, a teacher’s wife “loses her sense when her
husband receives a stipend” (255). Such narrative creates a kind of frisson that
heightens the vividness of the scenes of the poor and miserable countryside teachers.
One effect of this juxtaposition is the observable aesthetic investment in the sad and
pitiable scenes in contrast to the background of indifference in the rural government.
A red national flag flies over the school and it rises with the National Anthem every
morning. The song “we are the successors to the communist cause” is also heard at
school every day. Language in the novel is obviously tied to physical reality, displa-
ying a sense of incongruity. On the one hand, the government tends to give verbal
honors to teachers and the job of teaching is idealized as the greatest profession under
the sun; on the other hand, so many rural teachers are living in poverty. It is a gro-
tesque one that calls into question the compulsory education in rural China promoted
by the government.

As has been analyzed above, both Enjoyment and The Fate of the Citizen-Man-
aged Teachers are concerned about the marginalized groups of Chinese that are totally
abandoned and ignored during the process of China’s modernization led by the Party.
The two novels are insightful in the way in which contemporary China is subtly exam-
ined and judged. Mo Yan’s Frog goes further to offer a close look at the Party’s policy
of family planning in the countryside. It is again a telling story about rural China,
written to call an enlightened public’s attention to the systematic campaign for contra-
ception in the countryside. In a mix of fact and fiction, Mo Yan is actually character-
izing a woman country doctor named “Gugu” ( Aunt) whose potential and reality are
different, generating a far more complicated nature of her mind. She is both a firm
executor of family planning policy and a humanist, for she forced mothers of children
to have induced abortions or a ligation of the oviduct. She would track down and
launch a massive manhunt for runaway pregnant mothers. As a midwife, she gives life
to hundreds of babies, but as an executor of the family planning policy, she is a kil-
ler. Here in the narrative, we read three different aunts: one is the gynecologist aunt
addressed in a letter at the beginning of the novel, one is the fictionalized protagonist
around whom the story unfolds, and one is the aged reflective and despondent aunt in
the play that follows the novel. Approached from its surface literal meaning, Frog
may be read as a story of a woman doctor’s experience in rural practices of contracep-
tion. But, if we observe it from the context of family planning, we find Frog not only
truthful but emblematic as well epitomizing life and death. Its significance lies in an
account of forced abortions which have killed hundreds of babies. The novel does not
judge the policy of family planning, but its author continues to inhabit a spiritual
world wherein rural resentments against it are handled, exhibiting a huge amount of
antagonism and spiteful attitudes from the empowered peasants towards the policy.
Then the text is well aware of the issue of human rights accompanied by the policy
family planning and the government’s imposition of power on its subjects.

Having read Enjoyment, The Fate of the Citizen-Managed Teachers and Frog, 1
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feel impelled to call your attention to China’s postsocialist transformation in the past
couple of decades. It is extremely helpful to comprehend contemporary China and its
fiction writing. One can easily detect in China today an explosive capitalist growth,
multiple social contradictions, tumultuous strategies of re-linking with global capital-
ism, an apparent lack of coherence between theory and practice, and a vast transfor-
mation of the social body into emerging interest groups. China’s increased globaliza-
tion has also kept rural China ever on the edge in producing interpretations of what
China’s transformation means, ranging from coming collapse to inimical rise, with un-
certainty and ambivalence in between. While such colossal transformation has been
central to contemporary China, Chinese writers are becoming more and more reflec-
tive in their criticism. This is especially true of Yan Lianke, Liu Xinglong and Mo

Yan.

Notes

1. Many writers in the 1980s hailed the Chinese reform and offered their salient critical stances in re-
buking the Cultural Revolution. Gu Hua, Li Guowen and Zhang Jie are such writers whose well-
known novels are among many Hibiscus Town (by Gu Hua) , Spring in Winter (by Li Guowen) and
Heavy Wings (by Zhang Jie).

2. This is a genre of Chinese literature which emerged in the late 1970s, soon after the death of Mao
Zedong, portraying the sufferings of cadres and intellectuals during the tragic experiences of the Cul-
tural Revolution and the rule of the Gang of Four. See, for further reference, Chen Xiaoming’s “The
Disappearance of Truth: From Realism to Modernism in China” (158 - 166).

3. These works are criticized by conventional Chinese intellectuals as a “spiritual pollutant” for his
hooligan style of writing, marked by rebellious behaviors.

4. In China, for a long time it is believed that writers are the engineers of the human soul. Thus a
novelist should turn out healthy spiritual food for his fellow countrymen. Wei Wei, for example,
urged his contemporaries to write more works that can boost up the prestige of the Communist Party
among people and help them build up their confidence. For further information, see Wei Wei,
“How I Wrote The East” < http://www. wyzxsx. com/ Article/Class12/200707/21444. himl > .

5. The story tells of the hardships and spiritual pursuits of several generations living on White Deer
Plain, mirroring the radical changes taking place in the Chinese countryside over a near-half-centu-
ry. It was an enormous success and Chen Zhongshi shot to fame almost overnight, since when, he
has been held up as an idol. In 1997, Chen was given the Mao Dun Literature Award, the highest
such award in China. Today, he is fast-becoming a household name among Chinese readers.

6. The novel describes the chaotic sex life of a renowned writer and was once banned for its explicit
sexual content.

7. A Private Life by Chen Ran is a monologue written in autobiographical format that reflects on the
coming of womanhood in its female heroine from the time period of the mid 1970s to the mid-1990s.
The novel explores the main character’s individuality of existence, her desires and sexual ideologies
and the problems in her inner life that caused her disconnections to the outside world. It is a reflec-
tion of a new woman’s image in post-modern China.

8. Yan's first novel Xiariluo ( The Seiting of the Summer Sun) was banned in 1994 because of official

outrage over its depiction of two army heroes who go bad.
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Abstract Ezra Pound’s poem “Liu Ch’e” is a translation of a Chinese poem,
“Song of Fallen Leaves and Whining Cicadas. ” Pound’s “Liu Ch’ e” has become a
new poem that has incorporated his poetic theory: it is an independent, self-contained
poem, without reference to the original poem, “Song of Fallen Leaves and Whining
Cicadas. ” The paper investigates the original poem and the translation by looking into
Chinese scholars’ critiques and Giles’ and Pound’s translations of the same poem.
Key words poetics of translation; “Liu Ch’e”; “Song of Fallen Leaves and Whi-
ning Cicadas” ; Pound Giles

In translation there is the problem of communicability between two languages — the
original language and the target language. In prose translation meaning outweighs
form. The target language in this case focuses on the transfer of meaning in the origi-
nal. And the problem of literary quality or art in writing seldom surfaces, unless the
prose work is highly “poetic. ” However, Pound’s “Lie Ch’ e” is not merely a literary
translation. It is a creation of a new poetic work, based on a Chinese poem, though
Pound’s knowledge of the Chinese language seemed limited. It was likely that he read
an English translation of the original Chinese poem. Pound was a good translator of
poetry in several languages. And when he translated poetry, he tended to translate it
freely, which turned out to be very good. '

Ezra Pound is one of the most important poets in the 20" century, and his being
a poet outweighs his patronage of the writers of the last century; his role as a patron
in literary circles is, however, well known, for T. S. Eliot, W. B. Yeats, and
James Joyce. Eliot's “The Waste Land” is a result of collaboration between Eliot and
Pound; without Pound, it would have looked different or would never have been a
representative poem of the last century. His influence on other writers was thus so
great and changed them better and great. It is not difficult to assume that this ability
of his to ameliorate a literary work in a draft must have applied to what he had accom-
plished as translator of so many great classical works of the East and the West, as
Ming Xie surveys what Pound has achieved in his “Pound as Translator” ( 204 —
223).

Pound’s “Liu Ch’e” is a translation. But it is also one of his own poems. Pound
knew Chinese, but he might have been unable to read poetry in Chinese, as He
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Huang claims, as below, in his article discussing Pound’s translation of the same po-
em’ and Ming Xie mentions that Pound’s Chinese “remained rudimentary” ( Xie
205). When Pound saw a translation, just as he had been asked to look at “The
Waste Land,” he must have seen a possibility of it being a great poem.

To make a comparison, three of the poems are put together; first, Pound’s “Liu
Ch’e” ; then, H. Giles’ “Gone,” a translation of Lie Che’s poem; finally, Liu Ch’
e’s poem, which is in Chinese, with the transcription of each word’s Chinese pronun-
ciation added by the present writer for the purpose of this study:

Pound .
“Liu Ch’ e”
The rustling of the silk is discontinued,
Dust drifts over the court-yard,
There’s no sound of foot-fall, and the leaves
Scurry into heaps and lie still,
And she the rejoicer of the heart is beneath them
A wet leaf that clings to the threshold. ( Huang 14)

H. Giles:
“Gone”
The sound of rustling silk is stilled,
With dust the marble courtyard filled ;
No footfalls echo on the floor,
Fallen leaves in heaps block up the door---
For she, my pride, my lovely one, is lost,
And I am left, in hopeless anguish tossed. ( Huang 14)

Liu Ch’e:
T O 5 i Iuo ye ai chan qu
T ks luo mei xi wu sheng,
BN yu chi xi chen sheng,
RS E, xu fang leng er ji mo,
Btk TE A, luo ye yi yu zhong jiong,
Bk EZ K5, wang bi mei zhi nv xi,

ZIFRA S ZRT!  an de gan yu xin zhi wei ning! (Chen 223)

I

To have a point of reference, the original poem in Chinese is discussed first and then
the two translated poems by Giles and Pound. The two translations need to be com-
pared side by side. Without Giles’ initial translation, Pound would not have made
this poem, as he was not as good at Chinese as Giles was. But it seems that Giles was
not as competent a poet as Pound was, as the two translations are compared. Transla-
tion of a poem from one language into another is an impossible task, unless the trans-
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lator is a bilingual poet in both languages. But the fact is, Giles was good enough to
translate a poem in Chinese, but not as good a poet as Pound.

It will be of great help to understand the translations if we can understand the
original work. So, we would like to follow He Huang and discuss his article, “Rewri-
ting Strategy in Ezra Pound’s Translation of ‘Song of Fallen Leaves and Whining Ci-

> Huang offers three key elements in the Chinese poem to consider; the mu-

cadas.
sic, or the rhymes, the imagery, and the metaphor in it.
First, music; The pronunciation of each word is transcribed, to follow what he

explains ;

luo ye ai chan qu

luo mei xi wu sheng,

yu chi xi chen sheng,
xu fang leng er ji mo,
luo ye yi yu zhong jiong,
wang bi mei zhi nv xi,

an de gan yu xin zhi wei ning!

Thetwice repeated exclamation, xi (4 ), in lines 1 and 2 emphasizes the powerful
grief of emotional rise and fall in the poet. The last characters in lines 1 and 2, sheng
(7) and sheng (#4:), are rhymed, and the last characters in lines 4 and 6, jiong
(J&) and ning (°) are also thymed. These four that end with the nasal sound, “-
ng,” produce sad lingering affection. Then, Huang gives the metrical feet, “/” for

strong accentuation, “ x” the weak one, and “ || 7 for the break :
/ox /% /,
/ox /| x /s

x/ |7 || xx/,

x/ |/ || xx /s

/|l x/ xx/,

x/ ||/ || x/ || xx /7 (Huang 15)

The first four lines are two parallel couplets, which flow well. But in line 5, there is
a change in tone, but this fifth line again matches with line 6, with a slight differ-
ence. This abrupt change represents the poet’s intense grief and inquietude.

The imagery: The poet, Emperor Wu, describes the dusty steps, which were
once clean, and the fallen leaves on the numerous doors to express the desolate scene
in late autumn. The “fallen leaves,” luo ye (%1}), and “numerous doors,” (EE
J&) , give a peaceful and still impression; the verb, “cling,” yi ({K), breaks the
impression, reminding the readers of death. The poet makes effective use of the im-
age, which is still and in motion as well, to express his deep sorrow.

The metaphor: In line three Emperor Wu uses xu, (), as in “xu fang leng er
ji mo” (JE 58 1 &% % ), which means two things. It means “emptiness” and
“loneliness. ” And what follows, “leng er ji mo” (V&1 F 2L ), means both isolation
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and the grief that the poet feels keenly when he is left alone. In line four yi (K,
meaning to rely, rest, cling) is the central word in sound, image, and meaning: it is
a soft unrounded vowel, representing the poet’s fragile temperament, the inseparable
attachment to each other, and the pain, which the parting causes.

I

Pound’s translation is to be regarded as an independent poem, though he must have
been exposed to Emperor Wu’s original poem, “Song of Fallen Leaves and Whining
Cicadas,” by way of Giles’ translation of the poem, “Gone.” Pound’s poem is far-
ther removed than Giles’ translation from the original poem. Giles’ translation and
the original poem in general have some similarity, despite the difference in Chinese
and English. There is a difference between the original poem and Giles’ translation.
Giles, according to Huang, changes the tactile sensation of temperature into an audi-
tory sensation. Giles, for example, translates “the empty house feels cold and lone-
some” (xu fang leng er ji mo: B FHA M AL EE ) into “No footfalls echo on the floor. ”
The word “echo” well expresses emptiness and sadness, which is a good translation.
In the following line, “Fallen leaves in heaps block up the door::-,” to “block up”
cannot express the original poem’s beauty and affection. Compared with Giles’ trans-
lation, Pound’s is farther away from the original. But Pound’s difference is not a mis-
take or disregard of the original, but an enhancement of the original, which is a “cre-
ative translation. 7 “The sensibility of the original writer and his translator interact in
the creation of a new work of art” (Sullivan 106).

We have now come to Pound’s translation, “Liu Ch’e.” Pound adapted many of
Chinese poems contained in Herbert Giles’ History of Chinese Literature (1901) and
published “Liu Ch’ e” and others in Des Imagistes in the early 1914. And in April
1915 he published Cathay, a book of 14 Chinese poems, which can be regarded as
his translations and his own poems as well. The full text is quoted again to have a

whole picture

“Liu Ch’e”

The rustling of the silk is discontinued,

Dust drifts over the court-yard,

There’s no sound of foot-fall, and the leaves
Scurry into heaps and lie still,

And she the rejoicer of the heart is beneath them
A wet leaf that clings to the threshold.

In this translation Pound is an imagist poet: the point of view is like that of a moving
camera lens; the auditory image in the first line; “The rustling of the silk is discon-
tinued” is followed by a visual image of “Dust [ that] drifts over the court-yard.”
Then the third line combines the auditory and visual images: “There’s no sound of
foot-fall, and the leaves. ” The next line links the third line, which is a subject for
the verb, “Scurry into heaps and lie still. 7 Lines 1 to 4 are continuous, as in the
original poem, as He Huang has demonstrated above. What is marvelous is, how
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could Pound feel the sense of grief building up in the original poem, without knowing
the original poem in Chinese? And as in the original poem, Pound mimics the music
in the translation; line 5 abruptly breaks the rhythm that has built up in a similar
tone, but the final line goes back to the previous rhythm. Further, the image of the
beloved is emphasized, or the absence of her: “And she the rejoicer of the heart is
beneath them:” She is beneath the leaves! And the final line is a powerful ending to
the poem, and to the poet. It is a metaphor and a literal image of “A wet leaf. ” It is
a metaphor that represents his heart that sheds tears and is wet, his heart still clinging
to the departed. It is a wet leaf, cold and cruel, that clings to the stone of the thresh-
old.

Giles’ translation has contributed to Poundin making a great poem, which is a
kind of unintended collaboration between translators. A good original has to wait for
translators, until it becomes a good piece, such as Pound’s “Liu Ch’e.”

Notes

1. As J. P. Sullivan in his book review “Ezra Pound as a Latin Translator” points to “Pound’s dis-
regard, intentional or unintentional, of literary accuracy. . . . and [ his] willingness to compress
what he regards as poetically irrelevant, antiquated, or incomprehensible to the modern reader ---”
(101), Pound tends to create a new poem, rather than just translates it into English. This is a re-
view on Ezra Pound: Translations (Eds. Ezra Pound and Marcella Spann. New York; New Direc-
tions Paperback, 1964) and Confucious to Cummings. An Anthology of Poetry by Ezra Pound (New
York: New Directions, 1964 ).

2. See Journal of Anqing Teachers College ( Social Science Edition) 7 (2008) ;14 —16. He Huang’s
article has been translated into English, and it is worthwhile to sum up his main points about the
music, imagery, and metaphor in the Chinese original in this article, Sections II and III. Huang is
a native speaker of Chinese who can best discuss the original poem, and provides a basis for the
present argument that Pound was a good imagist poet when he translated the poem into English. This
essay and the other one by Chen are translated from Chinese into English by Jin, Lihua ( £0R4E) ,
a Ph. D. student at Department of English Language and Literature,, Graduate School, Hanyang Uni-

versity, Seoul.

Works Cited

Chen, Tai-sheng. “Liu Ch’ e’s ‘ Song of Fallen Leaves and Whining Cicadas’ and Pound’s ‘Liu
Ch’ e’ ; Translation of the Cross-Cultural in Liu Ch’ e’s Poem. ” Culture and Poetics 1 (2008 ) :
221 -230..

Huang, He. “Rewriting Strategy in Ezra Pound’s Translation of “Song of Fallen Leaves and Whi-
ning Cicadas. ” Jounal of Anging Teachers College ( Social Science Edition) 27.7 (2008) : 14
- 16.

Sullivan, T. P. “Ezra Pound as a Latin Translator. ” Arion 3 (1964) . 100 —111.

Xie, Ming. “Pound as Translator. ” The Cambridge Companion to Ezra Pound. Ed. Tra B. Nadel.
Cambridge: Cambridge UP, 1999. 204 —223.

RIEHE TR



The Self is That Which Gets Lost in Transla-
tion: A Sociolinguistic View of Chinese Poetry
Translation through Modernity & Parataxis

Lucas Klein

Department of Chinese, Translation & Linguistics, City University of Hong Kong
Tat Chee Avenue, Kowloon, Hongkong SAR

Email; LRKlein@ cityu. edu. hk

Abstract How has the translation of Chinese poetry into English contributed to the
reconsideration of the self—or “the lyric ego” —in contemporary and avant-garde An-
glophone poetry? Examining the micro-history of avant-garde English presentations of
Chinese poetry, and the shifting configuration of China in the politico-economic
sphere and the Anglophone imaginary over the last hundred years, this paper will of-
fer a socio-linguistic reflection on the notion of the self. Specifically, I will approach
the divergence between so-called “avant-garde” and “ Unmarked Case” (my term for
“establishment” or “mainstream” ) poetic communities by interrogating whether such
a distinction is sociological or linguistic. Through the lens of Chinese poetry transla-
tion, I will trace the development of “Classical” Chinese poetry in English translation
from its former association with English experimentation ( Pound, Rexroth, Snyder,
etc. ) to being upheld by stalwarts of “Official Verse Culture” ( Milosz, Merwin,
Wright, Young, etc. ), leaving avant-gardists ( Hejinian, Padgett, Waldrop, etc. )
to entertain their current predilection for the contemporary in Chinese poetry. This ex-
amination will yield conclusions both about our definitions of “modernity” and “tradi-
tion” as well as about how we deploy language and rhetoric to signify those concepts.
Finally, looking at the few current poetic avant-gardists—John Cayley, Kit Kelen,
Jonathan Stalling, and Jeffrey Yang—who work both with modern and pre-modern
Chinese poetry, I will conclude with an appeal for a view of translation that can work
to reconcile the socio-linguistic divisions between the avant-garde and the “un-
marked. ”

Key words translation; avant-garde; self; transcendence/immanence; parataxis/
hypotaxis

In 1975, after a batch of his translations of Japanese poet Rai Sanyd #fill|fH (1780
- 1832) appeared in the journal Montemora, translator Burton Watson wrote to edi-
tor Eliot Weinberger, saying, “I can’t tell you how honored I am to be in the same
magazine as Charles Reznikoff. 7'

Reznikoff, only recently rescued from the forest of obscurity,*was the writer for
whom Louis Zukofsky coined the term Objectivism. ® Generally known for its Judaism
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and Leftism (as opposed to the Rightward anti-Semitism of Modernism’s first genera-
tion Yeats, Pound, and Eliot), Objectivism is also thought to have developed from
Ezra Pound’s earlier Imagism. Developed from, not a redux of: Imagism’s “Direct

’»

treatment of the ¢ thing’ " could be either “subjective or objective,”* and Objectivism
s object was a double (as in, its vision of the “art form as an object””). Neverthe-
less, Imagism and Objectivism share a common association with the Chinese aesthet-
ic’: “Poetry presents the thing,” Reznikoff quoted the epigram to A. C. Graham’s
Poems of the Late T’ ang, “in order to convey the feeling. It should be precise about
the thing and reticent about the feeling. ™’

So Reznikoff quotes a Chinese critic in outlining his own poetics; perhaps Wat-
son, praising him to Weinberger, was only returning the favor. And yet, what classi-
cal Chinese translator today would be so well versed in the contemporary avant-garde
that he or she could name—and be honored to appear beside—a similarly obscure
avant-gardist American poet? And more to the point, would any avant-garde poet be
able to return the favor by asserting her or his poetics as in line with classical Chinese
poetry as conveyed by a particular translator? Clearly, things have changed, both in
the world of Chinese translation and in the literary system of contemporary poetry in
English. Shifting between angles historical, sociological, and literary, this paper will

examine some of the reasons why.
1. Immanence or Transcendence: A Socio-Linguistics of American Poetry

One of the most pressing questions today in contemporary American poetry is the rela-
tionship between literary style and sociology. I intend to reach a definition of avant-
garde treatment of Chinese poetry as involving both paratactic juxtaposition and a
questioning of selfthood, but to get there—and to questions about how Chinese tradi-
tion and modernity get inscribed within the history of poetry in English—I1 will first
have to trace or tease out why and how the entanglements of style and sociology got so
pressing. If the pressure of the debate can be said to have a single source in recent
times, that source is probably Ron Silliman, one of the original “Language Poets. ”
Silliman’s Blog —the closest thing to a common reading list and community many po-
ets have in the new millennium—has also been the locus for much of the debate on
the overlap between sociology and style, taking the form of an argument about Silli-
man’s terms “post-avant” and “School of Quietude. ”* Umbrella terms for sociological
/ stylistic trends Silliman sees in contemporary American poetry , named both general-
ly and specifically as an attempt to overturn the hierarchy between them, “School of
Quietude” and “post-avant” have proven very contentious. Silliman might even relish
such contention; here he is recently explaining the division once again:

I know, whenever I use the phrase School of Quietude in some pointed fashion,
what kind of response I’ m going to get--+ Surely I could have used some other
term, though the only adequately descriptive alternative I can think of is Neo-
phobe--- Regardless of the noun involved, the Unmarked Case invariably has a
history & a politics:--The School of Quietude is poetry’s unmarked case, and its
most characteristic — even defining — feature is the denial of its own existence
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-+ (Silliman 2010)

In the background to the “School of Quietude” is a socio-linguistic awareness of
class: for Silliman, the “School of Quietude” seems to graph onto the bourgeoisie,
and as Roland Barthes has pointed out, “the bourgeoisie is defined asthe social class
which does not want to be named” (Barthes 126).° For this reason—and so I don’ t
adhere too closely to Silliman’s controversial terms or his understanding of them—I’ m
tempted to refer to Bourgeois Poetry rather than the “School of Quietude,” which
would give the oppositional term, the avant-garde, the full weight of its associations
with the Leninist vanguard. And yet, Silliman’s notion “post-avant” is worth digging
into, as well; he defines it at face value, saying, “The avant became the post-avant
the minute poets began to think of themselves as part of a broader avant-garde tradi-
tion, given that avant-gardism is a fundamentally synchronic move within the arts and
tradition is fundamentally diachronic, rendering ¢ avant-garde tradition’ an oxymoron
of practice” (2009). Nevertheless, a quick close-reading of “post-avant” suggests
that “post” latches onto “avant” in “post-avant” the same way it latches onto “mod-
ernism” in “postmodernism” ; that is, certain underpinnings of the ideology of an
“avant-garde,” namely, the logic of an artistic vanguard behind which will come
mass motions of literary or artistic history, no longer seem viable. ' While on the one
hand I believe that such a view of literary history would be simplistic, in its incorpo-
ration of pre-modern Chinese sources at least, the avant-garde has indeed proven it-
self to be a leader of a certain historical current, behind which the literary “garde”
has fallen in step. If this means that “avant-gardism” can no longer be understood as
a “fundamentally synchronic movement within the arts,” then so be it. Therefore,
I’ 11 still refer to the “avant-garde,” though 1’1l temper that by resisting my urge to
refer to “Bourgeois Poetry,” and call it—socio-linguistically, rather than socialisti-
cally—the “Unmarked Case.’

Silliman, at any event, is not the only one to try to define these groupings, and

i

the definition is not always sociologically motivated: younger poet / blogger Seth
Abramson has tried to defend, and define, a “School of Quietude” for his (no-lon-
ger) Unmarked side putting the literary first: “The greatest divide in poetry, by
far,” he says, “of the past hundred years has been between poets who treat language
as a locus forimmanent meaning and those who treat it as a locus for transcendent
meaning” ( Abramson 2010)"". For Abramson, the “School of Quietude” is “Quiet
in the sense that they are not permitted their full expression as “words-qua-words,”
but instead remain merely signifiers of a series of referents whose acknowledgment,
comprehension , and internalization is the most important work of the poem” (ibid. ).
What this has to do with translation and Chinese poetry’s reception in English is com-
plicated, and will be addressed anon; nevertheless, I believe we have reached a cen-
tral tension in the approaches to translation—in general, though also to translation of
Chinese in particular—seen in various poets of differing “schools,” tendencies, or
ideologies, which has to do not only with linguistic transcendence or immanence but
with how poets associate with traditions of linguistic transcendence or immanence. If
the twentieth-century poet of “transcendent meaning” par excellence is Robert Frost,
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does his quip that “poetry is that which gets lost in translation” * not assert that poet-
ry is defined by linguistic immanence? Meanwhile, if the paradigmatic twentieth-cen-
tury poet of “immanent meaning” is Ezra Pound, do his translations suggest faith that
language could refer to transcendent meaning, as well?

While Abramsondefines these schools solely based on how they use language, he
seems to overlook the sociological aspect for such divisions in the house of American
poetry. In short, because of the expanse of the population and of printing in the US
and throughout the English-speaking world, the demimonde of poetry grew so large
nobody could read it all, and factions began to fraction. American poets began to take
notice in the Seventies: while in the Sixties limited publishing outlets and a general
opposition to the Vietnam War gave poets everywhere the sense that they were part of
a larger community, even if they stood at disparate edges, by the Seventies the early
fissures—Robert Lowell's “Raw and the Cooked” " (in which he suggested himself to
be a mediation between the two, a notion laughable to the avant-gardists of the day,
who saw him as cooked to a crisp) , and Paris Leary and Robert Kelly’'s A Coniroversy
of Poets"*—degraded into a free-for-all.

By the end of the decade, Montemora could host a feature, compiled by Wein-
berger and Nathaniel Tarn, inviting members of the extended American poetry com-
munity to sound off on the predicament. “We are in the midst,” they wrote, “of a
poetry pandemic;”

2000 American poets registered in the government Directory, thousands more
unlisted, some 3500 small presses and little magazines, scores of government
and corporate-sponsored “service” organizations, creative writing schools produ-
cing legions of creative writers, endless grants and programs and prizes and resi-
dencies and readings. In short, the production of poetry and poetry-related serv-
ices has become a branch of American business, a respectable middle-class oc-
cupation. ( We even have our own trade paper, CODA, which advertises itself:
“Poets read CODA the way bankers read The Wall Street Journal. ) ( Weinberg-
er & Tarn 73) "

Many participants took the opportunity to present sociologies of the poetry scene. Of
particular note is scholar Robert Bertholf’s social history, “The Polity of the Neu-
tral,” which also engages in some creative cartography on the way to examining a lit-
erary-psychological question ;

For the sake of the poetic map, I would like to make a separation that is not
completely accurate ; one line leads from Pound to Olson to the New Poetry, and
a second line leads from Eliot to Lowell to the confessional poets, and to the
writing schools --+ When Eliot pronounced that in his impersonal theories “Poet-
ry is not a turning loose of emotion, but an escape from emotion; it is not the ex-
pression of personality, but an escape from personality,” he went behind a
facade of the objectivity of his poetry---. And with the concentration on the ob-
jectivity of expression, there was a shift away from the concern for the intensity
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and care of expression of the passional, to the procedures, the techniques of ex-
pression: technique, to push the point to the extreme, predominated over ex-
pression, so that the critical concern over the split between form and content ---
re-emerged into critical thinking. ( Bertholf 94 —95)

From there, Bertholf further historicizes the rise of egocentric writing out of the dregs
of the ethic of impersonal poetry:

The split between form and content was now an operative principle --+ But in the
1950’s and into the 1960’s a movement came into the universities which an-
nounced technique to the exclusion of all else. The procedure put to countless
versions got to the poet where poetry became an exercise of conformity to such an
extent that it was necessary to re-assert the “1” of the poet to provide a subject.

But in an abstract sense this is a restatement of the impersonality of the po-
et, in Eliot’s sense, because the product is fixed in a segregated reaction, itself
neutralized from other events, and not related. (ibid. 95)

His conclusion: that “With the only subject the ego of the poet, and the ego’s reac-
tion to events, and with the overlay of the right procedures, then the reaction to the
events comes out as a process of writing as an act of therapy, without the benefit of
professional training” (ibid. ). By the Seventies, the American avant-garde picked a
losing battle against the self-contained unity of the ego.

This battle can be seen as well in Weinberger's own entry to the Po-biz feature
where he also picks up on writing-as-therapy as a response to “massive overproduc-
tion” of poetry and “thousands of writers and few readers. ” ( Weinberger and Tarn
98) “Psychoanalysis,” he says,

of course is largely textual criticism: not an analysis of the experience, but of its
discourse ; narratives of the waking life, slips of speech, the texts of dreams. In
collapsing society, egocentrism flourishes in the absence of social concern: we
have become a nation of analysands ( practitioners and fellow-travelers). Social-
religious conviction has been replaced by worship of the self: the litany is the
monologue, and, to the point, the scripture ismy thoughts and my feelings petri-
fied in the typed, xeroxed, and too-often printed word: my poetry. (ibid. )

For Weinberger, part of the redress of poetry’s “worship of the self,” moving the
writer beyond “my thoughts and my feelings,” is translation; Weinberger would later
write, “A translation is based on the dissolution of the self. A bad translation is the
insistent voice of the translator” ( Weinberger 60)'°.

But while translation is not the only way to dissolve the self, it became the cen-
terpiece to Weinberger's debate with his nemeses on the avant-garde, the Language
Poets. The Language Poets have also critiqued the main streams of American poetry
for its egocentrism, stating in their group manifesto, “Aesthetic Tendency and the

i

Politics of Poetry,” that “our work denies the centrality of the individual artist---.
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The self as the central and final term of creative practice is being challenged and ex-
ploded in our writing” ( Silliman etc. 264)". But if both the Language Poets and
Eliot Weinberger are members of American poetry’s avant-garde, and seem to agree
on the necessity of a poetics beyond the self, then why are they nemeses? In short, it
comes down to what Weinberger sees as the Language School’s nationalism, and their
avoidance of translation—the Language poets are notable for not being interested in
languages, he’s said. ** (Silliman claims that his class background did not afford him
any opportunity to learn languages other than English" ; also, Charles Bernstein’s and
Lyn Hejinian’s later engagements with translation—from the Russian of Arkadii Drag-
omoshchenko, the Portuguese of Régis Bonvicino, as well as Shadowtime, Bernstein’
s libretto on Walter Benjamin—deserve mention). But can Language Poetry’s Decon-
struction of the Self in One Country be reconciled with Weinberger’s translation-cen-
tered notion of the avant-garde?
Yes and no. The history of Chinese poetry in English translation shows why.

2. Methods of the Ideogram: A Historical Taxis of Chinese Poetry Translation

If there is a method to Language Poetry’s madness of deconstructing the self, it is pa-
ratactic juxtaposition. Such method is laid out in Ron Silliman’s “The New Sen-
tence” —best encapsulated by Silliman’s Language comrade Bob Perelman, as

a new sentence is more or less ordinary itself but gains its effect by being placed
next to another sentence to which it has tangential relevance. New sentences are
not subordinated to a larger narrative frame nor are they thrown together at ran-
dom. Parataxis is crucial; the internal, autonomous meaning of a new sentence
is heightened, questioned, and changed by the degree of separation or connec-
tion that the reader perceives with regard to the surrounding sentences. ( Perel-

man 313)

—but paratactic juxtaposition as a hallmark of the avant-garde in English is not new.
It was part of the invention of Chinese poetry in our time: Ernest Fenollosa's essay,
edited by Ezra Pound and published as “The Chinese Written Character as a Medium
for Poetry,” harbored it in in what must be its most important statement, “two things
added together do not produce a third thing but suggest some fundamental relation to
them” (Fenollosa & Pound 46).

The lesson took a while to stick—in Cathay, which Pound also took from Fenol-
losa’s notebooks, Pound translates [i Bai’s ( Rihaku's) ZE[q paratactic % = if T /&
/ ¥ H N E with hypotaxis: “Mind like a floating white cloud. / Sunset like the
parting of old acquaintances” (Pound 258 ) —but the association of parataxis with the
Chinese character created Pound’s “ideogrammic method.” This method not only
gave Pound a building block for his Cantos, it also enabled readings such as the fol-
lowing ;
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Thain®

Tching praved on the mountain and
wrote MAKE IT NEW

on his bath tub
Day by day make it new

cut underbrush.

pile the logs

keep it growing.

jih*

jih*

hsin"

oo

The last three lines are from Pound’s “ideogrammic” reading of the character j#t
(xin, “new” ), which Pound understood as underbrush cut [ f7] with logs [ A ]
piled up and growing [ 37.].% After this, the avant-garde treated history as a source
for made newness, and Chinese as an opportunity to suggest a fundamental relation
between things.

The importance of the Chinese character and its paratactic conglomeration of ele-
ments was important to translations of Chinese we no longer consider very avant-
garde. Amy Lowell, for instance, whoseFir-Flower Tablets with Florence Ayscough
was the response to Pound from the Imagism he had left behind, also considered the
paratactic conglomerations of the Chinese written character as significant—and signif-
ying—in her English renditions. And while her translations do not read as particularly
avant-gardist today, consider her translation of Li Bai's “Ye si” 7% f& against that of
Herbert Giles. Here is Lowell and Ayscough:

Night Thoughts

In front of my bed the moonlight is very bright.

I wonder if that can be frost on the floor?

I lift up my head and look full at the full moon, the dazzling moon.

I drop my head, and think of the home of old days. (Lowell and Ayscough
74)

ARATA A Bt bl BKZAA KKEHS

And here is Giles, published the following year, but reading as if it were written a
generation earlier:

Night Thoughts

I wake, and moonbeams play around my bed,

Glittering like hoar-frost to my wondering eyes;

Up towards the glorious moon I raise my head,

Then lay me down—and thoughts of home arise. (Giles 329)
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In addition to the conscientiously anti-poetic diction in Lowell and Ayscough’s plain-
spoken lines, which emerge all the more forcefully when contrasted with genteel
Giles, is the new aesthetic of the immanence of language and the texture of writing as
an element of signification: the repetition of “full” and “moon” in line three is, I
think , an attempt to get at the repetition of 4 (yué, “moon” ) as a component in Li
Bai’s line three, as a character on its own and in B8 (wang, “to look, to gaze” ) and
B (ming, “bright, clear”).

Parataxis as a medium for translating Chinese poetry was, however, a firmer fix-
ture in the avant-garde. Another avant-gardist to reach prominence as a transmitter of
Chinese poetry in English was Kenneth Rexroth, for whom parataxis was also para-
mount in suggesting a fundamental relation between things, as in this translation of

Dll Fu *i%

Snow Storm

Tumult, weeping, many new ghosts.
Heartbroken, aging, alone, I sing

To myself. Ragged mist settles

In the spreading dusk. Snow skurries

In the coiling wind. The wineglass

Is spilled. The bottle is empty.

The fire has gone out in the stove.

Everywhere men speak in whispers.

I brood on the uselessness of letters. ( Rexroth 6)

CSED
REEHA RABEH HL=KEE Z2FTHIX
et B R WKL N B RAEHE

Pound and Rexroth were very similar poets and figures in many ways: both close with
their mutual publisher James Laughlin, they were likewise anti-academic autodidacts
who translated from many languages, particularly Chinese, and were equally invested
in the relationship between the politico-economic and the poetic. Despite this, or be-
cause of it, Rexroth needed to define himself against Pound in the face of all their
similarities—countering Pound’s fascism with his anarchism, reading Daoism and
Buddhism while Pound read Confucius, but translating Du Fu whereas Pound transla-
ted Li Bai—Rexroth even said in a 1958 interview with Jerome Rothenberg and David
Antin, “as a poet I find [ Pound’s ] verse soft and mellifluous . .. a limp soft line. It
’s not what I’ m looking for at all” ( Rothenberg & Antin 2011 ). Nevertheless,
Rexroth’s method of translating Du Fu is very much based on a Poundian ethic of jux-
taposition, foregrounding the poetic device over and against the poetic persona.

This reaches an apparent culmination with Gary Snyder, whose translation style
compelled him to avoid personal pronouns even more conspicuously than the Wang
Wei F 4 poem he translates :
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Deer Camp

Empty mountains :

no one to be seen.

Yet—hear—

human sounds and echoes.

Returning sunlight

enters the dark woods;

Again shining

on the green moss, above. ( Synder 539)%

(RESE)
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With this translation style, we seem to see how the juxtaposition of parataxis, Chinese
translation, and dissolution of the self could culminate in the suggestion of a funda-
mental relation between them. With Snyder's Buddhism, we might even think we ar-
rive at the apotheosis of Fenollosa’s essay—right after describing “two things added
together,” he says, “A true noun, an isolated thing, does not exist in nature”
( Fenollosa and Pound 46) , which must certainly apply to the ego as well—especially
in light of Haun Saussy’s revelation, in his introduction to the Chinese Written Charac-
ter's critical edition, that Pound largely edited out Fenollosa’s allusions to Tendai J<
£ Buddhism in preparing the essay for publication.  And yet, we should not over-
look Snyder’s more famous translations, of Han Shan Z£[l], where the self seems
much more stable:

Some critic tried to put me down—

“Your poems lack the Basic Truth of Tao”
And T recall the old-timers

Who were poor and didn’ t care.

I have to laugh at him,

He misses the point entirely,

Men like that

Ought to stick to making money. (Synder 526)

BEEELF BiFELEE ERFEA RERARE
BEZERT HARAL REMSE KRELLZER

These two examples deepen the rift we witnessed between a Poundian linguistic imma-
nence that translates and a Frosty linguistic transcendence that does not, reaching a
fissure as well between translation’s egolessness and the dominance of the lyric self in
poetry by the Seventies. Such a rift was prefigured in Alan Watts’s 1958 essay, “Beat
Zen, Square Zen, and Zen,” where he says,
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the Westerner who is attracted by Zen and who would understand it deeply must
have one indispensable qualification; he must understand his own culture so
thoroughly that he is no longer swayed by its premises unconsciously --- He must
be free of the itch to justify himself. Lacking this, his Zen will be either “beat”
or “square,” either a revolt from the culture and social order or a new form of
stuffiness and respectability. ( Watts 610)

Watts even specifies Snyder’'s poetry, saying, “as I know it, it is always a shade too
self-conscious, too subjective, and too strident to have the flavor of Zen --- which
would rather hand youthe thing itself without comment” (ibid. 611). Of course,
both translators and Zen adepts know how unattainable the thing itself can be, espe-
cially if the isolated thing does not exist in nature.

By the 1980s, the split suggested in Snyder’s translations becomes enlarged in
the translation of Chinese poetry as a whole. By now, not only has Language Poetry
seemingly taken over parataxis, but the avant-garde barely translates pre-modern Chi-
nese. Instead, ancient China has entered the mainstream, though it doesn’ t necessa-
rily fare any better:A Book of Luminous Things shows Czestaw Milosz placing Chinese
a grab-bag of pre-modern Chinese poets in ahistorical dialogue with international
greats such as Elizabeth Bishop and Joseph Brodsky; the Chinese calligraphy cover
image of Charles Wright's Black Zodiac is printed upside-down, then “corrected” by
a reprint that's right side-up, but backwards. And the poetry itself? W. S. Merwin’s
stable lyric ego (to say nothing else of what Merwin does to the motivation of Li Bai’s
homesickness in “Ye si,” the Lowell / Ayscough and Giles translations of which I
quoted above ) —

Quiet Night Thoughts
I wake and my bed is gleaming with moonlight
Frozen into the dazzling whiteness I look up

To the moon herself

And lie thinking of home ( Merwin 17)
—and David Young’s hypotactic Du Fu;.
Gazing at Mount Tai

How to describe a peak
that has produced such reference?

there’s greenness that surrounds it—
two provinces, Qi and Lu

all creation is contained

on those dark slopes, that sunny side
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layers of clouds refresh
climber and climbed alike

the birds fly up and up
beyond our straining eyes

someday I want to stand
right there on the summit

the other mountains dwarfed
spreading in all directions! ( Young 5)

(&)
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Even translators of Chinese poetry who consciously write against the dominance of hy-
potactic Unmarked Case poetry are bound to find themselves caught up in it; a recent
review of David Hinton’sClassical Chinese Poetry: An Anthology™ said that one of
Hinton’s translations “sounds like something Charles Simic might write” ( Thorburn
88).% I wonder how Hinton felt about that.

At the same time, when the avant-garde translates Chinese poetry, it translates
the modern and contemporary. Xue Di 253l has a book translated in part by Keith
Waldrop and Forrest Gander,* and I have done versions of Bei Dao 4t 55 with Clay-
ton Eshleman,” but mostly this takes place in anthologies: New Generation: Poems
Jrom China Today, edited by Wang Ping, includes versions co-translated by Lyn He-
jinian, Ron Padgett, David Shapiro, Keith Waldrop, and Anne Waldman—all repre-
sentatives of various avant — garde or “post-avant” groupings—and Another Kind of
Nation, edited by Zhang Er 5%H- and Chen Dongdong %% % included translations
done in part by Leonard Schwartz, Bob Holman, Cris Mattison, and Susan Schultz,
also all part of the avant-garde tradition writ large.

The reasons for this return us to the sociological. The entry of pre-modern Chi-
nese poetry into “Unmarked Case” poetics reflects a risk-averse “investment strate-
gy,” allowing a move such as Chinese poetry translation to demonstrate success or
failure on the periphery before being brought into the “mainstream. ” Meanwhile, the
avant-garde’s move from classical to contemporary Chinese poetry reflects the shift to-
wards modern languages and the logic of “applicability” (no matter how much the
avant-garde purports to disdain such logic) in the American educational system. And
while paratactic juxtaposition is a main mode”™ in Chinese “Obscure” [ i and
“Post-Obscure” poetry (Bei Dao even describes Eisenstein’s “montage,” which of
course grew from his understanding of the Chinese character, as influential to his ear-
ly poetics™ ) , mostly, I believe, the shift has to do with social networks and China’s
“reform and opening up” PIEFFJ, whose prongs have been exile and immigration
and access to international poetry festivals, all of which allows for living Chinese and



176

Forum for World Literature Studies

American poets to enter the same social networks. Bei Dao’s friendship with Eliot
Weinberger and Clayton Eshleman, for instance, has led both to translate Bei Dao,
and the pairings of Chinese poet with American poet-translator in both Wang Ping’s
anthology and Zhang Er’s is the result of—and testament to—everyone’s membership
in interlinked social networks.

Such a pattern to the reception of Chinese poetry in English presents a problem,
however, since Chinese poetry is rarely able to fulfill one of the main purposes and
functions of avant-gardism, which is to challenge preconceptions ( perhaps the
“avant-garde” has become the “post-avant,” after all). Instead, the split between
“modern” and “pre-modern” Chinese poetry gets mirrored in Anglophone poetries,
and a historical divergence is inscribed as a matter of taste (the avant-gardists like
the “contemporary,” while readers of the “Unmarked Case” like the “classical” ).
And rather than being able to exist as a text related to its own time and culture and
later, distant times and cultures, pre-modern poetry in English translation once again
becomes victim of the May Fourth prejudice against it, and becomes “traditional.”
This is quite a change from the early twentieth century, when classical Chinese poetry

constituted an essential component of modernism.
3. Transcending the Transcendent Self. Towards a Reconciliation

Two questions remain ; why has paratactic juxtaposition been so important to Anglo-
phone avant-garde poetry? and are any avant-garde poets using what they’ ve learned
from the “ideogrammic method” to build pre-modern and modern Chinese poetry into
a single, if polyvocal, tradition in English?

The first question is very large, of course, but parataxis is not new as a method
in English poetics; Erich Auerbach in Mimesis considers it one of the fundamental lit-
erary techniques of Western literary heritage. But the way he describes it is telling:
“far from weakening the interdependence of the two events,” Auerbach says, para-
taxis “brings it out most emphatically; --- in English it is more dramatically effective”
(Auerbach 62). But if it is more dramatically effective in English already, in poetry
it represents language charged with meaning all the more because it is poetry. 1 see
the development of parataxis in avant-garde English language poetry in the early twen-
tieth century as a response to the dominance of the novel, which had occurred over
the previous hundred years, and the dominance of literary realism within that domi-
nance of the novel. “Prose,” observe Michal Peled Ginsburg and Lorri Nandrea,
“has come to appear ‘natural’ . what we all, like Moliere’s M. Jourdain, speak
without even knowing it and writing without needing a special talent or art” ( Gins-
burg and Nandrea 246 ) ; poetry—and avant-garde poetry in particular—gains its
force, the dramatic effectiveness Auerbach mentions, by being determinedly unnatu-
ral.

Literary realism, meanwhile, has become dominant to the point of not only de-
scribing reality, but creating it. Peter Brooks explains;

Once a radical gesture, breaking with tradition, realism becomes so much the
expected mode of the novel that even today we tend to think of it as the norm
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from which other modes -+ are variants or deviants. That is, we eventually came
to regard [ its ] styles of representing the world :-- as standard, what we expected
fiction to be. The novel in the airport newsstand will tend to be written from a
repertory of narrative and descriptive tools that come from the nineteenth-century
realists. What they are doing, and their radical pioneering in the novel, has
ceased to astonish us. (Brooks 5)

I would go further, even, and say that literary realism writes not only the way we ex-
pect fiction to be, it writes the way we expect reality to be, as well. If the ego seems
stable to us in reality, it is less because of the stability of the lyric subject than be-
cause of the pervasiveness of realism’s narrative arc. In challenging its artistry through
parataxis, avant-garde poetry also challenges its ideology. The transcendental ego can
be dissolved.

But if avant-garde poetry can try to dissolve the transcendental ego, can it also
complicate the overarching simplicity of Chinese poetry’s reception in “modern /
avant-garde” and “Unmarked / traditional”? At this juncture several potential con-
clusions present themselves: I could press harder on the “bourgeois” nature of Un-
marked Case poetry and Chinese translation, thinking through the politico-economic
views and poetry-world positions of figures such as Pound, Rexroth, and Sam Hamill;
I could consider the functions of race and the avant-garde vis-ti-vis Chinese poetics,
looking at poets such as Afaa Weaver and Arthur Sze; I could go in depth about
translators such as David Hinton and Brian Holton who have worked extensively on
both pre-modern and contemporary Chinese poetry--- but if the poetic avant-garde—
for all its sociological shortcomings of representationality, race-based, gender-based,
and class-based—is going to be defined by its writingas well as and not only as sociol-
ogy, then I should focus on the carriers of the avant-garde tradition, and I should do
so by looking not at translation per se but at the avant-garde poetic writing adjacent to
translation proper, since such writing draws the most from and contributes the most to
the constitution of Chinese poetics within the schools of Anglophone poetry. 1 should,
therefore, conclude by presenting work by four poets I believe to be continuing the
dissolution of the lyric self through avant-garde poetry and translation practice that u-
nites, rather than divides, pre-modern and contemporary Chinese poetry. In debt to
Weinberger's model of bringing knowledge of pre-modern Chinese translation (e. g. ,
his New Directions Anthology of Classical Chinese Poeiry) to bear on translation of
contemporary Chinese poetry ( his translations of Bei Dao), the four poets I men-
tion—John Cayley, Kit Kelen, Jonathan Stalling, and Jeffrey Yang—all extend the
avant-garde tradition of questioning a transcendent self through their renewal of the
“ideogrammic method. "™

John Cayley, English, writer of digital media currently at Brown University. He
describes one piece,riverlsland, a three-dimensional hyperspace presentation of Wang
Wei's #4)1|4E that expands on Weinberger's Nineteen Ways of Looking at Wang Wei,
as “a navigable text movie composed from transliteral morphs with a few interliteral
graphic morphs -+ a spatialized aural poetic environment in which you may also in-
vestigate of procedures of textual transformation associated with translation, which are
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here proposed as transliteral”

Kit Kelen, Australian, poet and professor in English at the University of Macau.
Having lived in Macau for nearly a decade, he incorporates English — Chinese and
Chinese — English translation into his poetry (with his students, he has translated,
most notably, Meng Jiao’s 7 &F poetry, and all his English writing is published with
Chinese versions en face). Here is a poem that in English refers to Snyder and in
Chinese to the Canon of Verse 14 and the “Rhymeprose on Literature” UK by Lu
Ji BhipL™

hewing an axe handle with

the only thing handy BFARAT

words are always 1) 15 % L A AR
more than themselves 18 15

they’ ve been everywhere ML RE
we’ ve not HEERMIER KGR
but where can they go 12X A BAN
without us? B L AL EARIL
we take them on HEX

through new doors HAHRFe e A
every day it BT e 1
words are wise EERE

when you’ re not looking R— R @Ay

they wander away

rolled up in a scroll

ettt

% A
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or sealed tight between covers K[ AEB L P2
you’ d think they’ d be safe asleep 4 vA 4 € 1 8E45 %%

but that’s the dark they travel 1a 7R 2 H A F 476 B

you know that they’ ve been P fnid BTG FiT

in every corner HFANRE

because there’s nothing A EFAT 4

words can’t handle 1835 T ik 35 4]

the problem R EH KA

if we could only admit it =) A T

is ours #Maa

in finding them R EHEMEF (Kelen 220 -1)%

Jonathan Stalling, American, Assistant Professor of English at University of Oklahoma

and editor of Chinese Literature Today. In addition to translating the work of noted

contemporary poets such as Shi Zhi £#§,* Stalling’s experimental translation of pre-

modern poetry has focused on sound—and especially, tone—as a previously unex-
plored area of English poetics. From Yingélishi—Chanted Songs Beautiful Poeiry .

i i
please say it again
pu [ s7sdi yi té ¢ gin
1 B
FiiE
i 1

%1

Oak ck|,~un'd to the sun
stopped thoughts
hl\'\u:l'l't..l| insccts

sweet Aoral collar

(Stalling 92)

Jeffrey Yang, American, editor at New Directions, and translator of the poetry of Liu
Xiaobo XI|i%i as well as Su Dongpo 7 Z<3. In both his original poems—recently
published as An Aquarium—and his translations, he brings avant-garde parataxis and
Chinese allusion together to constitute a re-birth of poetic modernism nearly a century
after Pound’s first development of the “ideogrammic method. ” Two of “his own” po-
ems:
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Jiang Kui

Jing Wang translates Jiang Kui

of the Northern Song: “In writing poetry,
it is better to strive to be different

from the ancients than to seek to be
identical to them. But better still than
striving to be different is to be bound

to find one’s own identity with them,
without striving to identify ;

and to be bound to differ with them,
without string to differ. ” ( Yang 2008 ; 21)

White Whale

Round and round we wheel
around the White Whale
in a braided cord

of good and evil ,

till self’s

freed

from ego. (ibid. 53)

Plus a translation of Wang Wei
BAMBOO DWELILING

Sicting alona within a hidden bamboo
grove plucking the gin repeating long
howl s in a desep forest no one knows

bBright moon iTTuminates the harmony

(Yang 2005 7)
(HTETED
A iy & BELK®H  RKHRATE WA RME

Through original poetry and translation ( blurring at times the distinction between such
categories ) , each of these poets has engaged not only with Chinese poetry at both the
modern and pre-modern level, but has found the potentially avant-garde within the
pre-modern Chinese tradition, as well, applying that further to the dissolution of the
self via writing against the hypotactic mode of fictional “realism. ” Always the result
of collaboration, translation, too, “denies the centrality of the individual artist,”
even if it also requires the handling of “transcendent meaning” ; and yet through par-
ataxis, their work expresses the urgency of “immanent meaning,” as well, revealing
that what truly gets lost in translation is the self.
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er.
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Godine, 2005).

3. See Zukofsky “Sincerity and Objectification: With Special Reference to the Work of Charles Rezni-
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5. See Zukofsky, “Sincerity and Objectification,” 2001 ; 194.
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ism, though this is not how most people remember it.
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(Spring, 1969) .193.

8. For a taxonomy of the term “School of Quietude,’
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3

which comes from an Edgar Allen Poe review
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”»
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mized, according to Mitchell, by Billy Collins ( Mitchell provides a link to Collins’s website, say-
ing, “don’t forget to go shopping later for the products linked to in the right-hand column” ). The
name “American Standard” not only derives from the name of “the language most of us write in,”
but also because American Standard is a toilet.

10. As A. D. Jameson puts it, “The term’s early 19th-century Socialist origins have mostly been
forgotten,” so that the “avant-garde” “assumes an incorrect model of how art and innovation actual-
ly proceed. It begins by positing that there’s a single conservative high art world, which follows a
long and noble yet conservative tradition, and that there’s a single low art world, which is popular
and commercial (i.e., crass). And then it assumes that there’s a small band of daring creative pio-
neers, huddled in some corer of the culture somewhere, who pass all artistic innovation to both the
highs and the lows. (It’s the art world version of Reaganomics. )” A. D. Jameson, Big Other, 4
January 2011 < http://bigother. com/2011/01/02/why-i-hate-the-avant-garde/ > .

11. Of course, such a definition is also sociological, since it allows Abramson to re-draw Silliman’s
map of cools and squares: “The School of Quietude would now like to assert its claim on the bulk of

the poems produced by the following purportedly ‘ post-avant’ poets; Frank O’ Hara; Ted Berrigan;
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Robert Creeley; virtually all second- and third- wave (so-called) ‘New York School’ and ‘ Black
Mountain School’ poets; all the Modernists but Pound; all under-forty so-called ‘ Neo-surrealists’
(but not any of the actual Surrealists) ; and the so-called ‘ Imagists’ and ‘ Neo-Imagists’” ( Subur-
ban Ecstacies, 14 July 2010 < http;//sethabramson. blogspot. com/2010/07/supplied-herein-defi-
nition-of-school-of. html > ).
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ed attribution ( See Luba Zakharov, 8 March 2009 < http://www. packingtownreview. com/posts/5-
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leaning translators, that Eliot Weinberger copies its syntax while rebutting it in the first line of Nine-
teen Ways of Looking at Wang Wei: “Poetry is that which is worth translating” (Eliot Weinberger &
Octavio Paz 1).

13. See Robert Lowell’s acceptance speech at the National Book Award ceremony, 1960, for Life
Studies.

14. Paris Leary and Robert Kelly, eds. , A Controversy of Poets: An Anthology of Contemporary
American Poetry (New York: Doubleday, 1965).

15. Looking back from today, though, such overpopulation seems sparse. With a journalistic excla-
mation point, Chad Harbach notes in “MFA vs. NYC,” “There were 79 degree-granting programs
in creative writing in 1975; today, there are 854!” ( Chad Harbach, “MFA vs. NYC—America
now has two distinct literary cultures. Which one will last?” Slate, Nov. 2010 < http://www. slate.
com/id/2275733/pagenum/all/#p2 > ). Nevertheless, the contrast with the Sixties is an important
incitement to the Po-biz feature.

16. Weinberger’s twenty-five maxims were originally published as “Notes on Translation” in Clayton
Eshleman’s journal Sulfur in 1988.

17. Marjorie Perloff has testified—in a test of the manifesto’s manifest success—to the pervasiveness
of their logic amongst the avant-garde, saying their argument “has been so thoroughly internalized in
our own ‘advanced’ discourses about the place of the aesthetic in our culture. The demise of the
transcendental Ego, of the authentic self, of the Poet as lonely Genius, of a unique artistic style:
these, as we have seen, are now taken as something of a given” (409).

18. Weinberger stated this, among other times, at the “Translation: Ethics, Censorship, Speaking
Out” roundtable at the National Grad Student Translation Conference held at Columbia University,
March 30, 2008. For an earlier take, see “The ‘Language’ Letters,” in Written Reaction: Poetics
Politics Polemics (New York: Marsilio Publishers, 1996) , 83 —96.

19. Personal conversation with Ron Silliman during discussion at Yale Working Group on Contempo-
rary Poetics, November 7, 2008.

20. Ezra Pound, “Canto LIITI” in The Cantos ( New York: New Directions, 1993) 264 —265. For
more on the phrase Pound quotes, see also Edward Shaughnessy, Sources of Western Zhou History :
Inscribed Bronze Vessels ( Berkeley: University of California Press, 1991) 7, and Haun Saussy,
“Conclusion; The Difficult Inch,” in Great Walls of Discourse and Other Adventures in Cultural Chi-
na ( Cambridge: Harvard University Asia Center, Harvard University Press, 2001), 183.

21. In fact, it may indeed have been written a generation earlier; “The first edition of this work was
published,” Giles wrote in Cambridge, 1922, “in 1898, and has long been out of print. The pres-
ent edition, considerably enlarged, is a companion volume to Gems of Chinese Literature, also in its
second and enlarged edition:--” (290). The versions from the 1898 edition are indistinguishable
from those that constitute the expansion, which shows that while avant-garde poetry in English
pushed literary history forward, Giles’s translations were for a readership that preferred to adhere to
earlier norms of English verse.

22. For further discussion of Snyder along similar lines to my discussion, see Jonathan Stalling,

“Teaching the Law; Gary Snyder’s Poetics of Emptiness,” inPoetics of Emptiness: Transformations
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23. See esp. section 5 of Haun Saussy, “Fenollosa Compounded: A Discrimination,” in Haun Sau-
ssy, Jonathan Stalling, and Lucas Klein (eds) ,The Chinese Written Character as a Medium for Po-
etry: A Critical Edition (New York: Fordham University Press, 2008) 18 —23.

24. David Hinton, trans. , Classical Chinese Poetry: An Anthology (New York: Farrar, Straus &
Giroux, 2008).

25. Simic became a particularly contentious figure on the poetic left when his review of the double-
volumeCollected Poems of Robert Creeley (Berkeley: University of California Press, 2006) came out
(“The Cat Went Out for Good,” The New York Review of Books, October 25, 2007).

26. Xue Di i, trans. by Keith Waldrop, Forrest Gander, Stephen Thomas, Theodore Deppe,
Sue Ellen Thompson, Hu Qian, Wang Ping, Hil Anderson, Waverly, and lona Crook, Another
Kind of Tenderness ( Brooklyn: Litmus Press, 2004).

27. Bei Dao Jt &, translated by Clayton Eshleman and Lucas Klein, Endure: Poems by Bei Dao
(Boston: Black Widow Press, 2011).

28. In at least instance, English translations demonstrate a continuation of avant-gardist language e-
ven when the tone of the Chinese is markedly different; consider Donald Revell’s and Zhang Er’s
translation of Han Dong 5§ 75 :

About Da Yan Pagoda BERKEE

About Da Yan Pagoda VIESN 22

What more to know? AT XA il B L9

The people come from far H A B AN T5 AR R

To climb it, to be AT Rk

Heroes for once, or even a second time fh— R AT 0 3R R =k
Some of them, or perhaps more. ER S &

See Donald Revell and Zhang Er 5k, “About Da Yan Pagoda,” in Zhang Er and Chen Dongdong
%%, eds. , Another Kind of Nation: An Anthology of Contemporary Chinese Poetry (Jersey City :
Talisman Publishers, 2007) 69.
29. Personal conversations (March, 2011) with Bei Dao.
30. Another important forebear vis-a-vis China is J. H. Prynne, whose engagement with China de-
serves (and has received: see Joshua Kotin, “Reading Ezra Pound and J. H. Prynne in Chinese,”
inPrivate Utopias, Transnational Modernism [ Unpublished Ph. D. Dissertation, University of Chica-
go, August 20117]) its own study, but surely can be a model for poets trying to engage with China’
s textual, material, and ideological histories and implications.
31. John Cayley,riverlsland (2007) http://programmatology. shadoof. net/index. php? p = works/
riverisland/riverislandQT. html.
32. The Snyder poem in question is “ Axe Handles” (in The Gary Snyder Reader 489 ), which
reads :

One afternoon the last week in April

Showing Kai how to throw a hatchet

One-half turn and it sticks in a stump.

He recalls the hatchet-head

Without a handle, in the shop

And go gets it, and wants it for his own.

A broken-off axe handle behind the door

Is long enough for a hatchet,

We cut it to length and take it
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With the hatchet head

And working hatchet, to the wood block.

There I begin to shape the old handle

With the hatchet, and the phrase

First learned from Ezra Pound

Rings in my ears!

“When making an axe handle

the pattem is not far off. ”

And [ say this to Kai

“Look: We’ll shape the handle

By checking the handle

Of the axe we cut with—"

And he sees. And I hear it again:

Its in Lu Ji'sWén Fu, fourth century

a.d. “Essay on Literature” —in the

Preface; “In making the handle

Of an axe

By cutting wood with an axe

The model is indeed near at hand. ”

My teacher Shih-hsiang Chen

Translated that and taught it years ago

And I see: Pound was an axe,

Chen was an axe, | am an axe

And my son a handle, soon

To be shaping again, model

And tool, craft of culture,

How we go on.
33. This poem is translated by Fan Xing #t 8. Kit Kelen, “Hewing an Axe Handle with the Only
Thing Handy,” in China Years: Selected and New Poems (Macao; ASM, 2010) 220 —221.
34. Shi Zhi 4§, Winter Sun, Jonathan Stalling, trans. ( Norman: University of Oklahoma Press,
2012).
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