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ABSTRACT 

The thesis describes P£rez de Ayala's use of myths and literary figures, 

enquires into their effect on the structure of his novels and short stories 

and traces the development of this transcendental side of Ayala from 

his early pantheism to his later qualified optimism. Chapter 1 shows 

the close connection between myth and literature and outlines the 

attraction of myth for the creative writer. The second chapter shows 

how Ayala's view of life and concept of the novel led him to turn to myth 

to express his ideas. The thesis then examines chronologically all 

Ayala's fiction. Throughout there is found a single mythical hero whose 

progress through the three traditional stages of departure, initiation and 

rebirth is attended by traditional motifs. In Ayala's very early fiction this 

hero lives in complete harmony with the next world, but after 1905 his 

quest is a failure because he cannot reconcile his dream of order with his 

experience of disorder and brutality. In the period after 1915 the heroes 

become more successful,although few become 'pure.' heroes and for most 

success is partial and pragmatic. These three periods show different uses 

of the mythical, literary and real levels. In the f i rs t , they exist 

harmoniously, but in the second the juxtaposition is often ironical and 

grotesque. In the third there is a conscious, although sometimes unsucc­

essful, attempt to reconcile the levels, often through the inclusion of 

literary figures which influence the structure of some of his work. The 

inclusion of these two extra levels gives Ayala's work a 'mythical quality* 

which challenges traditional ideas of characterisation, authorship, space 

and time in the novel. The thesis ends by suggesting possible influences on 

Ayala and reviewing the concept of the mythical novel during the first thirty 

years of the century. 
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CHAPTER I 

INTRODUCTION 

1.1 Myths and literature 

The purpose of this thesis is to describe and account for Ayala's 

use of myths and literary figures. It enquires into the effect upon the 

technique and structure of the novel of the incorporation of mythical themes, 

assuming that both will be radically altered. The thesis is not, however, 

limited to registering such literary effects, but will examine Ayala's critical 

theories to establish his reasons for using myths and will try to evaluate 

the success of this mythical technique in terms of the problems which 

the novel faced at the beginning of the century. It wil l suggest that 

behind the many mythical elements and literary references there lies a 

constant factor, the myth of the hero, which is a key to the meaning of many 

of Ayala's fictional works. The first step must be to present those theories 

on the relationship between myths and literature which are assumed in this 

thesis and tG suggest ways in which myths would alter the form of the 

novel. 

In its narrowest sense, myth means a narrative about superhuman 

figures, set at an unspecified time in the past and dealing with some 

hypothetical event of great importance to man. * Although there are many j 

1. J . Ferrater Mora, Diccjonario de filosofta, I I , Buenos Aires, 1969, 
p. 210: 'Se llama 'mito' a un relato de algo fabuloso que se supone 
acontecido en un pasado remoto y casi siempre impreciso. Los 
mitos pueden referirse a grandes hechos heroicos... nue con 
frecuencia son considerados como el fundamento y el comienzo de 
la historia de una comunidad o del g£nero humano en general' . 



definitions of the term, it is generally accepted that myths mean more ( 

than they seem to and are connected in some way with basic emotions j 
I 

and issues. Traditionally they have been of interest to anthropologists, 

psychologists and linguists whilst the literary critic, less interested 

in what they mean than in what they have been made to mean, has 

looked on them as sources of imagery and structural principles of 

literary form without regard to origin. One of the aims of this thesis 

wil l be to see how far Ayala is prepared to invest myths with his own 

symbolism and how far he is concerned with returning to their original 

sense. 

As the etymology of the term suggests (Greek/^= word), myths, 

like literature, are verbal creations. Indeed, language has been seen as 

the first cause of myth:' Mythe est le nom de tout ce qui n'existe et ne 
3 

subsiste qu'ayant la parole pour cause'. The theories of Max Muller, 

with which Ayala was familiar, offer an explanation of this. He sees 

myths as the remains of a primitive, and thus natural, language where 

each word reflected attributes of the object, 'told its own story' and 
4 

was a poetic creation. Language was not, in the mythopoeic stage, 

a set of conventional signs, but it was ambiguous and unwieldy since 

words referred to the attributes of objects rather than to the objects them­

selves. The explanations needed to clarify simple statements which had 

thus become incomprehensible are the basis of myths as we know 

2. M. G'.Penuelas, Mito, Literatura y Realidad, Gredos, Madrid,1965, pp.13-15. 
3. P . Val£ry, 'Petite lettre sur les mytlies', Variety, I I , Galiimard, 

Paris, 1930, p.249. 
4. F.Max Miiller, 'Comparative Mythology', Selected Essays on Language, 

Mythology, and Religion, I , London, 1881, pp. 356-7. 
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them. ^ MuTier concludes that 'the origin of mythological phraseology, 

whatever outward aspects it may assume, is always the same; it is language 

forgetting herself. ^ Literature is always potentially mythical because it 

uses language in the same hypothetical way when it creates objects by naming 

them and organizes reality into meaningful patterns by drawing on a fund of 

'significant' objects. In the broadest sense of the term, literature becomes 

mythical when it departs from the description of observable reality. A 

writer like Ayala, who consciously stylizes his work by drawing attention 

to such images of reality rather than reality itself, invites a mythical 

approach. 

The study of myths in literature tends to concentrate on identifying 

and analyzing certain recurrent themes and motifs. Attempts have been 

made to explain the eternal appeal of some of these themes by reducing them 

to an archetypal pattern, which we have in common with all men of past 

generations. The pattern which Maud Bodkin, for example, proposes as the 

structural principle behind all tragedy is a kind of initiation rite consisting 

in self-sacrifice and the merging of the 'ego' with a greater power, or 
7 

'Dyonisian union with a larger whole'. This thesis wil l try to show that 

a similar pattern of initiation through suffering runs through most of Ayala's 

novels. Many of his references to myths are concerned with this process 

5.. F. Max MuTier, 'On the Philosophy of Mythology', Selected Essays... , I . 
p.590: 'Mythology is inevitable, it is natural, i t is an inherent necessity 
of language, if we recognise in language the outward form and 
manifestation of thought: it is, in fact, the dark shadow which language 
throws on thought, and which can never disappear t i l l language becomes 
altogether commensurate with thought, which it never w i l l ' » 

6„ F.Max MuTier, 'Greek Legends', Selected Essays... , I , pp. 471-2. 

7. M , Bodkin, Archetypal Patterns in Poetry, OUP, 1948, p. 22. 
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of death and rebirth. His heroes are renewed, as he says in his 1942 
prologue to Troteras y danzaderas, in a sequence of events which leads from 
darkness to light and surrender of the self. This thesis wil l be concerned 
with showing that Ayala's heroes are versions of the mythical hero by 
identifying the typical motifs of transformation. 

Juan Villegas uses this method when he traces the myth of the hero, 

as outlined in Joseph Campbell's The Hero with a Thousand Faces, through 

several modern Spanish novels. The first step in Villegas's structuralist 

approach is to relate the myth to the novel in which it appears: '231 

m£todo mftico. . . tendria como funci6n.. „ revelar esa estructura mitica y 
g 

su funci6n en la unidad de la obra literaria'. The second step is to use the 

myths as evidence of the writer's world-view: 'Para nosotros la perspectiva 

adecuada ha de ser indagar en los mitemas como portadores del modo de 
9 

estar en el mundo del hombre moderno'. The myth of the hero is basic­

ally concerned with initiation, or passage from one state to another and, as 

it is adapted in Ayala's novels and several of his short stories, wil l 

be outlined briefly here. The hero's career traditionally begins with a 

call to action addressed to a superior personality. In modern situations 

however the hero is often an ordinary, even mediocre person at a critical 

period, often a crisis of identity. He may see that his life is unsatisfactory 

and decide upon a complete break. This initial rejection may imply 

criticism of the society which has caused the unstable situation. The typical 

motifs of this stage are connected with change from one state to another : the 
8. J. Villegas. La estructura mitica del hgroe en la novela del siglo XX, 

Barcelona, 1973, pp.40-41. 

9. J. Villegas, La estructura... , p. 75 
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journey, exile, the crossing of a threshold and contact with a character who 
awakens in the hero an awareness of the inauthentic situation. 

In the next stage the hero undertakes a journey into unknown regions 

in a search for knowledge or personal transformation, undergoing many trials 

which test his courage and ability. This stage, known as the descent into 

the underworld, is peopled by strange beings, both helpful and unhelpful and 

culminates in atonement with the father-figure and a knowledge of the 

spiritual world which will , make the hero immortal. The image of the sun is 

frequently used for the immortal hero. The stage is known as the 'jornada 
is 

dc;l dfa y de la noche' and^full of images of descent, often to Hell or a 

labyrinth, and of darkness. In modern literature this period may appear 

as a time of soul-searching and introversion. The demons encountered on 

the way may represent forces in society. It is a time when reality 

disintegrates. 

Traditionally, the hero having- achieved atonement with the father 

and acquired superior knowledge through a vision of the next world, the 

third stage is concerned with the return to this world. The hero has 

understood the essential harmony of all things and is in a position to initiate 

others into such mysteries. In the modern novel this often proves difficult 

and the return is a failure, sometimes the fault of the hero himself and 

sometimes the fault of society. 

The basic pattern is cyclic and composed of three stages. Campbell 

points out that the original use of the symbols was 'to conduct people across 

those difficult thresholds of transformation that demand a change in the 
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patterns not only of conscious but also of unconscious l i f e ' . ^ In the 1942 

prologue to Troteras y danzaderas P6rez de Ayala describes the framework 

for his poetry and the corresponding series of novels as a kind of 

initiation. ^ At the beginning the world appears 'como formas pasivas, 

tacitas y sedientas de la fecunda caricia, que desde el origen de la creaci6n 

estaban en espera de nuestro advenimiento individual',. The hero, 

considering himself indispensable and unique thinks that the world is waiting 

'para que... les insuflasemos ja las formas pasivas]nuestra alma y verbo, 

sin lo cual ellas por sf no dicen nada'. The hero's mission wil l be to create 

the world anew and to make it intelligible. In the critical central section, 

or 'peribdo de las nubes' the hero's view dissolves and 'hallamos que se 

desmaterializan, que se nos huyen si intentamos asirlas [las formas] y 

retenerlas, que van cambiando y confundiendose, sin cesar y evasivamente, 

de forma, colorido, densidad'. At this time the hero is totally alone, an 

orphan in the world. It is a nightmare sequence where nothing is real, 

and corresponds to the mythical descent into Hell. The third period begins 

with the gradual understanding that behind the 'formas' lie the 'normas 

eternas' or forces which govern life. The hero will eventually learn that 'el 

hombre no puede incluir dentro de su norma, al universo, sino que debe 

incluirse y coordinarse, por las normas eternas, dentro del universo, desde 

el pasado hacia el destino, de- lo mas pr6ximo hasta lo mas remoto, en 

cimbitos de mSs universal perimetro cada vez'. The process consists in 

gaining greater understanding so that he can be integrated, not into society, 

but into l ife. In the three stages of this plan there are references to the 

10. J. Campbell, The Hero with a Thousand Faces, second edition, 
New York, 1968, p. 10 

11. Ayala, prologue to Troteras y danzaderas, Buenos Aij.es, 1942, pp. 16-17. 

http://Aij.es


typical mythical imagery. The process from darkness to light echoes the 

original myth where the sun is an analogy of the hero's journey. The hero 

is as usual a solitary figure. Ayala likens the return to the real world 

to the myth of 'los trabajos y los dfas'. In theory at least, there is a case 

for looking in Ayala's novels for the three stages (separation, initiation 

and incorporation) of these initiation rites. 

The thesis wi l l also be concerned with a second source of mythical 

references in Greek legends, which figure predominantly in some of Ayala's 

short stories. These myths are more literary than the myth of the hero, 

having already been adapted countless times, more personal, and concerned 

with particular figures. Unlike the vast scheme of the transformation of 

the hero, they are miniatures and all recreations wi l l deal with a strictly 

limited body of images. They may also imply a specific view of reality. In 

a study of the literary use of classical myths, Luis Dfez ^el Corral explains 

this view of reality in which myths blur the distinction between the spiritual 

12 

and physical worlds by making the divine human and the human divine. This 

half-way-stage is the realm of art. Myths are aesthetic objects, with 

statuesque qualities. Ayala compares them to the colourless shapes of 

paper figures. ^ They represent a total harmony between this world and the 

12. L. Dfez del Corral, La funci6n del mito clasico en la ljteratura 
contemporanea, Madrid, 1957, p.36. 

13. Ayala, 'Las pajaritas de papel de los dioses', M5s Divagaciones 
Literarias, Obras Completas, IV, p. 1239 : 'El universo 
de las figuras de papel es incoloro e ingravido, como los 
arquetipos originales de las cosas antes de la creacion, 
o como las sombras inanimadas del ultramundo'. 
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next, which is perhaps why they appeal to Ayala. 

As Highet says, such stories are often used for their form, which 

14 

is invariably strong and simple, needing no descriptive detail for support. 

This strong shape, which can never be altered substantially, is attractive 

to writers who feel the need for an externally suggested form. It presents 

a plot-structure at a glance and contributes to a feeling of necessity in the 

work. The characters who appear in myths are also clear-cut figures whose 

actions are predictable and related to a model. Such characters can never 

be lost under the weight of social influences and their identity is never 

in question. This is a quality which appeals to writers dealing with characters 

who are not completely formed and or whose identity is in question, hovering 

between authentic and inauthentic existence. Mythical characters have simple 

passions and constantly repeat the same actions. In two respects, however, 

they are ambiguous. A character may only be identified vaguely with a myth 
15 

and as a result wil l become mysterious. The vagueness of myths is a 

feature of the symbolist movement and traces of it are to be found in some 

of Ayala's early stories. Myths are also ambiguous because they can be 

treated in two quite different ways. Traditionally they have been used to 

ennoble and dignify. This is the naive approach which sees in them eternal 

truths. They exist in the platonic world of ideas. On the other hand they 
14. Go Highet, The Classical Tradition, OUP, 1949, p. 532: 'First, they are in 

search of themes which can be treated with strong simplicity - themes 
which have enough authority to stand up without masses of realistic 
or 'impressionist' detail to make them convincing'. 

15. G. Highet, The Classical... , p. 517: 'Their methods (the Symbolists') tend to 
disguise and transform all the material that passes through their minds, 
until nothing is left b"t a hint, a nuance, a grotesque, a parodic 
reminiscence, a phrase repeated in a dream, a poignant echo'. 
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can be treated ironically and grotesquely to draw parallels with modern l i f e . 
This degradation of myth thrives on repeating the physical details of myths 
in modern situations. Basically, the f i r s t view emphasises the continuity 
of certain themes whilst the second plays upon change and degeneration. 
This thesis w i l l be concerned with estimating the amount of displacement 
which takes place and with showing that the degradation of mythical themes 
decreases in the second half of Ayala's career. 

References to l i terary figures can be seen within the context of 

displacement and are common in the later novels of Ayala where they f u l f i l 

many of the same functions as the earlier evocations of myths. They are 

larger than l i f e characters, to some extent existing independently of the works 

in which they f i r s t appeared and yet f i r m l y linked to a particular plot-structure 

and set of ideas. In addition, they invite the reader to consider the work in 

which they reappear in relation to other works of literature and sometimes send 

him right back to the origins of the genre. In this way they provide an answer 

to a problem which is well formulated by Frye: ' I f l i terature is.didactic, i t 

tends to injure its own integrity; i f it ceases wholly to be didactic i t tends to 

injure its own seriousness'«> ^ The problem, to find a way of welding 

together narrative and theme, may be solved by allegory, by irony or in 

the following way: 'A third context to which the theme of a l i terary work 

may be attached is its context in literature itself, or what we may call its 

17 
archetypal framework' . Literature seen in this light appears as a 

16. H.Northrop Frye, 'Myth and Symbol', Myth and Symbol : Cri t ical Approaches 
and Applications, edited by Be mice Slote, Midwest Modern Language 
Association, Lincoln, 1963, p. 14. 

17. H.Northrop Frye, 'Myth and Symbol', p. 14. 
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coherent whole, a complete vision of the world on which successive writers 

may draw. To be original means to refer to the origins of a theme. The 

cr i t ic w i l l have to stand back f r o m the individual work and see i t as the 

last in a long tradition. As Frye says: 'Poetry can only be made out of 

18 

other poems; novels out of other novels'. The result is that recurring 

images can only be understood by continual reference to origins, which, in 

Frye's theory, lie in myths. His conclusion is that myths are the purest 

fo rm of l i terature, being independent of external reality, the most stylized 

and that "in l i te rary c r i t i c i sm myth means ultimately mythos, a structural 
i 19 

organizing principle of l i terary form, „' This thesis w i l l examine the 

inevitable tension which exists between this inherited pattern and the elements 

which Ayala invents. 

Myths then are clearly not just stories about demons and gods. 

Literature which embodies some of the qualities of myths without making 

direct reference to stories about demons and gods may also be mythical. 

Perhaps 'myth ' could better be understood as a way of treating a subject 

than as a subject itself. The idea of the 'mythical quality' of some literature 

is outlined by C.S. Lewis in An Experiment in Cr i t ic ism. In the f i r s t place 

myths are extra-l i terary because they do not depend fo r their effect on 

the way the story is told, but on their central idea which can be seen at a 

20 

glance. A myth is not seen as a linear narrative but as a static object : 

'The stories I am thinking of always have a very simple narrative shape -

18. H.Northrop Frye, Anatomy of Cri t ic ism, third printing, Princeton, 1973,p.97. 

19. H.Northrop Frye, Anatomy.. . , p.34l . 

20. C.S. Lewis, An Experiment in Cri t ic ism, CUP, 1961, pp.43-44. 



21 
a satisfactory and Inevitable shape, like a good vase or a tul ip ' . The 
creative wr i te r w i l l be able to consider this shape f r o m different points 
of view, a useful method especially when the myth represents or is ident­
ified with ideas. I t w i l l be diff icul t to identify with the characters because 
they move in a world which is not ours, being exempt f r o m natural laws, 
but relevant to i t . The reader w i l l identify with mankind in general, an 
idea which w i l l be seen to be essential in Ayala's own theories. Lewis 
concludes that mythical literature w i l l be 'fantastic' and awe-inspiring'. 
That i t w i l l not be realistic is fa i r ly clear but whether i t w i l l be awe-
inspiring and devoid of comedy is debatable in the case of Ayala, as the 
usual contrast between comedy and tragedy hardly applies. Myth is wide 
enough to include both as i t presents a world seen f r o m a great distance 
and as Northrop Frye would say, precedes the division into comedy and 
tragedy. Myths are also often treated in a burlesque way, which again 
reduces their potential awe-inspiring nature which is based on a naive 
interpretation. 

E. M. Forster distinguishes two classes of novels according to these 

two possible treatments of mythology: 'They are alike in having gods, and 

unlike in the gods they have. There is in both the sense of mythology 

22 

which differentiates them f r o m other aspects of our subject'. One of 

the devices to be found in the f i r s t type, or fantasy, is parody and adap­

tation which 'have enormous advantages to certain novelists, particularly 

to those who may have a great deal to say and abundant l i terary genius, 
, 23 

but who do not see the world in terms of individual men and women . 

21. G.S. Lewis, An Experiment.. . , p.42 

22. E .M.Fors te r , Aspects of the Novel, third impression, Arnold, London . 
1927, p.143. 

23. E .M.Fors te r , Aspects.. . , p. 157. 
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Prophecy also uses mythology, but to offer a comprehensive view of the 

whole universe where characters, although remaining themselves, reach 

24 

back to some general concept. Here, humour is absent and myths are 

f u l l of meaning; they recreate an ideal world. This thesis w i l l t ry to show 

that Ayala's novels are both 'fantasy' and 'prophecy', that Ayala is 

continually balancing the two tendencies and playing one off against the other. 

The novel has traditionally been the most unmythical of genres, 

perhaps more often concerned with destroying myths than creating or 

recreating them. Its very name suggests that i t is about some unprecedented 

event. Harry Levin puts i t well : 'The novelist must feel a peculiar tension 

between the words, conventions, and ideas that the masters of his craf t 

have handed on to him and the facts, impressions, and experiences that l i f e 
25 

continues to offer ' . The consciously generic novel is typical of wri ters 

like Ayala who believe that there is nothing new in l i f e , and that the 

novelist's task is to grasp essential truths. In doing so he w i l l alter the 

nature of the genre. 

The relationship of the author and his work w i l l be changed in a 

number of ways. He w i l l no longer be an observer, but a privileged seer, 

able to recreate eternal themes. The reader w i l l sometimes be inferior 

to him and yet sometimes, through pr ior acquaintance with the myth, 

become his accomplice. The mythical level of such novels w i l l betray the 

author's constant presence: he is the creator of a view of the whole world. 

Yet the author's ability to invent is s t r ic t ly l imited by the myth he uses, 

which has its own framework. In the case of recreations of previous l i te rary 

24. E . M . Forster, Aspects. . . , p. 161. 

25. H. Levin, The Gates of Horn, OUP, 1966, p. 53. 
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works by whatever methods, authorship is shared with the original wr i te r . 

In any novel which deals with myths the role of the individual w i l l 

be diminished, and he w i l l only be seen in relation to the myth, which he can 

represent, f a i l to represent, think about or dream about. His actions 

w i l l not always be accounted for by psychological explanations. The reader 

w i l l be inivited to make comparisons between the modern character and the 

model with the result that the former may often appear inauthentic. The 

situation becomes more complicated in Ayala's later novels when 

characters are aware of their own l i terary precedents. 

Space, the objects which f i l l i t , and time w i l l also be changed. Down-

to-earth reality is used as a contrast, and has l i t t le importance by itself. 

Some objects, those traditionally connected with the myth, w i l l assume fa r 

greater Importance than they otherwise would. Often a myth w i l l be used 

for its images which provide a grotesque contrast with reality, The 

traditional linear time-sequence of the novel w i l l be altered because, once 

the myth has been seen, the end is implied in the beginning. As a result, 

there is l i t t le room for chance or even development fo r myth is based on 

endless repetition. Change can only occur abruptly, through a character 

deviating f r o m the myth. Indeed, there is l i t t le room fo r cause and effect 

because a l l actions occur in relation to the myth. Generally the flow of 

time w i l l be dictated by some external rhythm such as the passing of the 

seasons or days of the week, which of their nature are continually repeated. 

In the most mythical novels this repetition is r i tualist ic. 
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1.2 The cri t ics and Ayala's use of myth 

Most of the crit ics have mentioned that Ayala uses myths and 

l i terary figures. Although there has been l i t t le disagreement or controversy 

among them, each one emphasises a different aspect, probably because 

each has only touched on the theme incidentally whilst pursuing his own line 

of enquiry. I t is understandable that although some have pointed out the need 

to see why and how Ayala uses myths, none has offered a comprehensive 

survey and one has even regarded the attempt as fut i le . ^ The findings of 

those who have studied the theme f a l l into three broad categories : myths 

as a way of perceiving the world.- the adaptation or displacement of myths, 

and the l i terary effects of the mythical level. 

Francisco Agustfh is the f i r s t to show the importance of myths in 

Ayala: 'Las literaturas inglesa, francesa e italiana le han dado sus mas 

delicadas, envidiables cualidades. La mitologia y los cl^sicos griegos y 

27 

latinos, la emoci6n directa de la naturaleza'. Certainly nature plays an 

important role in the early novels and short stories where the hero, by 

identifying with nature, becomes aware of a sense of harmony in the universe. 

Only through nature can he overcome the restrictions of the present and 

appreciate the underlying rhythm of the world around him. Agustih may, 

however, mean a wider definition where nature amounts to common sense 

in the way in which Ayala understands i t in one of his essays : 'E l sentido 

comun, en ultima instancia, es la oculta, permanente e inviolable voluntad de 

26. G. G. Brown, A l i terary History of Spain: The Twentieth Century, 
; London, 1972, p.43: 'but comparing the w>rks does 

nothing to illuminate any obscure meaning In Ayala's version' . 
27. F. Agustin, Ramon Perez de Ayala (su vida y obras), Madrid, 

1927, p. 24. 



-15-

la naturaleza, a la cual hemos de obedecer, so pena de caer rfdiculamente 

28 

o de perecer miserablemente'. " Amor6s's comments on the connection 

between mythology and nature are very halpful: 'De esta idea (naturaleza 

sintetica, ideal y representativa) y no de eruditos neoclasicismos surge 
29 

la pasi6n de PSrez de Ayala por la mitologfa'. In this way, mythology 

is seen as more real than observable reality and more in tune with a 

universal harmony,, 

Many cr i t ics , more interested in the ideas behind the myths than 

in the way Ayala used them, have suggested that they represent Ayala's 

view of the world. For Maria SalguSs de Cargi l l , the study of myths is a 

way of discovering what Ayala thought about a variety of topics. As a result, 

she concentrates on the relationship between myths and the 'problem of 

Spain' : 'Perez de Ayala hace uso del mito para expresar su ideologia y 
30 

asi tratar de resolver el enigma de Espana'. This approach is l imited 

to registering a few instances of degradations of myths, and does not explain 

how they alter the whole structure of Ayala's novels. I t also fails to account 

for a l l the other myths which Ayala uses and fo r the fact that the Spanish 

myths invariably come f r o m the distant past. Only in the case of the isolated 

and sensitive hero does he approach a ' '98' theme. Cargil l tries to explain 

the distance between the myths and Spanish problems uy saying that Ayala 

'disfraza un tanto su espanolismo y hace uso del mito clasico y moderno que 
28o Ayala, 'Lo olvidado: El 'arte poetica' de Horacio', Obras Completas I I , 

p.465. 
29. A. Amor<5s, La novela intelectual de Ram6n Perez de Ayala, Madrid, 

1972, p. 44 
30. M. SalguSs de Cargil l , Los mitos clasicos y modernos en la novela 

de Perez de Ayala, Jaen, 1971, p .7. 
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siempre glra en torno a Espana, eje de la obra de Ayala, pulpo gigante que 

31 

tLene todos sus tentaculos aferrados a las paginas de sus l ibros ' . But 

the problem s t i l l remains unresolved: do the myths point directly to social 

problems or do they soften a l l social cri t icism? Other crit ics are divided on 

this point. Some of Ayala's novels, notably Pro mete o, do relate the myths 

to modern questions and Esperanza Rodriguez Monescillo is therefore 

partly justified in saying that in i t Ayala uses the myth 'para representar 
^ 32 

el problema de Espana'. In contrast, K„E. Shaw, regards myths as a 

counterweight to balance Ayala's preoccupation with the Spanish problem 

and achieve some kind of universal application. Myths w i l l contrast with 

modern reality and neither illustrate nor explain i t . He interprets Ayala's 

interest in the classics as escapism and nostalgia for a more harmonious 

33 

world-view. I f this is the case, myths are not of central importance. 

Their importance is also diminished by one of Cargill 's own conclusions 

on myths as one way of acquiring knowledge of the universe: 'Una de las 

perspsctivas, a travSs de la que podemos interpretar su mundo, nos la 
34 

brinda por medio de la recreaci6n de mitos'. Myths are, in her view, 

only one of many mutually conflicting views rather than a harmonious 

resolution of conflicts. 
Set against this there is the more harmonious view of myths as a 

31. M. Salgues de Cargil l , Los m i t o s . . . , p. 104. 
32. E. Rodriguez Monescillo, 'El mundo helSnico de Ramfin PSrez de Ayala', 

Actas del I I congreso espanol de estudios clasicos, Madrid, 1964, p.512.. 
33. K.E.Shaw, A Crit ical Study of the Novels of Ramon P6rez de Ayala in 

relation to Twentieth Century Trends in Fiction, M . A. thesis, 
University of Manchester, 1954, p.157. 

34. M . SalguSs de Cargil l , Los mi tos . . . , p. 110. 
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means of grasping the true nature of reality. Myths point in two directions 

at once; 'Lo mFtico nos reenvfa a lo actual, pero tambien al sTmbolo 

35 

general de la humanidad'. Myths are f u l l of physical details which 

can be adapted to the present. They also demonstrate, as Amor6s 

suggests, the unchangeability of the world, that nature repeats itself 

endlessly and that everything is always the same. This approach, often 

36 

used by Amor6s, shows the present as an accumulation of past experiences. 

As a result, Ayala's novels are seen as hovering between two levels: 'Es 

un recurso frecuente en Perez de Ayala lo que podriamos l lamar 'paso de 

lo particular a lo general',, Responde... a una convicci6n bien 

establecida: todo se repite; el acontecimiento es una manifestaci6n de un 
37 

principio general que, a lo largo de la historia, ha tenido otras muchas'. 
The past is the key to the present. Unfortunately the only explanation that 

38 
Amor6s offers is that Ayala 'se complace en la repetici5n' and that 

39 

'todo esto responde al esencial clasicismo de Pfirez de Ayala' . 

As many myths are related to classicism, often only existing in 

classical versions, Ayala's use of myths has often been taken as evidence 

of a classical world-view. He is seen as regarding the world as a 

harmonious and complete whole where a l l phenomena are just if ied and 

reflect eternal principles. M.B. McCall suggests that Ayala's classicism 
40 

is a desire to reflect this completeness in the novel. Yet the inclusion 

35. A. Amor6s, La novela.. . , p. 260. 

36. A. Amor6s, La novela. . . , p. 66. 

37. A. Amor6s, La novela. . . , p. 91 

38<, A. Amor6s, La novela. . . , p. 240. 

39. A. Amor6s, La novela. . . , p. 338 

40. M.B. McCall, An Analysis of Ramon Pgrez de Ayala's Novels as a Plea 
for Freedom, Ph. D. thesis, Bryn Mawr, 1959, p. 28. 
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of references to myths in a novel, although perhaps evoking an antique 

atmosphere on occasions, does not necessarily lead to a sense of unity and 

may often create a sense of disunity. The modern version, by its emphasis 

on physical detail, may appear incongruous, degraded and totally divorced 

f r o m universal harmony, especially i f the myths come f r o m a number of 

different sources. The many levels may be antagonistic and the wri ter may 

use them ironically. AmorSs, for example, finds three levels at work 

in Prometeo: 'el mft ico, el realista degradante, y el generalizador 

41 

simb61ico'„ The mythical level is not, here, an ideal, but an intermed­

iary between the other two. As w i l l be shown, the myths tend to accumulate 

round chaotic and unstable situations, often in opposing pairs. It is therefore 

easy but dangerous to regard myths as an ideal to which characters should 

aspire. E.R.Johnson, for example, misinterprets Prometeo by assuming 

that the distance between Marco and the real Odysseus automatically condemns 

42 

the former . In fact, the myth is used in several contrasting ways in 

Prometeo. 

Julio Matas is right to point out that l i terary roles are often abandoned 

at the end of Ayala's novels 'tal como sucede con los temas y asuntos, e l 

original se altera en la medida en que su conducta se aparta del plan 

normativo de estas novelas'. Tigre Juan is modelled on don Gutierre, 

Othello and don Victor de Quintana 'pero s61o en la medida en que supera la 

crueldad vengativa del primero, la condici6n celosa del segundo y la 
43 

cobardia-social del tercero' . But even Matas refers to mythical characters 

41. A . Amor6s, La novela.. . , p. 241. 
42. E .R. Johnson, 'The Humanities and the Prometeo of Ramon Perez de 

Ayala', Hispania, XXXVIII , 1955, pp. 276-81. 
43. t 3V Matas, Contra el honor (Las novelas normativas de Ram6n Pgrez de 

Ayala), Madrid, 1974, p. 179. 
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as i f they were an ideal, stating that their 'dimensifin arquetipica' illustrates 

the 'comportamiento normativo 1 which Ayala announces as the aim of his later 

44 

novels. This over-simplification, in which the mythical world is considered 

good and the physical world bad, does not account for Ayala's practice. The 

models often come in contrasting pairs of opposites representing extremes of 

behaviour and whose f inal reconciliation is pragmatic. The world of myths 

is not necessarily a better world nor do the l i terary figures always serve 
45 

to point 'claramente a la armonta--., a la restauraci6n de lo v i ta l positivo'. 

On the contrary, the vi ta l aspect of many of the novels consists in the 

characters' rejection of the myths so as to develop as people. This last 

stage of the development of character in Ayala i s , as Matas says, harmony. 

Yet harmony is a concession; 
46 

£Totalidad? Sueno imposible. Harmonfe. Apuntad a ese hito. 

The reason why the question of harmony has caused misunderstanding is that 

none of the crit ics has tr ied to account for a l l the myths in Ayala. Classicism 

may imply harmony between this world and the next; references to classical 

myths do not necessarily establish i t . 

Critics have noted that Ayala's method of creating characters pointing 
47 

to universal themes is analogous to the creation of myths. Both Bancroft 
44. J. Matas, Cont ra . . . , p. 178. 

45. J. Matas, Cont ra . . . , p. 181. 

46. Ayala, 'Filosofra' , El sendero andante, Obras Completas, I I , 
p. 208. 

47. R . L . Bancroft, Ram6n Pgrez de Ayala : A Cri t ical Study 
of his Works, Ph.D. thesis, Columbia University, 
1957, p. 128 : ' In h im (Belarmino) Ayala creates a 
vir tual ly mythological f igure ' . 
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48 
and Cargill have suggested that Ayala tries to create new myths with 
s imi lar qualities to the old. The process is thus a double one: individuals 
are raised in stature and myths are simultaneously debased, the rise of the 
lower ones being balanced by the fa l l of the higher ones. For Matas this 

4Q 

corresponds to the rise of fortunes in comedy and to their f a l l in tragedy. 

The two simultaneous movements w i l l be the more dramatic the greater 

the original distance between the two levels. Generally speaking the 

distance decreases over the period 1915-1925. The movement downwards, 

or displacement, has been noted by most of the cr i t ics , especially in the 

case of Prometeo, which is the most obvious example. Displacement 

tends to show the glaring differences between the original and the modern 

version. R . L . Bancroft, for example, shows how Ayala uses the different 

levels for irony. ^ Many of the best examples of myths used solely for 

this purpose w i l l be seen in the early novels. As Amor6s says of 

Prometeo, characters w i l l appear as 'malos actores de teatro que aprovechan 

la ocas ion para repetir una escena que - en otra obra - l es proporciono un 

51 

gran e\xito'. As a result, they w i l l be held in incongruous attitudes, and 

the action w i l l be delayed momentarily, acheiving some of the effects of the 

esperpento . But this is only one l i terary device, and not a common one; 

displacement may be tragic. Ayala's use of myths is essential to the 
48. M . Salgu£s de Cargil l , Los m i t o s . . . , p. 27. 

49. X* Matas, Contra . . . . , p. 50: 'A una curva tragica (o descendente) sucede, 
en sus novelas, una curva cSmica (o ascendente), en el sentido de 
restauraci6n del orden normal o natural cuya culminacion es la armonia 
'universal' reflejada por la individual de los personajes principales.' ; 

50. R.L.Bancroft , A Cri t ical Study... , p. 228: 'What is most individual in 
Ayala's work is the ironical humour.. .The play between fantasy and 
reality, in which the adaptation of myths has so large a role, is the 
highest fo rm of this humour' „ 

51. . F\< Amor6s, La novela . . . , p. 240. 
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delicate balance between tragedy and comedy. 

J. L . Hartsook, in an article on Luz de domingo, says that the myth 

gives f o r m and artistic distance when both are needed to 'allay the 

unconscious guilts and anxieties that may be st irred in the reader and detract 

52 

f r o m his aesthetic enjoyment'. It could be argued that the real aim is 

to make any moral judgements inappropriate so that the reader w i l l not be 

forced to sympathize with, the two victims of the attack. Although Hartsook's 

explanation cannot hold good fo r al l the myths in Ayala, it is useful for 

showing that myths make a narrative sound invented rather than observed. 

The distance created between the reader and the events w i l l tend to reduce 

the distance between the reader and the author. They w i l l share a superior 

knowledge about the characters and the work as only they can grasp the 

system of parallels set up by the author. This becomes much more complic­

ated when, as in the later novels, the characters themselves are aware 

of their l i terary precedents. 

For Baquero Goyanes, too, myths created an ironical distance, 

with the author more concerned with general meaning: he argues that the 

device of presenting novelistic facts as such shows that the author is uncon-

csrned with social or ideological purposes. The mythical technique is 

used, he suggests, to present a dual perspective on the characters which 
53 

in turn w i l l give f o r m and meaning to the work. When the characters are 

aware of the myth they too w i l l see reality f r o m different points of view. 

This idea is examined by Amor<5s, who regards it as a structural element 

5 2. J.H.Hartsook,'Literary Tradition as Form in PSrez de Ayala' , 
Romance Notes, v i , 1964, p. 22. 

53 . M. Baquero Goyanes, Ferspectivismo y contraste, Madrid, 1963. 
pp. 204-205. 
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reminiscent of the theatre scene in La regenta. The idea is that when 
reading characters lose themselves, live different lives and become more 
tolerant. This clearly has nothing to do with irony. 

Not a l l the crit ics have approved of Ayala's use of myths: Mangold, 

Dobrian and Fabian, in unpublished theses, have each accused him of 

pedantry: 'Ayala's culture, as it appears in his books, is only an ornament, 

an attitude, a manner; i t is nothing of transcendence in i t s e l f . ^ Dobrian 

makes s imilar remarks about Tinieblas en las cumbres: 

One often notices etymological, l i terary , historical and philosophical 
allusions and references which, though in most cases are generally 
attuned to the character or situation presented, reflect more than 
anything else the desire of a self-conscious author to impiess his 
reader with his erudition and, perhaps, to offset the bawdy nature 
of his novel. Yiddy's rambling and prol ix speech, six f u l l pages. „ . , 
runs over with t r i te pedantry and insignificant detail of this sort. 56 

These two statements are an instinctive and understandable reaction but 

f a i l to examine Ayala's motives. Two of the important features of 

Tinieblas en las cumbres are that its language is intentionally inapprop­

riate to the subject and that myths are not used in the same way in other 

novels. One might also wonder whether t r i te pedantry can impress. 

Dobrian's c r i t i c i sm highlights a problem: Yiddy's speech is essential to the 

novel; i f that goes then the whole novel falls apart. I f Ayala is to be 

treated seriously then he must be accepted as he i s , myths included. 

Mangold critizes Ayala fo r dealing in symbols which have no basis in 

reality, claiming that 'he can not convert the expanded symbol back into 

57 
real i ty ' . He supports this argument by saying that in the Tigre Juan 

54. A. Amor6s, La novela. . . , p. 338. 
55. F .R . Mangold, Ramon Pgrez de Ayala : A Cri t ical Study through his 

Prose Works, Ph.D. thesis, University of Wisconsin, 1934, p.26„ 
56. W. A. Dobrian, The Novelistic Ar t of Ram6n Pgrez de Ayala, Ph.D. 

thesis, University of Wisconsin, 1960, pp.48-49. 
57. F .R . Mangold, A Crit ical Study... , p.12. 
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novels there is no don Juan, fail ing to realize that don Juan only exists 

in the imagination of the characters as an idea for them to talk about. 

Finally, D. L . Fabian makes a c r i t i c i sm of the Urbano novels which 

is applicable to much of Ayala's work: that he mixes myths f r o m many 

58 

sources, overpowering the original Daphnis and Chloe theme. The 

bewildering cross-currents which this causes are perhaps one reason 

why the novel has not been as well-received as the others. I f one 

of the qualities of myths is to c la r i fy any use of them which does not 

must be suspect. 

58. D . L . Fabian, A Crit ical Analysis of the Novels of Ramon Pgrez de Ayala, 
Ph.D. thesis, University of Chicago, 1960,p. 154 : 'As haj been noted, 
Ayala has made a contemporary adaptation of the simple pagan myth of 
Daphnis and Chloe, adding to i t elements of the modern mythology of 
Freud and a large dose of sociology to produce a ragout which contains 
l i t t l e of the charm of the old story and fails to achieve the quality of a 
novel about real people in a real world 1 „ 
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1.3 Conclusions 

In this chapter the connection between myths, defined in the broadest 

way possible, and literature was f i r s t discussed and leads to the following 

conclusions: 

1. that myths, like l i terature, are generated by language; 

2. that myth c r i t i c i sm involves identifying certain recurrent themes, such 

as the initiation of the mythical hero and its attendant motifs, and 

relating them to the work in which they occur; 

3. that mythical figures are both universal and particular and belong both 

to the physical and spiritual worlds; 

4. that pre-existant l i terary figures have qualities which are analogous to 

those of the original myths and may project a 'mythical' or 'fantastic' 

quality onto a work; 

5. that myth ultimately means a structural principle of l i terary f o r m and 

that the most mythical works w i l l return to such forms. 

As a result, the presence of myths and l i terary figures w i l l t ransform the 

novel in which they appear and can be used in many ways: 

1. they may be used to draw unflattering parallels with modern l i fe or, 

paradoxically, to eanoble i t ; 

2. they may c la r i fy characters whose true personality is i l l -defined, in 

the process of formation, or who represent ideas; 

3. they are a way of welding together narrative and meaning; 

4. they may represent the imagination of a character without using his own 

language; 



-25-

5. although they may represent intrusions by the narrator, they may 

sometimes reduce the role of the creative imagination; 

6. they affect all aspects of the structure and technique of the novel. 

The state of criticism on the mythical tendency in Ayala is confused 

because most critics have made only incidental comments on the subject. 

Although there is no clear pattern, the following issues have emerged : 

What connection do myths have with the description of nature? Are the 

myths used for social criticism or to balance it? Are myths merely one 

point of view in a diverse world, a half-way-stage between this world and the 

next or a state of ideal harmony to which man must aspire? Do they ennoble 

o r degrade, and what connection do they have with tragedy and comedy in 

Ayala? Does the distance between the real and the mythical levels lead to 

irony or a serene and detached tolerance? Or are the mythical and literary 

references mere pedantry? To these questions may be added the following: 

Can Ayala's mythical technique be described in such a way as to account for 

all his writing, or must each reference be treated separately? What myths 

does he use, and do they have any common factor? Is there any development 

in his use of myths and literary figures, and i f there is, does it have any 

connection with Ayala's ideas? Are myths referred to in Ayala's ideas about 

the novel? Do Ayala's statements in 1942 refer to all the novels or only to the 

Alberto series? Do the theoretical effects of myth on the novel as outlined 

in 1.1 apply to Ayala? Finally, does Ayala's mythical technique oweaiything 

to other writers, and was there a concept of the mythical novel at the time 

Ayala was writing? 

In order to answer these questions a chronological method must be 
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used. After a chapter outlining the importance of myth in Ayala's theo 

of the novel each novel will be taken separately. The thesis ends with 

an appendix which relates Ayala to other writers of his time. 
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MYTHS IN PEREZ DE AYALA'S THEORY 

OF THE NOVEL 

2.1 Introduction 

The aim of this chapter is to show the central importance of myths • 

in Ayala's theory of the novel. The difficulties are considerable because he 

never gathered his ideas together in an explicit theory and thought it a waste 

of time to define the novel: 

iQuien hay que no sepa lo que debe ser la novela, segun la 
experiencia de sus lecturas y predilecciones? A cada paso me 
entero de nuevas definiciones de la novela, que cuando menos 
acreditan un beato conveneimiento de estar en posesi6n de la 
verdad. 1 

The implication is that there is no ideal form for the novel. This attitude is 

seen in Ayala's comments on the 1 novela-nivola' question: 'Novela o nivola, 

ique" importa? Lo que importa es si se es o no se es, porque todo lo que es, 

2 

es como es'. Yet it must not be supposed that Ayala was not concerned with 

the formal problems of the novel or that he did not write about the importance 

of myths. His work, both critical and creative, is littered with observations 

on the form of the novel although they are never elaborated in a coherent theory. 

A second apparent difficulty is the fact that he said very little about his 

own novels. This chapter will therefore try to deduce Ayala's theories f rom 

what he said about other novelists and from his theories on art in general. 

His criticism implies that literature aspires to myth and that literary figures 

offer partial s olutions to some of the .formal problems of the novel. Ayala 

tends to admire those novels which exhibit archetypal and mythical features , 

1. Ayala, prologue to Troteras y danzaderas, Buenos Aires^l942, p.6. 

2. Ayala, Divagaciones literarias, Obras Completas, IV, p. 914. 
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which do not copy external reality very closely, which are self-contained, 

and in which form is subordinate to content. The three sections of this 

chapter deal in turn with Ayala's views on the novel as he found i t , with 

his idea of what the novel should do and finally with the way in which myths 

are an integral part of his concept of the novel. 

2.2. Ayala on other novelists 

It is clear that Ayala rejects, with some reservations, two of the most 

important traditional forms of the novel : the psychological novel and 

naturalism. Yet the novel is s t i l l , for Ayala, one of the two art forms capable 

of conducting a psychological analysis : 'El psicologismo es materia este"tica 

3 

a proposito para la novela y el cinematografo'. But Ayala does not consider 

that literary characters can ever be unique, unrepeatable individuals and so 

refuses to present them as if they had been taken directly from observed 

reality or pretend that they actually existed. The task of the novel is not to 

imitate life but to try to understand it: 
Para alcanzpr este conocimiento tendrfamos siempre que recurrir a / 
los ejernplares extremos de potencialidad de una raza, un pueblo, 
un carScter, una psi Oologia; a las normas; asfcomo el conocimiento 
de la belleza plSstica hel<Snica lo percibimos en los cSnones de la 
estatuaria. 4 

It is clear from this that for Ayala 'norma' does not mean an ideal to be 

achieved, but a basic underlying principle of human activity. Psychological 

analysis, for Ayala, wil l entail the dramatization of these principles and not 

a delving into a character's subconscious. This conception of the psychological 

3. Ayala, Las mascaras, Obras Completas,,!!!, p.432. 

4. Ayala, Mas divagaciones literarias, Obras Completas, IV, pp. 1178-9 
(La Prensa, 19/12/1922). 



-30-

novel is unusual as the novel has traditionally been concerned with creating 

new characters in new situations. 

Ayala's criticism of the traditional psychological novel is also 

concerned with technique: 

En efecto, en las novelas que recaen demasiadamente hacia la 
tendencia psicol6gica, los analisis de motivaciones y las 
distilaciones quintaesenciales de sensaciones y sentimientos, por 
parte del novelista, tienen siempre algo de imposibilidad e. 
inver-similitud, de la parte del lector, y muy rara vez consiguen 
fundirse y consubstanciarse en aut£ntico flujo vital, con la 
descripcidn del ambiente, la narracion de los hechos y el choque 
externo, realista, del dialogo, pues en toda novela el dialogo debe 
ajustarse con el momento en que coloca la acci6n el novelista, y es 
lo que ata, como con una pncla, la superactualidad de una obra 
literaria a la actualidad huidiza de la vida; y esta impresifin de 
artificio e inversimilitud entre el ver las almas en su diafanidad 
interior, al tiempo que se contemplan los cuerpos en sus 
acciones externas, la recibe no solo el lector bisono, sino tambiSn 
el lector ducho y experimentado. 5 

The fault with such novels is that they are written from two incompatible 

points of view. Characters will not be allowed to reveal themselves, but wil 

be constantly explained by comments from an implied author who, logically, 

can know little about them. His 'voice' wil l sound like that of an academic 

psychologist and conceal the 'autgntico flujo vital' of the characters. The 

problem seems to be to present characters directly, without undue 

interference, and yet at the same time invest the novel with meaning, which 

implies the presence, in some form, of a narrator. 

If characters are to reveal themselves, they must presumably 

do so by talking or writing. Ayala favours neither method. Although not 

artificial, the epistolary novel, according to Ayala, 'podrS ser tal vez 

aburrido y agobiador para el que lee'. ^ The interior monologue is also 

5. Ayala, Principios y finales de la novela, p. 23 , 
6. Ayala, Principios... , p.25„ 
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condemned by Ayala for its chaos. Writing in 1904, he sees the future of 

the novel as a development towards the chaos of subjectivism: 'Evolucionar* 

del objetivismo impersonal de los naturalistas al egoismo psicologico e 
7 

incoherente de la vida, ampliamente y humanamente considerados'. 

But to be completely convincing there must be complete identity between 

the author, or implied author, and the character doing the talking because 

'ese analisis no es verosfmil, ni siquiera posible, sino en un unico caso 

(y ello suponiendo que sea hacedero siquiera en tal caso unico); y este 
g 

caso es el analisis psicologico sobre el propio yo del novelista mismo'. 

The only character that a novelist can write a. psychological novel about 

is himself. 

Ayala's principal objection to the psychological novel is that it 

gives too much importance to the identity of the individual. His position is 

that the 'yo' and the outside world should be balanced classically: 
Los cMsicos no son exclusivamente objetivos, ni la subjetividad 
esta" mutilada, sofocada o anulada en ellos; nada de eso. Antes bien, 
lo que determina ese raro complejo e integridad m&xima de un autor 
o una obra clSsicos no es la total supresi6n del yo, sino la clara 
conciencia de la limitacion insuperable del yo, y un exquisito 
equilibrio entre los datos de la realidad externa y las imagenes con 
que el espfritu individual creador la va interpretando, a la par que 
se manifiesta el mismo. 9 

The psychological novel is a 'callejon sin salida' because it has no way of 

balancing subjective states, which are not in themselves important, with 

some external and impersonal perspective. 

Ayala considers that the psychological novel and naturalism, probably 

7. Ayala, La caverna de Platon, Obras Completas, 1, p. 1203. 

8. Ayala, Principios.. , pp. 3 3 - 4 . 

9. Ayala, Principios.. , p. 29. 
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because of theKdifferent interest in the individual, are opposites. He 

accepts that the balance between internal and external reality had to be 

redressed after the Romantics' preoccupation with the self but feels that 

the realists are superficial and fail to 'adivinar el ritmo interno ni 

oprimir la carne del mundo. Son objetivos en demasra1,^ One of the 

problems in Ayala's novel-writing is how to present this internal rhythm. 

Naturalism reduces the role of the author to that of a passive observer. 

For Ayala, the obligation for the novelist to prove that the reality described 

in the novel is scientifically true is inartistic and a misconception of the 

nature of reality. For Ayala, reality in the novel is invented and must 

be presented as such: 

Nunca se entendid por realidad artistica la realidad observable por 
todos, comun a todos e impersonal, sino todo lo contrario, la 
realidad refractada en la persona deun artista. La realidad 
artistica es inseparable de la persona del artista. Sin un artista 
no es posible que exista realidad artistica. En cambio, el 
naturalismo.quiso trocar la 'personalidad' artistica por el 
'temperamento', que es un concepto fisiologico, material, 
nada incorpofeD.H 

The role of the writer, for Ayala, is not to observe l ife, but to live it fully 

and transmit its essential features. Ayala would also consider that the 

creative writer is more than a temperament, a uniquely privileged being. 

A further criticism of the naturalists concerns the difficulty of 

description in language, which is a linear form, of physical reality which 

exists in space. He considers that description distorts the language: 

La sintaxis francesa moderna, debido a la preocupaci6n dominante, 
desde los romanticos, de infundir en el idioma valores pict6ricos 
y sensuales — lo cual exige una atomizaci6n y disolucidn del lenguaje, 
puesto que las sensaciones pictoricas son en el espacio 

10. Ayala, Las mascaras, p. 28 (Europa 6/3/1910) 
11. Ayala, Las mascaras, p.611 c 
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simultSneas y las sensaciones literarias son en el tLempo suceslvas, 
incoativas; por lo tanto, para convertir las sensaciones de tiempo 
en sensaciones de. espacio es fuerza suprimir el perfodo, la sucesi6n, 
la sintaxis, y dar a cada vocablo valor aut6nomo, independiente, 
como de presencia colateral al modo de las pinceladas de un 
lienzo, y no en la relacidn de antes y despuSs, que es la relacion 
intelectual y logica - , digo que la sintaxis moderna ha cafdo en un 
extremo de raquitismo y anquilosamiento sin igual en ningtin otro 
idioma. 12 

One of the claims of this thesis is that Ayala tries to elaborate a language 

suitable for description by using myths, which, while containing plastic 

qualities, exist outside space and time. We may say that Ayala rejects 

realism for its misconceptions about the nature of reality and for its incom­

patibility with the task of novel-writing. 

The thesis novel is also rejected because it presents an inaccurate 

picture of reality by looking at it from a single point of view and presenting 

13 
some characters more favourably than others . Once the didactic purpose " 

14 

of tnesis novels is accomplished, they fall automatically into obsolescence. 

Morality is to be taught differently, through the reader's identification with 

each of the characters in turn, a task which the thesis novel is unable to 

fu l f i l . 

Ayala's rejection of the thesis novel is important for the light it sheds 

on his view of the creation of indivi<Wt characters in the novel. Any 

literary form which presents individuals wil l have difficulty in treating 

universal themes: 

La tesis de una obra dramatica no coincide nunca con una regla 
universal. Si el caso contreto que estudia el dramaturgo cae 
dentro de una regla universal, claro es que ya no hay tesis. La 

12. Ayala, Mas divagaciones... , p. 1176 (La Prensa 19/12/1922), 

13. Ayala, Las mascaras, p.28 (Europa 6/3/1910). 

14. Ayala, Ma's divagaclones... , p. 1124 (La Pluma Feb. 1922), 
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tesis dramatica jamas podfa consistir en el caso general, slno en 
la excepcion. 15 

Yet it is clear from his prologue to Troteras y danzaderas that he is concerned 

with presenting the normal, not the abnormal. This concern with normality 

seems to be contrary to the nature of the novel, and demands a special 

technique. Although he acknowledges that his later novels are, in a sense, 

thesis novels, they are not the traditional form of the thesis novel because 

they do not rely on documented and recognizable reality to make their points, 

and are unconcerned with 'exceptions'. The difficulty which Ayala faced was 

how to present 'norms' without relying on ideas or recognizable individual 

characters. This thesis will try to show that Ayala uses mythical and 

literary figure's for this purpose. 

Ayala's comments on three novelists, Valera, Galdos and Valle-

Inclan are all concerned with the use and abuse of such archetypes. His 

strong criticism of Valera is due to the fact that generic characters can 

make normal ones look ridiculously small. Valera is the humanist who 

'no quiere ver en cada hombre sino la razon genSrica y, por consiguiente, 

nos instruye de como el santo, el sabio, el artista y el he roe son hombres 

de carne y hueso, con el propio mecanismo interior de un hombre comun 

y corriente'. ^ Although many critics would argue that Ayala tends to do 

the same, this criticism indicates that whereas Valera would reduce types 

to ordinary status, Ayala would in theory try to see the archetype in each 

character and thus raise his status. Indeed, this is one of the qualities 

which he admires in Galdos, whom he describes as 'el humano' : 

15. Ayala, Las mascaras, p. 141. 

16. Ayala, Divagaciones..., p. 868 (Europa 1925) „ 
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En cambio, don Benito Pfirez Galdos, el humano, se pone en 
contacto cordial con la razon individual, o sea la razon de la 
sinraz6n en cada hombre lhtimo . . . y a este fin excava en la 
aridez del hombre comun y corriente hasta sacar a luz un 
granito o simiente de santidad en el mas pecador, de 
sapiencia en el mSs necio. 17 

Later on in the same passage, which was written in 1925, Ayala admits that 

he has not yet chosen between the two methods, which would again suggest 

that in the later novels there is a perpetual tension between generic 

characters represented by myths and literary figures, and individuals, 

Ayala admires Galdos because he is able to understand the personal motives 

of characters and at the same time set them in a universal context. As 

Galdfis can present sympathetically the interests of the individual and the more 

general interest of humanity, his work is 'fundamentalmente humano' and 

therefore 'fundamentalmente ser i i ' . ^ Ayala sees Valle-Inclan as a writer j 

who also presents reality in such a way that it reflects universal forces : 

Veo, en la entrana de toda la obra de Valle-Inclan, un dramatismo 
remoto y sagrado, una sensaci.5n titanica y fiera de la lucha 
inacabable entre el Bien y el Mai absolutos; pero no entendidos en 
cuanto conceptos metafisicos, sino (al modo de la humanidad mitica e 
infantil, de espfritu original y sentidos candidos) en cuanto entidades 
vivas, omnipresentes, tragicas, queasfse manifiestan en una 
intuicidn de los sentidos, en un color, una lfnea, un olor, una 
imitaci6n de la epidermis, como en una intuici6n del alma, que, 
aunque instSntanea, se dilata en un Smbito desmesurada, 
semejante a la emocion de lo infinito, lo absoluto y de lo eterno. 

This thesis will show that Ayala's early writing shows some of these charact­

eristics and will discuss the difficulties of the presentation of such timeless 

reality in the novel, which is basically linear. Ayala admires Valle-InclSn 

for his ability to evoke past ages, and considers this a sign of his originality : 

El autor es tanto m3s original - y no hay paradoja - cuanto m5s 
remota- son las resonancias que en el se concentran; como si 

17. Ayala, Divagaciones.... , p. 868. 
18. Ayala, Las mascaras , p.40 (Espana 9/12/1915 )„ 
19. Ayala, Divagaciones... , p. 982. 
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dijSramos que sus raices beben la sustancia de las tradiciones 
literarias primordiales. 20 

OrLginality, in the sense in which Ayala uses the word^ means returning to 

origins. In Ayala's attempt to balance the two aspects of reaSity he tends to 

concentrate the resonances upon a few mythical figures and his early short 
i n 

stories often present nature,{this mythical way. Ayala admires Valle-Inclan 
21 

for these timeless plastic details, and concludes that by rejecting 
22 

psychological investigation he has refused to write modern novels. The 

same is true of Ayala. 

It is interesting that Ayala most admires those writers whose work 

includes mythical features or themes which lend themselves to mythical 

treatment. He is not interested by the development of the psychological 

novel and accords little importance to the individual character. He is more 

interested in those writers who present a coherent view of the whole world 

and in the novel as an instrument to that end. In order to appreciate the 

vital role which myths play in his novels it is necessary to give a short 

account of his general ideas about the novel. 

2.3. The nature of the novel 

For Ayala, the creation of a novel is analogous to the creation of the 

world. Many of his novels deal with the genesis of aspects of human conduct 

20. Ayala, Las mascaras, p. 161 (La Pluma, 32, Jan 1923) « 

21. Ayala, Divagaciones... ,pp. 982-3;'Tanto da percibir los siglos en la 
sensacion de un instarJe como percibir en un instante la presencia 
dilatada de los siglos, la inimitabilidad imaginativa de la sensaci6n 
presente; es de ambas maneras un palaaeo de eternidad. La segunda 
manera es la propia del goce est^tico 1 . 

22. Ayala, Las mascaras, p.163 (La Pluma, 32, Janl923)0 
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and tend to return to the origins of these aspects by evoking the myths 

connected with them. Through their ability to repeat the original act of 

creation, the novel (and the drama) wil l correspond to the whole of life: 

'Novela y drama son las dos ilnicas formas de arte que se corresponden con 

23 

la vida, tomada esta en toda su integridad'. Ayala's novels wi l l not be 

limited to any single aspect of life but will be integral novels in which the 

whole of experience can be epitomized. 

If this is to be achieved, the novelist must look upon his creation 

in much the same way as God looks upon his, justifying everything and 

fitting it into a universal harmony : 'Si la novela y el drama son las artes 

que mas tienen de creaci6n, el novelista y dramaturgo seran los que mas se 
24 

asemejen al Creador'. The novelist must therefore be imbued with the 

'liberal spirit ' , the corner-stone of much of Ayala's thought and, according 

to him, the way in which God looks on his creatures. Ayala explainsthe 

implications for art: 
Es decir, que toda obra de arte nos inculca, de un lado, un 
sentimiento general e indefinido de liberalidad, de aptitud para la 
comprension amplia de todas las cosas en conjunto; y de otro lado, 
nos concentra la atenci6n sobre el problema determinado de como 
cierta fatalidad, hostil a las demas criaturas en torno de ella, 
ultimamente desemboca en el curso caudaloso y ecuanime de la 
armonfa universal, 25 

The novel will show that discord is an illusion. In order to do this the novelist 

must be able to show reality from two apparently incompatible points of view. 

The first involves the 'dramatic spirit ' , where the conflict wil l be felt 

'de una manera gengricamente humana, en cuya expresion vayan implfcitas 

23. Ayala, Las mascaras, p.51. 
24. Ayala, Las mascaras, p. 54. 
25. Ayala, Las mascaras, p. 59. 
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26 
todas las maneras individuales de sentir la misma pasion'. Indeed, one 

of his conditions for taking characters seriously is to be able to see behind 

them the archetypes which govern their lives and establish their identity. 

As he says in the Libro de Ruth^ 'en la novela el personaje mas indiviel-/ 

ualizado se halla necesariamente uicluido en un m6dulo genSrico y 

27 
universal',, The second perspective, or 'lyrical spirit' wil l present the 

i wj 

individual with sympathy and understand^, eschewing all moral judgements 

and allowing the reader to identify with a character. The aim of the novel wi l l 

be to reconcile the two points of view, showing that they are not really 

opposites. Clearly there are great problems in trying to present an individual's 

view of the world and show it to be in harmony with some more objective 

scheme. There must be some element in the novel which is common to the 

individual and to the sub specie aeterni perspective. Myths, and especially 

the myth of the hero, by symbolizing eternal conflicts without ceasing to 

be products of the individual imagination, provide some kind of bridge. 

As a result the work of art wil l be able to clarify the reader's view of the 

world: 

El mSrito de la obra de arte estriba en su capacidad de recibir con 
antelaci6n al devolver. La turbiedad de nuestros sentimientos se 
f i l t ra en su recinto, y cuando vuelve a nosotros lo hace trocado en 
una lluvia bien repartida y fecunda. Le damos lo vago y amorfo, 
por ser lo mas ihtimo, y nos devuelve lo ritmico y neto. 28 

The purpose of art wil l be to bring order to the universe. The implications 

of this must now be considered. 

The individual character who is a 'prisionero de si propio; un pequeno 

i 29 
cosmos sellado, inaccesible para los demSs, and cannot therefore be 
26. Ayala, Las mascaras, p.37 (Espana 9/12/1915) „ 
27. Ayala, El libro de Ruth, p. 9. 
28. Ayala, Las mascaras, p. 397 (Europa. 27/3/1910). 
29. Ayala, Mas divagaciones... , p. 1189 (La Prensa 4/3/1923). 
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revealed entirely, is important only insofar as he exhibits the life that is 

common to all mankind. As Ayala says : 'El hombre solo puede ser tomad® 

en serio en aquella zona de super que se relaciona con los dem&s hombres, o 

30 

en donde se engendran normas aplicables a los demas hombres'. The 

difficulty here is that, if this approach were followed in the novel there would 

be no possibility of distinguishing one character, from another. Indeed, 

it seems that Ayala was going against the very nature of the novel with his 

concept of the individual. At this deeper level where, as Ayala says, 'no 

hay caracteres, sino que el alma humana es el mismo tipo reproducido en 

^ 31 

serie innumerable', personal attributes and characteristics are irrelevant. 

It wil l be seen that in many cases Ayala's characters are only distinguished 

by superficial details. Indeed, in the mythical hero Ayala finds Q. character 

who has no personal characteristics: the hero is l ife. The aim of much 

of Ayala's mythical imagery is to emphasize those qualities of his 

characters which bring them nearer to the source of life in God: 
Observamos que, en la creaci6n, cs.da ser y cada cosa, tornados 
individualmente, obedece a una fatalidad que le ha sido impuesta; 
cada .ser y cada cosa no es sino la manera aparente de obrar de un 
principle elemental, cuya ultima raiz se alimenta de la sustancia 
misteriosa del Creador. 32 

Characters will become more individual the further they move from the 

source of life. 

Yet the novel is a genre which is usually associated with such particular 

characters, events and objects, and with their description. For Ayala 

description is superficial. Literature is expected to present l ife, but cannot 

describe it . He looks back to the Iliad where the beauty of Helen of Troy is 

30. Ayala, Las mascaras, p. 35 (EspaKa 9/12/1915). 
31. Ayala, Las mascaras, p. 641 (Espana 20/4/1916), 
32. Ayala, Las mascaras, pp. 52-3. 
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33 
never described, but only seen through its effect on others, through action. 
The problem is that the novel, as a timer medium, cannot convey any 
idea of presence. Any description will necessarily be an enumeration; 
objects which exist simultaneously will therefore be presented over a period 
of time. Yet Ayala's vision of a harmonious universe is essentially a 
timeless and static one. One of the qualities of myths is to hold back the 
passage of time: actions are repeated as if they were happening for the 
first time and the reader is concerned less with what will happen than with 
what always happens. Each action by a mythical character looks like a 
ritual formula epitomizing all similar actions, and re-enacting the original, 
or mythical event. Reality, for Ayala, is not in the observable present: 

La realidad no es lo que pasa y c6mo pasa, sino la genesis 
presente de lo que pasa, la suma de factores individuales de 
c6mo pasa, y de los cuales el c6mo pasa es el pretexto para que 
ellos se muestren, para que tengamos una vislumbre del misterlo 
de las conciencia (sic). 34 

35 

If art is a 'trozo de realidad verdadera' then it wil l be a 'genesis' - return 

to the mythical origin of an action - and a 'suma' - a compendium of all 

possible actions. These two ideas, 'gSnesis' and 'suma' are the key to 

Ayala's understanding of the novel. 

The novel will not so much investigate or explain reality as reduce 

it to its essence. It wil l condense all experience within a single tightly-knit 

framework: 'En varios de mis libros, consta mi parecer de que una 

novela-tipo... es como un pequenc orbe cerrado y esfera completa, que 
36 

repiten como en epitome el acto y el sentido de la creaci<5n primordial*. 
34. Ayala, L*as mascaras, pp. 407-408. 
35. Ayala, Las mascaras, p. 42 (Espana 16/12/1915)» 
36. Ayala, Las mascaras, p. 564 „ 
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Clearly Ayala does not consider the novel a linear account of events, following 

each other logically. Although it is difficult to imagine a 'circular novel', 

Ayala has in mind some kind of structure in which the end of the novel is 

implied in the beginning, and where the whole can be seen at a glance. 

Each action wil l be related not to its immediate cause but to its mythical 

beginnings, and wil l thus be shown to be inevitable. There must be a 

sense of necessity in the novel: 

Creo que una de las pruebas para averiguar la calidad autentica 
de una novela consiste en descubrir si los personajes epis6dicos, 
y tambiSn los episodios, se presentan con caracter de necesidad 
vital, como seres y acontecimientos, respectivamente, que no 
pueden por menos de ser como son y de acontecer cuando y 
c6mo acontecen. 37 

Perhaps for this reason Ayala tends to use characters for whom he is only 

partially responsible: many of them are either mythical or literary figures 

whose identity is already established. The completeness of the novel also 

involves its independence from the rest of reality. Ayala would argue that 

the only real thing about a novel is the fact that it is a novel: he is always 

anxious to point put its ficticiousness and underline the literary devices 

which he uses. His habit, for example, of including chapters which the 

reader may omit may be partly due to his supercilious wit, but its effect 

is to remind the reader that he is reading,, Ayala's novels are in the 

paradoxical position of being meant to epitomize what is most real in life 

and yet to be apart from it: 

La realidad artistica es una realidad sui generis. Las obras de arte 
son reales o no lo son, viven o no vivet^ en virtud de un don peregrino 
de que estS dotado el verdadero artista, el don de crear, que no 
porque se ajusten o aparten del modelo imitado. 38 

37. Ayala, prologue to Tioteras y danzaderas, 1942, p.6. 
38. Ayala, Las mascaras, p.188. 
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Artistic reality is given by the personality of the artist, and it is to this aspect 
that we now turn. 

There is one sense in which the author must be discreet and impersonal: 

he must create individual characters which are not extensions of his own 

39 

personality. The novel should in no sense be a personal testimony. Yet 

the presence of the author is very strongly felt in all Ayala's novels. Indeed, 

at the end of Belarmino y Apolonio he says that if the protagonists did not 

exist in real life they at least existed for him. The novelist can invent 

but he cannot play upon his own personality. Ayala would argue that the 

novelist is a privileged personality: 'El buen novelista se caracteriza por 

la posesifin de una simpatfa universal; de suerte que en su propia 
40 

individualidad hay algo <te todo el mundo'. This apparent conflict between 
Ayala's theory and practice is explained by his concept of the novelist: 

I Que" otra cosa son los grandes novelistas y dramaturgos sino 
abogados de la irresponsabilidad humana, o lo que tanto monta, 
intSrpretes, aunque falibles, de un presunto plan providente que 
rige los destinos mortales: vates o zahorfes de la armonfa universal 
y, por ende, de la universal tolerancia? 41 

As a seer the novelist wil l be able to return to the mythical origins of all 

mankind. His job wil l be to re-create what is already there and as a seer 

he wil l remind mankind of what it already knows. The novelist has the religious 

42 

function of looking after men's souls ('la vocaci6n para la cura de almas'). 

It can be seen that Ayala's view of the aims of the novel are almost mystical, 

and it could be argued that they are not even suitable for the novel form. 

39. Ayala, Divagaciones..., p. 995 (La Prensa 10/2/1924). 
40. Ayala, Pequenos ensayos, p.31 
41. Ayala, Divagaciones..., p. 946. 
42. Ayala, Amistades y recuerdos, p.47. 
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Nevertheless, they explain why he should be concerned Ln all his novels 
with the mythical and archetypal aspects of character and plot, 

2.4. The importance of myths 

If the novel is to be a 'suma', a 'genesis' and justify all actions 

by revealing the archetypal functions of all characters it wil l inevitably be 

mythical because this is precisely what myths do. Ayala makes the point 

clearly that the aim of art is the mystical one of leading to a state of clarity 

and understanding through aesthetic emotion: 'Todas la cosas, sin dejar de 

ser como son, se nos pareceran en su representaci6n sustancial y virginidad 

originaria. Reviviremos los genesis, viviremos las mitologfas y 

43 

asistiremos a la metamorfosis'. For Ayala, literature aspires to myth, 

which could be considered its origin, and has the aim of returning to original 

events in order to see.everything as if for the f irst time. There is, according 

to Ayala, a 'fatalidad intrinseca de toda obra literaria hacia el clasicismo 

44 
y lo arquetipico': all art will be reminiscent of the common origins of 
art and life in myth. It follows that 'los grandes creadores abastecen su 

45 

edificaci6n de dos canteras inexhaustibles: la vida y los libros'. These are 

not, in Ayala's thought,opposites but are analogous, each being a creation-

Literature, as we have seen, will therefore be ful l of references to 

original acts, and therefore to other literature. As Monte-ValdSs says 

in his decadent way: 
Las buenas obras de arte se nos infunden de tal suerte en el 

43. Ayala, Nuestro Seneca, p. 236. 
44. Ayala, Nuestro Se"neca, p. 201. 
45. Ayala, Divagaciones... , p.948 0 
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espfritu, que al punto las asLmLlamos y las sentimos como un 
recuerdo que no logramos emplazar en el tiempo, algo asicomo 
las hLstorias y palabras que hemos ofdo durante una 
convalescent;ia. 46 

It is basically an attempt to see the universe as if for the f irst time. This 

47 

critical precept, which Ayala admires most of all in 'Clarm', determines 

the kind of material which Ayala resurrects for his novels. In the first 

place, man will be regarded almost biologically as he begins life in the 

world, and in the second, there will be some account of the connection 

between this world and its maker. These two ideas have their corrollory 

in fables and myths. 

Fables contain a primordial view of the universe as it is. It is 

for Ayala a deterministic world where good and evil have little meaning: 

there are simply two moral standards, the 'moral de los fuertes' and the 

'moral-de los debiles'. The first looks to the general good and the 

conservation of the species, and the second to the good of the individual. 

Both are totally justified, and man is only to be judged on whether he 

fulfils his role or not, his only choice being whether to try. Man is 

therefore forced into action by certain forces 'lindando con lo puramente. 
48 

biologico, que no "razones de orden superior y desinteresado" '. The 

fact that fables portray these two morals in conflict makes them truly 

realistic: 
Las Mbulas, como la naturaleza mis ma, no son morales ni inmorales, 
ni siquiera amorales. Son inframorales o premorales. Contienen 

46. Ayala, Troteras y danzaderas, p. 241 „ 

47. Ayala, Las mgscaras^. 171: 'Clarfn, que si fue un gran critico fue 
precisamente porque sabfa ver las cosas por primera vez con 
perfecta ingenuidad y, por decirlo asf, barbarie de espiritu'. 

48. Ayala, Fdbulas y ciudades, p. 34. 
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asr la moral de los dSbiles y mansuetos como la moral de los 
dominadores y adquisitivos. Por tanto, las fSbulas, como la 
naturaleza, no ensenan nada 'a prLori', pero confirman 'a 
posteriori' sinnumero de hechos perdurables desde que el mundo 
es mundOo 49 

At the origin of all literature there is a genre which presents a state of 

nature with the serene indifference which Ayala seeks to achieve in his 

novels. It follows that there is likely to be some 'fabulous' element, not 

as a plot-structure, but as part of the relationship between the narrator 

and his work. 

This 'fabulous' viewpoint is the origin, according to Ayala., of 

tragedy, which is necessary to render a work 'serious': 

La fabula esSpica es un ggnero literario elemental y su materia 
consiste en el libre juego de los instintos primaries, comunes a 
hombres y bestias. De manera que, en cierto modo, la fabula es 
la simiente rudimentaria de la tragedia. Otorgad las m^ximas 
dimensiones a varios instintos primarios, legftimos cada cual por 
sf, pero incompatibles entre si; dejadles iLbre juego y he 
allf la tragedia. 50 

In presenting this view of the world, Ayala can be expected to return to the 

literary forms which originally embodied it , If the fable is a rudimentary 

literary form, Ayala's novels can be said to be mythical not just because 

they contain mythical figures, but because they return to the origins of 

literature. Indeed, Ayala is not one of those writers who draw on the whole 

body of literafufefor references: his are almost exclusively to original 

structural principles. There is therefore a conscious archaism about his 

novels which can often be attributed to this 'fabulous' quality. 

If fables are a form which has already been displaced slightly towards 

humanity and earthly reality, behind and above them stand myths, to which 

49. Ayala, Fibulas . . . , pp. 19-20. 
50. Ayala, Fabulas... , p. 108. 
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he must return in order to show the contact between this world and the 

next, or world of essences,, Myths, for Ayala, are very real, symbols 

of the next world, and produced by fantasy or the lyrical spirit: 

La fantasTa, cuando no es delirio enfermizo o locura desatada, 
es la madre de los mitos y de los sfmbolos, los cuales, una vez 
nacidos, el arte puede manejarlos, conforme a la logica del 
mundo real, como verdaderas realidades, puesto que para la 
imaginaci6n las realidades del mundo interior son realidades ^ 
verdaderas, como lo son las posibilidades del mundo frsico. 

Myths are unique in objectifying the human imagination,, Although they are 

in a sense subjective creations, they are neither personal nor tied to the 

subconscious. They lie beneath apparent reality, yet not so deep as to 

become incoherent. It could be said that they belong to that level of 

consciousness at which all men are the same, the level in which Ayala -

is most interested. They are also attractive to Ayala because they can be 

used 'conforme a la 16gica del mundo real', because they exist in this 

world as much as in the next. If they are symbols, it is only because, 

in Ayala's thought, the whole of physical reality is one vast symbol: 

Los griegos tomaban estas mitologias de manera mSs seria; 
como simbolos. | Ay de los hombres que juzgan del vasto, 
insondable y misterioso mundo, como realidad palpable y 
prdxima, cuando no es sino velo y sTmbolo que se interpone 
entre nuestra imaginaci6n, nuestra conciencia y la realidad 
ultima ! 52 

In a world where everything is only a representative of something else beyond, 

which is to be seen through the imagination, myths stand half-way 

53 

('Mito vale tanto como declaraci6n y aclaraciSn de un enigma'). Their 

purpose is very close to Ayala's conception of the novel which will create 

order out of chaos. The order which he wil l try to create is the platonic 
51. Ayala, Mas divagaciones... , p. 1175 (La Frensa 17/12/1922), 
52. Ayala, Fibulas.. . , p.190. 
53. Ayala, Crrtica de libros, O.bras Completas, I I , p.551. 
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one of the universe as a scale leading upwards to heaven: 

En mi dictamen, e] punto mas certero y altanero de intuicidn 
artfstica lo alcanza Hat6n en el Filebo, dialogo en el cual considera 
lo bello como una evolucion o desarrollo desde lo feo, mediante la 
armonra y cone iliac idn de los contrarios. Antes de conocer esta 
idea de Plat6n, yo habfa concebido la obra de arte literario 
(poesfa, novela, drama) precisamente conforme a este canon... Y 
al mismo prop6sito estan ajustados mis poemas y novelas. ..54 

One way in which this is done in Ayala's novels is by following the hero 

on his quest for this harmonious world, and a second is Ayala's own present­

ation of reality. As we have seen, Ayala opposes description of objects, 

and it is easy to see why. If they are described in everyday language they 

cannot be shown to have any relation to the next world. Here again, Ayala 

turns to myths: 

Este concepto clasico de la poesTa produjo una figuraci6n representativa 
de la Naturaleza: la mitologfa. La mitologTa fue parto laborioso y 
patfitico del numen lirico. La mihelogfa, vestidura externa del ,_( 

clasicismo portico, es imitacion y emoci6n directas de la Naturaleza. 

A mythical point of view will not attempt to describe objects according to their 

superficial attributes or appearances, but will place them on the platonic 

scale. Objects wil l have their origins, and therefore their identify, disclosed 

by certain stories in mythology. All objects of the same type are identified : 

behind every laurel tree there is the laurel tree, as Ayala says in 

Belarmino y Apolonio. ^ Instead of being concerned with the diversity of 

the universe, Ayala wil l be concerned with its unity: behind every man there 

is the hero. Literature devoted to recreating a platonic universe will consist 

of recreating a certain limited number of privileged objects, and is not open 

to the whole world, although certain mundane objects (Apolonio's Vichy water 

for example) can become privileged. Myths are also very plastic figures, 

54. Ayala, M5s divagaciones.., p. 1058. 
55. Ayala, prologue to Cancionero castellano, Obras Completas,II, p.jl)„ 
56. Ayala, Belarmino y Apolonio, Obras Completas, IV, p. 17 
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being known through sculpture, and represent common humanity, stripped 

of all circumstantial attributes, yet not dehumanised or considered 

abstractly. This is what Ayala most admired in the sculpture of Julio 

57 

Antonio, and may explain why Ayala is fond of freezing characters in 

statuesque poses. 

We have seen that, in theory, the mythical view presents an 'emoci6n 

directa de la naturaleza', by which Ayala means that object and symbol 

are one, the object representing an ideal version of itself. Yet man has 

already begun to divide reality and symbol. This is the tendency towards 

displacement which starts as soon as myths are organised: 

Ya hemos hechobJgamo al sTmbolo; y es que lo mismo en el Olimpo 
-de los dioses helenicos que en el Helicon de las nor mas ideales - y no 
otra cosa eran los dioses sino incorporacion pldstica de estas normas -
no rigen los dictados Sticos y jundicos de nuestras sociedades 
rudimentarias. 58 

The particular mythical figures and stories which the modern artist has at 

his disposal are now divorced from reality and exist separately as cultural 

objects. They may be used decoratively, but they are no longer ideals in 

the platonic sense. Accordingly, Ayala used this process of displacement to 

present the world as a meaningless and degraded place. Nevertheless, there 

is the aspiration, seen now only in the quest of the hero, towards a world in 

which symbol and reality are one. If there is any plan behind Ayala's 

use of myths, it is towards their reconciliation with reality. His later heroes 

wil l therefore be more and more closely identified with the archetypal one. 

Yet there can never be complete reconciliation, but only the balance which 

Ayala sees in the f i rs t post-mythical age, or classicism: 

57. Ayala, Amistades. . . , p. 72. 
58. Ayala, IVMs divagaciones... , p. 1111. 
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[classicism] no es la total supresion del yo sino la clara conciencia 
de la limi.taci.6n insuperable del yo, y un exquisito equilibrio entre 
los datos de la realidad externa y las imagenes con que el espfritu 
individual creador la va interpretando, a la par que se manifiesta 
el mismo. 59 

If the idea of the mythical hero eixhalts the yo , and leads to its becoming god, 

the displaced reality will provide a classical balance, by bringing him down to 

earth, often grotesquely. 

The 'directness' of the mythical view of reality has one further 

consequence: it is almost totally impersonal. A laurel tree is the laurel 

tree and has certain fixed and universal emotions attached to i t . Ideally 

they are the primordial emotions which gave rise to the myth, but in the 

mind of the modern reader the myth is a cultural object. As Ayala says, 

'hemos hecho bfgamo al simbolo'. Paradoxically, then, a host of well-worn 

literary references are intended to produce an untutored and innocent response 

to the world. Yet, if the artist must look at everything as if for the first time 

he must necessarily refer back to these original myths. Again, if Ayala 

wants to produce an epitome of the world he must use archetypes. Yet the 

range of objects with mythical or archetypal significance is so small, and so 

culturally conditioned^the author will be unreasonably constricted in his choice 

of subject-matter. Accordingly, the true myth in Ayala is not his series of 

references to concrete mythical figures, which have their uses in other ways, 

but to the mythical quest which lies behind the,m, which is not irrevocably 

linked to a certain limited number of objects or particular plot-structure. I t 

is all very well remembering 'primordial events', but they can be remembered 

once too often. 

59. Ayala, Principios... , p. 29. 

http://limi.taci.6n
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MYTHS AND LITERARY FIGURES IN THE EARLY NOVELS 

3.1 Description of nature 

In the course of conversations just before the crisis in Tinieblas 

en las cumbres, Alberto explains the twofold problem of the representation 

of reality in literature. In the first place, there are elements of reality 

which do not affect particular senses, but are experienced subjectively 

in the form of vague general impressions and associations which can not 

easily be expressed in words: 

i y este no se" que" difundido en la manana, este espfritu de leyenda, 
de antiguedad remota, de melancolfa y de ensueSo que todo lo empapa, 
y vibra por dondequiera como milsica que viene de muy lejos? 1. 

The 'no s6 quS' is a subjective impression which is no less real for being so, 

and would have to be included in any description of the scene, in which Alberto 

sees vague echoes of the past and legendary qualities which present difficulties 

for him as a painter, and greater difficulties for a writer. The importance 

of this passage is that Ayala is evidently interested in more than direct 

descriptions of physical reality and will be concerned to show it in a timeless 

and mythical way. In a later passage, Alberto compares the ease of reproducing 

the colours of nature in painting with the difficulty of reproducing the sounds of 

nature in writing. The sounds of language are artificial and so direct 

description is difficult: 

I podrS, por ventura, trasladar el susurro del bosque con el gorjeo de 
los pSjaros y los mil ruidos que lo componen, sin hacer una referenda 
intelectual, esto es, una descripci6n, ayudandome de elementos 6pticos y 
de referencias lejanas? 2 

Literary descriptions wil l tend to be over-intellectual and instead of presenting 

the object directly, wi l l have to deck it out in adjectives and external references. 

For these reasons Alberto decides to become a painter because painting, unlike 

1. Ayala, Tiaieblas en las cumbres, Madrid, 1971, p.228. 
2. Ayala, Tinieblas... , p. 260. 
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3 
literature is, 'perfecto e inspirado en la naturaleza'. Now, Ayala 
considered that mythology is one literary form which is a direct represen­
tation of nature. 

The problem for the novelist can be briefly stated. Reality can be 

perceived in terms of the associations which it evokes. But when this is done 

in a work of literature, the result is a certain wordiness, over-intellectualism, 

and a lack of direct views of the objects described. References to myths turn 

the reader's attention away from reality and focus it on his past reading 

and .make an appeal to his imagination, which is already aware of the images 

which are used. As a result, Ayala wil l not describe nature in terms of 

sense-impress ions, but in terms of the ideas and resonances which it sets up 

in the mind. 

It is typical of Ayala that he should include in a novel a discussion of 

some of the problems involved in writing. The problems which Alberto 

outlines are not, however, to be seen in Tlnieblas en las cumbres, but in three 

short stories which precede it, Cruzada de amor, Querfa morir, and La ultima 

aventura de'Raposfn. In these early short stories, nature is presented as a 

kind of revelation of the divine and a refuge from the material world. Its 

importance here rests on the fact that it is described mythically. 

Nature in Cruzada de amor is of a literary kind which could only exist 

on paper. The sun is a mythical object: 'el sol, con su carro de fuego'. ^ The 

dawn too, is a conventional, universal type: 

La aurora extendfa por el cielo sus palidas rosas, y asomaban por 
el Oriente los rubfes engarzados en oro de la corona de Apolo. 6 

3. Ayala, Tinieblas... , p. 260. 
4. Cruzada de amor was first published in 1902; Queries morir in Los Lunes 

de El Imparcial, 1/2/1904; La ultima aventura de'Raposfn' in 1904, 
5„ Ayala Cruzada de amor, Obras Completas, I I , p. 880. 
6. Ayala Cruzada... , pp.888-9 
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This is nature not as seen by an individual in terms of sensations, but as a 
permanent, unchanging phenomenon outside.place and time: every dawn is 
basically the same. The forces which govern nature are personified, so 
establishing a sympathy between man and nature. Natural events may be 
directed by the gods, but they are gods made in the image of man. Nature 
is seen as a work of art,only existing in words. Cruzada de amor is 
however a pastiche, whose chief importance is that it shows that Ayala was 
interested from the very beginning of his career in the conventional imagery 
of the myths and their original significance. That is, he is trying to present 
nature as if seen for the first time. 

As most of the poems of La paz del sendero are concerned with the 

transcendence of nature, it is worthwhile looking at the sort of language 

which he was trying to create in his poetry in the years preceding 1905. In 

'Coloquios' he says: 

yo intento 
amalgamar aquellas palabras misteriosas 

que evoquen, inefable, la esencia de las cosas, 7 

He describes nature in mysterious and often magical terms which explode the 

objects before his eyes; epithets like 'divino' and 'celestial' are common. 
The intention is to produce the vaguest of descriptions in which nature seems 

hardly of this world, and converted not just by the poet's imagination, but also 
g 

of its own nature, into a spiritual and mythical being, into an idea. This is 

7. Ayala, 'Coloquios', La paz del sendero, Obras Completas, I I , p. 118. 
8. Vo Garcia de la Concha, Los senderos pogticos de Ram6n Pgrez de Ayala, 

Oviedo, 1970, p. 137: 'Al final, todo se transfigura: no s61o el propio 
poeta, sino los campos mismos, las montanas. Tierra y cielo, como 
ocurre en 'Nuestra Senora de los Poetas', se confunden, y las vacas 
se convierten en divinidades brahamanicas en medio de un doloroso 
destierro1. 
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Ayala's view of poetry at the time: 

A la antigua concreci6n, machacona y vulgar en la mStrica, de un 
pensamiento prosaico, ha sustituido el poema simb61ico que tiene 
iniciaciones de sentimientos inefables, nebulosidad evocadora de 
musica, y entrana bajo las grSciles ondulaciones rftmicas conceptos 
universales, no por abstractor menos poSticos. 9 

By 'musical' Ayala probably does not mean lyric, but the music of nature, or 
J> -

heavenly music of the stars as in'Luis de Leon's Oda a Salinas. It is nature ' 

as part of a great and harmonious idea, not as a collection of sensations which 

are pleasing to man: nature is the f i rs t step to Heaven. It is the idea of nature, 

or nature as a thinking being, which he will try to convey. Amor6s connects 

this appreciation of nature with Ayala's use of mythology: 'De esta idea 

(naturaleza sintStica, ideal y representative) yp no de eruditos neoclasicismos 

surge la pasi6n de Perez de Ayala por la mitologfa'. ^ 

Mythical imagery is evident from the very beginning of Querfa morir, 

where man is shown living in harmony with the whole universe because he is 

submerged in nature: 'tambiSn el sol en el cielo parecia rezagarse, ni mas 

ni menos que si yo, JosuS redivivo, detuviese su curso para visitar a mi 

amada con el dia'. ^ Nature corresponds to his wishes because he is, 

through living in harmony with i t , virDaally a god. The mystical state into 

which the protagonist falls recalls the myth of the 'world navel' : he is in a magic 

place where knowledge of the divine is possible. This religious conception of 
12 

nature is emphasised by the imagery: 'Era una tarde apacible como un culto'. 

9. Ayala, Poesia, Helios, I , 1903, 126 et sig.. 
10. A. Amor6s, La novela intelectual de Ram6n Pgrez de Ayala, Madrid, 

1972, p. 44. 
11. Ayala, Queria morir, Obras Compbtas, I , p. 1072. 
12. Ayala, Querfa morir, p. 1073. 
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It is a magical afternoon where time is suspended, where natural laws no 

longer apply: only essences can be seen. The cows are timeless : 'Dos 

vacas viejas, rojas, tristes y de rizado testuz, rumiaban tendidas sobre la 

13 

jugosa hierba en paz horaciana'. They are not so much symbols of a 

resigned philosophy of life as an incarnation of it : they are one of nature's 

thoughts. This capacity to think, which leads to the harmony of all living 

beings, is repeated at the end of the story, when the privileged protagonist 

finally understands what nature is thinking: 
Y es que la idea de la muerte noble, santa, con grandeza, envolvfa 
el campo como un pensamiento infinito; era la voz de la tierra que 
yo no acertaba a descifrar; era la letra de la musica que me 
cosquilleaba en las ultimas profundidades del pozo de mi espfritu. 14 

This is one of the privileged moments, connected with the mythical theme-of 

the'world navel'when, through contemplation of one place in nature, 

something of the sense of the universe is made known to man, who thus 

attains divine status. ^ The hero may want to die, but death is for him entry 

into the next world : there is nothing pessimistic about it . The opening image 

of the story was, in conclusion, neither arbitrary nor pedantic. 

Similar descriptions of nature appear in La ultima aventura de Raposfn 

where the graveyard trees are presented not as they appear to the human eye, 

but in terms of their mythical and religious function: 

Lleg6 hasta el bosque de castanos que cerca a la iglesia del pueblo, 

13. Ayala, Queria morir, p. 1073. 
14. Ayala, Querfa morir, p. 1075. 
15. J. Campbell, The Hero with a Thousand Faces, second edition, New 

York, 1968, p.41: 'the hero as the incarnation of God is himself the 
navel of the world, the umbilical point through which the energies of 
eternity break into time. Thus the World Navel is the symbol of the 
continuous creation: the mystery of the maintenance of the world through 
that continuous miracle of vivification which wells within all things'. 
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como en otro tiempo hayas corpulentas y simbolicos laureleSjen torno 
al templo de Afrodita, formaban augusto recinto.. .16 

They are not just symbolic in literature, but also in nature which is thus seen 

as a great collection of signs pointing to divine purposes, a work of art 

in itself and often described by Ayala by reference to paintings. Nature also 

seems to have a memory, so that the past is eternally present: 

Al pie de los troncos centenarios, gruesas serpientes de rafces 
dormian guardadas en cercos de bancos granfticos, que en tal 
saz6n parecfan dolmenes o aras de sacrificio, e impregnada en 
ocre rojo de la tierra, el agua de los arroyos era sangre de 
vie ti mas. 17 

Nature is a witness of the past and of the origin of things. 

Perhaps the imagery here is not as important as the mythical situation 

of the protagonists when they enter into contact with nature. The mythical 

images are appropriate, but will inevitably appear pedantic abstractions. The 

reason for the discontinuation of this type of writing is explained by the 

hopelessness of Alberto's desire to render in art the 'no sS que difundido en 

la manana, este espfritu de leyenda, de antiguedad remota, de melancolla', 

and in the crumbling of the world-view on which it is based. Man and nature 

cannot live together in harmony because nature is totally indifferent to man. 

The sense of Alberto's despair at the end of Tinieblas en las cumbres is that 

nature wil l not lead to the divine, that the two worlds are forever separated. 

18 

Yet the desire for harmony, the mythical union of the two worlds, 

continues to form the subject of Ayala's novels and wil l be a goal which the 

hero wil l have to win. References to myths and legends are not, therefore, 

a stylistic device. The perfect world of these early short stories wil l haunt 

the rest of Ayala's work. 
16. Ayala, La ultima aventura de'Raposfn', Obras Completas, I , p.929. 
17. Ayala, La ultima aventura.... , p. 929. 
18. J. Campbell, The Hero. . . , p. 228: 'This is the sign of the hero's 

requirement, now, to knit together his two worlds'. 



-57-

3.2 Description in Tinieblas en las cumbres 

In Tinieblas en las cumbres the mythical motifs which before were 

meaningful are systematically debased: the two worlds are irrevocably divorced 

and no harmony is possible. As a result, mythical themes and images are 

inappropriate and grotesque and anything which refers to a higher world , 

either in art or religion^is automatically degraded. The myths can no longer 

be used as symbols, but as metaphors establishing some superficial likeness 

between essentially dissimilar objects. Myths also provide a framework fo r 

the whole novel which, as w i l l be seen, is an image of the world after the 

f a l l . The references to myths and l i terary figures are more frequent in 

passages of exposition and less frequent in narrative. There are fa r more 

in Part I and the early sections of Part I I I where the mythical framework 

for the whole novel can be seen through some of Alberto's ideas. By 

following their use throughout the novel conclusions may be drawn about the 

position of the narrator and his attitude to the characters and the reader. 

Li terary and mythical references are used as metaphors in order to 

describe simultaneously the physical and moral attributes of the characters. 

A good example of this technique is the introductory description of Cerdd, 

who is exaggerated to greater than human proportions: 'Este seTior Cerdfl era 

una especie de sf i t i ro, producido en las boscosidades de la provincia de 

19 

L£rida*, This sentence is typical of the presentation, beginning with down-

to-earth reality which is then exaggerated and deformed. The high-flown 

language is continued with the ctt^i^elt word 'boscosidades', which shows 

that the description has completely abandoned reality. CerdS is then 

deflated with the words 'provincia de Lf i r ida ' . At the end of the paragraph 
19. Ayala, Tinieblas . . . , p. 45. 
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he is brought down to earth with the fact that he learned about sex in a book 
he picked up in the market. He is continually raised to a mythical plane 
only to be brought down again: 'el Sultan de LSr ida . . . Y esto> solo por la 
virtud creadora de la imaginaci<5n de CerdS'. 20 Al l these references to 
sultans, satyrs and lesser mythical beings are the f ru i t of CerdS's 
imagination and are a means of projecting his subjective view onto objective 
reality. The imagery is not just comic exaggeration but presents his view 
of himself, and in terms which are totally unreal because CerdS is less than 
real. 

A s imilar technique• of describing a character is used with ji.mgnez, 

whose eyes are 'dos faunos' and whose eyebrows are a 'laurel sombroso': 

la expresifin, en conjunto, mefistofelica, tal cual suelen adoptarla 
los Mefistcfeles de 6pera; las orejas, muy despegados del crSneo por 
arr iba, apuntaban como cuernecillos diab61icos. Si a esto se ajiade 
la tenue inclinacidn del torso, se tendra1 un demonio en acecho, 
un demonio bienhumorado. 21 

Jimenez may be a 'devil ' but he is only a l i t e r a r j ' devil , the archetype being-

lef t far behind. This technique anticipates a s imilar one in Tigre Juan, where 

the protagonist is related to a l i terary myth not, in the f i r s t place, by imitating 

his actions but by playing the part on the stage. Jimenez is seen to be no 

more than a l i terary figure, demonstrating the real world's lack of importance. 

A further effect of this type of description is that the figure of JimSnez is 

fixed forever. He is not presented as he appears at one particular moment 

in t ime, but as he always appears to a narrator who can see him at al l times. 

The description of Jimenez is then quite static and timeless, an effect 

heightened by the comparison T«ith Mefistofeles, a figure which exists outside 

20. Ayala, Tinieblas . . . , p. 53, 
21. Ayala, Tinieblas . . . ,pp0 47-48. 
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time in the mind of the reader. 

The f i r s t continuous series of imagery concerns the brothel, which 

is pedantically described as a 'templo de Afrodi ta ' , and its inhabitants, 

who are 'vestales'. There are a number of parallels with antiquity: 

Asicomo en la antiguSdad clSsica el falo de bronce sobre el dintel era 
de equfvoca elocuencia, en esta edad prosaica las verdes pers'io-nas 
corridas hacen el oficio de signos rituales. 22 

The brothel distr ict is a'Rubicfin moral que corre misteriosamente, vedando 

23 

lenocinicos arrabales'. The aim of such language is to avoid presenting 

reality directly by using imagery which is known through reading rather than 

experience. The obscene drawing in the brothel itself is the work of 

'algun pequeno Apeles'; ^ gestures are described as an 'estatvaria actitud' 

or 'no de otra suerte que las imagenes de Col6n, senalando con el ihdice las 
26 

Indias occidentals ' ; an expression is described as 'grotesca gravidad de 
27 28 fetiche'; Jimdnez is 'el coco de las pupilas'. This grotesque imagery 

is generally l i terary and bookish, giving the reader a limited view of the 

reality of the scene. The narrator stands far enough back to make comparisons 

with 'doradas edades hekSnicas', referr ing to the prostitutes as 'del siglo 

29 

de Pericles' and 'prostitutas arcaicas', and as a result appearing 

uninterested in the events and intent upon giving reality an air of unreality. 

Generally, the distance between reality and the metaphors used to 

qualify i t is as great as possible. The 'juerguistas' are converted into a 

22. Ayala, Tinieblas . . . » P. 57, 
23. Ayala, Tinieblas . . . . P-.62. 
24. Ayala, Tinieblas . . . . P- 63. 
25. Ayala, ' i Inieblas. . . > P. 64. 
26. Ayala, Tinieblas . . . . P- 64. 
27. Ayala, Tinieblas . . . » P- 65, 
28. Ayala, Tinieblas . . . , p. 65, 
29. Ayala, Tinieblas . . . » p. 164. 
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band of satyrs, sylphids and nymphs because that is precisely what they are 
not. In a truly degraded world, such as that presented in Tinieblas en las 
cumbres, a l l mythical imagery w i l l automatically seem inappropriate. The 
same kind of imagery reappears in a l l the scenes dealing with the 
'juerguistas': 

no se dijera otra cosa sino que el canino caballero pretendfa 
resucitar aquellos remotos y bSrbaros tiempos en que el sStiro, 
entre los troncos de una selva, palpitaba en acecho de la ninfa, 
y asi que la vera, recia y maravillosa en su desnudez indefensa, 
lanzfibase sobre ella. Pues bien; saltando por encima de algunos 
siglos, desde Pan hasta San Martin, diremos que. . . 30 

When JimSnez kicks^lifa Luqui", he adopts 'una postura de s f l f i d e ' , ^ and 

the postitutes turn away f r o m the road 'de manera que se las hubiera tornado 

32 
por dnadas de los bosques u otras criaturas l fr icas y virginales ' , 

33 
The occupants of Yiddy's cart are los genios que lo habitaban'; when the 

34 

'juerguistas' sing', i t is a 'coro destemplado y satiresco*. Although 

these references give a certain unity of tone to the novel, they are not 

particularly effective. They are pedantic and do not serve to c l a r i fy the 

work. 

There are, however, two good reasons why mythological references 

should be used in the central section about Arenales : Ayala is able to set up 

an ideal situation which can f r o m time to time be brought down to earth, 

and there is a framework of ideas which is more important than the events 

themselves. The way of l i fe in Arenales is clearly meant to represent the 
, 35 

earthly paradise: 'Era la existencia de las edades arcSdicas . 
30. Ayala, T in ieb las . . . , P- 222, 
31. Ayala, Tinieblas . . . , P- 226^ 
32. Ayala, Tinieblas . . . , P. 240. 
33. Ayala, Tinieblas . . . , P- 242. 
34. Ayala, Tinieblas . . . , P- 287-8. 
35. Ayala, Tinieblas . . . , p. 71. 
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When Rosina's father strikes her following her rejection of a suitor, 

'La madre y la abuela intervinieron implorantes; lanzaban en la noche 

alaridos lamentables e invocaciones arcaicas' 0 The reason that 

they are archaic is that the narrator, not looking at the particular events, 

but rather at his own subjective impressions and his memory, sees in 

them associations with the past. The interest in relating the event consists 

in showing that certain basic urges continue and that no aspect of reality 

can ever be seen in isolation. I t is as i f the narrator can only, register 

sensations which have been anticipated in his reading. Rosina, fo r example, 

is purely l i terary: 'la criatura sencilla, un poco de egloga a fuerza de 

37 

timidez' . She embodies many of the qualities of the lover in Italianate 

-love-poetry: 'tenia la dulcedumbre de las palomas duendas y la pompa 

humilde de los rosales silvestres'. Her hair is 'oro de mie l ' , her cheeks 
38 

'de fuego' and 'ambar', her teeth 'blanqu fs imos ' . She i s , like traditional 
heroines, exceptional, and the sailors have made a myth of her^ 'acaso 

cohibidos por la nobleza ffsica de la muchacha y una vaga aprensi6n de su 

39 

destino'. In fact the description tells the reader less about Rosina than 

about the narrator, whose function is clearly to destroy the myths which 

others create. The reader already knows that Rosina's 'destiny' is to be a 

prostitute; the narrator now lets him know that Rosina the Renaissance ideal 

works in the local pickling factory. 

Literature figures in an ironical way in Emeterio's attempts to seduce 

Rosina. Like many of Ayala's characters, he imitates l i te rary models; 

'ech6 mano de un sentimentalismo fiambre, en conserva, que habfa sedimentado 
36. Ayala, T in ieb las . . . , p.78. 
37. Ayala, Tinieblas . . . , p.7L 
38. Ayala, Tinieblas . . . ,p. 72. 
39. Ayala, Tinieblas"... ,p. 72. 
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40 
en su memoria con pretSritas lecturas folletinescas'. On the f i r s t night 

he is a 'trovador exaltado de caudalosa vena poStica', on the second, 'mancebo 

entristecido, lacio, inapetente, para quien los desdenes de su amada son 

otras tantas heridas en el coraz6n', and on the third, 'el amante terrible y 

41 

dominador'. Not one of these poses is genuine, and it is interesting to see 

that Ayala chooses to illustrate this falseness by making Emeterio copy 

attitudes about which he has read. As a result of this imagery, reality 

is seen as a shabby copy of l i terary models. The comparisons between 

the two levels inevitably show the world as a grotesque and unreal place. 

Mythical allusions are used quite differently in order to establish a 

sentimental point of view in the account of the night which Rosina and 

Fernando spend together. Ayala is interested mainly in the way the story 

can illustrate the mythical meaning behind it„ The mythical references turn 

the story into a fairy-tale , the aim being to contrast its purity with the 

fact that as a result Rosina w i l l become a prostitute. It is seen as a 

repetition: % idfintico misterio que macer6 en sus aromas, alk4 en las 

biblicas edades, al rey Hermoso y a la Sulamita, los envolvi6 en fgnea 

lengua de oro ' . Through/the account of Rosina's l i fe in Arenales a 

mythical, unreal atmosphere veils her every action, even the way she sings: 

'De esta suerte que aquel murmullo acompasado tenia un encanto musical 

de leyenda'. 43 Here the mythical imagery is intended to convey a vague, 

general impression which would be diff icul t to describe directly because 

it is not s tr ict ly speaking a sense-impression but an intellectual association. 

The same technique is used in the scene where Rosina looks out upon the 

countryside after the departure of Fernando following their night of love: 

40. Ayala, T in ieb las . . . , p.79. 
41. Ayala, T in ieb las . . . , p. 79. 
42. Ayala, Tinieblas . . . , p. 120, 
43. Ayala, Tinieblas . . . , p. 124 ( 
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Una cumbre de la izquierda, rotunda, frondosa y verde como la 
cabeza de un Baco con guirnalda de pfimpanos, ergufase aureolada 
de ora fluLdo. Por todas partes las hojas humedas emitian notas 
doradas, como si. hubiera caido sobre el campo la fecunda lluvia 
de oro que un tiempo recibifi Danae, estremecida. 44 

The f i r s t reference, to Bacchus, is purely descriptive but when Ayala mentions 

Danae he evokes a series of mythical events. The effect is to freeze the 

action momentarily and f i x it in the mind of the reader, although Ayala makes 

no attempt to use the story of Proetus and Danae as a framework fo r his 

narrative. The dream-like situation is established so that the contrast with 

the events of the following day is even greater; when Rosina feels that she 

is 'cayendo desde las azulinas alturas de sus ensuenos a la realidad corriente 

45 

y moliente de fabricas, Emeterios y sardinas en vinagre'. I t could 

be concluded that myths are used here for their unreality. 

The mythical situation also provides a general framework which reveals 

the structure and hence the meaning of events: Rosina is set in an earthly 

paradise so that she can be kicked out of it into the real world, having lost 

her innocence. She is closely associated with Eve and the fa l l f r o m grace 

because 'no tuvieron vergtfenza, como Adan y Eva al advertir su desnudez, 
46 

porque se sentfan inocentes'. The fa l l f r o m grace is not seen as an 

event set in the past, but as a continually repeated process. The novel 

begins, then, with the heroine fall ing into a world of sin and vice. The sections 

dealing with the juerguistas, apparently only unified by the journey theme, 

are an image of the fallen world. After the eclipse and the spiri tual c r i s i s , 
47 

Albertoexclaims: 'd Que" hare" yo sin esperanza?'. The only thing 
of value which he possessed in the degraded world was hope. Now hope, in 

44. Ayala, Tinieblas . . . , p. 129 < 
45. Ayala, T in ieb las . . . , p. 129, 
46. Ayala 9 "^l inief5Ias... , p. 121 ( 

47. Ayala, Tinieblas . . . ,p. 285, 
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the myth of Pandora's Box, is the one good element which escapes into the 

world with a l l the vices. The final sections on the mountain pass are accom­

panied by imagery connected with the end of this fallen world: ' \ la vida 

de la t ierra ha de concluir de un modo semejante, por propio enfriamiento, 

• 48 
a causa de la extinci6n de esa gran lumbre solar'. Tinieblas en las 

cumbres, which at f i r s t sight is only loosely structured, is in fact held 

together by three myths. I t begins, chronologically, with the expulsion 

f r o m the garden of Eden, continues with a Pandora's boxful of vices and ends 

with an Apocalypse. I t is interesting to see that Ayala arranges these three 

sections in the manner of the epic. He begins ' in media res' and breaks off 

the narrative to explain the origins of the situation in the section on Arenales, 

after which he resumes the narrative, bringing i t to a crisis in which the 

whole is made coherent and intelligible, through a few mythical references. 

The mythical themes which are significant are, however, almost lost 

in a wealth of references which are not. They are not used economically, 

and the tone is inevitably pedantic. Only later w i l l Ayala reduce the mythical 

references to a few key ones which really serve a purpose. The technique 

as used in Tinieblas en las cumbres establishes a relationship between the 

reader and the narrator in which the latter dominates the work and displays 

his superior knowledge. This is quite clear f rom the Epilogue, which must 

be the last word on the subject: 

Entienda, as i mis mo, que si he puesto en ocasiones sobrado caudal 
de citas inglesas, latinas y hasta griegas, no es porque yo haya sido 
pedante, sino por cierto inmoderado afan, que siempre sentf, de 
mofarme un tanto de mis presuntos lectores, 49 

48. Ayala i Tinieblas. . . , p. 280 . 
49. Ayala,Tinieblas.. . , p. 307 R 
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3.3 Literature in A . M . D . G . 

As A . M . D . G . is a novel of harsh c r i t i c i sm of a certain section of 

society, i t is not in the author's interest to degrade reality but rather to shock 

the reader with the force of hard evidence. The attack wi l l depend on the 

apparent truthfulness of the account because the problems are too serious 

for the detached mockery of Tinieblas en las cumbres. Nevertheless, as 

many of the abuses in the book are common to other forms of education, Ayala 

links them with the Jesuits by making frequent references to their attitudes 

to l i te rature^ and as a result A . M . D . G . is the f i r s t novel in which the relation­

ship of the characters with literature plays an important part. More 

significantly, i t is also the f i r s t time that Ayala bases characters entirely on 

pre-existant l i terary and mythical figures. 

Although myths are rarely used for grotesque imagery, there are a 

few isolated cases whose very isolation shows that they are not intended to 

f o r m a framework of imagery. The inflated imagery is sometimes used to 

make objects and people look ridiculously small or grotesque. The children 

outside the college is called the 'Campos Elfseos'. When Conejo sets off 

fireworks in the classroom to test the boys' concentration, one of them turns 

52 
round, 'creyendo sin duda que se trataba del fuego de Sodoma y Gomora'. 

The technique of exaggeration by reference to myths is used to describe 

the methods of two of the Jesuits.Oi Conejo, he says: 

Envidiaba a Argos, a causa de su centenar de ojos, y aun a la 
e;>pl£ndida cola del pav6n, adonde, luego de haber sido asesinado por 
Mercurio, Juno trasladfi las cien pupilas metalicas del hijo de Arestor, 

who take art lessons are 'aspirantes al laurel de Apeies' and the park 9 

50. Ayala, A . M . D . G . , Madrid, 1931, p .44 . 
51. Ayala, A . M . D . G . , p. 51. 
52„ Ayala, A . M . D G . , p. 117. 
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53 
porque Conejo era tambien muy fanfarrdn. 

Here the Jesuit's fantasies are translated onto a mythical plane so that they can 

be seen more objectively, in the language of the narrator rather than his own. 

The Principal is compared to Caligula for his indifference to his own 

unpopularity : 'Como Caligula, el tambien lo reputaba por senal cierta 

54 

de su soberania'. By comparing his cruelty with that of Caligula, Ayala 

makes him too bad to be true. The real extent of his cruelty is thus not 

shown, and this type of imagery is not used to any great extent. The image 

does, however, link the Jesuits with Rome as a mil i tary rather than a spiritual 

power.. 

A t rai t which becomes important in Troteras y danzaderas is to be 

found in embryo here. Characters-are shown to be authentic or otherwise 

according to their sensitivity to literature. The Jesuits are seen as lacking-

al l sensitivity and excessively materialistic. They disregard the classics, 

praise their own disastrous poet and persecute the only man of real learning, 

the 'sumo helenista' Padre Atienza, for whom literature is a vi tal force through 

which real l iberty can be achieved. His response to the world is spontaneous 

and he never becomes pedantic. He is linked by the plot with Bertuco, who 

writes poetry to express personal feelings. 

The real interest of A. M.D,G, , as far as Ayala's use of myths and 

l i terary figures is concerned, lies in the invention of two characters, 

Gonzalfanez and Ruth Flowers, who are modelled on l i terary themes and 

represent certain ideas. The mysterious figure of Gonzalfanez hovers on the 

edge of the plot. Instead of being observed directly, he f i r s t appears in the 

53. Ayala, A. M . D . G . p . 45. 
54. Ayala, A . M . D . G . , p. 64 , 
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novel as he exists in the imagination of the neighbours: 

En Regium se sustentaban diferentes hipfitesis acerca de Gonzalfanez „ 
Quienes aseguraban que era demente, habiendo sido su padre 
alcoholico. Cuales que sufrfa de infortunios amorosos, habifindose 
casado en Circasia con una princesa de extraordinario ardor e 
insaciable venusismo. 55 

Ayala uses the same kind of introduction for Tigre Juan, a character who is in 

many ways s imilar to GonzalMKez and perhaps a later version of h im. 

Gonzalfanez is also presented through the memory of the elusive narrator, and 

56 
is thus set apart f r o m the other characters. In order to divorce him even 

more f r o m everyday reality he is associated with a ballad : 'Gonzalfanez... 

57 

hombre extraSb y nombre de romance antiguo'. No ballad may have been 

written about h im, but he would be a suitable subject for one : the name is 

clearly meant as a reminiscence of Ferl^an:Gonzalez or Alvarfanez although 

there are no detailed parallels. He is a figure who represents the spir i t 

of a past age. He is also associated with the gods of nature : 
> QuS habrS sido de t i , Gonzalfanez, nombre alto y sonoro, deidad 
esquiva de las encrucijadas rusticas? :. 58 

He represents a total communion with nature, talking to the grass and oblivious 

of human beings. ^ This sensitivity is intended as a contrast with the 

Jesuits, who care l i t t le for anything natural. In addition, by virtue of his 

murder of Aurrecoechea he represents a kind of rough natural justice, which 

is not inconsistent with his association with a ballad. He is presented on the 

same purely l i terary plane as Ruth, with whom he eventually lives. 

55. Ayala, A . M . D . G . , p .7 . 
56. Ayala, A . M . D . G . , p. 10 : ' INunca te olvidare\ G o n z a l f S n e z . . . \ 
57. Ayala, A . M . D . G . , p.10 . 
58. Ayala, A . M . D . G . , p. 10, 
59. Ayala, A . M . D . G . , p.7 : 'todas las cosas y seres de la Naturaleza 

ejercfan tanto imperio sobre GonzalMnez que, reclamSndole hacia 
sT, le hacfan permanecer largo' rato suspenso y como enajenado1 „ 
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The story of Ruth Flowers is based on the Book of Ruth, and there are 
continual parallels with both the structure and meaning of the biblical source, 
in which Ruth is a Gentile f r o m a foreign country who accompanies her 
widowed mother-in-law on her return to Judah following the death of her 
own husband, with the intention of turning to Judaism. The theme of the 
foreigner, and the search for the true religion are repeated when Ruth 
follows her husband to Spain, and, after meeting her mother-in-law, turns 
to Roman Catholicism. The theme of widowhood is repeated when Villamor 
commits suicide. Finally, in both versions there is the theme of the widow 
rushing into the arms of another man who offers salvation, the Boaz-
Gonzalfanez figure. 

Three details are subtly altered by Ayala. In the f i r s t place, Judah 

is portrayed as a land of peace and piety, but Spain is idealised only in the 

imagination of Ruth: 'Ruth pensaba en Espana como en una t ierra encendida 

de rosas y pobladcude aventuras, el pais de la novela cotidiana' e ^ 

Here Spain is degraded, the promised land has become 'el pais de la novela 

cotidiana'. Religion in Spain is very different f r o m the example of Judah 

which was intended to show that the religious spir i t may be carried into 

everyday existence and applied to the needs of everyday l i f e . In the Jesuits' 

manipulation of Ruth fo r either propaganda or as a sexual object we see the 

antithesis of the integration of converts into religious l i fe which was the 

message of the original. The Jesuits are portrayed as elitists who can admit 

no outsiders: none can even speak to her and Padre Olano tries to rape her. 

A l l this contrasts with the kindly protection offered by Boaz, who must be 

seen as a model for Gonzalfanez. Both are connected with moral rectitude 

60. Ayala, A . M . D . G . , p. 172 , 
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and str ict justice, especially in sexual questions. They have a s imilar 
preoccupation with justice: in the case of Boaz i t is punctilious and legalistic, 
and in Gonzalfanez i t is rough, natural justice. In both cases, a simple 
pastoral l i fe is seen as an ideal. 

In conclusion, i t must be said that the structure of the Ruth episode 

points to certain superficial parallels and that the meaning of the original 

betrays the degradation of a certain section of Spanish l i f e . Ruth and 

Gonzalfanez are the f i r s t purely l i terary characters to be introduced into a 

novel by Ayala with the obvious intention of outlining the meaning. Although 

the technique is used in an uncomplicated fashion here , and is merely 

presented by the narrator, i t anticipates a technique which Ayala w i l l use 

more and more frequently and with greater complexity in subsequent novels. 

3. 4 La pata de la raposa 

As La pata de la raposa is concerned with Alberto's decision to take 

up writ ing as a career and with the immediate results of his doing so, 

l i terary figures become part of the protagonist's imagination. This makes 

the structure of La pata de la raposa unique among Ayala's novels because 

Alberto can be seen elaborating the l i terary theories which the narrator 

himself follows in presenting him. But f i r s t i t would be appropriate to consider 

two aspects of the use of myths and l i terary figures which La pata de la raposa 

has in common with the novels which immediately parecede i t : myths in 

description and the inauthentic response to l i terature. 

Although i t is usually people who are described mythically, there are 

a number of objects which are treated in this way. The brush which Teresuca 
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bangs on the window 'manifests virtudes de varita maravillosa en manos de 
un hada'. ^ The point of view necessary to express reality in this way is a 
very distant and whimsical one : there is nothing in the novel to suggest that 
Teresuca fu l f i l s the role of a fairy-godmother. Rather, the reader is given 
a momentary glimpse of an action which is then magnified beyond recognition. 

In the same way the expedition to the mountain pass is described as a 'bacanal 

\ 62 mas frengtica, digna de los tiempos paganos', which again creates a 

distance between expression and reality. This sort of language turns reality, 

momentarily, into a fantasy and establishes a certain pedantic and detached 

tone. 

Most of the secondary characters are translated onto a mythical 

plane, a technique which when i t is not accompanied by any meaning or general 

framework leaves the character in a state of suspension. This happens 

when the myth is used as a metaphor, associating two superficially s imilar 

attributes of essentially dissimilar objects with the aim of making their 

appearance more striking. This is the case with don Medardo when he 

reads about Alberto's presumed murder of Rosina: 'Parecfa un profeta demente, 

6 3 

consumido por los ayunos y las maceraciones'. The image may give a 

visual impression of a scene which if described would dissolve into countless 

details, but i t diverts attention away f r o m don Medardo, who is in no sense a 

prophet, onto the narrator's faculty for inflating the characters. 

This tendency to derive imagery f r o m l i terary works has the effect 

of circumscribing the area with which the novel can deal, as when Ayala 

presents a prisoner who keeps a caged bird in a way which echoes the ballad 

61. Ayala, La pata de la raposa, Madrid, 1970, p .41 , 
62. Ayala, La pata. . . , p. 58, 
63. Ayala, La pata. . . , p. 100, 
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64 

'Que por mayo era por mayo'. The reader is made to feel that reality is 

an endless succession of l i terary themes. 

Although in some cases the effect is pompous, as for example when 

the news of her husband's desertion is brought to Leonor by a. hairdresser 

who is elevated to the status of 'el Mercurio portador de las infaustas 

nuevas ' ,^ it can sometimes underline effectively the function of a character 

in the plot. MSrmol is a good example: 
Tenia en aquel momento algo de sacerdote antiguo, con la tunica de 
seda amarilla y talar amplitud, que no era sino un guardapolvo y la 
t iara, o dfgase rotunda gorra inglesa, sob re la cual las gafas del 
automovilista destacaban como las masas oculares en la frente de 
un bactracio. 66 

At the end of the chapter, the same imagery is repeated: 'Y se perdid en la 

espesura del bosque, con la tunica talar flotando a su espalda, como un 

67 

druida . In the f i r s t place this has a visual impact, and in the second, 

MSrmol is fu l f i l l ing a magical role in reuniting Alberto and Fina. 
Characters who are less important are often summarized both physically 

and mentally by the use of some l i terary parallel. When Sr. Ramon is 

68 

referred to as 'aquel Sdcrates loco', l i t t le more need be said about this 

strange figure. Again, Meg's ineffectual admirer, Ettore, has a 'perf i l 

apolfneo', which makes him a stereotype. Don Celso Robles, the misogynist, 

is more exaggerated, partly by the use of architectural images and partly by 

his cult of a mythical stomach which is 'habitado por una divinidad cruel y 

turbulenta en cuyo propiciamiento se inmolaban a diario innumerables 

70 
vfctimas' . This has the effect of exaggerating one feature to such an extent 
64. Ayala, La pata,,.. , p. 194, note 542, 
65. Ayala, La pata. . . , p. 234. 
66. Ayala, La pata. . . , p. 255 • 
67. Ayala, La pata. • . , p. 258. 
68. Ayala , La pata. . . , p. 140 . 
69. Ayala, La pata. . . , p. 293 . 
70. Ayala, La pata. . . , p. 228 , 
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that it becomes greater than the whole of which it is a part, and to some 

extent independent of i t . The important point is that to do this Ayala always 

has recourse to mythical imagery. The mythical explanation is followed by 

a medical one: 'Patologicamente, el senor Robles era un temperamento 

71 

apoplgtico y congestativo'. He is thus seen f r o m two contrasting points 

of view, which are made to contrast because they come f r o m quite different 

worlds. I t can be seen that the value of myths is at this stage in Ayala's 

career to describe characters in the most incongruous and often most 

inappropriate way possible. Ayala looks at his characters f r o m the greatest 

distance. 

A further effect, already used in A . M . D . G . and increasingly employed 

in subsequent novels, is the portrayal of characters who are aware of l i te rary 

models and concerned to imitate them, thus betraying their insensitivity 

towards literature. Teresuca, for example, is aware of the superiority of 

l i f e in novels over her own when she says to Manolo : 'Pero a mi me gusta que 
72 

me cuentes cosas, como en las novelas1. Apart f r o m the irony that 

Teresuca is herself a character in a novel which is not concerned with 

romantic advantures, this is one of Ayala's ways of showing a character to 

be anti-vital . Manolo himself has a curious view of literature: 'Le atraian, de 

preferencia, los volumenes doctrinales de f i losoffa, moral y sociologfa, porque 
73 

los entendfa menos'. He is attracted by the seductive power of words and 

is not concerned with their meaning. In this sense he is a forerunner of 

Apolonio. Hurtado shows a slightly different aspect of these inauthentic 

attitudes in his simulated idealization of Leonor : 71. Ayala, La pata. . . , p. 229 * 
72. Ayala, La pata. . . , p. 42 * 
73. Ayala, La pata. . . , p. 43 • 
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me m o r i n a de desconsuelo s i no tuv ie ra por sostSn c ier tas facultades 
p o e l i c a s . . . Pero quien dice amor , dice poesia. Leonor es m i musa. 
Yo soy un sent imental ; creamelo usted. 74 

Ayala makes this more i ron ic as i t is an i m i t a t i o n of Becquer's 'poesfa eres tu" . 

Those who imi ta te l i t e r a t u r e i n Ayala 's ea r ly novels tend, l i k e Emete r io 

Ba r ros , Manolo and Hurtado, to be actors who fee l nothing and are coldly 

ca lcu la t ing , and use words to disguise t he i r r ea l selves. The rehabi l i ta t ion 

of the actor f i gu re w i l l only be seen in the la ter novels . 

The mythica l and l i t e r a r y references which have so f a r been considered 

are a l l presented f r o m the na r r a to r ' s point of view and are incidental to the 

s t ruc ture and meaning of the novel , at the centre of which stands Albe r to . A l l 

the characters are grouped round h i m and there is not a single one who does not 

meet and influence h i m in some way: the secondary characters only exist so that 

xALberto can see them. As most of them are seen through a v e i l of myth ica l 

references , and as Alber to is never described f r o m outside, i t is reasonable 

to suggest that the viewpoints of Alber to and the impl i ed n a r r a t o r are v e r y 

75 

close. The l i t e r a r y references are the shadow which Albe r to casts over 

the novel , which is nar ra ted as he would l i ke i t to be, in t e rms of myths. 

When on his way to Cenciei la , he stops at a roadside inn where he 

experiences a l l the sensations in terms of a r t . I n each case the na r r a to r 

announces an object and then shows how Alber to t r ans fo rms i t . The iw'ceeper's 

daughter, f o r example, is f i r s t presented conventionally: 'E r a c a r i l l ena , 

lechosa de co lo r , pelo de caoba, muy encendida de lab ios , ojos negros y rubias 

74. Aya la , La p a t a . . . , p . 53 . 
75. c . f . a l e t t e r to Ayala f r o m Val le - Inc lan a f t e r reading La pata de la raposa: 

'a m f c o m o lec to r me comunica la impres i6n de que e l mismo (Alber to ) es 
quien escr ibe la novela' i n Ayala> Ante A z o r f n , M a d r i d , 1964,p .35. 
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las pes tanas' . 
76 

Then she is presented as she appears to Albe r to : 

Sugerfa e l recuerdo de esas hembras pingties y faci les que en las 
kermeses de Rubens dejan s in asombro sus senos ser estrujados 
ba jo la mano venosa y ce t r ina de un flamenco beodo. 77 

Her s k i r t is 'semejante a los aniles de F r a Angelic o \ 78 
La te r on in the same 

79 scene, the mine r , considered 'con curiosidad desinteresada, a r t i s t i c a ' , 

becomes a Meunier statue. I n s i m i l a r fashion, there are associations w i t h 

Jordaens, T e n i e r s , Pat ini r , R imsky -Kor sako f f , Rubens and Verochio . Such 

images do not af fec t his senses so much as his memory , and cause h i m to look 

80 

at the w o r l d as a spectacle i n which he is i n no way involved. Although 

the t r ans fo rma t ion of l i f e into a r t is a constant theme in Ayala , i t is here 

undeveloped: the two levels are s imp ly juxtaposed. Indeed, this is the only 

occasion on which Ayala uses images f r o m paint ing, probably because compar ­

isons w i t h other l i t e r a r y works can be more detai led. 

Most of the l i t e r a r y and a r t i s t i c f igures which have so f a r been considered 

do not un i fy the novel or c rys t a l l i ze its s t ruc tu re . Indeed, La pata de la raposa 

has the f r e e s t s t ruc ture of a l l Ayala 's novels . Nevertheless, there is an at tempt 

to u n i f y the objective perspective of the n a r r a t o r and the subject ive attitudes 

of Albe r to i n the f o u r philosophical poems in Chapter V I . The f o u r mora l 

patterns summar ize four stages i n Alber to ' s development. The ' m o r a l eanina' 

can be associated w i t h the s p i r i t u a l communion w i t h nature seen i n Tinieblas 

en las cumbres : 

Ahora c reo , sF, y f i r m e m e n t e , en la vida eterna; creo en algo 
mis t e r ioso , de su t i l f s ima esencia que, infundido en nuestro 

76. Aya la , L a p a t a . . . , p. 66 , 
77. Ayala , La p a t a . . . ,pp. 66-7. 
78. Ayala , La p a t a . . . , p. 67-
79. Ayala , La p a t a . . . , p. 65, 
80. Aya la , La p a t a . . . , p . 64, 
81. The same technique w i l l be used to g rea te r e f fec t i n the 

Novelas poem3ticas. 

81 
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82 
cuerpo, lo anima y le ha de sobrev iv i r . 

Th i s is essential ly the b l ind f a i t h exempl i f ied by Sultan the dog. The second 

m o r a l i t y , represented by Alec t ryon } i s that of boundless energy. Alber to 

takes this path when, having done nothing f o r a long t i m e , he decides that 

83 

'hay que hacer, hay que apresurarse ' . The t h i r d stage is reached when 

A l b e r t o , reconciled w i t h F ina , decides upon a comfor table pas tora l existence. 

Th i s is the mora l i t y of Caligula the cat, which involves the idea that the good 

of the individual is paramount. The f i n a l stage is the mora l i t y of Madama 

Comino, 'the m o r a l del o lv ido ' wh ich is reached when Alber to looks upon the 

w o r l d w i t h to ta l indi f ference dur ing his stay i n Lugano. Although this is 

c l e a r l y not the archetypal f r a m e w o r k which Ayala uses in l a t e r novels , i t is 

a foreshadowing of the method. The use of separate poems containing myth ica l 

and l i t e r a r y references shows the d i f f i c u l t y which Ayala has i n un i fy ing the 

text and the meaning which i t is supposed to convey. Its importance is that 

i t reduces a whole novel to a minia ture s t ruc ture based on poems and 

mythological f igures that is evoked by one of the characters . 

Whereas in the phi losophical poems there is thematic uni ty between the 

84 

l i t e r a l and myth ica l l eve ls , Alber to ' s poems about the pros t i tu te , whom he 

elevates sent imental ly to being Helen of T r o y , i l lus t ra tes w e l l the tension 

which Ayala generates between the two leve ls . Yet whereas he of ten s imply 

juxtaposes them, here he shows them moving together. I n the f i r s t poem 

the 'poeta sent imental ' creates the mythica l l eve l on which the experience 

becomes par t of a un iversa l process , but the myth is shown to be d isso lv ing; 
82. Aya la , T i n i e b l a s . . . , p . 262 . 
83. Aya la , L a p a t a . . . , p . 251. 
84. Ayala , L a p a t a . , pp. 142-5. 



Helen w i l l no longer inspi re 'venusto f u r o r ' and the poet can no longer see 

/ 85 'una Aganipe en cada fuente/y un Pegaso en cada c o r c e l ' . Although the 

i ron ic poet i n the second poem sees her as a 'daifa de estipendio^/muy 

86 87 
mfid ico ' he is s t i l l 'anegado de ternura' , , The myth ica l and l i t e r a l 

l eve l are not incompatible , as is shown by the i ronic poet's f i n a l 'SP , 

but this reconc i l i a t ion depends on them f i r s t being shown to be f a r apart . 

Amords comments: 'Este instalarse en e l mi to y luego ba ja r desde (51 a la 

88 

real idad h i s t6 r ica sera" constante en Prometeo' . Yet here i t is not so 

much a single movement downwards, but a coming together of the l y r i c a l 

view which elevates objects and the i r o n i c a l view which bel i t t les them„ 

This ambivalence of myths is seen in Alber to ' s two attitudes 

towards them. He decorates the c i rcus w i t h a cur ta in which '-Simula un 

S t r io de columnas d6r icas , en mSrmol ; en los in te rco lumnios , destaca 

sobre panos de purpura mitologlcas divinidades en guisas y posturas 

89 
fantSst icas ' . I t is strange that when Alber to t r i e s to create a comic 

a r t f o r m he immedia te ly turns to myths , which he would use to erect a 

90 
temple to human s tupid i ty . His sys tem is 'de d e m o s t r a c i 6 n . . . ad 

absurdam; esto es, desa r ro l l a r uno de aquellos nocivos conceptos hasta 

91 

sus u l t imas y mas bufas c o n s e c u e n c i a s ' „ Here we see i n theory what 

is sometimes Ayala 's practice. The idea is that i f r ea l i t y is to be 

exaggerated there must be some scale by which deformat ion can be 

measured. I t is in teres t ing that Alber to has i n mind a pantomime, in 

85. Aya la , La p a t a . . . , p . 142 • 
86. Aya la , La p a t a . . . , p. 144. 
87. Aya la , La pata p . 145 
88. Aya la , La p a t a . . . , p . 145 note 410> 
89. Aya la , La pata p.172. 
90 o Aya la , L a p a t a . . . , p . 172. 
9L Aya la , La p a t a . . . , p . 175, 
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wh ich characters would be s ty l i zed , each w i t h his own mask,, The ef fec t 

of some of Ayala 's myth ica l techniquesis to give characters masks. 

Yet there is also the serious view of myths. Alber to feels that 

92 

as a w r i t e r he w i l l have a 'vocacion de l ina je r e l ig ioso ' : that i s , he 

w i l l be able to in te rp re t the next w o r l d f o r the inhabitants cf t h i s . He looks 

f o r w a r d to a t ime when 'todos los hombres tuvieran aquella facul tad de 

d i s t i l a r e l mundo en conceptos e imSgenes, y aquella aguda y bien templada 
93 

sensibi l idad que hacfa eco a l a ma's leve palpi taci6n del Universo ' . 

Such 'conceptos e imagenes' are the myths to which the w r i t e r w i l l r e t u r n . 

Indeed there is the sense that l i t e r a tu r e w i l l be a r e tu rn to the or ig ins 

of mankind, a modern mythology: 

es -necesario haberse encontrado en trances v iv idos , muchas 
veces insignif icantes en apariencia, de los cuales se ha 
podido ex t rae r , como s i se creasen por vez p r i m e r a en la 
h i s t o r i a , los valores y conceptos fundamentales de la conducta 
y del universo . 94 

La pata de la raposa develops the use of myth to establ ish one 

charac ter ' s view of the w o r l d : Alber to w i l l always look upon his 

surroundings i n a fashion so detached that he sees everything in t e rms 

of archetypes and myths . Yet i f La pata de la raposa r ea l ly depends on 

the character of Alber to his weaknesses w i l l tend to m a r r the whole novel : 

a lmost everything must be seen through his eyes. , He is a weak cen t ra l 

charac ter who is only constant in changing. His importance is continual ly 

undermined by the grea te r importance of the ideas which c lus te r around 

h i m and which sometimes f o r c e h i m into act ion. A single character could 

not be expected to adopt so many contrast ing philosophies o r have so many 

92. Ayala , La p a t a . . . , p . 2 7 7 . 
93. Aya la , La pata . . , p . 252 . 
94. Ayala , L a p a t a . . . , p . 277. 



ideas. I f La pata de la raposa is jus t about Alber to then i t is a weak novel , 

t i ed to presenting t h e wor ld -v i ew of a weak character . Amor6s suggests 

that Ayala stops w r i t i n g novels w i t h a single main character because of 

95 

the f a i l u r e of A lbe r to c Yet there is evidence to suggest that a lready 

i n La pata de la raposa Ayala was developing a technique of presenting . 

characters which would enable h i m to use them as vehicles f o r ideas and 

f o r a general conception of the w o r l d without depending upon the i r 

personal i ty , thoughts or subjective attitudes (see 3 .6 ) . 

3.5 Authentic and inauthentic responses to l i t e r a tu r e : T ro te ra s y danzaderas 

A consistent use of myths and l i t e r a r y f igures can be seen in 

exaggerated descriptions which momentar i ly take the reader 's at tention 

away f r o m rea l i t y . As in Tinieblas en las cumbres , myths provide a fund 

of incongruous metaphors. F o r example, the stove i n the mus ic -ha l l gives 

96 <• 
Off a ' ca lor p lu tdnico ' , and the table-c lo th i n the pension has i ts own 

' h i s to r i a geolugica ' w i t h a 'perfodo d i luviano ' when most wine was sp i l led 

97 
on i t . The hat-boxes on the f l o o r i n Lo l i t a ' s r o o m are 'como cestos de 

Pomona o cornucopias de la abundancia, a juzgar p o r la p r o f u s i 6 n erupt iva 

98 

de f l o r e s y f ru tos a r t i f i c i a l e s . . . que rebasaba de los hordes ' . Th is 

is a s ty l i s t i c t r a i t of an author who w i l l not leave r e a l i t y alone, and who 

w i l l pounce on the most unassuming objects to magnify them almost 

beyond recogni t ion. This exaggeration is almost always achieved by 

reference to some myth and is metaphorical ra ther than symbol ic . 

95. RAmoros , La novela i n t e l e c t u a l . . . , p . 202. 
96. Aya la , T ro te ras y danzaderas, M a d r i d , 1972, p.213. 
97» Ayala , T r o t e r a s . . , , p . 271. 
98. Aya la , T r o t e r a s . . . , p . 313 , 
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I t is i n the descr ip t ion of people that the allusions rea l ly come into 

p lay , as Amor6s says of the t reatment of characters i n the novel : 

'Algunos han hablado, incluso, de la crueldad con que se complace en 

99 

r eba ja r a los munecos que e l mismo ha creado' . Myth ica l references 

do make the characters look l i k e puppets, but the author does not create 

them: he re-creates them f r o m past models. I n this way he is not 

en t i r e ly responsible f o r them and dissociates h imse l f f r o m them. The 

t reatment is not always c r u e l : i n the case of T e 6 f i l o Pajares, the ageing 

youth , the degradation is balanced by the insight which is eventually gained 

into his unstable character . 

Yet i t is t rue that i n Tro te ras y danzaderas there is a g r eater 

tendency to use the mythica l l eve l to degrade ra ther than mere ly to exaggerate. 

There is more i rony because the rea l characters are of ten demeaned by the 

myth ica l compar ison. G r a j a l and Ar taza , f o r example, are modern heroes: 

ConstituCan dos t ipos , o m e j o r , arquetipos de l hSroe moderno, a 
quien e l prosafsmo de la vida conte.mporanea fuerza y constrine a 
emplear e l esforzado Snimo en empresas poco lucidas y muy 
inferiQ.res a su impetu y ar res tos . 100 

T h e i r he ro i sm involves defenestrat ing prost i tutes and d r i v i n g cars through 

shop windows and depends en t i r e ly on the i r ab i l i ty to pay f o r the damage. 

The modern hero is a wealthy playboy. 

General ly , myth ica l references i n Tro te ra s y danzaderas do not serve 

to i l lumina te rea l i ty but to confuse i t . When Te j e ro ' s money is stolen and he 

feels a sensation of l ightness , he remembers St. Ignatius on the d is t inc t ion 

between God's thoughts and the Dev i l ' s and the Epicurean doctr ine of natural 

and unnatural des i res . The t iny incident is blown up beyond a l l p ropor t ion 

9 9 A A m o r 6 s , prologue to T r o t e r a s . . . , 1972, p . 9 
100. Ayala , T r o t e r a s . . . , p . 374 t. 
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and then gently def la ted. ^ The same concern w i t h images- and appearances 

is evident i n the in t roduct ion to Halconete: 'Recordaba a aquellos pulidos 

abades de ot ro t iempo, doctos en Humanidades y meticulosos catadores de 

i 102 

la vida y sus m£s recfinditos placeres. , Halconete is presented through 

the memory of the elusive n a r r a t o r , who bathes the character i n an 

archaic and unrea l l i g h t . In this way Halconete is nothing more than a 

f i x e d and unchanging mask. Yet there is no sense of degradation : the two 

levels are s imp ly juxtaposed. I n these ea r ly novels there is always the 

same tendency to t reat the smal les t details my th i ca l ly , of ten f r o m the point 

of view of the na r r a to r . Another example of this comes f r o m the mus ic -ha l l 

scene when the na r r a to r describes the noise which the pe r fo rmer s make 

back-stage as: 

como s i la caterva de castas humanas, escindida por maledic i6n 
divina en la t o r r e de Babel, retornase a la amiganza y unidad 
p r imera s por medio del culto a la vida en su f o r m a m&s 
rudimentar ia y placentera, como es la exal taci6n de la energia 
f t s i ca y amor del juego y de la danza. 103 

Such an elaborat ion is not a s imple sense impres s ion , although i t is 

concerned w i t h the senses. Ayala , i t is c l ea r , w i l l never t r y to recreate 

a scene by evoking its physical r ea l i t y . Instead he describes in te l lec tua l ly : 

there is not a single noun or adject ive i n the above passage, which is a 

desc r ip t ion of noise, which actually re fe r s to noise. Ayala seems to del ight 

i n his own wordiness: myths do not always l i m i t . The music -hall scenes 

104 

are f u l l of myth ica l a l lus ions . Don Jovino, the Tdolo budico' is 

descr ibed i n the fo l lowing way: 

las pupilas proyectadas sobre el c ie lo raso y en impasible quietud 

101. Ayala , T r o t e r a s . . . , p . 189-90. 
102. Ayala , T r o t e r a s . . . , p . 200. 
103. Ayala , T r o t e r a s . . . , p. 224. 
104. Ayala , T r o t e r a s . . . , p . 214. 



de fe t iche , parecla no o i r l o s , porque los dioses, falsos o verdaderos , 
r a r a vez prestan ofdos a los c lamores de los mor ta les . 105 

Again there are no words denoting physical qual i t ies : the reader is expected 

to recreate the image h imsel f . The importance of this technique is that 

i t never dissolves the object described into i ts constituent par t s : a genera l 

atmosphere is b u i l t up. The na r ra to r ' s task is to suggest and on occasions, 

to deflate . The music-hal l sequence is a co l lec t ion of strange pseudo-

myth ica l beings: Benjamina wears a ' t r a j e casi edenico' , and Bobadilla 's 

head is 'un t rasunto, acaso afectado, del de Mefis tSfeles , i n j e r t o en e l 

107 
de Shakespeare'. Another head, belonging to the leading actor i n 

108 

Te6 f i l o ' s p lay , is described as a ' sarcf ls t ica cabeza de Di6genes' . 

C lear ly myths are used f o r descr ip t ion much more extensively than i n 

L a pata de la raposa, and more ef fec t ive ly because they consistently convert 

the whole of l i t e r a r y Madr id into a pantomime. The device seems to be 

more e f fec t ive when there is some cent ra l theme to give i t un i ty : here the 

use of v e r y diverse myths i n the descr ip t ion of the smal les t and often most 

ins igni f icant details is consistent w i th the theme of the novel . 

Some charac ters , however, of ten presented in contras t ing p a i r s , 

are t reated as l i t e r a r y f igures because they symbolize something g rea te r 

than themselves. Even in an ear ly novel l i k e Tro te ras y danzaderas 

they are a key to the meaning of the whole. The f igu re of Don Quixote 

underlines aspects of Monte-ValdeVs character , although i t is f i r s t 

presented as a v i sua l image: 

A la p r i m e r a ojeada este hombre ofrecfase como e l mSs cabal 
trasunto corp<5reo de Don Quijote de l a Mancha. Luego se 
echaba de ver que e ra , con mucho, mSs barbudo que e l antiguo 
caba l le ro , porque las de l actual eran jjarbas de capuchino., 109 

105. Aya la , T r o t e r a s . . . , p . 224. 
106. Aya la , T r o t e r a s . . . , p . 225. 
107. Aya la , T r o t e r a s . . . , p.231-
108. Aya la , T r o t e r a s . . . , p . 353. 
109. Aya la , T r o t e r a s . . . , pp .54-5 . 
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This is more complicated than e a r l i e r uses because Monte-Vald6s 

corresponds to don Quixote on many leve ls . The reader is taken through 

two stages: a f i r s t impress ion on which more details are then added. Don 

Quixote is a skeleton on which to hang them, and the theme l ies behind a l l 

aspects of Monte-Valdes. Some of his actions are quixot ic : 'Monte-

ValdSs, como Don Qui jo te , suspendfa a quien por p r i m e r a vez hablaba, 

con una emoci6n entre imponente e hi larante . This is a habitual 

ac t ion , and is fol lowed closely by a pa r t i cu la r event. He gives what l i t t l e 

money he has to an in jured workman , f o r which he is greeted w i t h : 

' (V iva Don Quijote J'. ^ Quixo t i sm l ies behind the popular v iew of h i m . 

The react ion of the witnesses to the incident is meant as an echo of 

Unamuno's a r t i c l e : ' [Muera D o n Q u i j o t e l which sought to point out that 

quixotic gestures were not necessary o r desirable i n the Spain of the t i m e . 

Monte-Valdfis is thus set i n a contemporary s i tuat ion ra ther than as an 

echo of the distant past. He also sees h imse l f as a don Quixote f i g u r e : 

112 

'Pero debo adver t i r les que yo soy un hidalgo pobre ' . He shares w i t h 

the n a r r a t o r a ce r t a in view of h imse l f , and i t could be. said that Monte-

Vald6s is presented in the way he would l i k e . His view of a r t too has 

traces of qu ixo t i sm: 

Qui jo te , no s61o en l a t raza c o r p o r a l , sino tambien en e l 
e s p f r i t u de su a r t e , manipulaba el lenguaje descubriendo 
haces de palabras como e j £ r c i t o s de senores magnificamente 
arreados, a l l f d o n d e los demas no vefan o t r a c o s a que 
rebanos de borregos iguales. 113 

The use of language f o r i ts associations is par t of Monte-Valdes 1 l i t e r a r y 

theory: 

110. Ayala , T r o t e r a s . . . , p . 56 . 
111. Ayala , T r o t e r a s . . . , p . 57, 
112. Ayala , T r o t e r a s . . . , p . 59-
113. Ayala , T r o t e r a s . . . , p . 239-40-
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me parece que no hay belleza sino en el recuerdo, y 
aquilatamos s i una obra de ar te es buena o no lo es segun 
se nos presents inmediatamente como un vago recuerdo 
persona l . . . 114 

And he is h imsel f a 'vago recuerdo' of don Quixote. I n this way Ayala shows 

that Monte-Valdes makes of his own l i f e a work of a r t . Yet there are also 

references to the Golden Age in general : 

Don Alber to del Monte-ValdSs, como los espanoles de antano, 
habia dado los nerviosos anos de la juventud a las aventuras por 
t i e r r a s de Nueva Espana. 115 

He represents , in a modern set t ing, the Spain of the past , provid ing a 

comparison w i t h the everyday rea l i ty of the novel . He preserves many of 

the t rad i t iona l values which are associated w i t h the conquistador 

mental i ty : 'A p a r t i r de este punto comenz6 la epoca misteriosamente 

heroica de la vLda.de Monte-ValdSs, la epoca de la conquista ' . ^ 

He is l ike the 'enjuta Cast i l la de los tLempos del Emperador ' , hungry, 

but f igh t ing f o r the f a i t h , 'y tanto como se le apretaban las t r ipas se le 

117 

erguia la cabeza ante ojos ajenos ' . Here he is a vague echo of the 

bach i i i e r of ' L a z a r i l l o de Tormes . Alber to Monte-ValdSs represents 

the essence of Golden Age h i s to ry . I n this he conforms to many of the 

charac ter i s t ics of the 'my th ica l qual i ty ' outlined by C.S. Lewis . Yet he 

is not a generic character because he is w e l l aware of the compar ison , 

a technique which grows in the la te r novels. 

Ayala presents the l i t e r a r y side of characters i n d i f f e r en t ways, 

not always re ly ing on references to the past. T e d f i l o Pajares, whose 

inauthentic attitudes to l i t e r a tu re are meant to contrast w i t h Monte-

114. Aya la , T r o t e r a s . . . , p.241, 
115. Ayala , T r o t e r a s . . . , p . 55. 
116. Ayala , T r o t e r a s . . . , p . 59. 
117. Ayala , T r o t e r a s . . . , p . 59. 
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ValdeVs sensitive ones, is presented as he appears i n the press : 

T e 6 f i l o Pa j a r e s . 'E l Principe de los poetas espafioles, 
a cuyo paso debfa tenderse por t i e r r a un tapiz de rosas ' 
a l dec i r de algunos diar ios de escasa c i rcu lac ion . U8 

He is introduced as he exists on paper. Words make h i m seem l a r g e r 

than l i f e , and the in t roduc tory section about h i m consists in r i d i c u l i n g this 

myth . He is also a myth in the eyes of Veron ica , who sees h i m as a 'gran 

t i p o 1 , ^ and his bohemian l i f e as a fan tasy : ' Como esos [bohemios] de 

los l i b ros y de las novelas y de las dperas. \ Viva la vida bohemia '. Y yoc^e. 

120 

c r e f que eran inventos de los papeles y de los escritores,.. . ' . 

The T e o f i l o whom she admires is an ' invento de los papeles ' , and when she 

f i n a l l y meets h i m , she scarce ly knows what to say. Clear ly there c i rcula tes 

I n the lMadr id of the novel an idea of T e d f i l o which is raised to myth ica l 

p ropor t ions . Verdnica 's attitude is w e l l expressed i n the l ines : 

no se resolvfa a dec id i r que fuese una persona tej ida con la 
misma estofa burda del resto de los hombres. Hasta l a 
absoluta ausencia de el la en que T e 6 f i l o se mantema, como s i 
realmente la muchacha no exis t iese , era para Verdnica 
muestra inequivoca de grandeza, digna de veneraci6n. 121 

This hero-worsh ip must dissolve before she can see h i m as he r ea l ly i s . 

I n the p o r t r a i t of Teof i lo , Ayala is always intent on contrast ing fac t and 

f i c t i o n . T e d f i l o h imse l f t r ies to p ro jec t an image of the sensit ive but 

misunderstood genius. His f ac i a l expression 'languidecfa con mueca de 

, 1 2 2 

consternacFon, - una mueca espectral hubiera dicho e l „ His poet ry 

f requent ly uses the image of the g r imace (mueca) w i t h i ts connotations of 

masks placed over r ea l i t y . The f i r s t l ine of one of his poems shows his 

118. Aya la , T r o t e r a s . . . , p . 4 8 , 
119. Aya la , T r o t e r a s . . . , p.145, 
120. Aya la , T r o t e r a s . . . , p. 143. 
121. A y a i a , T r o t e r a s . . „ , pp.178 
122. Aya l a , T r o t e r a s . . . , p . 48. 
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use of poetry to present h imse l f i n a d i f f e r en t l i gh t : 'Soy poeta embrujado 

123 

por rosas l u j u r i o s a s ' . Te&f i lo ' s rea l existence bears no r e l a t i on to 

his image in poet ry , which is no more than a pose copied f r o m 

Baudelaire. He takes up the ro le of the 'po6te maudit , r i d i cu l ed by the 

insensi t ive bourgeois , yet at heart one of nature's a r i s tocra t s i n love w i t h 

an exotic pr incess . But there is no 'princesa Mimr ' , no 'magnif icencia y 

fastos p r inc ipescos ' , no rebe l l ion against the bourgeois , and no unbr id led 

l icence because he never gets the chance. His r a re encounters w i t h 

prost i tutes are t r ans fo rmed : 'por la v i r t u d l u s t r a l y metamorfoseante de 

l a poesfa, se habfan pur i f icado y convert ido en in t r igas cuya herofha era 
124 

una princesa de manos abaciales ' . Te<5filo is also described by the 

n a r r a t o r i n myth ica l te rms which are intended to make h i m appear 

r i d i cu lous . When he recovers his shoo, a f t e r the f i gh t w i t h the por te ra 

the n a r r a t o r describes the action in the fo l lowing way: 'y como s i se hubiera 

ajustado a l tobi l lo no una bota, sino las alas de M e r c u r i o , v o l 6 , mas que 
125 

subi5, a l piso p r i m e r o ' . This comparison is grotesque, as are many 

of the others . When he steps out of the r o o m at Rosina 's , conscious of 

his ragged appearance, he adopts a pose: 

Salio de l gabinete cesSreo como un Cfisar de verdad, 
Rosina y Conchita, que estaban en la antes a la , v iSronle 
ven i r con aquel a i r e de realeza, ya la p r i m e r a le 
admiraba , mientras la o t ra luchaba por contener 
l a r i s a . 126 

Th i s w e l l i l lus t ra tes the dual att i tude to the myths. They can be used 

s e r ious ly , creat ing the admira t ion which Rosina, who is emot ional ly 

123. Aya la , T r o t e r a s . . . , p . 144. 
124. Aya la , T r o t e r a s . . . , p . 215, 
125. Aya la , T r o t e r a s . . . , p . 53 . 
126. Aya la , T r o t e r a s . . . , pp. 75 -6 . 
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involved, obviously f ee l s , and is one of the charac ter is t ics of the 'my th ica l 

qua l i ty ' . On the other hand, myth is also a cause of h i l a r i t y , because 

any comparison of TeSf i lo w i t h Caesar is grotesque f o r anyone not 

emotional ly involved w i t h h i m . T e 6 f i l o is seen here f r o m two points of 

v iew: the t rag ic and the f a r c i c a l , which in Ayala 's theories are ve ry close. 

Uni ty between them is achieved by the myth ica l image which works on the 

two leve ls . TeSf i lo is of course conscious of a l l these poses even though 

he is never sure of the i r e f f ec t . He continually t r i es to disguise h imse l f , 

and as a resu l t looks l i ke a bad actor: 'Pajares asumi6 un continente 

127 

sacerdotal , porque la sentencia adquiriese c i e r t o v a l o r re l ig ioso ' » 

He attempts to d ign i fy his pos i t ion in^society which he finds shameful by 

the i l l u s i o r y expedient of turn ing his l i f e into a l i t e r a r y work . His attempts 

to cove/-reality w i t h l i t e r a r y references s p i l l over into his relat ionship 
128 

w i t h Rosina, to whom he adds t r i t e l y , 'Poesfa eres h i ' , to which the 

n a r r a t o r adds: 
Esta sat isfacciSn inocente de compl ica r el propio inst into 
con la vida del Universo y encubr i r la venereidad con las 
ropas hechas de l bazar del Ar te r . .129 

This object ive explanation shows that Teo f i l o never looks at pa r t i cu l a r 

aspects of r ea l i t y and always sees himself i n te rms of un ive r sa l issues 

( i . e . mythical ones) which he expresses i n cliches ( ' las ropas hechas de l 

bazar del A r t e ' ) . He is not even ve ry good at making such references: 

' e l , Pajares e l poeta, que habia decorado s iempre sus versos con 
130 

inniameras alusiones a l ar te y a la mitologia helenicos ' . 

F o r he is not quite sure who Antigone was. Using t hem to decorate 

127. Ayala , T r o t e r a s . . . , p . 77, 
128. Ayala , T r o t e r a s . . . , p. 77. 
129. Aya la , T r o t e r a s . . . , p .77 . 
130. Ayala , T r o t e r a s . . . , p.110. 
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l i t e r a t u r e can be a p rob lem and even a disadvantage. The fac t that Ayala 
includes this comment is evidence of the fac t that he was w e l l aware 
of the dangers of a method which he h imse l f prac t i sed . 

The question of myths is problematic i n another sense. T h e i r 

r ea l importance is that they represent a c r i s i s of ident i ty . T e 6 f i l o is 

never sure of what he is l ike f o r other people or of the ve ry nature of 

r e a l i t y . The myth-making has been an attempt to bols ter up his f a i l i n g 

confidence. The c r i s i s , concerned w i t h the nature of r ea l i t y , comes when 

his greatest a l lus ion , sleeping w i t h Rosina, looks l i k e coming to nothing: 

AmenazSbanle las silenciosas moles de la ciudad durmiente , 
como s i fuerana der rumbarse sobre 61 de un momento a o t r o , 
disgregados por un agente de diab61ica actividad co r ros iva . 131 

His myth-making has led to a s i tuat ion where_ r ea l i t y seems unrea l . I t 

is the so r t of c r i s i s which Ayala w i l l use i n the l a te r novels. The myth ica l 

and l i t e r a r y wor ld is a p rob lem f o r T e 6 f i l o . In i t he l ives an imaginary 

existence punctuated by grotesque f a l l s and self-doubt . He only becomes 

an authentic character when he discards l i t e r a r y ro l e s , although as a 

resul t he comes to see his commerc i a l l y successful play as an a r t i s t i c 

f a i l u r e . 

Most of Ayala 's characters are presented in contrast ing p a i r s . 

The spontaneous attitudes of Ver6nica are set up as an example of how 

l i t e r a t u r e can also c l a r i f y a view of l i f e . Having ident i f ied w i t h each of 

the protagonists of Othello i n t u r n , she can stand back, and f r o m a 

distance understand the sense of inevitable conf l i c t which is f o r Ayala the 

t rue t r ag ic emotion: 

131. Aya la , T r o t e r a s . . . , p .265. 
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en lugar de i r viviendo una tras o t ra las diferentes pasiones 
individuales , v i v f a ahora en su propio corazon la emocidn 
expectante de l conflicto y choque de las pasiones ajenas, las 
cuales le eran bien conocidas y sabfa que habiaodeobrar 
fatalmente por haberlas en s f misma experlmentado en los 
actos precedenteSo 132 

Her ident i f ica t ion w i t h l i t e r a r y f igures is s t r i c t l y con t ro l l ed . I t only lasts 

u n t i l another character dominates the scene, and a l l iden t i f ica t ion ends 

when she real ises the inev i t ab i l i ty of the conf l i c t . I n this way she can never 

ident i fy w i t h one pa r t i cu l a r character : 

Ver6nica presentia que los sucesos que entretejen la h i s to r i a 
y de la cual los hombres reciben placer do lo r , exal tacion, 
g l o r i a , ru ina , son como tienen que ser , producto de elementos 
fatales en proporciones fa ta les . 133 

L i t e r a r y f igures are v e r y appropriate to i l lus t ra te this sense of f a t a l i t y 

because the i r l ives are predetermined and w i l l be repeated each t ime the 

work i n which they appear is read. Unlike T e o f i l o ' s , Ver f in ica ' s 

re lat ionship w i t h a s m a l l number of l i t e r a r y f igures teaches her the ' l i b e r a l ' 

attitude to l i f e which Ayala propounds i n essays of the same t i m e . Having 

seen the characters i n conf l i c t she learns to j u s t i f y the workings of the 

universe . I n accordance w i t h these d iscover ies , Ayala 's use of l i t e r a r y 

f igures begins to change a f t e r Tro te ras y danzaderas. Instead of 

presenting a series of isolated l i t e r a r y f igures in descr ip t ions , he begins 

to use them in contrast ing p a i r s . They w i l l represent j u s t i f i ab l e and 

inevitable views of l i f e by continual ly repeating t r ad i t iona l act ions. I n 

addit ion there w i l l be more emphasis on the problems created by the 

charac ters ' awareness of the existence of l i t e r a r y archetypes. 

132. Aya la , T r o t e r a s . . . , p.161 • 
133. Aya la , T r o t e r a s . . . , pp. 161-2 . 
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3 .6 Alber to Diaz de Guzman as a mythical hero 

A mythica l in te rpre ta t ion of Alber to ' s adventures lays the emphasis 

of the ea r ly novels on both socia l comment and the idea of in i t i a t ion into 

l i f e . I t w i l l tend to j u s t i f y some of Ayala 's statements i n the prologue 

to the 1942 edi t ion of T ro t e r a s y danzaderas and reveal the uni ty and 

r i t u a l i s t i c s t ruc ture of the ea r ly novels. Alber to belongs to a class of 

modern heroes whose adventures are psychological , whose home is a 

degraded and prosaic modern Spain and whose only achievement personal 

f a i l u r e . The ob jec t iv i ty of the myth enables the n a r r a t o r to present 

Alber to f r o m outside w i t h the resul t that his subjective v i s i o n is not 

allowed to dominate to ta l ly the novels i n which he appears. The adaptation 

of the myth of the hero is therefore both a technical device and a key to 

meaning in the Alber to novels. 

The progress of the hero begins w i t h the ' c a l l ' o r s p i r i t u a l c r i s i s 

which makes h i m question his previous existence: ' E l personaje , a l 

captar o a l hacSrsele patente la proximidad de las situaciones l i m i t e s , 

134 

comienza por cuestionar su existencia y la autenticidad de la m i s m a ' . 

This is the case i n Tinieblas en las cumbres , where the magical mot i fs of Uta. 

he ro ' s development are subordinated to psychological mot iva t ion . Only 

i n the las t of his novels w i l l Ayala allow the magical to take precedence. 

The f o r m which the c a l l takes w i l l correspond to the protagonist 's 

previous attitude towards r e a l i t y . The eclipse i n Tinieblas en las cumbres 

is therefore appropriate because i t attacks Alber to ' s whole conception 

of a universe made f o r man, his idea of the value of beauty, and destroys 

134. J. V i l l e g a s , La es t ruc tara mi t i ca delhSroe en la novela de l s iglo X X , 
Barcelona, 1973, pp. 96-97. 
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a l l his i l lus ions about the value of a r t and l i f e . Yiddy plays the role of 

the 'personaje despertador ' by warning Alber to of the dangers of his 

135 

pantheistic view of the universe . I t is only through the i r conversation 

that the reader can appreciate that f o r Alber to the eclipse means that there 

is a basic incompat ib i l i ty between this w o i l d and the next. A typica l 

mot i f of this stage is the journey , which , when i t appears so e a r l y , is 
136 

seen as provoking the c r i s i s . The ' juerguis tas ' t r i p to the mountain 

pass provides a l l the conditions necessary f o r the c r i s i s , and shows 

Alber to ' s i so la t ion in a w o r l d which is not to be taken se r ious ly . This is 
137 

the mot i f of rootlessness of ten found in these ea r ly stages. F o r example, 

Alber to is ind i f f e ren t to a l l the other charac ters , and when one of them takes 

Rosina away he hardly reacts . -His isolat ion is g rea ter because he never 

knew his f a the r , the mot i f of the orphan being a common one in the back­

ground of the myth ica l hero . 

When the c r i s i s comes i t is often expressed in te rms of cross ing a 

thresholds and is accompanied by a change i n l i f e - s t y l e . The mountain-

pass is i t se l f a k ind of threshold , both between one province and the next 

and between this w o r l d and the next. When, shor t ly a f t e rwards , Alber to 
138 

hesitantly enters a church , 'no sabfa s i re t roceder o seguir adelante'. 

The scene at the church provokes a break w i t h a l l his previous bel iefs 

when he sees 'uno de esos cromos jesuf t icos en que la divina humanidad 

135.7. Vi l l egas , L a e s t r u c t u r a . . . , p . 101: ' E l maestro o personaje 
desper tador . . . t iene como mis i6n l l eva r a cabo e l l lamado, provocar 
en el iniciante o fu tu ro iniciante la conciencia de que deberS abandonar 
la f o r m a de vida que ha l levado, o hacer evidente lo insa t i s fac tor io 
de la mis ma 1 . 

136.X Vi l l egas , La e s t r u c t u r a . . . , pp. 101-102 . 
137.7. V i l l egas , L a e s t r u c t u r a . . . , p . 105. 
138. Aya la , T i n i e b l a s . . . , p. 294. 
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139 de l Nazareno parece despojada de toda hombrfa y majestad ' . Man's 
only contact w i t h the next w o r l d is por t rayed by a tasteless p i c t u r e . 
The church represents an aesthetic f a i l u r e , sp i r i t ua l darkness, and the 
imposs ib i l i t y of any help. 

The importance of the threshold mot i f is again seen, this t ime f r o m 

Rosina's point of v i e w , when they a r r i v e at Alber to ' s house: 'En e l p o r t a l , 

140 
Rosina s in t i6 c ier tos escrupulos, corao s i temiera profanar la mansi6n*. 

The 'mansiSn' is a place apart f r o m the rest of the w o r l d , where Albe r to 

w i l l sink into a deep and symbol ic sleep, c ross ing into a d i f f e r e n t existence. 

141 
He describes the house as 'esta tumba de un muerto v i v o ' , and when 

he looks at h imse l f i n a m i r r o r 'pens6 contemplar una calavera 

142 
descarnada' . The last l ines of the book are a c lear indicat ion that he 

143 
has died: 'Tomo las manos de Albe r to . Estaban f r f a s ' . Although this 

could be taken as evidence that Ayala d id not intend to w r i t e a sequel, i t 

144 

has the value of a symbolic death: Alber to w i l l never be the same again, 

and w i l l descend into Hel l where he w i l l face a t ime of t r i a l s . I n Albe r to ' s 

case he is fo rced to abandon a l l previous be l ie f s : the next morn ing he 

believes i n nothing: 

Lo mis mo que en a l eternidad de l f i rmamen to van apagSndose 
las es t re l las , dentro de su alma habfan ido muriendo todos 
los luminares de la infancia . 145 

Ayala c l e a r l y adapts the myth ica l mot i fs and applies them to Alber to ' s 

in te l lec tual l i f e : i t is a c r i s i s of ideas. Yet , as i n the myth ica l 

139. Ayala , T i n i e b l a s . . . , p . 296. 
140. Ayala , T i n i e b l a s . . 
141. Aya la , T i n i e b l a s . . 
142. Aya la , T i n i e b l a s . . 
143. Ayala , T i n i e b l a s . . 

p . 297. 
p .297. 
p .298. 
p. 299= 

144. T* Campbel l , The H e r o . . . , p. 91 : 'the passage of the threshold is a f o r m 
of s e l f - ann ih i l a t i on ' . 

145. Aya la , La p a t a . . . , p. 49. 
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s i tua t ion , there are the f a m i l i a r mot i fs of l igh t and darkness, and the hero 's 
adventures are ident i f ied w i t h the ent ire cosmos. 

Vi l legas describes the s i tuat ion of the hero at the beginning of the 

second stage ( in i t i a t ion and acquisi t ion of experience) i n the fo l lowing way: 

se encuentra con todo un camino - i n t e r i o r o ex te r io r - por r e c o r r e r , 
en e l cual se ha de encontrar con obstaculos, d i f icu l tades , 
situaciones favorables que le i r a n descubriendo progresivamente 
un nuevo sentido para su existencia o un sistema de valores 
d i ferente en e l cual sustentar sus convicciones. 146 

The mot i f of the journey appears i n his departure f o r Cenciel la , which involves 

a complete break w i t h the past: he destroys a l l the statues and paintings 

and throws them, w i t h a l l his books, out of the window. He feels a new sense 

of purpose and energy: 'Sentfa ahora e l coraz6n l i g e r o , nutr ido de fmpetu e 

147 

impaciencia; quizas a legre ' . This energy recal ls the posi t ive purpose 

of the in i t i a t ion r i t e s : they help the hero to undergo ce r t a in necessary 

changes. The n a r r a t o r points out that Alber to ' s a im of forge t t ing h imse l f 

is l i k e the wi thdrawal of the p r ies t into the wi lderness , and the sense of 
148 

purpose of the miss ionary on a journey. The mot i f of the abandonment of 

the se l f is seen when, instead of basing his l i f e on perishable things, he 

decides to search f o r meaning i n nature i t s e l f . This is in marked contrast 

to the idea of nature of the ear ly short s t o r i e s , where nature was open to 

man: the protagonist of Querfa m o r i r only had to be i n the country to see the 

146. T..Viilegas, La e s t r u c t u r a . . . , p. 105. 
147. Aya la , L a p a t a . . . , p. 52, 
148. Aya la , La p a t a . . . , p . 52: 'E ra que habfa venido a posarse en e l , 

con aleteo s i lencioso, como ellas suelen, una nueva i lu s i6n ; 
aquella i lus i6n c r i s t i ana y antigua que a r r a s t ro a los padres 
al y e r m o , a los misioneros camino adelante, y a las 
ardientes vfrgenes a l s i lencio aquietante del c l aus t ro ' . 
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next w o r l d whereas Alber to has to search. Albe r to chooses as his teacher 

his dog, Sultan, who becomes the pro tec tor f i gu re who w i l l serve as a 

149 

guide. Th i s same idea is continued in the use which Alber to makes of 

a l l the an imals . 

The pro tec tor f igures are usually accompanied by menacing and 

dest ruct ive ones. Hurtado and JimSnez, who was described in Tinieblas 

en las cumbres as a 'Mef i s to fe l e s ' , represent the inauthentic l i f e of the 

senori tos ' of Pi lares . Hurtado in pa r t i cu la r shows grea t insens i t iv i ty 

towards a r t , which is one of the evi ls which Alber to is t r y i n g to combat. 

The miner at the roadside inn is also shown i n a menacing l i g h t , i l l u s t ­

ra t ing the soc ia l conf l ic t s in the novel . Even the dog, Sultan, attacks h i m , 

having fa i l ed to recognize h i m . Alber to ' s w o r l d is f u l l of such characters 

which have a myth ica l func t ion behind the i r l i t e r a l presentat ion. 

I n the ser ies of t r i a l s which the myth ica l hero undergoes the end 

point , according to Campbel l , ^ is the mys t i ca l marr iage w i t h the queen 

goddess of the w o r l d who is per fec t ion of every so r t : a mix ture of mother , 

s i s t e r , m i s t r e s s , w i f e and of a l l e v i l . I n the presentat ion of the women 

Ayala comes nearer to the myth ica l nodel and there is less attempt to make 

them convincing as individuals . The f i r s t of the women is the goddess of the 

f l e sh , or queen of s i n , sent to tempt Albe r to i n the f o r m of the 'viuda de 

C i o r r e t t i ' . She is associated, both i n the t i t l e which Ayala gave to 

Chapter V I I I in manuscript and l a te r crossed out, and in a speci f ic 

149.3. Campbel l , The H e r o . . . , p . 69: ' F o r those who have not refused the 
c a l l , the f i r s t encounter of the hero- journey is w i t h a protect ive 
f i g u r e . . .who provides amulets against the dragon fo rces he is 
about to pass ' . 

150.XCampbel l , The H e r o . . . , p . 120: 'The mys t i ca l mar r i age w i t h the queen 
goddess of the wor ld represents the hero's to ta l mastery of l i f e ; 
f o r the woman is l i f e , the hero i ts knower and master ' 
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re ference , to the 'matrona de Efeso 1 o r A r t e m i s . ^ Robert Graves has 

this to say about the f i g u r e : 'Elsewhere, at Ephesus, f o r instance, she 

was worshipped in her second person, as Nymph, an orgiast ic Aphrodi te 

152 
w i t h a male consor t ' . Sra. de C i o r r e t t i and her husband f u l f i l this 

ro le f o r the inhabitants of Pi lares , who consider them ' e l a rque t lpo 

153 

de la dicha epicurea ' . She exists more i n the mind than in phys ica l 

r e a l i t y , a qual i ty which is reflected in Ayala 's descr ipt ion: 'gustaba 

de ves t i r dentro de sus dominios unas batas o peplos l iv ianos , ondulantes 
154 

y de celt icas entonaciones'. Unlike many of the mythical descr ip t ions , 

this one is not meant to r i d i c u l e , but to underl ine the symbo l i sm . 
S i m i l a r l y , Fina 's only role in the novel is to act as an archetype. 

On hearing the news of Albe r t ' s presumed murder of Rosina siie waits 

pat ient ly , 'con su divino aplomo de estatua', ^ and w i l l r ema in 

symbolized by the sexless harmony of Greek statues. L i k e the 'viuda de 

Cior re t t i ' , she is an archetype: ' e l arquetipo de la muje r c r i s t i ana es la 

v i r g e n madre; sublime paradoja. Y ta l es e l l ina je de belleza de F i n a ' , * ^ 

She is f i r m l y placed i n the next w o r l d , which as we shal l see, is 

f o r eve r inaccessible to the hero. Meg is a symbol of loco a m o r : , and 

her appearance is treated in the same mythica l way: 'Vestfa un mandi lon 

157 

azu l , cuyo cor te era una reminiscencia de las dalmaticas b izant inas ' . 

Each of the women is g iven a sacred appearance because each is a k ind 

of high-priestess in one o r another temple of love. Ayala makes 

151. Aya la , La p a t a . . . , p . 83 note 186. 
152. R. Graves, The Greek Myths , 1, London, 1971, p. 85, 
153. Aya la , La p a t a . . . , p. 85. 
154. Ayala , La p a t a . . . , p. 87. 
155. Ayala , La p a t a . . . , p . 103, 
156. Ayala., L a p a t a . . . , p . 164. 
157. Aya la , La p a t a . . . , p . 213. 
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continual attempts to divorce Meg f r o m everyday rea l i ty : 'En aquel ambiente 

de cauta luz e l co lo r de Meg, no era humano, sino sustancia diSfana, 

amasada de resplendores nacientes, c o n o r i e n t e , corao las pe r l a s ' . 

159 

Alber to ' s impressions are a l l i n the same v e i n : her voice is 'd iv ina ' 

and her expression 'angelica ' . The three women are a l l g iven divine status 

because they are a l l aspects of the mythical queen goddess of the w o r l d . 

The f a i l u r e of Alber to ' s quest is seen by the fact that i n the rea l w o r l d 

they are three separate and i r reconc i lab le characters . 

I n the modern novel the t ime of t r i a l s is often real ized i n t e rms of 

the ' r e c o r r i d o nocturno por la c iudad ' , which is a nightmare sequence i n 

which r ea l i t y dissolves. Its place i n the s t ruc ture of the mythica l hero's 

progress is as a prelude to his eventual r e tu rn to the w o r l d . The theme is 

sometimes seen as a per iod of introspect ion as the hero t r i es to f ind out 

more about h imse l f . A l b e r t o , f o r example, is often unaware of the 

surroundings: 

Su pensamiento Uegaba a tan profundos y mister iosos l imbos que, 
saliendo a la supe r f i c i e , e l mundo, de p r i m e r a intencion, se 
le aparecfa a modo de espectaculo. 160 

This is another example of Ayala 's concern f o r presenting the myth ica l 

stages as psychological states. He is also concerned to present the mot i fs 

of the hero's descent into Hel l i n recognizably rea l set t ings. Alber to ' s 

descent is por t rayed dur ing his v i s i t s to a m u s i c - h a l l , a b ro the l and a walk 

round the town of Pilares at night. At this point Albe r to is isolated: 

158. Ayala , La p a t a . . . , p. 295 . 
159. Ayala , La p a t a . . . , p. 306. 
160. Ayala , La p a t a . . . , p. 64 , c. f . I .Campbel l , The H e r o . . . , p . 97: 

'Once having t raversec the threshold, the hero moves i n a d r eam 
landscape of cur ious ly f l u i d , ambiguous f o r m s , where he must 
su rv ive a succession of t r i a l s ' t 
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society considers h i m a murdere r and he ba re ly talks to anyone except 

the malevolent Hurtado who is a f t e r his money. The whole episode takes 

place at night and is preceded by imagery connected w i t h the town band 

161 

of Pilares which plays 'apocalyptic ' music. Although this image is 

an incidental de t a i l , i t f i t s into the mythical pat tern . I n the cinema every­

thing is dark and the f i l m makes Alber to fee l s ick . When a g i r l comes on 

stage to dance another mot i f becomes apparent. As Vil legas says: 'todo . 

bai le de mascaras imp l i ca confusi t fn , d i s to r s i6n y sent i rse perdido en 
162 

medio de un conglomerado i r r econoc ib le ' . ' A l l these elements are 

present in ToTiita's dance. The confusion is caused by the j ee r ing f r o m the 

audience, the d i s t o r t i on by her unrhythmic and f r a n t i c contorsions. 

Real i ty is unclear because of the darkness, and the fac t that Toni ta is not 

r ea l ly a dancer at a l l , but is being launched as a prost i tu te by her mother. 
The themes of descent and persecution are repeated when Alber to 

leaves the h a l l : 'En la oscuridad del a t r i o las pisadas repercut ian con 

163 

funebre sonoridad ' . The w o r l d is a d a r k mysterious place which needs 

i l l umina t i on . Symbol ica l ly there appear two stars - the l igh t at the end 

of the tunnel - which Alber to imagines to be two ch i ld ren . There w i l l 

always be, even at the darkest moments, some gl impse of l i gh t . The 

entrance to the brothel reechoes the idea of l ight fo l l owing darkness : 

'Estaban junto a un po r t a l abier to . En lo mas profundo de el se recortaba 
164 

un ventano i luminado ' . Yet despite the momentary v i s i o n , he is s t i l l 

i n the degraded nightmare w o r l d , represented by the b ro the l to which he 

161. Aya la , La p a t a . . . , p .122 , 
162. T.Villegas , La e s t r u c t u r a . . . , p. 121. 
163. Ayala , La p a t a . . . , p.132c 
164. Ayala , La p a t a . . . , p.133, 
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is dragged by Hurtado the tempter f i g u r e . I n this underwor ld i t is usual 

f o r some of the motifs to be introduced in a grotesque way. The f i gu re 

of the teacher, h i ther to represented by the animals at Cenciel la , is 

por t rayed by the pros t i tu te , who was l i t e r a l l y a teacher before . When he 

emerges f r o m the bro the l he is lost as i f i n a l a b y r i n t h : 'Se encontr6 en 

165 

la ca l le , s i n saber que" camino tomar ' . His only response is to r u n 

away, pursued by the 'moonl ight , which f o r Alber to is a symbol of 

insens i t iv i ty and uselessness. This is of course the mot i f of persec­

u t ion : there are ce r t a in forces which w i l l t r y to destroy the hero. The 

measure of the in te l lec tual iza t ion of L a pata de la raposa is that here 

Alber to is pursued by an idea. 

When he takes refuge in a tavern he fa l l s i n w i t h another grotesque 

teacher f i g u r e . The philosopher Ramon de la Pradilia puts f o r w a r d 

two cont rad ic tory ideas: humanism and misogyny. This absurd contrad­

ic t ion has its e f fec t on Alber to : 'Su mente se habfa posado, y las ideas, 
,. • . , • • . „ t 168 

de un nuevo l i n a j e , se ar t iculaban en un t ierno orgamsmo nadente . 

He is now acutely conscious that the w o r l d is an absurd place: there is a 

to ta l d ivorce between this w o r l d and some higher w o r l d which might g ive 

i t meaning. I t is up to man to give i t whatever meaning he thinks f i t : 

Le acometfan deseos de r e f r s e a borbotones de la absurdidad 
de todo lo creado, y en c i e r to modo, se consideraba creador , 
porque las cosas no tenfan o t r o sentido o trascendencia que 
los que e l , humorfs t icamente , quis iera o torgar les . 169 

165. Ayala , La p a t a . . . , p . 137. 
166. Ayala , La p a t a . . . , p.138* 
167. Ayala , La p a t a . . . , p . 138. 
168. Ayala , La p a t a . . . , p . 140. 
169. Aya la , La p a t a . . . ,pp. 140-L 
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Alber to is as f a r away f r o m the goal of the hero as possible. Whereas 
the myth ica l hero w i l l d ie , and having gained an insight into the next 
w o r l d , r e t u r n w i t h i t , Alber to makes the mistake of placing h imse l f at 
the centre of the universe as the sole repos i to ry of its u l t imate sense. 

The decis ion to j o i n the c i rcus is a logica l extension of th i s . 

He w i l l use his c i rcus act to preach ideas of his own invention, in an 

environment which is devoid of a l l transcendence. The c i rcus per iod is 

impor tant because i n i t Alber to experiences many things as i f f o r the 

f i r s t t i m e : everything he sees is new and unexpected, a typica l feature 

170 

of the t r a in ing of the hero. The t ime i n the c i rcus also gives 

Alber to a new identi ty because he is unrecognizable i n his c i rcus clothes, 

and ends appropr ia te ly w i t h a recognit ion: 'Si me l laman a declarar m e 

par ten, porque habre de dar m i nombre y , en publicandose, mi 
171 

aventura carece de in i c i a t i va ' . Alber to ' s socia l posi t ion w i l l always 

drag h i m back to the l i f e he led before . A f t e r Alber to ' s a r r e s t the judge 

turns out to be a school f r iend , and when Alber to is taken to p r i son the 

governor knows that, through his connections, he w i l l soon be 

released. Vil legas underlines the importance of the pr i son theme; and 
172 

sees that i t is often repeated i n the modern novel . Here the p r i son 

is a symbol of the past, which w i l l always catch up w i t h Albe r to : he 

w i l l always be a senor i to , and w i l l never be able to create his own w o r l d . 
The weather is also used extensively to symbolize this per iod of 

170. J .Vi l legas , La e s t r u c t u r a . , p . 125: ' E l protagonista que sale a 
buscar o descubr i r mundo se encuentra con una mul t ' tud 
de experiencias que nunca ha t e n i d o . . . ' . 

171. Ayala , La pa t a . . . , p. 178. 
172. XVi l l egas , La e s t r u c t u r a . . . , p . 118. 
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173 
c r i s i s . He a r r ives at the p r i son on a 'noche l luviosa de invierno ' 
and when soon a f t e rwa rds he goes to London on another apparently 
purposeless journey , he finds f o g , a common image i n Ayala: 

Del lado de fue ra de los ventanales , de emplomados v i d r i o s , 
resbalaban vedijas de niebla parda y a mar i l i a , a modo de 
vellones de despeinada estopa. 174 

This is a typ ica l image of the 'perfodo de las nubes' when the hero is 

unable to see rea l i ty c l e a r l y , and recal ls the myth ica l mot i f of the 

l aby r in th because i t impedes a l l progress : 'En Picadil ly C i rcus , la niebla 

175 

se hizo tan compacta que e l coche hubo de detenerse' . Whereas i n 

T i g r e Juan Ayala is prepared to present d i r e c t l y Uie sometimes magical 

mot i f s of the nightmare pe r iod , here he is concerned that a l l the events 

be r ea l i s t i c . There is therefore the need to translate many of the mot i fs 

into l i t e r a l t e rms which , as i n this case, sometimes renders them obscure. 

The l abyr in th mot i f usual ly precedes the death of the hero. The 

old Alber to does die i n that he loses a l l his money through the f l i g h t of 

Hurtado, and is therefore deprived of the social posit ion which charact­

e r i zed his old self . T i t a Anastasia evokes this i n mythical t e rms at this 

point w i th her reference to the myth of the t rabajos y los dias : 'Si en 

este mes se ©yen los p r imeros t ruenos, senala muertes de hombres r icos 

y poderosos ' . ^ The s t ruc ture of the plot at this point would seem 

highly a r b i t r a r y were i t not f o r this inner necessity f o r Alber to the 

senori to to d ie . Alber to h imse l f ce r ta in ly feels that his l i f e has been 

t r ans fo rmed . He says to Fina: 

Escucha una pagina de la leyenda dorada de mi alma F ina , 
y re /e renc iame como a una de aquellos santos juveni les , 

173. Ayala , La p a t a . . . , p . 182, 
174. Ayala , La p a t a . . . , p . 199. 
175. Ayala , La p a t a . . . , p . 210. 
176. Ayala , La p a t a . . . , p . 267. 
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177 
glor iosos y esforzados que mataban dragones y ves t ig ios . 

He feels that his adventures have given h i m a v i c t o r y over one pa r t i cu l a r 

178 

dragon: ' e l R id icu lo ' . He has been a f r a id of the opinion which others 

might have of h i m and therefore of existence i t se l f . This exis tent ia l 

in te rpre ta t ion of the myth of the hero is modern, and maices the journey 

to a g rea t extent an inner one. Modern man must be a h e r o to ex is t . 

He is determined to construct his own l i f e , another modern in te r -

179 
pre ta t ion of the myth , and w i l l fo l low cer ta in pr inciples ; . ' t rabajar s i n 

d inero , siendo pobre; t r aba j a r s i n sensualidad, siendo casto; t r aba j a r 

180 

con humildad, siendo obediente' . These precepts sum up the lessons 

which he has learned in te l lec tua l ly f r o m his many adventures and t r i a l s . 

His emphasis on work betrays a concern f o r his r e tu rn to society which 

w i l l be the subject of Tro te ras y danzaderas, and which is one of the ways 

i n which modern w r i t e r s t r a n s f o r m the s t ruc ture of the myth of the hero. 

Yet , although Alber to has many admirable a ims , there is some doubt 

about whether his t r ans fo rma t ion is complete. He says: 'puede decirse 
181 

que he creado un mundo de la nada'. Now the t rue hero does not 

create the wor ld a f r e sh by h imsel f : he receives i t as a g i f t f r o m God, and 

is t r ans formed by abandoning his own personal i ty . There is i n 

La pata de la raposa an element of u l t imate f a i t h i n the energy and power 

of the individual which w i l l l a te r be crushed in Prometeo. 
A t the end of the second par t of La pata de la raposa Alber to is at 

177. Ayala , La pata. 
178. Ayala , La pata. 
179. Ayala , La pata. 
180. Ayala , La pata. 
181. Ayala , La pata. 

, p .273. 
,pp. 273-4* 
, p. 276 : 'estoy determinado en c o n s t r u i r m i v ida ' . 
, p .276 . 
, p .278, 
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what Vil legas calls ' e l momento en que debe asentarse en una f o r m a 

182 

de vida relat ivamente d e f i n i t i v a ' . This r e t u r n to the wor ld can take 

one of two f o r m s : there is the personal t r ans fo rmat ion of the hero , which 

is the t r ad i t iona l and universa l myth , and the modern approach which is 

interested i n how the hero returns to society. Ayala seems to fo l low 

both: in Tro te ra s y danzaderas Alber to is a teacher who comments on 

society, and i n the f i n a l par t of La pata de la raposa he is considered 

t r ad i t iona l ly . 

Alber to ' s move to Madrid is to be considered as a r e t u r n to rea l 

l i f e and to l i t e r a r y ac t iv i ty . In Tinieblas en las cumbres he had l i t e r a r y 

aspirat ions because of his f ea r of death and desire f o r i m m o r t a l i t y : now 

he returns to l i t e r a tu r e w i t h modif ied ideals. Vil legas puts i t i n the 

fo l lowing way: ' e l protagonista siente la necesidad de vo lve r a su antigua 

f o r m a de v i d a , con nuevos conocimientos o un mensaje que t r a n s m i t i r & a 

183 

sus congSneres'. The meaning of the r e t u r n w i l l depend upon the 

context. I t is presumed that the hero has something to o f f e r and that i f 

he fa i l s i t w i l l be society 's f au l t . A f t e r his r e tu rn he w i l l s t i l l be subject 

to t r i a l s and persecution: i n the o r ig ina l myth this would be the sp i t e fu l 

vengeance of the Gods ( c . f . the myth of Prometheus), vok.i-Us perpetuated 

i n the theme of punishment. In modern situations the r e tu rn isespecially 

d i f f i c u l t because of the hosti le attitudes of socie ty , which is the case in 

Tro te ras y danzaderas. 

The r e t u r n is marked once more by the theme of c ross ing a 

threshold, which of ten takes the f o r m of the hero waking up. Every t ime 

182. J -Vi l legas , La e s t r u c t u r a . . . , p.126. 
183. J-Vil legas, La e s t r u c t u r a . . . , p.130. 
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we meet Alber to i n a new si tuat ion he is re tu rn ing f r o m a d r e a m - w o r l d , 
and coming into contact w i th harsh r ea l i t y . This level of r ea l i ty is 
continued i n the theme of f inanc ia l persecution : unlike previous ly , Albe r to 
is unable to pay, having- become a 'have-not ' , and on the f r i n g e of 
bourgeois society. Another d i f fe rence is that now he is a more stable 
character and in Tro te ras y danzaderas he w i l l not change. Figures 
are introduced around h i m , whom he w i l l judge according to his own 
understanding of l i f e . Whereas in La pata de la raposa he was cont in­
ua l ly looking f o r new experiences, he now wishes to r e t i r e into 
mediocr i ty : 

Aspiraba a l a mediocr idad, en e l sentido clasico de 
moderaci6n y medida. E l mucho amor y dolor de su 
juventud le habfan gastado e l yo . 184 

The archetypal myth ica l hero t rad i t iona l ly renounces his se l f , and does 

not mere ly have i t wasted away. A second i rony is that Alber to ' s r e t u r n 

is a remarkab ly discreet one. 

The famous Veronica scene in which he reads Othello is not 

meant to reveal the t r u th to h i m , but to c o n f i r m and i l lus t ra te theories 

which he feels but has not yet managed to express. I t is a f u r t h e r 

repet i t ion of the mot i f of the ' in ic iac ion en un gran secreto ' : 'Antiguas 

meditaciones acerca del ar te y conclusiones provisionales desarticuladas 

entre si, se aclaraban y soldaban en un f r e sco y sensible te j ido 

185 

organico ' . Wi th the help of Ver6nica he f o r m s the theory of authentic 

a r t based on the t ragic emotion. The reading of Othello can be taken 

as a f u r t h e r adventure into the ideal w o r l d , which w i l l give people a 

184. Ayala , T r o t e r a s . . . . , p . 128 < 
1 85. Ayala , i r o t e r a s . . . . , p . 149 «. 
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c l ea re r idea of r ea l i ty i n this one. The reading is a ve r s ion of the myth ica l 

thetne of the ' two wor ld i ' which Vil legas describes i n the fo l lowing way: 

La novela moderna presenta con frecuencia personajes que 
poseen los dos mundos, no en el piano r e a l , sino psicologico. 
Es d e c i r , la experiencia de la aventura les ha dado un 
conocimiento del mundo que les pe rmi t e , precisamente, una 
comprens i f in del mundo ' r e a l ' por e l conocimiento que una 
vez tuvieron del otro mundo. 186 

I n this way, l i t e r a tu r e takes on the s ignif icance of the 'other w o r l d ' . 

Such a theory explains we l l Ayala's view that the w r i t e r w i l l be a sage or 

seer. Yet to appreciate this other w o r l d the reader must , f o r his pa r t , 

approach l i t e r a tu re i n tota l innocence. This spontaneity is once more the 

mot i f of seeing things as i f f o r the f i r s t t i m e , and involves a vo lun ta ry 

renunciat ion of the self : the one test which , as has been shown, Albe r to 

did not pass. Veronica 's untutored response to the reading of Othel lo, 

i n wh ich she allows each character to take her over i n t u r n , is an image 

of the hero's renunciat ion of the self i n order that he may acquire 

knowledge of the next w o r l d . VerSnica allows the w o r l d to be recreated 

in her : ' E l a lma de Ver6nica le parecfa a Alber to tan plastics, y t ie rna 

187 

como la arc i l i a paradisfaca entre los dedos de JehovS'. One of the 

keys to Alber to ' s f a i l u r e is that he can only experience this understanding 

v i c a r i o u s l y , through Ver6nica . 

The reading of Othello, in accordance w i t h the dominant theme of 

po r t r ay ing the a r t i s t ' s l i f e in socie ty , turns Alber to ' s attention to the 

' p rob lem of Spain': 

E l e sp i r i t u de la raza a que pertenezco y l a v ida h i s t6 r i ca 
de esta nacion en cuyas entranas f u i engendrado, <j son 
tragicos o melodramSticos?d Soy a c t o i de coturno y persona, 

186. J .Vi l legas , La e s t r u c t u r a . . . , p . 135. 
187. Ayala , T r o t e r a s . . . . , p . 157, 
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dignidad y decoro incorporado a la caudal tragedia humana, o soy 
fantoche de una fa rsa l ac r imosa y grotesca? 188 

I n the l igh t of the mythica l importance of the reading of Othello, this passage 

can be seen in a new VJOULJ : i f Spain is f a r c i c a l , then i t is divorced f r o m the 

essential forces which govern the universe , and cannot be taken se r ious ly . 

Yet the condemnation is ambiguous. Alber to can give sound advice 

to T e f i f i l o about his disastrous play, agree to attend Te je ro ' s po l i t i ca l 

meeting and even redeem a young g i r l f r o m p ros t i tu t ion , but his aloof 

aesthetic distance does not al low h i m to take any par t i n the society which 

he despises. Indeed, the f a i l u r e of his l i f e i n Madr id may s imply be a 

personal one because he is a f a i l u r e i n the mythical quest. The importance 

of myth i n Tro te ras y danzaderas is evident f r o m the t i t l e of the las t 

sect ion, 'Ormuzd y A h r i m a n ' , which re fe r s to the I ran ian myth of the 

e ternal conf l i c t between t'he forces of good and those of e v i l . The t r a d i t ­

ional role of the hero is to f igh t f o r the good against e v i l , yet Alber to is 

unable to t rea t the p rob lem ser ious ly , f o r h i m Spain has s imply produced 

189 

'Tro teras y danzaderas' . The hero cannot r e tu rn to society, and the 

tragedy is that i t is pa r t l y his fau l t . 

The t h i r d par t of La pata de la raposa deals w i t h the hero's r e t u r n 

i n a d i f f e r en t sense. Here he is concerned w i t h personal salvation. The 

weather provides its cus tomary indication of the hero's state of mind: i t 

is sunny and the t ime is eleven o 'clock. Signif icant ly the sun, a tradit iona.1 

symbol of the hero, has not quite reached i ts zeni th , and in the mythical 

t ime which Ayala uses f t never w i l l . A lber to has perfected a ce r ta in view 

of l i f e : 

188. Ayala , T r o t e r a s . . . , p . 163 . 
189. Ayala , T r o t e r a s . . . , p . 423 . 
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A travSs de laborioso proceso sentimental, Alberto habia 
llegado a lo que 61 juzgaba como ultima y acendrada 
concentracifin del egoTsmo, al desasimiento de las pasiones 
y mutilaci6n de todo deseo desordenado; al soberano bien, 
al equilibrio, al imperio de sTpropio, a la unldad. 190 

Light pervades the whole atmosphere and reality is 'templada, traslucida 

191 

y expresiva 1 because Alberto can make sense of his surroundings. 

Yet this stability is deceptive, and the f inal section of La pata de la raposa 

is intended to show that Alberto has not changed. Villegas expresses 

this possibility well in a passage about La chute: 
La ironfa sst& en que al parecer el protagonista no ha cambiado 
"realmente: es s61o una apariencia de cambio, ya que sigue 
penscindose a S L mis mo de manera semejante. 192 

A sure sign that a l l is really the same is that Alberto has recovered a l l 

his money, which serves as a symbol of his previous existence. There 

is also imagery of darkness: 

asfcomo su existencia era una llama entre dos sombras, su 
sistema lindaba de una parte con la esceptica oquedad inicial 
de donde habia surgido, y de la otra con una oquedad en donde 
su voz perecedera advertfa lejanos ecos mfsticos. 193 

He has not emerged into the harmonious and lucid world which is the 

reward of the hero because the two extremes have not been reconciled. 

His scepticism w i l l continue to undermine his mysticism. The fact 

that he has not been transformed is translated into l i te ra l terms by the 

repetition of incidents and motifs f r o m his earlier l i f e . He s t i l l fears 

death and ridicule, and his prized self-control is quickly lost in his 

f l i r ta t ion with Meg. As we have seen, Meg is a mythical f igure, often 

190. Ayala, La pata. . . , p. 291. 
191. Ayala, La pata.. . , p. 290. 
192. J.Villegas, La estructura. . . , pp. 127-8. 
193. Ayala, La pa ta» . . , p. 291. 



-106-

compared to a serpent, who is sent to punish him in an appropriate way. 

She brings out a l l the failures which he has tried heroically to suppress. 

She represents passion for a man who has carefully eliminated a l l feeling. 

To return to serenity he must reject her: 'Sus ideas y sentimientos 

194 

adoptaron de nuevo la impasible serenidaa estetica'. Yet in doing this 

he rejects the l i fe which Meg represents: he can only experience l i fe f r o m 

a safe distance. 

His punishment is imposed by tita Anastasia, the 'sibila 

195 
decrepita' who is the mythical old crone representing the vengeance of 

the gods. Whereas the mythical hero transforms the old crone into a 

196 

beautiful princess, Alberto returns to the country house to f ind , 

instead of Fina, the curses of tita Anastasia. The ti t le of the f inal section, 

'La tarde', preserves the mythical time-sequence : the evening w i l l soon 

turn to night. Alberto is a hero who refuses to go a l l the way along the 

path prescribed fo r the hero's transformation. Instead of renouncing 

the self, he carefully preserves i t and constructs his own system of 

beliefs based on the maintenance of aesthetic distance and tranquility 

which effectively prevent the integration into the world . 

Regarded in this mythical light, Alberto becomes a much more 

unified character and the novels are seen to have a much stronger 

framework than might at f i r s t appear. Nevertheless, the use of myths 

is very often incidental and confined to the grotesque description of 

minutiae. Clearly there is a conflict between the ennobling and 

194. Ayala, La pata.. , p. 310 
195. Ayala, La pata.. . , p. 318 
196. X Campbell, The Hero . . . , 217: 'the hero soul goes boldly in -

and discovers the hags converted into goddesses. . - , . ' „ 
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clar ifying properties of the myth of the hero and the degrading properties 

of allusions to particular myths. Ayala is seen here as a wr i te r who 

both looks up to and down upon his characters without reconciling the 

two points of view. 
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CHAPTER IV 

THE SHORT NOVELS AND SHORT STORIES 
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THE SHORT NOVELS AND SHORT STORIES 

4. 1 The return to innocence 

Whilst Ayala was writ ing novels in which the most obvious, i f not 
9 

the most successful, use of myths was to degrade and in which the 

structural use of myth was unobtrusive, he was writing short stories 

which show more clearly his 'transcendental' side. In a l l the short stories 

which follow, the motifs and themes of the myth of the hero are much more 

evident. The starting-point, as in Chapter I I I , is the crisis of around 

1905 which produced the irony and degradation of Tinieblas en las cumbres. 

In the short stories, however, the harmonious world is regarded with 

nostalgia, and the present with sadness rather than sarcasm. Structurally, 

there is less conflict between the different properties of myth, and a 

greater intrusion of myth in the plot. 

The underlying structure of a number of Ayala's stories written 

between 1906 amd 1913 is the loss of innocence and the protagonists' longing 

to regain i t , or in the case of Artemisa (1907), avoidance of its loss. The 

protagonists are essentially heroes who refuse the 'cal l ' and reject the 

mythical quest. As a result they are alienated and f a i l to find any meaning 

in the world. This is already seen in a short story of 1905, La ultima 

aventura de 'Raposih', which in most other respects is one of Ayala's 

sentimental and melodramatic stories about unusual events in the 

Asturian countryside, and not at f i r s t sight mythical. 'Raposfn' is a 

folk-f igure who wants to regain the l i fe which he had abandoned in his 

youth on becoming a bandit. In other words, he wants to return to his 

mother and to the refuge of the Church, which he sees as a fr iendly, 

welcoming place in which even the statues of the saints recognise h im. 
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Yet his mother is dead and the Church, 'mas de hermano mayor, ya 

valetudinario, que de madre', * is only interested in retrieving its stolen 

property. 'Raposfn'is condemned to being a prodigal son who w i l l never 

2 
return successfully. Yet this archetype is not in the foreground: 

'Raposin'is at f i r s t sight an extraordinary invented character and a local 
3 

myth, 'ffiquel hombrecillo que tenia aureola de legendarias fechorfas' , 

and is interesting in his own right. This type of folk character tends to 

disappear f rom Ayala's stories around 1905, although i t reappears in some of 

the novels as a secondary figure, to be replaced by the kind of characterisation 

found in Gloria in Artemisa. She is a more ordinary character onto whom a 

mythical significance is grafted to make her universal. Ayala is now 

concerned less with invention than with establishing mythical l inks. As a 

result there emerges a clear second level on which the meaning of the story 

is to be found, with the help of the narrator, whereas before i t was only 

implied. The mystery and sentimentality of the 'Raposfn' stories give way 

to clari ty and impersonal awareness. Whereas 'Raposfn' 's subjective states 

remained beyond the grasp of the narrator, Gloria's are objectified: she is 

Artemis .. There is therefore a conscious division between the material f r o m 

• which the story is made and the meaning that it contains. 

The way in which Ayala uses the myth suggests that its function is 

to avoid the single point of view which was used-{or 'RaposFn' and which 

undoubtedly led to sentimentality and lack of c lar i ty . He uses two connected 

Greek myths: that of Artemis, daughter of Zeus, eternal v i rg in and 

enthusiastic huntress, and in the denouement that of Atlanta, a favourite of 

1. Ayala, La ultima aventura de 'Raposfh', Qbras Completas, I , p . 932 , 
2. Ayala, La ultima aventura... , p. 930: 'Volvi6 a los hombres, y los hombres 

huyeron de el o le hostigaron ya decadente1

 c 

3. Ayala, La ultima aventura... , p. 936, 
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Arternis and equally zealous in remaining a v i rg in and hunting wild boars. 

The connection between these pursuits is that the wild-boar of the myth 

can be taken as a symbol of sexual energy. In this way Gloria herself is 

not used as a symbol. The distance between the real level and the myth 

is further accentuated by the fact that the s imilar i ty between Gloria and 

Artemis is f i r s t introduced, by don Robustiano the priest, as a joke, and 

not as a serious comment f rom the narrator. The priest calls her 

'Gloria, blanca y sin tacha como A r t e m i s a ' , ' l a inmaculada Artemisa ' ,^ 

7 8 'diosa gentilisima' and 'su respetada diosa', savouring the classical 

past in the same way as he savours cognac. Yet f r o m this unexpected 

source comes a premonition of future events: 

A tus flechas se atribuyen las muertes subitas. I Cucintos 
jabalfes recibirSn cerdosos muerte desastrosa de tus manos, 
diestras en el manejo del arco y en el gobierno de la flecha, 

que parte veloz y cortante como gri to de golondrina? 9 

The formal structure consists in the protagonist conforming to a mythical 

precedent which was only introduced as a joke. Gloria is therefore seen 

as Artemisa f r o m a number of different points of view, and the story 

about her thus has a sense of uni ty . 

The narrator takes up the reference to the myth and f r o m time to 

time calls her Artemisa. Yet he is aware f r o m the very beginning that 

4. The many references create a mythical atmosphere: Artemis'sfather was 
Zeus, Gloria's is called don Jovino; the priest refers to her as 
'blanca y sin tacha', recalling the incident where Artemis daubs her 
face in white mud as a disguise; both Gloria and Artemis prefer the 
country to the town; Gloria's determination to hunt reflects Artemis 
request for a bow and arrow; the crow appears as a bad omen in both 
the myth and the story. 

5. Ayala, Artemisa in Bajo el signo de Artemisa, Obras Completas,II,p. 936, 
6. Ayala, Artemisa, p.942, 
7. Ayala, Artemisa, p.957. 
8. Ayala, Artemisa, p.958. 
9. Ayala, Artemisa, p.931. 
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there is something mysterious about Gloria. He describes her dancing and 

'ejecutando, entre risotadas, cabalisticos ademanes . , al modo de 

, 10 

sacerdotisa joven que conjurase a los astros en tono festivo . Like many 

of Ayala's heroines, she is connected with some kind of ancient r i tual and 

is pr imar i ly an archetype, in this case - archetypal innocence. Her 

beauty is essentially classical and harmonious: don Robustiano compares 

her to a Greek statue and the narrator agrees: 

Y asf era; su brazo, tendido hacia el frente, hacia lo futuro, e ra 
portador de un laurel invisible; su cabecita entre la penumbra 
tenfa indecisiones de visi6n fugitiva, y todo su cuerpo, 
aparentemente flotante, volaba como el de una criatura vestida 
de viento y degracia alada. U 

In the early part of the story the myth is used to describe the most ephemeral 

qualities as they appear to the narrator at a particular moment, which is 

then frozen in the mind of the reader. Generally, the descriptions of 

Gloria are intended to appeal to the mind rather than the senses. 

Gloria's paganism is suppressed by Tomas6n her fiance1 after whose 

12 

arr ival she is , 'ya no diosa griega, sino doncella cristiana' . Tomas6n 

disapproves of her innocent fooling around with her brother and her delight 

in pretty clothes: fo r him nothing can be innocent and her concern with her 

appearance can only mean that she w i l l be unfaithful. He is associated 

with the wild boar of the myth which in turn could be interpreted as a symbol 

of sexual energy. Indeed, the descriptions of Tomas6n and the wild-boar 

are almost identical: 

10. Ayala, Arte m is a, p. 925. 
11. Ayala, Artemisa, p. 933. The same image, connected with the enthusiasm 

of youth, appears in Ayala's poem 'El entusiasmo' in El sendero andante. 
12. Ayala, Artemisa, p. 935 
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TomasSn 13 Boar 14 

cLcl6peo torso echado 
hacia delante 

de su pecho enorrfie 

los ojos flamfgeros sus o j i l l o s . . . arrojan llamas 

la boca entreabierta sus dientes chocan entre sf 

Gloria is at once fascinated and repelled by such energy: 'lleva dentro un 

monstruo espantable, que apenas si asoma de vez en vez. Esto es lo que me 

atrae y fascina en esa alma 16brega y ese cuerpo gigante'. ^ The conflict 

in the story is therefore between the innocence of Gloria and the sexual 

energy which she inspires in Tomas6n and which in turn appears to Gloria 

as animal lust. This duality is to be found throughout the descriptions of 

nature in Arte mis a. On the one hand there is the cruelty and brute force of 

the dogs when they tear apart f i r s t a bat and then a crow, and the very idea 

of hunting the boars, and on the other the harmonious and beautiful nature 

which appeals to Gloria. This is best exemplified by the descriptions of the 

trees in the forest which look like columns: in some ways the world is almosc 

geometrically ordered. Clearly the material out of which the story is made 

is to a great extent a development and interpretation of the Artemis - wild 

boar opposition of the original myth. 

Gloria's association with Artemis is due to her fear of sex; she 

wants to remain a v i rg in . This fear and disgust is apparent in her dream 

when, in her 'lecho v i rg ina l ' , she imagines that monsters are coming to 

attack her. A l l her fears are connected with being touched: the monster 

which she fears approaches her bed and puts its head close to hers. When 

in a sense the dream comes true and someone does t ry to get into her 

13. Ayala, Artemisa, p. 962. 
14. .Ayala, Artemisa, pp. 960-1. 
15. Ayala, Artemisa, p. 938. 
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room, i t is the hands which she sees f i r s t . Although the intruder is 

never identified Gloria automatically thinks that i t is Tomason, clearly 

associating him with being raped. This unconscious side of her personality, 

which both she and society repress, is awoken by the hunt which takes 

place on the following day. Although she is referred to exclusively as 

'Artemisa y su hueste', ^ she is not allowed to hunt alone and is 

expected to be a mere spectator. When'the Artemis side of her character 

is repressed she turns in on herself. The play which the narrator makes 

between the two names is well shown at this point: 

Iba (Tomas}un tanto resentido con Gloria a causa de que Artemisa, 
inflamada de fuego belico e impaciencia, no atendfa tanto a su 
amante como el deseara, y en lugar de repetir las mi l veces 
repetidas frases amorosas cuidaliase mas de las presuntas victimas 
que de la otra vfctima, no menos montaraz y brava que los 
jabalies, pero ya cobrada: Tomas. 17 

Gloria is continually referred to as 'Artemisa', as the narrator is concerned 

to bring to the surface thoughts of which she is herself perhaps not aware. 

Her resentment at not being able to take an active part in the hunt grows 

until she rebels. After this point she is referred to as Gloria because the 

unconscious level of the story has been brought to the surface. The wild 

boars, for example, are no longer the mythical ones which Artemis hunted, 

but real ones. Gloria can only be freed f r o m the conflict with her uncon­

scious by working i t out, which she does by ki l l ing Tomason when, like a 

wild boar, he attacks her. That Gloria is in a dream-like state where her 

18 
unconscious fears w i l l rise to the surface is shown by the description of 

16. Ayala, Artemisa, p. 954 
17. Ayala, Artemisa, p. 956 
18. see J. Campbell, The Heio with a Thousand Faces, second edition, 

New York, 1968, p.64. He explains that the unwilling hero isolates 
himself f r o m the world through willed introversion which 'drives 
the psychic energies into depth and activates the lost continent 
of unconscious infantile and archetypal images'. Gloria is very much 
the unwilling heroine. 
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her face immediately before her murder of TomasCn and subsequent suicide: 

El rostro de Gloria quedo" muerto de estupor. Cegaronse sus 
pupilas, como si la lumbre que las inflamaba poco antes se 
derramase en el alma, iluminando, esclareciendo lobregueces. 
Luego, sus ojos solares volvieron a arder como nunca, 
irr i tados, fatales. 19 

By taking this action Gloria becomes one of those heroines who refuse the 

cal l and prefer to remain forever in child-like innocence. She had never 

imagined what sex was and is disgusted when she finds out. 

The use of myth in this story gives a sense of cohesion and is never 

decorative. I t reveals Gloria's unconscious thoughts with great clari ty and 

precision and without intervention f rom the narrator. But above a l l , the 

mythical conflict reveals a complete view of the world, the opposition between 

nature as harmony and beauty and nature as brute force, which is what the 

story, and perhaps the myth, is really about. 

Sonreia (1909), unlike Artemisa, has an implied mythical structure 

which is closer to that found in the Alberto novels: it is based on a series 

of loosery connected images which do not give the story a strong shape. 

Indeed, there is no single myth to be found in i t . The balance of forces 

which reigned in Artemisa gives way to an apparently chaotic and haphazard 

world in which the cohesive force of an explicit myth would be inappropriate. 

The first-person narrator who introduces the story can see no order 

whatsoever: 

Plat<5n fue harto optimista, tal vez extremadamente ir6nico, 
al asegurar que los hombres somos juguetes de los dioses. 
Hombres y mujeres van y vienen, vienen y van, y tejen 
la vida deleznable, quiz5, quizS, sin orden ni concierto, 
sin pauta ni patr6n que unos inmortales bien humorados y 

19. Ayala, Artemisa, p. 963 . 
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sanudos hayan preestablecido por gozarse en el afda tortuoso 
de unas pobres criaturas effmeras. 20 

The rest of the story consists of another first-person narrative by another 

narrator who is also unable to make any sense of the world or the 

haphazard series of events which led to his marriage, the death of his wife 

and an affair with an old flame. This well-worn device of using two 

narrators, one of whom claims to have found the story in a drawer, is 

intended to isolate the meaning, conveyed by the implied narrator who tells 

the whole story > f r o m the events and to make the story sound a r t i f i c i a l ; 

i t is typical of Ayala's early wri t ing. 

SonreTa- is concerned with a hero who has already made one 'journey' 

but who has not gained a sufficient insight to understand the world to which 

he returns, in this case his home town. He is unable to come to terms with 

the fact that time has changed the town, but in a meaningless way as the 

21 

inhabitants are, for him, s t i l l in a state of prfstina e infantil miseria ' . 

The gir ls whom he knew have now got married, to be replaced in the paseo 

by s imilar ones whom he does not know. His only answer to the problem 

of creating permanence and stability is to make myths of the g i r l s : 
Mis ojos debian de arder, coir una llama mfstica y devota. 
Idolotra y politeista, mis paisanas eran para mf encarnaci6n 
codiciadora de otras tantas divinidades. 22 

Again, a character who cannot face reality turns to his store of archetypes. 

Myths are seen here as a bulwark against reality and not a key to its 

meaning, which is typical of Ayala's ambiguous attitude to them. 

20. Ayala, Son re fa, Ohras Completas, I , p. 819. 
21. Ayala. Sonreia, p. 824. 
22. Ayala, Sonreia, p. 829* 



-117-

The 'call to action' comes when a friend suggests that Fernandez 

ought to get married: 

Mi amigo crey6 hablar por cuenta propia y era la Naturaleza, la 
eternidad de la materia, no s6 quS fuerzas nebulosas que 
habia en mf, la voluntad de lo ciego. 23 

This insight into the next world, serves only to convince him that the world is 

ruled by some mysterious and blind energy. Like both Alberto and Marco 

de Setignano he must now undertake some action, even if he fails to 

understand i t . Fernandez's journey to his previously abandoned novia , 

Esperanza, takes him to the sea, an image of power which he can recognize: 

24 
'La Humanidad tiene en la mad re agua infinitos de energfa latente'. 

25 

The fishermen whom he sees there are 'cara a cara con el infinito ' 

and have a sense of the presence of God which he can never achieve. The 

return to the novia represents his attempt to link himself with this energy 

and to return to an innocent state in which its presence w i l l not frighten 

but convince him of the presence of God. It is therefore f u l l of images of 

the quest. For example, the f i r s t person he meets seems to him like a . 

26 
'sibila aviesa' until she explains that iisperanza is s t i l l alive, when she 

becomes his 'Sngel tutelar' watching over his state of 'paradisfaco 

27 
infantilis mo'. Esperanza is a symbol of perfect innocence and takes 
him back to a s imilar state so that he becomes ' t imido, con una santa 

28 

timidez de pericia ' . His new life with Esperanza, which starts in a 

garden, represents a completely new beginning, in which a l l is harmony 
23. Ayala, Sonreia, p. 832, 
24. Ayala, Sonreia, p. 831, 
25. Ayala, Sonreia, p. 835. 
26. Ayala, SonreFa, p. 836, 
27. Ayala, Sonrefa, p. 837. 
28. Ayala, Sonreia, p. 841. 
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29 and peace. They are like the 'desposados de la Grecia antigua' : time 
has stopped and stability reigns. Fernandez has ordered a chaotic 
world by returning to his childhood innocence. 

Yet this return to the Church, nature and family l i fe is not informed 

by any understanding of the world, which w i l l continue to intervene 

and thwart a l l his plans. By a series of incredible 'novelistic' coincidences, 

which are meant as evidence of a disordered world, he meets E l fn , an old 

flame, with whom he sleeps, again obeying Ta voluntad inconcusa del 

, 30 

uhiverso . In other words, Fernandez has some of the world energy, 

but i t is haphazard and incomprehensible. When Elfn goes away he realises 

that to understand each particular event he needs absolute knowledge: 
I CuSndo llegarfa el horizonte f ina l , el gran derrumbamiento o 
catarata del torrente desmandado que antecede al instante ^ 
en que se me meten por lo absoluto los ojos de la conciencia? 

Harmony with the universe depends on both energy and insight; Fernandez 

has neither because he is f i r m l y rooted in this world f r o m which there is no 

release, The problem is therefore different f r o m the one which Gloria 

faced because here the world is a hostile place: the only possible harmony 

is to be found in an il lusiory retreat f r o m i t . Whereas Gloria could choose 

not to live Fernandez has no choice and w i l l always be buffeted by an 

impersonal and arbitrary fate. By the end of the Sonrefa, Fernandez's 

tale has become one of the anecdotes which so disgusted him at the beginning. 

He is a failed hero who cannot reconcile the energy which exists in the 

universe and his own desire for stability. 

Whereas the myth in Artemisa has a psychological treatment and in 

29. Ayala, Sonrefa, p. 845. 
30. Ayala, Sonrefa, p. 855. 
31. Ayala,Sonrefa, p.856^ 
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SonreTa a metaphysical one, in Sentimental Club (1909) the same theme of 

the return to origins is treated ironically: there may be no past state 

worth returning to. There also seems to be a growing tendency towards 

abstraction: whereas'Raposfn was a powerful figure in his own right, and 

Gloria, although linked to Artemis , was an individual, Fernandez has 

almost no personal characteristics whatsoever, apart f r o m being a 'hero', 

and the protagonist of Sentimental Club is the purely abstract Ulises. The 

sketch takes place in a hypothetical future Utopia so that its past is the Spain 

of 1909. In this Utopia the past, or origin of things, has been abolished and 

the authorities declare that the world was never any different: Fernandez's 

aim of stopping time and achieving stability has been achieved, but at great 

cost. The characters, having virtually had their personalities erased, are 

asking- such questions as '^ para qu6 vivimos?' and '<i qu€ plan tiene todo 

32 

esto?' That is , having achieved a perfectly innocent world in which there 

are no vices, conflicts or wars, they want to lose innocence and gain 

experience. Ulises endeavours to supply answers by delving into the 

forgotten past and conforming to the mythical precedent: 
He desentranado el secreto de nuestra planeta, he trardo a rni 
lo antiguo y he vivido con los muertos. Todo lo que rue lo 
conozco de una manera cierta y lo voy a revelar ante vuestros 
ojos. 

He is the hero who accepts the challenge and after a series of illuminating 

experiences returns to the world as a preacher and educator. Sentimental 

Club is an account of his teaching. 

In the f i r s t stage Ulises recreates the world through the recreation 

32. Ayala, Sentimental Club, El cuento semanal, Madrid, 22/10/1909. 
A l l ieferences to Sentimental Club are taken f r o m this, the 
f i r s t edition, whicn has no page numbers. 
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of language; certain sensations are associated with the words which denote 
them. By naming them the characters repeat the process of the creation and 
bring to l i fe a whole range of personal feelings. This recreation continues 
with words which do not naturally represent the objects to which they refer 
such as ' rey ' , 'digesti6n', 'minis tro ' , 'carambola', 'calder6n', ' r ima ' , 
'sonetci', 'besos' and 'amor ' . When he explains their meaning modern 
civilisation appears as a strange mixture of sophistication and savagery which 
the inhabitants of the unified and rational Utopia cannot understand. To 
their untutored minds such a world has very l i t t le meaning, although i t is 
capable of satisfying their instincts. 

In the second stage Ulises recites a poem recounting the origin of the 

universe where the prime-mover is seen to be love and the main character­

ist ic, harmony. In this way he has clearly seen beyond the superficially 

antagonistic forces at work there to discover something deeper. The 

characters a l l decide to start a revolution which wi l l restore this past, singing 

his poem as they do i t , but each begins to exhibit one of the seven cardinal 

sins. The old chaotic world is about to be reborn, so Ulises decides to 

put off the revolution until another day. The message of Sentimental Club 

is quite clear: the energy which animates the world and is necessary for its 

survival is incompatible with ideas of harmony and the general good. There 

are two alternatives: the deathlike peace of Gloria, Fernandez's fake 

innocence and the uniformity of the future Utopia or else the brutal energy 

of Tomas6n, the arbi trary world of Elih and the cardinal sins of the world 

which Ulises refuses to revive. 

La Arana (1913) deals in an abstract and rather more l i terary way 

with the same problem. Like many of Ayala's short stories it is set in a 
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prlvLleged location. The cafe" from which the story takes its name is an 
'Sngulo de penumbra' from which the thoughts and sayings of the 
characters spread to the four corners of the world. The description of 
the caf6 as 'cubico' again shows that all dimensions come together at 
that particular point. The cafe" is the centre of the world, a kind of 
'world navel' where the truth may be revealed and opposites reconciled. 

The two conflicting characters are the positivist, who would attempt 

to change the nature of things, and the mystic who would attempt to attain 

a clearer vision of things. When each has told a story ridiculing the other 

the conflict remains unresolved, until a third character, don Pedro tells 

the story of Le<5n, 'el celoso posfemo', where the question of the possession 

of the two worlds is most apparent. When Le6n is alive he misinterprets 

reality at every step; when his wife is faithful he is jealous and when she 

deceives him he believes in her fidelity. It is only from the next world that, 

after his death, he can see the truth and forgive his wife for her continuing 

infidelity. In other words, action depends on the superior vision 'sub specie 

aeterni' that he has gained on entering heaven. Yet there is virtually 

no chance of his returning to earth enriched with this vision: when he 

does return it is as a capon which is eaten by his widow and her lover. 

Again, possession of the two worlds is an impossible ideal, which explains 

the failure of all the heroes of these progressively more abstract early 

stories. 
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4. 2. The figures of Odysseus and Prometheus in Prometeo 

4.2.1 Ayala's early heroes fail because they are unable to reconcile the 

chaotic, arbitrary and unjust, yet energetic and vital world with the peace 

and order of a harmonious, comprehensible and static, yet dead world. 

From their point of view the two appear opposites and they tend to retreat 

into themselves. The importance of Prometeo is that it recognises these 

difficulties and suggests that the only solution is one provided by a superman 

who can embody both action and thought in the real world. There is therefore 

a logical development from Sonreia; if ordinary humans fa i l , a superman is 

needed. Ayala takes up once more the figure of Odysseus, already used in 

Sentimental Club, and examines the idea of a collective salvation for all 

mankind, whereas in the Alberto novels he continued to think in terms of the 

individual. 

This change in subject iavolves a slightly different technique because 

as the saviour is the ultimate in human achievement the world in which he 

lives must embody all the contradictions apparent in a diverse world. There 

must be a much stronger clash between the various elements. Whereas 

before Prometeo the myth was illustrated by the narrative, here the narrative 

becomes a burlesque version of the myth; that is, the narrative is no 

longer an invented parallel with the myth, but is made up of degraded mythical 

elements. The result is that there is no longer a single point of view from 

which to watch the action because the myth of Odysseus is contaminated by 

the lower level. In this way the myth heightens the differences between die 

two principal levels of the story and at the same time unifies them. The 

universal symbolism and the burlesque narrative, though far apart, are seen 
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to be aspects of the same subject. The principle technical difficulty in 
Prometeo is therefore how to maintain the balance between the burlesque 
and the myth because they are no longer separate: the myth even exists 
in the mind of one of the grotesque characters, and the grotesque narr­
ative-is constructed from elements of the myth. As a result there is 
a continual tension between the seriousness of the original myth as a 
symbol of modern man, and its degradation. This.tension reflects 
the tensions in a world which is infinitely varied, yet essentially the same. 
Prometeo therefore contains a variety of mythical levels. 

In the first place there is the pure myth, hardby ever seen directly 

apart from a few literal translations, which must be supposed to exist in the 

memory of the reader. The poems represent a partial displacement of 

this and constitute a modern interpretation of the idea of the saviour-figure 

or myth of the hero, which appears again on the still lower level of Marco's 

relationship with the myth. Below this there is the total degradation of the 

myth of Odysseus in which even the slightest details are deformed almost 

beyond recognition and the characters reduced to the stature of puppets. 

This mixing of styles in the adaptation of an ancient epic has precedents 

in the tradition of the heroic-buriesque poem, of which Ayala says: 

El poema heroico-burlesco es hermano menor de la epopeya. 
Por lo menos, le acompana a la zaga y se proyecta como la 
sombra al cuerpo; sombra que se deforma. 33 

In comparison with the epic it is an 'espejo grotesco que le sigue, le 

34 

refleja, le descoyunta y quiere humillarle'. Ayala concludes that such 

works are, 'por virtud de la transformaci6n de los tiempos... un genero 

33. Ayala, 'Sobre los poemas heroico burlescos', Obras Completas,II. 
p. 497. 

34. Ayala, 'Sobre los poemas...', p. 497. 
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mixto y transitorio entre el poema burlesco y el cuento filos6fico de 
3 3 

Voltaire'. This is the literary lineage of the type of parody which he attempts 

for the first time in Prometeo. Like the short stories of Voltaire, it is a 

light-hearted burlesque with a bitter message. The original myth is only 

there so that it can be transformed, and in the early chapters, deformed. 

When the narrator's point of view is high, the shadow of the myth is sharp, 

with little deformation, but the lower the vantage point the more grotesque 

the narrative. The importance of the myth is therefore as a central figure 

which can be seen from different angles, and not, as in Artemisa, as an 

emblem representing the main conflicts. 

Ayala's narrative deals only with events from Odysseus' departure 

from Calypso's island to the meal scene at King Alcinous' palace, which in 

the original constitute a turning-point in the action. Other references are 

included for the symbolic value which Ayala attaches to them, and are not 

deformed. Although the creative element of Prometeo is concerned with 

changing the original, Ayala also includes a number of literal translations 

which are intended to eliminate all sense of the physical reality of the story. 

Indeed, many of the scenes are impossible to visualise. The intention is 

probably to underline the fact that Prometeo takes place entirely in a literary 

world. This reliance on a literary model is new in Ayala, and here is 

probably due to W'.£ attempt to provide all aspects of modern reality 

with a mythical precedent. If the model did not contain all the details 

necessary for the development of the story the systematic degradation of all 

reality would not be possible. 

35. Ayala, 'Sobre los poemas...' p. 497. 
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4. 2. 2 Degradation of the myth 

The degradation of the myth is a case of reason destroying action. 

In the modern world no action can speak for itself, but must be analysed 

and thus demeaned. The modern novelist's concern for detail turns the 

36 

epic style into farce and makes the 'estilo alegorico, epico y desaforado' 

sound quite hollow. The muse of the modern novelist is the 'diosa cominera 

de estos dias plebeyos, diosa de la curiosidad impertinente y del tedio 
37 

fisg6n que no te gozas si no es hurtando entre las cenizas del hogar a^eno'. 

Whereas action in the world of myth and literature is pure and demands no 

explanation, modern action, such as Marco's stay with Federica G6mez, 

the modern Calypso, can be accounted for in the most minute psychological 

terms which have the effect of demeaning human acts: 
Tal fue la raz6n de que comenzara a hacerle cucamonas a 
Federica G6mez, mujer sentimental, vehemente y metida en 
mantecas, viuda por contera. Federica se apasionS por Marco, 
y Marco, por pasatiempo, se dej6 i r a donde ella Uevase, 
y fue a una hermosa casa de campo asf que comenz6 el estfo, 
y, por desgracia, con el estfo el hastfo de Marco. 38 

There are no more mysterious or supernatural forces to emprison the hero, 

but instead logical psychological reasons. The anguish that the real Odysseus 

feels is replaced by boredom. It is hardly Marco's fault if his Odyssey turns 

out to be a farce; he is living in a world where phMsical reality dominates. 

All the references to the myth in the first chapter of Prometeo are in the same 
39 

vein, and are a thorough degradation of almost every detail: 

36. Ayala, Prometeo, Obras Complecas, I I , p.601. 
37. Ayala, Prometeo, p. 594 . 
38. Ayala, Prometeo, p. 612 , 
39. Ayala, Prometeo, pp.595-600. 
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AYALA HOMER 

1. ,'Llevaba ya el magnifico Odiseus 
cuarenta dfas en poder de la 
mimosa ninfa', (595) 

2. Calypso lives in a 'casa de campo' 

3. Not isolated 

4. No gods 

5. Hysterical pleading keeps Marco 
with Federica (596) 

6. Marco wiles away the time swim-

ming(596) 

7. Marco decides to leave her (596) 

8. Marco ties logs together to 
form a raft in secret and pays work­
ers to drag it down to the 
beach (596) 

9. Events happen as if the cjods were 
present (597) 

10. Marco buys wine at a tavern (597) 

11. Mean mercantile spirit of 'asi" 
sales ganando' (597) 

12. 'Vino y aguardiente' (597) 

13. Federica is angry (597) 

14. Marco has a drink and falls asleep 
while the stars look after him (598) 

15. Marco is only at sea for one night 
and never drifts far from land (598) 

16. Although he is drifting Marco feels 
that he is in control (598) 

17. Marco almost gets to the shore 
before the storm breaks (598) 

18. Marco has another sivim (599) 

Seven years 

In a cave 

Isolated 

Athene comes to see her 

Calypso has magical power 
over Odysseus 

Odysseus weeps in despair 

The gods decide his departure 

Odysseus makes a proper 
boat in the open and drags 
it to the beach himself. 

The god's arrival is the 
literal truth 

Wine brought by Calypso 

Calypso is generous 

Nectar and ambrosia 

Odysseus faces the anger of Poseidon 

Odysseus steers the boat and 
does not sleep 

Odysseus spends 17 days 
at sea 

Odysseus is steering but 
feels helpless 

Odysseus is sti l l far out 
at sea 

Odysseus is swimming to save 
his life 
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19. Marco is immediately tossed up on 
the shore (599) 

20. Perpetua Meana's dream is not 
caused by divine intervention (599) 

21. Perpetua's reaction to the dream is: 
' I Que" sueno mSs chuscol '(599) 

22. Agamemnon is a mule (599) 

23. Marco gets up because he is 
hungry (599) 

24. Marco is discovered (600) 

Odysseus swims for two days 

Nausikaa's dream is caused 
by Athene 

For Nausikaa it is a message 
from the gods 

A god 

Odysseus gets up because he 
wants to see other humans 

Odysseus gets up and goes 
to Nausikaa 

25. Marco kneels in front of her (600) Odysseus decides not to kneel 

2o. Marco receives no help from the 
goddess (600) 

27. Perpetua's reply to Marco is: 
'Ha perdido el seso' (600) 

28. Marco demands certain things 

29. The}' give Marco sheets to 
wear (600) 

30. Marco will be given food and 
drink later (600) 

Odysseus is helped by a 
goddess 

Nausikaa's is: 'Sir, your manners 
prove that you are no fool' . 

Odysseus is humb le 

Odysseus is given a tunic 

Food and drink are given 
immediately 

There is scarcely a single detail which is not a grotesque echo of the Odyssey. 

All the supernatural forces become psychological ones; natural dangers and 

hazards are systematically reduced; sometimes Marco does the opposite of 

Odysseus, and action is replaced by inaction. As a result t:he characters 

appear like puppets, each a grotesque miniature version of the original. 40 

40. In Pilares (1909), an early version of Marco, Matel de Setignano, illustrates 
well the way Ayala uses the word 'myth' : modern man is a myth because 
he does not have an 'authentic' existence and is forever tied to physical 
existence: 'No, don Deogracias, no son mitos. Mitos somos nosotros, 
usted y yo, todos los presentes, excepto ese Xuanon, que conserva aun la 
traza y el pergeno de los hSroes antiguo., Primero hubo dioses, luego 
semidioses, mas tarde heroes, luego hombres; continu6 degenderando la 
especie, y hubo semihombres. Ahora, amigos mios, hay ex hombres, 
ex hombres nada mas'. Ayala, Pilares, Obras Completas, I , p. 905. 
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This is achieved by concentrating on the minute details of the Odyssey rather 
than the general structure and is probably why Ayala chose a model which 
had been crystallised in literary form: a myth does not usually contain 
many details. Although Marco's actions are not necessarily grotesque in 
themselves, they are made ridiculous because each is seen to be a mythical 
action displaced towards the material world. The farce of Marco is 
therefore a question of technique: Chapter I therefore includes no invented 
material about Marco but only derivative aspects. 

It would be wrong to suppose that the degradation of the myth is 

gratuitous or that the reduction of Marco to the status of a puppet is 

necessarily a criticism of him. The first chapter of Prometeo merely makes 

explicit a view of the universe already apparent in Sonrefa. The modern 

world has become a finite place where phenomena can be explained rationally. 

It is a purely material world limited in space and time. For this reason all 

.the displacements of the myth operate in the same way to make it reasonable 

and physically possible. Human actions are therefore always potentially 

ridiculous because the fact that they are simply the effects of certain causes 

makes them so insignificant. The problem for the novelist is how to give 

some sense of the restrictions of such a world. Ayala's answer is to compare 

it with a world which is not limited and where actions are authentic and 

cannot be dismissed as insignificant. One of the qualities of myth is that 

whatever happens in it always appears significant. 

This pessimistic world-view, in which heroes are farcical, tends to 

blunt the use of the myth for social criticism. If the whole world is degraded 

there is nothing unusual in Spain's degradation. The misapplication of 
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elements of the myth to Spain therefore becomes a joke rather than serious 

criticism. Spain turns into a kind of never-never land, less credible than 

the isolated islands in the Odyssey, with Seville as the land of the lotus-

41 
eaters because of the 'amenazadora olvidanza de todo' which makes it 

so apathetic. In Salamanca, 'las moradas del recuerdo, pobladas por las 

42 

cabezas vacias de los que dejaron de existir, he meets Tiresias, or 

Unamuno. This is the only occasion when the colourful yet arbitrary 

degradation of Spain is really connected with the theme of the story: 
Infortunado, has venido a unas regiones a donde no se 
puede llegar sin haber perdido la humanidad. Ya no eres 
hombre, ni podras recobrar tu estado de hombre. Seras, de 
aqufen adelante, un recuerdo de hombre. 

This is the '98 generation's view of the problem of Spain as a spiritual 

crisis and does not necessarily reflect Ayala's own at that time. In 

any case, it does not need a reference to the Odyssey, which is inevitably 

far-fetched and tenuous, to make such a point. The social criticism 

gains nothing by being masked in mythology. It is possible that Marco's 

'Odyssey' through Spain is only included so that his life will have a similar 

structure to that of Odysseus. Indeed, the application of the myth to 

modern Spain corresponds to Marco's, and not the narrator's, point of 

view because the modern Odysseus is well aware of his literary precedent 

which colours his whole world-view. 

41. Ayaia, Prometeo, p. 608 * 
42. Ayala, Prometeo, p. 608.-
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4.2.3 Marco and the myths 

If Chapter I of Frometeo shows that Marco has little in common with 

Odysseus and that the modern hero's quest is likely to be a farce, Chapter I I , 

taking a different perspective, makes it clear that Marco is in some ways 

a modern counterpart of the ancient hero. The difficult technical problem 

of achieving this shift of point of view so that Marco, and all mankind, 

can appear grotesque and yet at the same time noble, is done by looking at 

the myth through the eyes of Marco, for whom the Odyssey represents 

complete knowledge of the world, one of the 'jugos mas quintaesenciados, 

rancios y generosos del corazdn e intelecto humanos a traves de los 

44 
siglos' which Marco assimilates 'en sangre y carne de su espfritu'. 

The very myth which, through the narrator's 'estilo alegorico, 6pico y 

45 

desaforado' made Marco look ridiculously small is at the same time Marco's 

own key to knowledge of the world. Marco is therefore the f irst of Ayala's 

characters to have a specifically literary view of the world, with the result 

that he can be seen from different points of view:: as a false Odysseus and 

as a real one. 

The attraction of the Odyssey for Marco is shown to lie precisely 

in its mixture of heroism and comedy: Odysseus may be a powerful hero but he is 

also totally at the mercy of qods who at times appear meanly human. This 

heroic-comic view of the world becomes attractive to Marco when his ideals 

of heroic action are becoming tarnished in what, in the 1942 prologue to 

Troteras y danzaderas, Ayala was to describe as the 'peri'odo de las nubes': 

'El yc se siente hwrfano y como algo espureo, en un mundo refractario, 

impasible e indiferente a la quimera de senorib que sob re el nos habramos 

44. Ayala, Prometeo, p.605. 
45. Ayala, Prometeo, p.601, 
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46 
adjudicado, a tirulo gracioso y temerario'. The absurd world in which 

the real Odysseus drifts from island to island at the whim of the cjods 

is no less absurd than Marco's own, in which physical reality dominates. 

Just as Odysseus struggles against Poseidon, who can blow him off course, 

so Marco struggles against the crushing material world and especially 

the passage of time: 

tnieria su propia exaltacio'n hasta un grado maximo, a 
modo de grande dique levantado en mitad del caudal 
de las edades, que detiene y recoge todas las aguas 
del pasado en un ancho y profundo remanso... 47 

The Odyssey therefore constitutes complete knowledge of the past, Marco's 

way of conquering time, and a summa' which will enable him to advance 

into the future, enriched, like the archetypal hero, with total understanding. 

The difficulties which Odysseus faces make his own difficulties, and 

failure to find heroism in the modern world, a justifiable part of the natural 

order of things. After reading about the origins of things,'la mente se le 

48 

aguzaba y se le infundra como una nueva vida'. Also like Odysseus, 

Marco's life is an attempt at a successful return, although whereas the 

Greek hero was returning to an.Ithaca which existed, Marco's return is to 

a lost cultural tradition, which he mistakenly believes he will find in 

modern Spain. His aims are quite explicit : 'Para Juan, la tradici6n viva, 

la verdadera tradici6n, debfa ser un misterio de trinidad una, eternamente 
49 

renovado, fuerza, gracia, astucia'. Clearly, however, his knowledge 

of the myth, which serves him as a rationalization of the present situation, 

is also a compensation for his failure to reconcile these opposites. 
46. Ayala, prologue to Troteras y danzaderas, Losada, Buenos Aires, 1942,p. 16, 
47. Ayala, Prometeo, p.603r 

48. Ayala, Prometeo, p.605. 
49. Ayala, Prometeo, p.606. 
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Odysseus was a man of action and known for his astuteness and grace, but 
Marco can only become Odysseus when drunk: his energy is spurious. It 
is therefore significant that the theme of Odysseus is introduced precisely 
at a time when Marco's ideal of heroic action is becoming tarnished: 
neither bullfighting nor capitalism offer the right balance of the three virtues. 
Marco's energy is continually dissipated. If , as Ayala says in Principios y 
finales de la novela, ^ the epic is a poem celebrating youth and the novel 
the genre of experienced middle age, Marco's epic is at the point of 
becoming a novel. This is because the energy of his youth is gradually being 
wasted through drink, over-eating and the onset of middle age. Marco's 
identification with Odysseus is therefore an attempt to stop the passage of 
time. 

Marco's renunciation of energy and determination to become the man 

of thought rather than action is, on the personal level, an admission of 

failure, and an illusory sacrifice. It corresponds to the mythical hero's 

renunciation of the self - one of the things which made Marco like the gods 

was, it is stressed, his physical appearance- but like everything on the 

physical level of the story, it is treated ironically because Marco is getting 

old. Yet on the more abstract level, which in Chapter I I onwards balances 

the low level, his renunciation of action in order to create the real saviour 

represents regeneration, and is not ironical. The man of thought will create 

the word which will become man. Here mankind is trying to compete with 

the cjods. Blj deciding- to create the new Prometheus, Marco is not just 

determined to have a son, which would be the interpretation on the personal 

and degraded level, but is trying to save mankind. The Promethean figure 

50. Ayala, Principios y finales de la novela, MaJr\A,\9S8 , 10. 
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is impersonal. On this mythical level, Marco is the hero who strives for a 
union with the next world through a saviour who is both God and man. In 
other words, Marco is trying to create Christ. 

Nevertheless, even this has a counterpart on the physical level. 

Marco wil l have to father the perfect child, and so chooses the perfect 

wife, the essence of femininity.Whereas most saviours are given by God, 

this one will be the product of the human intelligence: 'El matrimonio 

debe ser una obra sabia de seleccifin de la especie. Y lo que les estS 

vedado al comun de las gentes les es otorgado a algunes elegidos como 

por via providencial'. ^ In other words, Marco thinks he lives in a world 

where, as everything can be explained scientifically, man can rule nature. 

Marco therefore becomes a symbol of modern man, and is certainly 

connected with an issue which Ayala discusses in one of his essays,1 La 

bestezuela humana'. In his first visit to the United States in 1914, Ayala 

had come across a 'Better Babies Campaign', which was designed to 

encourage the production of 'standard children': 'Standard en ingles viene 

a eer algo asf como arquetipo, o cuando menos, el mas alto tipo de 
is 

52 / 

perfecci6n asequible'. This^done by matching the parents, which Marco 

does by pairing his own energy, brute force and intellect with Perpetua's 

femininity, and which ironically turns child-bearing into a kind of human 

cattle-rearing and makes human beings like animals. The attempt to create 

the perfect human being, the God-man, therefore involves a denial of man's 

humanity. Marco fails to understand that the world is not a system of 

strict cause and effect and that he will never be able to determine the future 

51. Ayala, Prometeo, p. 626 
52. Ayala, El pais del futuro, second edition, Madrid, 195?, p.41. 
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by mere thought and physical strength. The world is an infinitely varied 

place which, if it can produce a handsome and intelligent Marco can also 

produce his opposite. The importance of the myth of Prometheus is that it 

focuses attention on the central issue of both the story and the myth of the 
53 

hero: man"s attempts to dominate the world. Unlike the story of 

Odysseus it cannot be systematically degraded, although ironically Prometeo 

is a human who destroys himself, whereas Prometheus was a god destroyed 

by the gods. Instead, it is used, as was the myth in Artemisa, as an 

emblem, summarising the issues at stake. 

4.2.4 The symbolic value of the myth 

In the poems which precede each chapter the theme of Odysseus is 

no longer contrasted with mcdern reality, as in Chapter I , or balanced with 

i t , as in the rest of the narrative, but seen to be an archetypal represent­

ation of i t . There is in the poems no conflict between the levels. The poems 

represent the lyrical and therefore sympathetic spirit which will encourage 

the reader to identify with Odysseus and with the Marco who is elsewhere 

degraded: 

Tu, como yo , todos} hermanos, 
todos somos como Odysseus, 54 

The poems contain a number of motifs taken from the Odyssey and presented, 

in a form which makes them equally applicable to Marco, Odysseus and 

the reader. They are, as might be expected, the most archetypal motifs 

53. This issue is well summarized by R. Causinos-Assens, La nueva 
literatura, IV, Madrid, 1927, p. 82: 'El mundo occidental hace examen de 
conciencia y piensa si no habrS errado al conceder la primacia al 
intelecto sobre el corazfin, dejandose veneer de la ambici6n de dominar 
al mundo de la materia ; que le ha contagiado de su insensibilidad y 
aridez'. It could be argued that Marco is a man who tries to use his 
intelligence to dominate the material world and is finally dominated by i t 0 . 

54. Ayala, Prometeo, p.601 



-135-

whLch without being abstract, because they refer to some kind of physical 

reality, are distant from everyday reality and constitute a level full of 

meaning. The use of poems to crystallise meaning is not new in Ayala, 

and is seen in La pata de la raposa, where the poems summarised Alberto's 

attitudes to life. Yet in Prometeo the poems are made out of the same 

material which is degraded in the prose narrative. Ayala, it could be said, 

has not yet found a way of incorporating into the narrative the meaning 

which he wants it to convey and must therefore present it separately to avoid 

modern reality becoming an allegory. The difference between the various 

treatments is one of point of view: if before, in the narrative, it was very 

low and receptive to great amounts of detail, in the poems it is very high 

and only sensitive to the general outline. The problem which Ayala faced 

has not yet been solved: if the universe is multifaceted and yet unified he 

must find a narrative form which is itself many-sided. Whereas the 

narrative shows the personal reasons for Marco's failure, the poems 

enable the reader to see Marco's actions in a different light and discover 

the universal reasons. To do this the poet will have to go back in time and 

unearth certain key words: 

Arriscdndose, la cabra. 
ramonea el fruto tierno 
- savia vieja al sol hodierno - . 
El poeta, la palabra, 
ye ma frSgil de lo eterno. 

The poems, by recalling certain motifs directly, wil l present the essential 

and complete meaning of the theme of Odysseus. As a result, Marco's 

actions are seen as determined by an external force; his actions are no 

longer seen as evolving in time, but as being continually repeated. This 

other view of Marco, so different from the f irs t , in which Marco existed 

in time and space, has to be presented separately. 

55. Ayala, Prometeo,p.591. 
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The first motif is the sea-journey, which is the mythical counterpart 
of Marco's travels and in particular of his flight from Federica G6mez. 
The first poem turns Marco's flight into a call to action and perpetual renewal: 
man will be able to create himself by dreaming. This is one of the first 
times in Ayala that the mythical motifs of the progress of the hero are 
directly mentioned: 

S6 tu mis mo tu dueno, s6 islelao. 
Haz de tu vida prodigioso sueno 
renovSndose sin cesar. 
AbrSzate al flotante leno. ^ 
Echate a navegar por la mar. 

The sea becomes therefore a place of endless possibilities where the hero can 

choose what he is to become, whereas the land meant stagnation. Whereas 

the sea-journey in the original myth was a prelude to return, here it is 

merely a place where anything can happen and where the hero can apparently 

determine his own future. The modern hero's trials are of a different nature 

from those of the archetypal hero, who at least had a destination. The sea-

journey has become in Ayala an opportunity for the exercise of energy, 

regardless of results. 

The poem which precedes Chapter 11 deals straight away with the 

problem of the return of the hero which, as has been shown, is the principle 

mythical theme of all the short stories dealt with in this chapter. How is 

the hero to be recognised in the real world? The whole process of trans­

formation means that the hero becomes the opposite of what he was before, 

abandoning his former self: 

El rey se to mo en un mendigo. 
toe. 

This theme again has its counterpart in the parts of/prose narrative dealing 

56. Ayala, Prometeo, p. 593. 
57. Ayala, Prometeo, p.601. 
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w i t h the clothes which Marco is to wear and/his t rue ident i ty . Just as 
Odysseus was the only one able to s t r i ng the great bow, so the modern hero 
w i l l be some k ind of superman. Yet this idea is questioned in the poem: 
everyone is a k ind of Odysseus, each wi th his own bow. The a i m of the 
t rue hero is not, t he re fo re , to dis t inguish h imsel f f r o m the rest of humanity, 
but to undertake a 'quest' which is the normal state of a l l mankind: 

T u , como yo , todos, hermano, 
todos somos como Odysseus, 
todos poseemos un arco , 
para los dem5s imposible , 
para uno mis mo agi l y blando. 
Todos apuntamos a l c ie lo . ^ 
Si alguno no apunta . . . ,*t menguadol 

Clear ly there is emerg ing here an idea of the hero as a common man, and 

of the human condit ion as i t se l f potent ial ly heroic . The superman is in 

this sense merely a ra t ional isa t ion of mankind's common e f f o r t s . The 

f i n a l stanza of the poem in Chapter I I changes the whole sense of the hero's 

r e tu rn to the w o r l d : whereas the t rad i t iona l hero might be expected to save 

mankind, o r , l ike Odysseus, to regain his k ingdom, the modern hero w i l l 

be expected to f i t i n . This is a marked development f r o m the Albe r to 

novels , where the hero fa i l ed because he t r i e d to do too much. Ayala 's 

l a t e r heroes, s ta r t ing w i t h the p ragmat i c don Gui l l en , w i l l have no such 

i l lus ions . 

The other poems are concerned wi th the theme of the union of the 

two w o r l d s , and t u r n , i n Chapter I I I , to the idea of personal success and 

excellence, achieved through energy. Man is l ike the gods of mythology 

because of his body, which combines the two opposi tes of energy and 

order . Man defeats the passage of t i m e , not by indiv idual e f f o r t , but by 

58. Aya la , Prometeo, p . 601 
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his urge to reproduce, which is common to a l l men. Hence the poem r e f e r s 

to 'e l Homb're'in genera l . Through love and sexual energy man is therefore 

i n contact w i t h this e ternal energy which is not always d isordered as 

i t was i n Sonrefa but gives o rder to the w o r l d : 

Somos las herculeas columnas 
donde e l orbe apoyado estf i . 
En torno nuestro , cual gu i rna lda , 
se ha enroscado la eternidad. 59 

Before i n Ayala., energy always tended to be seen as the opposite of order 

and this is the f i r s t s ign of a possible reconci l ia t ion . Physical beauty is 

also seen as a r e f l ec t ion of the essential harmony of the w o r l d , whereas 

be fo re , i n Sonreia f o r example, i t was often seen as a dest ruct ive element. 

The human body is therefore seen now as a magical place i n which the 

divine becomes human: 

I Cantemos la hermosura de la vida 
c o r p o r a l I En e l cuerpo se concentra 
toda la v ida . 

Natura l ez a, 
s i n e l deseo de dos cuerpos mozos, 
es ca6tica, sorda, muda y ciega. 60 

The myth ica l s ignif icance of the human body explains the continual references 

to Marco ' s good looks , and the importance he attaches to producing a son. 

Yet the last poem explains the imposs ib i l i ty of jo in ing the two wor lds 

in this way; man can not become a god because the only rea l salvat ion is 

f o r God to become man. The pagan imagery associated w i t h the hero 

dissolves to become 'pobre templo de paganfa' , now i n 'negras ru inas ' . The 

gods have los t the i r power and are now 'sombras e f f m e r a s ' which f lee 

59. Ayala , Prometeo, p. 613 . 
60. Aya la , Prometeo, p . 616. 
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before the ' i n f o r m e imagen de las v f c t i m a s ' , I n place of pagan imagery 
there is Chr i s t i an imagery: ' la lSmpara del espuri tu ' . The gods have hidden 
behind the 'higueras b ib l i c a s ' , and the voice which Odysseus hears is the 
Chr is t ian 'voz inc.6gnita/que habla con musica benigna' . ^ The imagery 
of the f i g - t r e e is ve ry important because Odysseus saves h imse l f f r o m 
Scylla and Charybdis by c l inging to one. The way now f o r man to save 
h imse l f f r o m the conf l i c t of opposites (energy - o r d e r , f o r example) is to 
c l ing to a 'higuera b i b l i c a ' . I r o n i c a l l y , Prometeo, who is not saved, 
hangs h imse l f f r o m an ord inary one. There is therefore a cont inui ty of 
images, especial ly myth ica l ones, between the levels of Prometeo. 

Clear ly Prometeo involves a change in the nature of the hero. I f man 

is to earn i m m o r t a l i t y h imse l f he must be a superman and, l ike Prometheus, 

steal f i r e f r o m the gods, but the message of Prometeo is that man cannot 

earn i t by his own superhuman e f f o r t s . God must become man. The task 

of the hero w i l l now be to know and understand this t r u t h , and as a resul t , 

one of Ayala 's l a te r heroes w i l l be a p r ies t . 

A number of conclusions can also be drawn about Ayala 's use of 

myth i n Prometeo. F i r s t , he uses myth to present a w o r l d which is 

i n f in i t e ly v a r i e d , yet always un i f i ed . The same myth can appear grotesque 

and yet at the same t ime be a key to the meaning of the s to ry : its external 

s t ruc ture is also the main character 's fantasy. Marco dreams of the myth ica l 

level which i n t u r n demeans h i m and gives h i m some so r t of d ign i ty . Second, 

Ayala is not yet prepared to allow mythica l elements to intrude too much 

into the na r r a t i ve , and separates the d i f f e r en t t reatments of myth to 

avoid the na r ra t ive becoming a l legory . I f the w o r l d is i n some respects 

61. Ayala , Prometeo, p . 6 2 9 . 
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absurd the sense g iven by the myth must be kept apart . Nevertheless, 
echoes of the myth are to be found in the prose n a r r a t i v e , which thus gains 
in seriousness. T h i r d , there is an attempt i n Prometeo to l ink the three 
stages of the hero's development w i t h the development of each p a r t i c u l a r 
man (the three epocas which are outlined i n the prologue to T ro t e r a s y 
danzaderas) and to the whole h is tory of mankind (the Odyssey is the youth 
of mankind, fol lowed by Chr i s t i an i ty , which is i ts m a t u r i t y ) . 

4 .3 Reb i r th 

A f t e r Frometeo Ayala's 'my th i ca l ' s tor ies are mainly concerned 

w i t h r e b i r t h and can be placed in two groups. I n the f i r s t u l t ima te t r u t h 

l ies i n God alone and Ayala presents the myth ica l elements d i r e c t l y . 

These s tor ies have no ' l i t e r a r y ' f r amework and the characters a re therefore 

seen f r o m a single perspective. The hero progresses f r o m a state of to ta l 

darkness to to ta l l i g h t , w i th no hint of r e l a t i v i t y , and dies , w i t h the 

imp l i ca t i on that he w i l l go to Heaven. As they involve the death of the hero 

there is i n two of them an element of ' t remendismo ; and La cafda de los 

Limones (1916) and Jus t ic ia (1928) are c r i m e s to r i e s . The other g roup , 

in which the hero learns to overcome some p rob lem and l ive i n this w o r l d , 

has no re l ig ious element and is f u l l of l i t e r a r y re ferences , usual ly to the 

honour theme. These are usual ly set i n Pi lares , are more grotesque and 

more conscious of the i r a r t i f i c i a l i t y . A rough p a r a l l e l can be d rawn between 

the f i r s t group and Belarminp y Apolonio and between the second and the 

Urbano and Simona and T i g r e Juan novels . 

I n L a cafda de los Limones the basic myth ica l theme is the conf l i c t 
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between good and e v i l , which is made c lear in the second poem: 

En l a campal l lanura de los c ie los , 
dos campeones Mscanse s in f i n . 
Uno es e l dia, e l bianco cabal lero . ^ 
Otro es la noche, e l negro paladin. 

This battle between l igh t and da rkness } which recurs throughout the s to ry , 

is the t r ad i t iona l image of the f igh t between the forces of good and those of 

e v i l . The goal of the hero is to r i se above good and e v i l , and perhaps 

f o r this reason there are no m o r a l judgements i n the s to ry . Ar i a s does 

wrong in k i l l i n g L o l a , but the only person to condemn h i m is a bigoted 

republican po l i t i c i an who shows no real concern f o r jus t ice and would hang 

the whole L i m 6 n f a m i l y i f he could. Ar i a s ' s execution is not presented as 

punishment f o r a c r i m e but as a r i t u a l death which must precede r e b i r t h . 

Human jus t ice is too f a r degraded in the s tory f o r i t to count f o r much at 

the end. Ar i a s only dies because he confesses as a resul t of his reawakening. 

Death and r e b i r t h are therefore one and the same thing. L a caida de los 

Limones is therefore unusual i n being about the next w o r l d more than t h i s . 

L ike many ch i ld ren in Ayala , Ar ias only has die m i n i m u m of phys ica l 

existences : he is b o r n physica l ly weak and m o r a l l y disturbed and is named 

in an heroic t r ad i t i on 'en recuerdo de un antepasado g lo r ioso , conquistador 

63 
de vastos reinos en las Indias occidentales ' . He is bo rn into a f a i r y -

64 
tale wor ld (poem VI begins 'Una vez, £ r a s e que se era ) which the reader 

knows to be i l l u s i o r y , but then, as the n a r r a t o r points out, Guadalfranco has 

65 

never exis ted. The house of the Limones is the 'pais de las hadas' and 

Ar i a s h imse l f is an unrea l f i g u r e , described myth ica l ly : 'A r i a s posela, 
62. Ayala , L a caida de los L i m o n.es, Obras Completas, I I , p . 679^ 
63. Aya la : L a c a f d a . . . , p. 688 . 
64. Aya la , La c a f d a . . . , p. 696 . 
65. Ayala , La ca rda . . . , p. 689-
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s i n duda, peregr ino hechizo de su persona. Qulenes le rodeaban le rendfan 

cu l to . E ra como un centro mis ter ioso de a t rac t iva adoraci<5n'. ^ Already 

A r i a s is more than a human being: he is the f a i r y - p r i n c e of the tales , 

67 

whose ea r ly l i f e as a ' p r fnc ipe , hermoso y benigno' could only be 

real ised in the pages of a book. L i k e Marco , but without his in te l lec t o r 

phys ica l s t rength , Ar i a s turns i n on h imse l f and, unable to face the w o r l d , 

resor ts to archetypal symbols., dreaming of being a r u l e r , although his 

attempt to conquer lands f o r the k ing of Spain is a f a i l u r e . His ma in d ream 

is of at taining total power : 'En ellos [his fa ther and s i s t e r ] res id Fa la 

dispensaci6n de l bien y del m a l . Y l l egar ia un d fa , ya no le jano, en que e l , 

A r i a s , heredase el feudo paterno y el a r b i t r i o soberano sobre la ciudad de 

carne y sangre ' . ^ Clear ly the po r t r aya l of Ar i a s is so abstract because 

the myth ica l element has gained ascendency over the rea l i s t i c element. 

A r i a s ' s c rue l ty is not s imp ly to be explained in psychological t e r m s . 

His k i l l i n g of L o l a ; is explained in t e rms of l igh t and darkness, that i s , 

absolute good and e v i l : 'Si hubiera hablado, creo que no la hubiera matado, 
69 

se hubiera hecho la l u z ' . He has always l ived i n darkness, i n a 

shadowy w o r l d of his own making where nothing r ea l ly exists except f o r his 

heroic dreams and where he can f o r m no connection w i t h anything outside 

h imse l f . Poem X shows the mythica l s i tuat ion which l ies behind th i s : 

En p r inc ip io era la sombra; ^ 
la sombra le ta rg ica y ca6t icaj 

A r i a s is i n a p r i m e v a l state where the w o r l d has not yet been created i n his 

m i n d , because words have l i t t l e meaning. I n this state, he did not even 

66. Aya la , L a c a i d a . . . , p. 691 , 
67. Ayala , La ca rda . . . , p. 691 , 
68. Ayala , L a c a f d a . . . , p. 700. 
69. Aya la , L a ca rda . . . , p. 717 . 
70. Ayaia , L a caida. . . , p. 714, 
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know that he was commi t t i ng murder , and had no cause f o r g u i l t . When he 

real ises the meaning of what he has done he confesses the t r u t h and 

dies f o r i t : as in myth , the hero has to die before he can be reborn . His 

execution is therefore a process of redemption, and is para l le led by the 

b i r t h of a ch i ld i n the pension i n which the s to ry is set, appropr ia te ly , 

bathed in f u l l sunlight . The important point about L a caida de los Limones 

is that the prose na r r a t ive is so penetrated by the myth , which is not kept 

to the poems, that i t can not be read l i t e r a l l y . 

I n Jus t ic ia (1928) too the obvious social content is balanced by d i r ec t 

reference to myth . Jus t ic ia deals w i t h the passage of an individual f r o m 

darkness to l igh t and the c r u c i a l events of the s tory are i l luminated by 

myth ica l references . The opening of the s tory shows Tinoco plunged i n 

physical and s p i r i t u a l darkness. His smithy is l i ke a cave, and is meant 

to represent some kind of underworld in which he is impr i soned . He is 

equally imprisoned w i t h i n h imse l f , which is seen in the descr ip t ion of his 

head: 'Frente muy angosta, s in cabida s i no es para una sola idea, y esa 

71 

apretada, inc6moda, en t o r t u r a , hasta cons t i tu i r obsesi6n' . He is 

imprisoned i n t i m e , being fo rced to repeat the same actions every day. 

This impr isonment , a common myth ica l theme, is genera l ly indicat ive 

of the fac t that the in i t ia te has not yet grown up , and is s t i l l i n a ch i ld l ike 

state. Indeed, the beginning of the s to ry sees h i m actual ly p r e f e r r i n g the 

darkness of this state: 

Ique" dulce, que" suave, que" aterciopelado, que" acar ic iador 
para e^ahora, e l negro s i lencio I Abre los ojos y siente 
en ellos e l tacto terso y f r i b de la sombra , como de 
azabache. Y e l t iempo va f luyendo. 72 

71. Aya la , Jus tic i a , Obras Completas, I I , p. 1138. 
72. Ayala , Just icia , p . 1141, 
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This is the case even a f t e r the ' c a l l ' , represented by Melania la Pr ie ta , who 

73 

encourages h i m to break his chains. As Campbell points out, this c a l l 

is of ten made by a mo the r - f i gu re , of ten the V i r g i n Mary herse l f , and i n 

Greek mythology by the ambiguous M e r c u r y , who has a da rk , satanic side. 

Melania is this dark side, being cal led an 'Sngel de azabache': 'Como 

desde e l in f i e rno en la g l o r i a te co lumbro s Eres un angel, pero un Sngel negro. 

Un Sngel de azabache. Todos los demfis Sngeles son de nacar, turquesa y c o r a l 

74 
rosa ' . Her dramat ic purpose is to c a l l Tinoco to a new l i f e , where they 

75 

w i l l both be reborn ('Si me qu is ie ras , resucitado se r ies ' ) . I t is in teres t ing 

that here Ayala makes no attempt to provide rea l i s t i c explanations of these 

statements, but presents them d i r e c t l y . The second t rad i t iona l f i gu re at this 

stage is the e v i l hag. here his mother - in - law who is described as an 

'estantigua' , who condemns Tinoco to Hell in the most picturesque t e r m s . 

Thus , one woman represents impr isonment and the other , the f r e e d o m which 

leads h i m to murder the mothe r - in - l aw, his w i f e and her s i s t e r s . A l l the 

forces of e v i l which were suppressed in h i m come to the surface to be purged 

by his b r u t a l act ion. 

The re fo l lows the t r ans fo rma t ion of the hero. Even his appearance 

changes a f t e r a year i n p r i son and the women of Reicastro see i n h i m a 

resemblance to Chr i s t . Under the persistent care of the Jesuits, whom Tinoco 

sees as the Three Wise Men, he a r r i v e s at the t r u t h and recognises that he 
77 

commi t t ed the c r i m e when he was 'not h i m s e l f (' \ Pero no era yo! ' ) . 

He is now a new person, capable of dis t inguishing good and e v i l , and in a 

state of complete c l a r i t y : 
73 . J. Campbel l , The H e r o . . . , pp. 71-3. 
74. Aya la , Jus t ic i a , p. 1140. 
75. Aya la , Jus t ic i a , p. 1140. 
76. Aya la , Jus t ic i a , 1141. 
77 . Aya l a , Jus t ic i a , 1168. 
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Las alucinaciones se espaciaban m2s y mas, y las f rases 
aisladas , s imSt r i cas , como ventanas por donde se podia 
a t isbar e l i n t e r i o r t ras torno de l e s p i r i t u , evolucionaban 
gradualmente de e s t i lo , desde lo tor turado y diab61ico 
hacia los suaves g i ros y laceradas quejas de a m o r , a lo 
d iv ino , semejantes a l habla de los mis t i cos . 78 

Tinoco 's t r ans fo rma t ion also shows the last stage in the myth ica l development: 

the renunciation of the self . Th is 'camino de la penitencia y pe r fecc i6n ' , 

which w i l l lead h i m to God, must end i n his own death. A t the end of the 

s to ry , Tinoco is v i r t u a l l y a saint . Behind a l l the grotesque events of the 

town of Reicast ro , a character undergoes a process of personal t r a n s f o r m ­

at ion which is i n no way mar r ed by the r e l a t i v i t y of human a f f a i r s . He 

achieves an authentic existence which is absolute: he comes to know God. 

The fact that this authentic existence cannot easi ly be described 

r ea l i s t i c a l l y leads Ayala to r e ly en t i re ly on the images and s t ruc ture of the 

myth of the hero; Tinoco is as near as Ayala ever gets to the pure hero 

and as f a r as he ever s trays f r o m rea l i s t ic psychological explanations. 

F o r this reason Justicia is to be compared w i t h Belarmino y Apolonio. 

The other tendency in Ayala 's l a t e r shor t s tor ies is less concerned 

w i t h u l t imate questions. They are more l i t e r a r y and conscious of t he i r own 

a r t i f i c i a l i t y , are to be compared wi th the Urbano and Simona and T i g r e Juan 

novels and can be w e l l i l lus t ra ted by L a t r i s t e Adr jana . The most common 

l i t e r a r y theme i n them is the honour quest ion, which perhaps here has less 

to do w i t h the 'p rob lem of Spain' than w i t h the pecul ia r demands i t makes 

upon the protagonists . They are forced to see rea l i ty c l e a r l y and then act 

upon the i r conclusions: that i s , success demands a combinat ion of the two 

psychological types which so preoccupy Aya la , the r e f l ec t ive type and the 

man of act ion. Honour is therefore to be seen as one of the challenges faced 

78. Aya la , Just ic ia , p. 1168,. 
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by the hero in his s truggle to reconcile opposites. 

I t is s igni f icant that when the l i t e r a r y f r amework predominates the 

myth ica l s t ruc tu re is only i m p l i e d . This is probably because the two pers­

pectives con f l i c t . The myth of the hero is an absolute s t ruc tu re , which 

cannot be treated wi th i r o n y , whereas the l i t e r a r y level is a constant source 

of i rony and grotesque comparisons . Consequently, the s tor ies less concerned 

w i t h u l t imate questions are consciously a r t i f i c i a l . This a r t i f i c i a l i t y is one of 

Ayala 's techniques f o r overcoming the inherent thinness of the na r r a t i ve 

f o r m and the imposs ib i l i t y of l i t e r a t u r e re f lec t ing the whole of l i f e . Ayala 

therefore presents ' r e a l ' characters who are at the same t ime e n t i r e l y 

a r t i f i c i a l and have been used countless t imes before in l i t e r a t u r e . The 

l i t e r a r y wor ld is then seen as an act of c rea t ion analogous to God's own act . 

Good examples of the consciously l i t e r a r y approach are Luz de domingo 

(1916) and Pandorga (1922). In the f o r m e r the avenging hero, who should be 

there , is conspicuous by his absence, which is made c lear f r o m the f i r s t page: 

( Qual ventura ser ie esta, s i ploguiese a l Creador , 
que assomasse essora e l Cid Campeador I 79 

Yet whereas i n the o r i g ina l the Cid is s imply elsewhere, the l ine here means 

that there is no Cid . I f the s i tuat ion of the rape of Balbina resembles 

s u p e r f i c i a l l y the incident w i t h the Infantes de C a r r i o n , the s to ry soon shows 

a l l l i t e r a r y para l le ls to be i r r e l evan t . There is no hope of j u s t i c e , because 

the v i c t i m s can take no act ion; the father is too old to take secret vengeance, 

and the townspeople are only concerned wi th gossip and there can be no 

80 

popular jus t i ce . Far f r o m representing the weight of t r ad i t ion i n the town, 

the references to the Cid are intended to show a long decline over the centur ies . 

Other re ferences , too, provide a f o i l f o r the i ron ic comments of the n a r r a t o r . 
79. Aya l a , Luz de domingo, Obras Completas, I I , p .638, 
80. see E . M a t u s , ' E l s imbolo de l segundo nacimiento en la n a r r a t i v a de 

Ram6n P<5rez de A y a l a ' , Estudios F i lo log icos , 5, 1969, p . 167. 
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F o r example, the helpless protagonist is named Castor, a f t e r the «jod of 
shipwrecked s a i l o r s , and yet perishes by drowning^ the gang which rapes 
Balbina is cal led the Becer r i les , a f t e r a Captain Becerro who c a r e f u l l y 
waited t i l l t he Engl ish had l e f t CSdiz before making a t r iumphant en t ry 
into the c i t y . 

The account of the or igins of Pandorga, i n the s to ry of that name, 

is i n the same l ine of i ronic descr ip t ion . God created Pandorga, but 

fo rgo t to colour i t so that the v i l l age is indistinguishable f r o m the s u r r ­

ounding countryside. I n fac t , Pandorga bare ly exists at a l l , and the events 

there are a l l por t rayed in the most inappropriate way possible . The 

chapter dealing w i t h the death of a v i l l a g e r is an 'entrem-gs and that 

dealing w i t h a f u t i l e dispute about a cow is a rea l drama . The two f o r m s 

are inver ted: the t ragic becomes t r i v i a l because human beings are not 

to be taken ser ious ly and the t r i v i a l arouses great passions. Th i s double 

process of exaggeration and d i m i n u i t i o n is what would happen before the 

de fo rming m i r r o r s of the ca l l e jdn de l gato and one of the characters 

81 

attending the dying cow excla ims: ' \ Que" t r igedia '. These two s tor ies 

represent the extreme of Ayala 's conscious a r t i f i c i a l i t y , and p red ic tab ly , 

contain few o r no mythical references , A greater balance is achieved i n 

La t r i s t e Adr iana . 

The general s t ructure of La t r i s t e Adriana i s , despite the presence 

of the honour theme, the question of renewal. The honour theme is 

t reated i n a quite d i f f e ren t way f r o m T i g r e Juan and E l curandero de su honra 

as here a completely authentic existence may involve fo l l owing the l i t e r a r y 

precedent. Adriana 's marr iage to Federico is symbolised by the same 

81. Aya la , Pandorga, Obras Completas, I I , p . 1129.. 
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images of death and impr isonment that are found i n Just icia . The only t ime 

that they are together is at night i n a bedroom described as an ' an t ro ' 

82 83 
and 'caverna' i n To mSs profundo y lobrego de la v iv ienda ' . ' The r o o m 

is 'semejante a un hipogeo egipcio, a prop6sito para d o r m i r a l l i e l negro 

84 

sueno inquebrantable ' . They are c l ea r ly at the second stage of the 

evolution of the hero: a l l is darkness and mist and they are dying , i n o rder 

eventually to be reborn . Federico is undergoing the 'perfodo de las nubes' 
85 

which corresponds to the second of the three myth ica l stages. As of ten 

occurs i n Ayala , the passage to the t h i r d stage involves a r ede f in i t i on of 

t e r m s . A t the beginning, Federico considers that '§1 hombre , cuanto mas 

hombre , m&s descuidado de su persona' and that ' i l deber p r i m o r d i a l de la 
86 

mu je r es la bel leza ' . They w i l l a r r i v e at a conception of the sexes which 

is less dependent on appearances, and come to a new de f in i t i on of the words 

'hombre ' and ' m u j e r ' . T h e i r task is to make sense of the t e r m s , where 

before there was chaos. 

This dark per iod of uncertainty is character ised by the invers ion of 

the t r ad i t iona l theme of honour. The purpose of the invers ion i s not to 

degrade modern r e a l i t y , o r to sa t i r ize the Golden Age concept, but to 

demonstrate an inauthentic approach to existence. Adr i ana , l i k e H e r m i n i a , 

reads cheap novelettes and dreams of t ragic occurrences: 'Complaciase, 

sobre todo, con ensueHos lamentables y t rag icos . Las angostiosas Mbulas 
87 

que f o r j a b a conclufan s iempre en catSstrofe ' . Th i s a b i l i t y to see an 

avenging husband in place of her own ineffectual Feder ico leads her to tu rn 

82. Ayala , La t r i s t e Adriana in E l ombligo de l mundo, Obras Comple tas . l l p . 762 . 
83. Ayala , La t r i s t e Adr iana , p .761 . 
84. Ayala , La t r i s t e Adr iana , pp,761-2< 
85. Ayala , prologue to Tro te ra s y Janzaderas, Losada, Buenos A i r e s , 1942,pp 16-17 
86. Ayala , La t r i s t e Adr iana , p . 763, 
87. Ayala , La t r i s t e Adr iana , p .765 , 
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rea l i ty upside down, seeiv '̂p res agios funestos ' when he is only i n a bad mood. 

Just as she cannot see others , so others cannot see her . Pachfh Cueto, the 

loca l don Juan, sees that at one point she appears ind i f f e ren t , in terprets 

this as a s ign that she wants h i m , and is su rpr i sed to f ind that she is r e a l l y 

ind i f f e ren t . Only the reader is able to see the reasons behind a l l this 

confusion, which Pachfn describes as a 'comedia ' . The rea l reason why she 

wants to be tempted by Pachui is to be able to prove her innocence to 

Feder ico: honour is one of the t r i a l s she must go through to be reborn. As 

usual , the r e b i r t h is not explained psychological ly; i t jus t happens. A f t e r 

a 'my th i ca l ' seven days she can say: 'Soy mSs mu je r que antes; soy m u j e r 

88 

por p r i m e r a vez; hoy ha nacido una m u j e r ' . Her r e b i r t h is aided by her 

meeting w i t h the exemplary Xuan6n, whose love f o r Galandria is e t e rna l , 

who speaks a na tu ra l language (as opposed to that of Feder ico , who is a 

'modernis t ' poet) and who puts the honour question back on its feet: he w i l l 

k i l l Calandria i f she is u n f a i t h f u l . As a resu l t , 'Adriana imagino que resucitaba 
, 89 

de entre los muer tos , en un universo ingravido, de fo rmas etereas . 

Xuan6n can therefore be said to represent natural energy, which must be 

reawakened i n Feder ico before he can be r eborn . He is at f i r s t unwi l l i ng 

to suspect Adriana of i n f i d e l i t y (another invers ion of the honour theme) and 

only realises his ro le when he hears that Xuan6n has alreadjr stabbed Pachih. 

Federico tempers the v i t a l i s m of Xuan6n by re fus ing to take vengeance: 'Me 

han robado e l coraz6n. Tu eras m i corazon. £ Debo matar m i coraz6n, fue ra 
90 

de m f ? i Para qug? Ya estoy muer to ' . W i t h the old Feder ico dead, a new 

one can be bo rn . As Adriana says: 'EstcLs resucitado. Ha nacido un hombre . 88. Ayala , La t r i s t e Adr iana , p . 787. 
89. Ayala , La t r i s t e Adr iana , p . 7 7 8 . 
90. Ayala , La t r i s t e Adr iana , p . 796 . 
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Eres m i esposa y eres tambien h i j o m f o , obra mia . . . Vida nueva, v ida 
91 

mra ' . Ayala is c l ea r ly interested neither i n the t ragic s i tua t ion wnere 

the deceived husband k i l l s his w i f e nor i n the f a r c i c a l one where he f a i l s 

to do so, o r k i l l s by accident, but i n the r e fusa l of the protagonist to take 

par t i n the d rama . The drama serves as a background against which the 

characters can change: both become the opposite of what they were before . 

I n this way the character isa t ion is v e r y l i m i t e d , each being mere ly a 

'persona' o r 'mask ' . The reason probably stems f r o m Ayala 's awareness 

of the l imi t a t ions of f i c t i o n : the novel is t cannot include the whole of l i f e , 

and to present even a par t of i t he must r e so r t to t r i c k s and i l lus ions . 

La t r i s t e Adriana makes no attempt to po r t r ay l i f e : each level s imp ly reveals , 

behind i t , another l eve l , f r o m the rea l i s t i c nar ra t ive to the l i t e r a r y theme 

and the archetypal l eve l . 

4 . 4 . Conclusion 

The protagonists of a l l these short s tories are at some stage i n 

the development of the myth ica l hero . They l i ve i n a w o r l d in which human 

beings are 'ex hombres, nada mas ' , and are f r ightened by a w o r l d which is 

f u l l of contradict ions . I n the ea r ly per iod they refuse to accept this w o r l d 

and sink into dreams i n which the c lash of opposites , Hell and darkness are 

f requent images. T h e i r a i m at this t ime is to r e t u r n to a past state of 

innocence which is remembered f r o m the i r childhood and so they refuse the 

' c a l l ' . F o r each leve l of r ea l i t y an appropriate language is needed, and 

p a r t i c u l a r myths are used to d is t inguish between subjective states and 

91. Aya la , La t r i s t e Adr iana , p . 7 9 6 . 



-151-

objectLve si tuat ions. Such imagery enables the subjective states to be 

treated economical ly and comprehensibly. The turning-point comes w i t h 

Prometeo, in which the hero 's task is redefined as a search f o r God which 

can be undertaken by each ind iv idua l . The universe no longer seems 

f r igh ten ing but of ten mere ly f a r c i c a l and grotesque and is of ten por t rayed 

i n pure ly l i t e r a r y t e r m s . The heroes of the la te r s tor ies are usual ly 

successful and some, deprived of a l l personal character is t ics ,^become 

'pure heroes ' who achieve a rea l contact w i t h the next w o r l d , i n s tor ies 

which are more abstract and bu i l t up en t i r e ly f r o m elements of the myth 

of the hero . A good example of this 'purer ' and n o n - l i t e r a r y approach 

i s , as we have suggested, Belarmino y Apolonio i n which the undegraded 

elements of the myth of the hero have an effect on the f o r m of the novel . 
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CHAPTER V 

BELARMINO Y APOLQNIO 

AS A MYTHlCx\L N O V E L 
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BELARMINQ Y APOLONIO AS A M Y T H I C A L NOVEL 
5=1 The myth ica l novel 

The d i f fe rence between a symbol ic novel and a myth ica l one is that 

whereas i n the f o r m e r one l eve l of r ea l i ty is represented by a quite 

d i f f e r e n t , m o r e easi ly manageable and concise one, i n the l a t t e r 'novel is t ic 

r e a l i t y ' is a representation of some higher and coherent pat tern which has 

an object ive existence independent of a l l adaptations. The myth ica l l eve l 

is i n a sense more rea l than the invented characters in the novel , precedes them 

i n t i m e , and is pe r fec t ly s e l f - s u f f i c i e n t . Whereas a symbol cannot exist 

without the object i t symbol ises , a myth can and does. Belarrnino and 

Apolonio may be symbols of the philosopher and the d r ama t i s t , but the 

contrast between them is seen i n the context of the ' reconc i l ia t ion of opposites', 

without which t rue knowledge of this w o r l d and the next is imposs ib le , and 

which is the goal of the hero as he undertakes the myth ica l quest f o r 

knowledge. The quest of the hero, as t raced through Ayala 's short s tor ies 

and novels , becomes a quest f o r knowledge, f o r the a b i l i t y to see the 

harmony of a w o r l d which so of ten appears discordant and hos t i le . Although 

Belarmino y Apolonio could be called a mythica l novel mere ly because i t 

contains symbolic f i g u r e s , i t seems r igh t to suggest that symbols alone do 

not make a mythica l nci^iA , but that, apart f r o m c lear references to 

myth ica l s i tuat ions , a func t ion o r f r a m e w o r k analogous to myth must be 

found before a novel can j u s t l y be called myth ica l . The references must 

consti tute a complete f r a m e w o r k which is consis tent w i t h the meaning of 

the w o r k . This chapter w i l l t r y to elucidate the myth ica l l eve l i n Belarmino 

y Apolonio. 

Space and t ime are treated mythica l ly i n this novel , where the whole 
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act ion is viewed f r o m a pr iv i leged place, a fount of knowledge which recal l s 

the myth ica l 'wo r ld nave l ' : the Spanish pensifin. The na r r a to r is a d isc ip le of 

don Amaranto , the ' f i l 6 so fo de las casas de huSispedes' and, having l ived 

in pensiones f o r yea r s , d i scovers , through l i v i n g in one, the drama of Pedro 

and Angustias and the tale of Belarmino and Apolonio. Don Pedro | Gui l len 

te l l s his s to ry i n a pensi6n, and the meeting w i t h Angustias takes place i n one. 

A l l the act ion e i ther originates or is remembered i n a pensi6n. I t is not 

unusual f o r Ayala to create a pr iv i leged spot f r o m which the act ion can be 

viewed: in La Arana , the 'cafe" cubico ' was, as has been shown, the centre 

of the universe , and i n La caida de los Limones the act ion was introduced 

f r o m a pensiSn, 

The s ignif icance of the pensi6n is explained by don Amaranto . 

The pensi6n, he says, is a lmost i n a state of nature , food being eaten a lmost 

uncooked. 1 L i f e there is consequently more p r i m i t i v e and humanity c loser 

to its o r ig ins . I t is the ideal place to see people f r o m the two contras t ing 

points of view which don Amaranto considers necessary. People l i ve so 

close to each other that by eavesdropping the i r secret drama can be 

2 
discovered, and by watching them across the round table one can look 

at them f r o m a distance. There is i n addition a weal th of sc ien t i f i c 

3 
knowledge in the pension as i t is there that opositores l i v e . Don Amaranto 

1. Ayala , Belarmino y Apolonio, Obras Compietas, I V , p . 1 3 . 
2. Ayala , Belarmino. „.«, , pp 0 18, 21 and 32. Across the round table of the 

pension one can focus attention on characters who would n o r m a l l y not 
a t t rac t attention: they are forced to be ac to r s . The idea of the round 
table i t se l f has mythica l associations, being a place at which a l l things 
can come together. The idea of the c i r c l e reappears i n Belarmino 's 
speech in the Circulo Republicano, p . 43, where the Republic is seen 
as the ideal , a magical place where the c i r c l e can be squared, that i s , 
where a l l opposites can co-exis t . 

3. The pension is therefore a gathering of wise men. 
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c l a ims that the pensi6n is a ' summa' o r 'B ib l i a ' , i n which a l l things are 
4 

w r i t t e n . This is s igni f icant in that the Bible is of ten regarded as a fund 

of archetypal images and of a l l knowledge of the next w o r l d . As Ayala looks 

on the novel i t s e l f as a ' summa ' , the pensitfn is obviously an appropriate 

sett ing f o r i t , the imp l i ca t ion being that i n the pensi6n the novel is t w i l l f i n d 

ma te r i a l i n a suitable state f o r inclusion in the novel : he w i l l not go out into 

the streets to observe a l l l i f e , but w i l l r emain in the pensi6n, wh ich is 

already a 'breve un ive r so ' . Because i n the pension the two points of view 

(drama and philosophy) can be reconciled i t takes on the importance of the 

w o r l d - n a v e l , through which a g l impse of the harmony of the universe may be 

obtained. The pensi6n, often described as 'cavernosa' is also l ikened 
5 

to the cave of Plato, i n which gl impses of the e ternal archetypes can be 

seen as shadows on the w a l l . The people who enter the pensi6n w i l l be seen 

as shadows of archetypes i n the next w o r l d . I t is in the pensi6n, then, that 

a g l impse of the.next w o r l d w i l l be gained. The n a r r a t o r is at the v e r y centre 

of things: continual references are made to the round table which is the centre 

of the l i f e i n the pension, which is i t se l f i n the centre of M a d r i d , ^ and 

therefore at the centre of Spain. 

The novel begins i n an epitome of this w o r l d and moves to an epitome 

of the next: the old f o l k s ' home where many of the p r i n c i p a l characters end, 

jus t the same as they have always been, and where the f i n a l r econc i l i a t ion 

4. Ayala , B e l a r m j n o . . . . , p . 15. 
5. Ayala , B e l a r m i n o . . . . , pp. 19-20. I n the pensi6n, the shadows of the 

e ternal archetypes are to be seen. The pensi6n is a more t r u t h f u l 
'breve universo ' than the novel , i n which the images are f u r t h e r 
removed f r o m the eternal archetypes, and are therefore 'sombras 
de sombras ' . 

6. Ayala , B e l a r m i n o . . . . , p . 24. 
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can take place. The technique of f in i sh ing a nar ra t ive i n this k ind of l i m b o , 

where a def in i t ive v i s i o n of the events can be established is also to be found 

i n La Arana. I t is s ignif icant that the reconci l ia t ion can only take place 

outside n o r m a l l i f e , i n a place where t ime has been abolished. The asi lo 

i s , however, also a par t of this w o r l d ; Apolonio depends upon funds f r o m 

don Gui l len to buy Vichy water , and Colignon a r r ives pe r iod ica l ly laden 

7 

w i t h cakes f o r Belarmino and Apolonio. At the v e r y end, the a r r i v a l of 

te legrams ca l l ing the two shoemakers back into the r ea l w o r l d is a s ign of 

the u l t imate lesson behind the myth of the hero: that the two wor lds exis t 

together and can be united i n this w o r l d . 

5. 2 Myth ica l t ime 

The essence of myth ica l t ime is that i t exists outside the na tura l 

8 

f low of t ime in a k ind of perpetual present. Events i n myths happened 

at some unspecified t ime in the past w i t h which there is no d i r ec t contact, 

and are repeated each t ime the myth is r e to ld . As t ime even w i t h i n the 

myth is always the present,there is n o t much r o o m f o r cause and ef fec t 

o r f o r the sense of t ime passing. Everything can be seen at a glance, 

regardless of how long i t might , l og ica l ly , have taken to happen. Neither 

is there room f o r the usual contrast between ' t ime by the c lock ' and the 

subjective experience of t i m e . I f t ime appears at a l l i t is connected w i t h 

seasonal change, the yea r ly cycle of seasons, o r the passage of the ear th 

7. Aya la , B e l a r m i n o . . . , pp.205 and 209-10. The Vichy water is rea l 
enough, but could also be taken as a reference to water as the g i v e r 
of l i f e , because that is what i t does f o r Apolonio at this point. 

8. The d i s c u j s i o n on myth ica l t ime is derived f r o m A . A . Mendi low, 
T i m e and the Novel , New Y o r k , 1952, repr inted 1965, pp. 135-43. 
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round the sun each day, a l l of which are constantly repeated. The progress 

of the hero through three stages, the second of which is a per iod of 

9 

darkness and confus ion, is at t r ibutable to this pat tern, and, as w i l l be 

shown, is present i n Belarmino y Apolonio as the only rea l measure of t i m e . 

Ayala arranges the novel on three separate and unconnected levels 

of t ime which are only brought together at the t ime the na r r a to r begins 

to t e l l his s to ry . The na r r a to r , having met don Amaranto at some unspec­

i f i e d t ime many years before , sets out, i n the present, to w r i t e about 

Belarmino and Apolonio about whom he heard at another unspecif ied t ime 

i n between i n the course of a dramat ic episode which lasted f o r one week 

and dur ing which the events of the previous twenty- f ive years were recounted, 

although not s t r i c t l y chronological ly . But as the s ix days w i t h don Gui l len 

are a d r i f t i n t ime there is no connection between the l ives of Belarmino 

and Apolonio and the present other than memory and the fact that the n a r r a t o r 

is w r i t i n g about them. The novel therefore has three beginnings and a 

cent ra l act ion in the pension which is i n the past w i t h reference to the t ime 

of w r i t i n g , but i n the fu ture w i t h regard to the l ives of Belarmino and 

Apolonio. Although the 'presents ' are the resul t of the past, the reverse is 

also t rue because the past would be consigned to ob l iv ion were i t not f o r the 

recrea t ion of events ei ther by don GuillSn o r the n a r r a t o r . The a i m is to 

show a complicated, and del iberate ly dislocated, ser ies of events coming 

together at a single point. The passage of t ime between the three levels 

is l e f t de l ibera te ly vague because the reader is expected to see them a l l 

s imultaneously, the one superimposed on the other. 

9. The cycle of the departure and r e tu rn of the hero is t r ad i t iona l ly 
w i t h the da i ly passage of the ear th round the sun. 



When the na r r a to r presents the act ion, as he does i n Chapters I , I I , 

I I I , V , and V I , he does so i n s m a l l scenes whose locat ion is eas i ly ident i f ­

iable , but which are dislocated f r o m other scenes by a mysterious lapse 

of t ime about which nothing is said. These scenes tend to begin w i t h 'un d f a ' , 

'una t a rde ' , e t c . . The resul t of this a r b i t r a r y arrangement is that the 

events could easi ly be presented in any other order . Paradoxically the 

f ragmenta t ion of t ime is to avoid the f ragmenta t ion of the character . ^ 

I f a character is shown developing through t i m e , he inevitably appears 

d i f f e r e n t i n d i f f e r en t s i tuat ions; Ayala avoids this by presenting isolated 

scenes which can be superimposed in the mind of the reader, thereby 

hinder ing the l inea r development of the novel , but g iv ing a composite p ic ture 

of Belarmino, who is a mix ture of a l l the attr ibutes which are shown in the 

var ious scenes. The turn ing points in his l i f e , bankruptcy, the f l i g h t of 

Angustias and entry into the a s i l o ? a r e a l l treated ind i r ec t ly . Instead, the 

na r r a to r dwells on ce r t a in i l lumina t ing moments which present d i f f e r e n t , 

and sometimes cont rad ic tory , aspects of his character such as the scene in 

the Ci rcu lo Republicano i n which Belarmino is an ac tor . As a resu l t , changes 

appear abrupt: the last paragraph of Chapter V I deals w i t h Belarmino a f t e r 

he has abandoned philosophy and its last section begins appropr ia te ly w i t h the 

words 'Una vez era ' which take Belarmino out of any t ime-sequence. 

The t ime which.Belarmino spends in this state of introspect ion and 

apparent ind i f fe rence , although not f ixed in ' t ime by the c lock ' , l ies between 

two points in the seasonal cyc le . The escape of Angustias and Pedro takes 

place when the weather becomes ca lmer in autumn. Although many years 

pass before he is to meet Angustias again, he does so at Easter , o r more 

10. This paradox Is also mentioned in A . A . Mendilow, T i m e . . . . , p.135. 
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o r less at the beginning of spr ing . Belarmino's separation f r o m his daughter 
is therefore a k ind of perpetual w in te r , a t ime associated w i t h the death 
which precedes r e b i r t h , Belarmino's ' sa lvat ion ' comes at midday on Easter 
Sunday: a t ime when the sun is at its zeni th , and when Chr is t is r i sen . I t 
seems c lear that t ime has a symbolic value i n Belarmino y Apolonio, but 
as the symbolic references r e f e r to a p reestablished and autonomous pa t t e rn , 
which , as Campbell has shown, runs through most myths, i t would be bet ter 
to c a l l i t a myth ica l t ime-sequence. 

A l l the events i n Pilares are seen in re la t ion to don Guil len 's l i f e and 

to the c r u c i a l s ix days in Madr id i n which he recreates his past l i f e , and 

which end on Easter Sunday. Through don Gui l len events which 

previously d r i f t e d in t ime can be placed. F o r example, i t is only through 

h i m that the reader learns that Belarmino went bankrupt shor t ly a f te r the 

a r r i v a l of Apolonio, an important point which relates the l ives of the two 

cobblers , and that Apolonio's bankruptcy was not long a f t e r the f l i g h t of Pedro 

and Angustias. Don Guil len 's l i f e is the only one i n the novel which is c l e a r l y 

measured in te rms of t ime by the c lock. He a r r i v e s i n Pi lares , jus t before 

the bankruptcy of Belarmino, at the age of 13, three years a f t e r the death of 

his grandfa ther , and leaves f o r the seminary at the age of 15. The adventure 

wi th . Angustias takes place when he is 20: and so Fe l i c i t a must have entered 

the "asilo' at much the same t i m e . A f t e r 12 years i n the seminary he 

becomes a p r i e s t (age 27) and a f t e r 7 years as chaplain to the viuda de Nei ra 

is procured a canonry by the dying duquesa de Somavia, who therefore dies 

when he is 34. The lapse of t ime between die a r r i v a l of Apolonio and the 

reconc i l i a t ion is something l i ke 25 years . I t is in teres t ing that whereas 

Ayala pays l i t t l e attention t o t i m e i n the d rama of Belarmino and Apolonio, 
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he is ca re fu l to establish the s t r i c t chronology of don Guil len 's l i f e . As 
a resu l t , a l l the events in the novel can only be dated by reference to don 
Gui l l en , who is thus placed at . i ts very centre . ^ 

Don Guil len 's l i f e , i n t u r n , fo l lows the three-par t s t ruc ture associated 

w i t h the progress of the hero f r o m darkness to l i gh t , i n which there is a 

preestablished o rde r of events. He is separated f r o m his fa ther by the 

duquesa de Somavia who is his pa t ron , and in a sense a k ind of f a i r y 

godmother who can assure h i m w o r l d l y success. The t ime of in i t i a t ion 

begins w i t h his nightmare stay in the seminary in which he is v i r t u a l l y 

incarcera ted wi th a group of seminar is ts who are only half human, and where 

s p i r i t u a l l i f e is whol ly absent. The f a m i l i a r s t ruc ture is continued w i t h the 

adventure w i t h Angustias, who is described elsewhere as a saint . This 

episode is treated as an exodus to a promised land. A f t e r the f a i l u r e of 

the adventure, don Guil len d i scovers , through the hymns of the b r e v i a r y 

and the enthusiasm of the ear ly Church,the fac t that this wor ld and the next 

are not whol ly incompatible . The middle stage iavoWes a seven year stay 

w i t h the marquesa de Neira which includes the theme of the t reasure (here 

l i t e r a l l y the for tune which she proposes to leave to h i m ) , which has a 

myth ica l significance,and w i l l be the p rac t i ca l means by which the f i n a l 

reconc i l i a t ion of opposites is made possible. The f i n a l stage, o r sa lvat ion, 

occurs on Easter Sunday and coincides w i t h the r e su r r ec t i on of Chr i s t . 

Don Gui l len is therefore reborn , and w i l l be able to l i v e , some would say 

cyn i ca l l y , in both w o r l d s . The few days i n the pensionrepresent a coming 

together of a l l the experiences i n his l i f e , which can, at the end, be seen 

11. Don Gui l len is the only character in the book to be aware of both 
subjective and objective t i m e . F o r don Gui l l en , Ayala , B e l a r m i n o . . . . 
p . 165, the past can exist as memory in the present , and so his 
whole l i f e of near ly f o r t y years can be reduced to f i f t e e n minutes. 
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as harmonious. The importance of the mythical pat tern on the time-sequence 

of the novel is that i t goes beyond the usual conf l i c t of objective and subjective 

t ime : don Guil len 's l i f e may be seen as a per iod las t ing 25 yea r s , many of 

which seemed longer to h i m , o r as three n igh t - t ime conversations which 

pass quick ly f o r the n a r r a t o r , but is i n any case a journey which f a l l s 

easi ly into three wel l -def ined stages, a rhy thm found i n the myth of the hero 

and in many of Ayala 's novels. 

5.3 The mythica l viewpoint 

The novel is overshadowed by a mythical t ime i n the past when complete 

knowledge of the universe was possible, when the essence of a l l objects 

f loated on the i r sur face , when to name an object meant to know i t and its 

12 

o r ig in s . The whole universe could be explained in te rms of myths , and 

no other point of view was possible. This t ime is introduced by don 

Amaranto , who evidently misses this lost understanding of a harmonious 

w o r l d . I n the modern wor ld objects have been divorced f r o m the i r essences 

by the m u l t i p l i c i t y of points of view of fered by a r t , science and ra t iona l 

thought. Man can not look at each object f r o m a l l the points of view 

simultaneously and cannot therefore acquire t rue knowledge. Don Amarantb 's 
13 

max im that ' e l d rama y l a f i l o s o f f a son las unicas maneras de conocimiento ' 

suggests that drama and philosophy w i l l be i n some way the same as the 

old myths and w i l l be able to replace them. 
The question of why drama and philosophy should be a modern 

12. Aya la , B e l a r m i n o . . . , p . 17 There exists i n many of Ayala 's works 
the vague memory of a bet ter t ime in the past. I n e a r l i e r w o r k s , such 
as La u l t i m a aventura de 'Raposui ' , Sentimental Club, Prometeo and 
La cafda de los Limones characters acaia l ly t r y to r e t u r n to i t , o r 
recreate i t in the present, w i t h disastrous resu l t s . 

13. Aya la , B e l a r m i n o . . . . , p. 2 0 . 
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substitute f o r myth is a d i f f i c u l t one. Cer ta inly one answer l ies i n the 

importance each attaches to the indiv idual . The 'd ramat ic ' viewpoint gives 

g rea te r importance to the value and interes t of the l i f e of every ind iv idua l , 

each one having his own unique drama. I n tragedy at least , fate o r destiny 

plays a decisive role and so i t could be said that some eternal power has taken 

an interes t in the ind iv idua l , therefore l ink ing h i m wi th the next w o r l d . Th is 

14 

is a posi t ion which is developed by Apolonio. The philosophical view w i l l 

na tu ra l ly be more distant and look at man in general rather than man i n 

p a r t i c u l a r , seeing h i m in a wider context and concerned more w i t h archetypal 

man. Th i s is no more than a ra t ional explanation of what Ayala was t r y i n g 

to do in the Alber to novels , i n which the myths were used to present Alber to 

as more than an indiv idual . There has therefore been a change i n the 

s ignif icance which Ayala attaches to myths , which is probably explicable 

by the fac t that i n Prometeo he was prepared to take a single myth ica l 

character as a basis f o r his own, because mythica l characters are not mere ly 

general isat ions but, i n the i r own way, highly ind iv idua l . 

By presenting Belarmino y Apolonio f r o m these two standpoints Ayala 

is i n a sense recreat ing the funct ion of the myths , i n which the w o r l d was 

seen as a harmonious con f l i c t , a paradox which is echoed i n the f i n a l 

embrace of Belarmino and Apolonio. The d rama, i n this case, would look 

f o r con f l i c t and the philosophical view would look f o r harmony. I n this way, 

the idea of myths ra ther than the i r adaptation is of cen t ra l importance. 

Myths are a way of looking at the universe so that i t appears harmonious. 

Belarmj.no, through the invention of a new language in which words w i l l 

correspond to the objects which they denote, is concerned w i t h c rea t ing such 

a harmonious w o r l d . I n fact he is re turn ing to the myth ica l o r ig ins of 

14. Aya l a , Belarmino pp. 108-9. 

http://Belarmj.no
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language as they were fo rmula ted by Max M u l l e r , w i t h those work Ayala 

was f a m U i a r . 1 5 

Belarmino 's a i m is to name objects anew so that each word is approp­

r ia te to the object i t represents . ^ The word w i l l therefore correspond 

to one of the at tr ibutes of the object , and as a resul t d i f f e r e n t objects having 

p r i e s t because each bears a burden: the camel i ts hump and the p r i e s t his 

17 

respons ib i l i t i e s . As a resu l t , each object is reduced to a single charac­

t e r i s t i c , as seen by Belarmino. So, although Belarmino is supposedly 

crea t ing a new language, he depends to ta l ly on the words o f fe red by the o ld 

one. Basical ly , things are named by analogy, w i t h the r e su l t ing ambigui t ies . 

This stacje of naming by analogy is discussed by Max MuTler, who re fe r s to 

18 

i t as 'mythopoeic ' . When language is created by analogy o r ig ina l meanings 

tend, i n the course of t i m e , to be forgot ten because, as each object has many 

a t t r ibu tes , i t w i l l tend to have a va r i e ty of names, some of which are used 

a r b i t r a r i l y . There are therefore a number of redundant words whose 15. C. Claverfa was the f i r s t to point out that Belarmino 's invented words might 
be connected w i t h M t f l l e r ' s theories in 'Apost i l las a l lenguaje de Be la rmino ' , 
Cinco estudios de l i t e r a t u r a espanola moderna, CSIS, Salamanca, 1945,p.76. 
He explains the process by which Belarmino recreates the wor ld r 'Nombrando , 
que es para e l lo mismo que conocer y que c r e a r , Belarmino recrea e l 
mundo, y las palabras aplicadas por 61 a su pensamiento adquieren una 
real idad sustantiva y propia y un sentido p r i s t ino y mi to log ico , d i s t in to a l 
que la rut ina de los hombres les d i d 1 . L a t e r , pp .77-8 , he asks ' s i e l 
p r i m i t i v o va lo r quas i - re l ig ioso y m f t i c o de la palabra que encontramos 
en la obra de PSrez de Ayala no procede del uso f recuente que hace y de l 
sentido genf i r ico que, dentro de su t eo r f a , da e l celebre p ro feso r de 
Oxford a la mi to log ia , como fuerza que e l lenguaje e je rce sobre e l 
pensamiento en todas las esferas de la act ividad e s p i r i t u a l ' . 

16. Aya la , B e l a r m i n o . . . , p . 101. 
17. Aya la , B e l a r m i n o . . . , p . 106. 
18. F . M a x M t f l l e r , 'Comparat ive Mythology ' , Selected Essays, I , London, 

1881, p . 358: 'Hence, thu only def in i t ion we can g ive of language during- that 
ea r ly state i s , that i t is the conscious expression in sound of impressions 
received by a l l the senses'. 

s i m i l a r at tr ibutes w i l l be synonymous. The word camelb comes to mean 
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meaning is no longer c lear , as each person w i l l tend to use a d i f f e r e n t analogy 
when naming. Expressions which contain these words w i l l therefore become 
incomprehensible without explanation. Myths are the ra t ional explanations 
of the i r r a t i o n a l and subjective process of naming, and so constitute a b r idge 
between the ra t iona l and the i r r a t i o n a l . The same can be said of Belarmino ' s 
etymologies which are r igo rous ly logica l as long as one does not know the 
t rue one. Belarmino 's words , then, are embryonic myths . 

Belarminb 's language fa i l s f o r the same reasons that mythopeic 

language f a i l ed . His use of analogy, and bel ief i n a harmonious un iverse , 

lead h i m to t r y to express everything in a single w o r d , wh ich is the log ica l 

consequence of the bel ief that a l l creat ion is a uni ty . This word would be 

ext remely ambiguous, and inhibi t a l l communicat ion. I t would serve to 

express Belarminp 's thoughts, but would mean l i t t l e to others ." Belarmino 's 

f a i l u r e is a f a i l u r e of language, which serves to name pa r t i cu la r objects , but 

not to express the uni ty of the universe. 

By contras t , Apolonio sees the next w o r l d as cont inual ly present i n 

th i s . The gods intervene continually to provoke conf l ic t s between super ior 

19 

human beings. Meaning is not to be found w i t h i m h i m s e l f , but outside, 

in the dramas which the w o r l d o f f e r s . F o r Apolonio the w o r l d is f u l l of 

signs and portents which point to divine in tervent ion. The drama which 

Apolonio sees is melodrama, i n which there is a c l ea r - cu t conf l i c t between 

good and e v i l . As a resu l t , he tends to see the same k ind of c o n f l i c t , 

cont inual ly repeated. I n a l l of them he is the hero, o r l o v e r , and i f his fa te 

is to su f f e r at the hand of destiny, he relishes i t the more . I n shor t , when 

19. Ayala , B e l a r m i n o . . . , pp. 108-9 and 116. 
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Belarmino sees the s i m i l a r i t y of a l l things, Apolonio sees conf l i c t and drama. 
I n the absence of what he would consider rea l d rama , he has to invent , and 
does so by reference to l i t e r a r y o r mythica l f i gu res . Myths which i n this 
case are of ten i n the f o r m of l i t e r a r y f i gu re s > a re , f o r Apolonio, a substitute 
f o r the rea l th ing , and by looking to them he disregards the rea l w o r l d . 
By considering h imse l f a hero he only makes h imse l f look s m a l l e r and more 
r id i cu lous . I n his treatment of Apolonid, Ayala returns to the concept of 
myths used f o r comic degradation which was seen i n Tinieblas en las cumbres , 
T ro t e r a s y danzaderas and Frometeo. 

Both Belarmino and Apolonio are aspects of the same myth ica l f i g u r e , 

the t r i c k s t e r o r wise f o o l . Although both are concerned w i t h d iscover ing 

the universe , both are incapable of l i v i n g i n i t . They are both f a i l u r e s , 

Belarmino as a philosopher and Apolonio as a d ramat i s t . Jung makes i t c lear 

that the t r i c k s t e r is super ior to other men because he is creat ive and has 

20 

ce r t a in superhuman qual i t ies , but i n f e r i o r because of his unconsciousness 

of the w o r l d around h i m . F o r Jung this f i g u r e , which l ies behind the 

Pulcinella f i gu re of the Comedia d e l l ' a r t e , survives i n modern l i f e as the 

c lown. This is nGt to say that Belarmino and Apolonio are vers ions of M r . 

Punch, o r descended f r o m the commedia d e l l ' a r t e , but that they are a l l 

manifestations of the t r i c k s t e r archetype. Jung holds that the t r i c k s t e r 

is the opposite of the saviour , and is f requent ly seen i n d i rec t contrast 

w i t h h i m . This is the place which Belarmino and Apolonio take i n the novel . 

Although they have t rad i t iona l ly been seen as opposites, they are complem­

entary f i g u r e s , abstracted f r o m n o r m a l condit ions. Usual ly they would 

20. C . G . J u n g , Four Archetypes: Mother. Rebi r th , S p i r i t , Trickster , 
London, 1972, pp. 1 4 3 - lA4-< 
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mere ly be con f l i c t i ng tendencies w i t h i n a single character , and are separated 
in Belarmino and Apolonio to avoid the need f o r a psychological analysis and 
in the interest of c l a r i t y . They are to be contrasted w i t h don Gui l l en , who 
alone in the novel is an actor , that i s , a man of act ion, and also a contem­
plat ive type. He succeeds where they f a i l . 

5.4 Don Gui l len: a pragmatic hero 

Don Gui l len is the great un i fy ing fo rce i n the novel : he both takes par t 

i n the act ion and is able to stand back and recount i t , and is the re fore both 

actor and spectator, subject and object . I n this reconci l ia t ion of opposites 

he exempli f ies the theme of the whole novel . He is the only character who is 

a l l owed to present his own s tory i n his own t e r m s . Apar t f r o m a few asides 

21 

f r o m the n a r r a t o r , there is no outside view of h i m . As his a r r a y of 

names suggests, he is many things, and i t is hoped to show that his character 

is meant to represent a coming together of a l l the contras ts , a role which has 

t r ad i t iona l ly been considered as that of the myth ica l he ro , who at the end of 

a t ime of s u f f e r i n g returns to the wor ld w i t h a profound knowledge and 

understanding. 

I t is usefu l to consider more c losely the three stages into which his 

career f a l l s . He is not responsible f o r the separat ion f r o m his e a r l i e r 

way of l i f e , but is th rown into the seminary by his protectress the duquesa 

de Somavia. This is a to ta l ly a l ien s i tua t ion , which he regards as a k ind 

of Hel l , inhabited by inhuman crea tures . I n this place Angustias is t rans-
22 

fo rmed into a saint , and even likened to the V i r g i n M a r y . I n this way, 
21. See Aya la , B e l a r m i n o . . . , pp. 31,164 and 196. These are the only instances 

of d i r e c t intervent ion. . 
22. Aya la , B e l a r m i n o , . . , p. 174. The n a r r a t o r , however, intervenes to present 

th is image i n a grotesque l i gh t , p. 25: 'Se parecfa a una v i r g e n de Rafael 
algo ajada ' . 
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Angustias i s , at one t ime or another, a l l women: she appears i n don Guil len 's 

imaginat ion as a mother; she was f o r a short t ime his b r ide ; she is f o r a 

t ime Tirabeque 's mis t ress and at the end don Guil len treats her as his s i s te r . 

She thus f u l f i l s a l l the roles of the goddess i n the myth of the hero. As 

Campbell says, 'the meeting w i t h the goddess (who is incarnate i n every 

woman) is the f i n a l test of the talent of the hero to w i n the boon of l o v e . . . 

23 

which is l i f e i t se l f enjoyed as the encasement of e t e rn i ty ' . Angustias 

is the saviour of don Gui l len , and the na r r a to r heightens her importance 

by presenting her f i r s t , i n such a way that the reader knows that such a 

meeting is bound to take place. 

The adventure w i t h Angustias is i t s e l f sp i r i tua l i sed by don Gui l len , 

24 

who i n his account treats i t as an exodus to the Promised Land. Even 

the weather is treated i n a myth ica l fashion: there is a downpour which he 

compares to the Flood. The symbo l i sm of the ra in would be meaningless i f 

i t were not f o r the b ib l i c a l precedent, and is to be considered as a mythical 

image as there is a wel l -def ined pat tern behind i t . His bel ief is that a l l 

humanity w i l l pe r i sh i n i t and that they w i l l begin the heroic task of s t a r t ing 

25 

everything anew. The f i r s t attempt to possess Angustias and a l l that 

she represents is a f a i l u r e through the intervent ion of outside forces which 

are grotesque, and represent the e v i l beings which w i l l attempt to thwart 

the he ro . 

The in i t i a t ion of don Gui l len takes place i n the seminary and at San 

M a d r i g a l , at each of which he spends seven years , seven being a magical 

number of ten connected w i t h the r e t u r n of the hero (the seven days of the 
23. J. Campbel l , The Hero wi th a Thousand Faces, second ed i t ion , New Y o r k , 

1968, p. 118. 
24. Aya l a , B e l a r m i n o . . . , p . l79.These are a l l typ ica l images of renewal. 
25. A y a l a , B e l a r m i n o . . . . , p . 179. 
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week). I n the seminary he loses a l l f a i t h , having come to the conclusion 

that 'las piedras angulares sobre que se asienta la Iglesia eran otros 

26 
tantos f r audes ' . I n San M a d r i g a l , which is a k ind of deser t , he spends 

a per iod of seven years i n a lmost complete i so la t ion , at f i r s t pursued by 

27 

the marquesa, a 'matrona de Efeso ' , who represents woman as a 

t empt ress , and who o f fe r s h i m her fo r tune , which he accepts only on 

condi t ion that he use i t to some chari table end. He undergoes three types 

of test: r e l ig ious , m o r a l , and soc ia l , which r e f l ec t the three v i c to r i e s 

which he achieves dur ing this pe r iod . 

His f i r s t v i c t o r y , which points to a comparison w i t h Chr i s t h imse l f , 

28 

is to take a l l Angustias 'sguilt upon h imse l f . Such comparisons w i t h 

Chr i s t , who f o r this purpose can be taken as the hero of heroes, is not 

confined to don Guil len 's own point of v iew. On f i r s t seeing h i m the n a r r a t o r 

was s t ruck by the momentary and i l l u s i o r y s i m i l a r i t y of the red s l ippers he 

was wear ing wi th the pierced feet of Chr i s t , and even by the impress ion of 
29 

a halo around his head. When Angustias meets don Gui l len and throws 

herse l f at his feet, she i s , as the na r r a to r points out, repeating the scene 

w i t h Mary Magdalene, which f igures i n three hymns i n the b r e v i a r y , 
30 

edited by cardenal Belarmino, and e a r l i e r quoted by don Gui l lSn. I n 

this way, the relat ionship between them is made t imeless , and broadened: 

the i r adventure is not, therefore' , a romantic inter lude to be regarded as 

secondary to the main theme of the novel . 
I n the second place, his attitude to society changes, as he re jec ts 

26. Aya la , B e l a r m i n o . . . , p . 18L 
27. Aya la , P e l a r m i n o . . . , p . l84 ,The same image occurs i n La pata de la 'raposa, 

M a d r i d , 1970, p . 85. Ayala of ten seems to repeat secondary charac te r s , 
basing them on a single archetypal mot i f , 

28. Aya la , B e l a r m i n o . . . , p. 183-
29. Aya la , B e l a r m i n o . . . , p . 28. 
30. Aya la , B e l a r m i n o . . . , p . 194. 
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most of the f o r m s of socia l organisation which are associated w i t h the modern 

age. Each devotes more attention to some areas of human ac t iv i ty at the 

31 

expense ot others , when in don Guil len 's ideal society a l l would be present . 

His ideal is one of harmony of a l l things i n a state of anarch5 r i n which 

happiness is possible. I n conclusion i t can be said that don Gui l len is a 

hero who is concerned w i t h l i v i n g i n the r ea l w o r l d , one whose discovery 

of ce r t a in e ternal t ruths does not lead h i m to re jec t the w o r l d and l i v e a 

l i f e of a sce t i c i sm. 

The truths which he finds are concerned w i t h r e l i g i o n and i m m o r t a l i t y . 

As Sara SuSrez says, his l i f e is i n a sense an image of the development of 

32 

the Church. He discovers the t rue nature of the s p i r i t , and the fact 

that i m m o r t a l i t y is of the s p i r i t , not the body. This rea l i sa t ion is a c lear 

development f r o m the s i tuat ion of the hero at the end of Proraeteo, i n which 

the f i n a l poem warns that Marco 's fau l t was his lack of f a i t h . 

His t r i u m p h cannot, however, be complete u n t i l he has been re-uni ted 

w i t h Angustias, the goddess-f igure . This meeting takes place on Easter 

Sunday, j u s t as a new day is dawning, and as a resu l t , takes on the s ign i f ­

icance of a r e su r rec t ion and a new beginning. There is even a reference 
33 

to the g i f t of tongues, i n what is a myth ica l as w e l l as a l i t e r a l s i tua t ion . 

The signif icance of the references to the archetypal myth is that i t provides 

a pa t tern f o r the whole of don Guil len 's l i f e . 

The importance of don Gui l len i n the novel is that he manages i n his 

own l i f e to reconcile many of the apparent inconsistencies and contradict ions 

31. Aya la , B e l a r m i n o . . . . , p . l 8 7 » 
32. See S- Sudrez Sol is , Anal ls is de Belarmino y Apolonio , Oviedo, 1974,p.l68, 

The same l ink ing of the l i f e of a character w i t h an ent i re h i s to r i ca l 
process occurs i n Prometeo, see Chapter 4 . 2 . 4 . 

33. Aya la , B e l a r m i n o . . . . , p. 195 . 



-170-

of the w o r l d outside. He i s , f o r example, the only character to see that 

Belarmino and Apolonio are not opposites, but that they have much i n common ." 

I n this way he goes beyond the apparent contradictions of the theories of don 

Amaranto and Escobar. His reading of the b r e v i a r y combines Apolonio 's 

delectat ion of the sounds of words regardless of the i r meaning and 

Belarmino 's a i m of reveal ing the r ea l meaning of words . Language is f o r 

h i m both a means of understanding - his insight into sp i r i t ua l l i f e is gained 

through reading Paul's epistle to the Corinthians - and a way of expressing 

h imse l f - he preaches i n the f oyal chapel and i s , the na r r a to r adds, a 

33 

'pico de o r o ' . He is able to act i n a 'drama de conciencia ' , yet can also 

t e l l the whole s to ry to the na r r a to r . Although a l l the characters i n the book 

are presented once as actors i n a d rama , and once as spectators of another, 

he is the only one to do so without appearing r idiculous and i n whom act ion 

and contemplation are complementary: Belarmino and Apolonio, f o r 

instance, cannot l i ve without each other. I n conclusion don Gui l l en is the 

f i r s t character i n a novel by Ayala to progress successful ly through the 

three stages of the in i t i a t ion of the hero: he is both a man of act ion and a 
. . 36 

contemplative man. 

I t is not d i f f i c u l t to see why Ayala makes of don Gui l len a myth ica l 

hero . As don Guil len must act i n and recount his own l i f e , there is l i t t l e 

34. Aya la , B e l a r m i n o . . . , p. 172: ' E l dec fa profesar la f i l o s o f f a , pero yo 
digo que tenia mucho de poeta; a s f c o m o m i padre, Apolonio , que 
decfa profesar la d ramaturg ia , tema mucho de f i l 6 s o f o ' . 

35. Ayala , B e l a r m i n o . . . , p. 24 . 
36. Aya la , L e t t e r to Miss P. A . Preston, 21/2/1955, included i n M . B . M c C a l l , 

An Analysis of Ram6n Pgrez de Ayala 's Novels as a Plea f o r F reedom, 
Ph .D. , Bryn M a w r , 1959, p.284: *yo, desde gSrmenes humi ldes , he 
querido insinuar<ios aspiraciones permanentes del espr r i tu humano hacia 
dos fo rmas superiores de la vida: f i l o s o f i a y drama; contemplacion 
y acc i6n ' . 
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r o o m f o r the n a r r a t o r to make comments. I f the n a r r a t o r were to do so 

he would e i ther present a d i f f e r en t ve r s ion , thereby d isc red i t ing don 

Gui l l en , who is a f t e r a l l meant to be an ideal , or he would mere ly c o n f i r m 

everything he says, thereby lengthening the novel . The na r ra to r / au thor 

must therefore present the distant , generic view of don Gui l len w i th in 

the hero's own account of h imse l f : he is a f t e r a l l , meant to be a recon­

c i l i a t i o n of a l l opposites. Don Guil len presents h imse l f as an ind iv idua l , 

w i t h a personal d rama . He f i r s t appears on the ' r e a l ' l eve l of the novel , 

as opposed to the fantasy i n Pi lares , i n which the na r r a to r is an actor and 

therefore unable to o f f e r an omniscient viewpoint . Then, by becoming 

the na r r a to r h imse l f , don Gui l len is able to present his own actions i n the 

distanttuu) i l l - d e f i n e d past, i n which he also appears as a generic character . 

The mythical v iewpoint , f r o m which a l l the references and the general 

pat tern are seen, is therefore that of don Gui l len h imse l f and, s ign i f i can t ly , 

is never contradicted or r id icu led by the n a r r a t o r , who c l ea r ly looks up 

to h i m . 

A second reason f o r the mythical t reatment of don GuillSn is con­

cerned w i t h Ayala 's ideological posi t ion. The re is always a tendency in 

Aya la , apparent i n Belarmino y Apolonio, to see the w o r l d in te rms of 

contradict ions and r idiculous contrasts , a hopeless mix ture of conf l i c t ing 

points of v iew. Yet there is an equal des i re to establ ish harmony and 

37 
t r u t h : i n the prologue to Tro te ras y danzaderas he states that the a i m of 

37. F . W . Weber, The L i t e r a r y Perspect ivism of Ramon Pgrez de Ayala , 
Chapel H i l l , 1966, p . 12: 'He envisions an u l t ima te cosmic,harmony 
that pe r fec t ly reconciles a l l conf l ic ts and contradict ions; although 
man cannot ra t iona l ly grasp this total r e a l i t y , he can in tu i t i t 
through aesthetic experience, imi ta te i t in a work of a r t , a f f i r m 
and revere i t i n the pract ice of to lerance ' . 
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38 
the l a te r novels was to show some of the eternal norms in ac t ion , a 
task which is incompatible w i t h the na r ra to r ' s exp l ic i t intent ion of holding 
no pa r t i cu l a r point of v iew. Ayala 's answer i n Belarmino y Apolonio is 
to d ivorce the na r r a to r f r o m the presentation of such norms by having a 
character t e l l his own s t o r y , having established h i m as a hero. Don 
Guil len is a myth ica l hero representing a reconc i l i a t ion of opposites and 
s t ab i l i ty i n a r e l a t i v i s t i c w o r l d . 

I t is wor thwhi le pausing here to discuss the nature of Ayala ' s hero , 

who d i f f e r s i n many respects f r o m the protagonists of his e a r l i e r novels. 

In the f i r s t place, don Guil lSn is a man i n whom thought does not preclude 

act ion. F o r h i m external r ea l i ty exis ts , and he is concerned w i t h l i v i n g i n , 

and r i s i n g i n , the r ea l w o r l d . His success, due to his ab i l i t y to preach, 

marks h i m out as an actor and ye t , as the n a r r a t o r points out , he is no 

hypocr i te . Nor does he su f f e r f r o m abulia l i ke A l b e r t o , though not 

through lack of thought as he is seen as a moderately scho la r ly type, 

though s ign i f ican t ly he has no des i re to be a creat ive w r i t e r and confines 

h imse l f to t rans la t ions . Although he has ce r t a in ideas about soc ia l 

organizat ion, he makes no r ea l attempt to c a r r y them out and entertains 

no grandiose notions of being a superman o r becoming the fa the r of one. 

Instead, he l ives and p ro f i t s by the values of the r ea l w o r l d , taking care 

to dis t inguish them f r o m s p i r i t u a l values, although observing both . He 

can therefore believe in the Sp i r i t and have f a i t h i n God: 'Creo en e l 

39 
e s p f r i t u y soy continente: todo e l resto es secundario ' . I n this he is 

38. Ayala , prologue to Tro te ra s y danzaderas, Losada, Buenos A i r e s , 
1942, p . 19: 'me apliquS a e s c r i b i r otras novelas l a rgas , que se 
propcnen la recreaci6n en presente de algunas de las normas eternas 
y los valores v i ta les ; y son Belarmino y A p o l o n i o . . . . ' , 

39. Aya la , B e l a r m i n o , . . . p . 183 , 
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unl ike Marco whose main f au l t , as has been shown, was to neglect the 
S p i r i t , which makes a l l men the ch i ld ren of God. I n this c i rcumspect and 
c a r e f u l way, don Gui l len l ives i n both world?, the t r ad i t iona l achievement of 
the hero. Some would say that he is cyn ica l , but the n a r r a t o r points out 
that he is quite s incere . His acts are l i m i t e d i n scope but reveal ing, 
his f i r s t act a f t e r his convers ion being to take a l l Angustias's g u i l t upon 
h i m s e l f , i n an act of penitence. I n this way, he is prepared to renounce 
h imse l f , but not t o t a l ly , as he is always pragmatic and aware of the 
w o r l d : he only breaks the fas t i n secret , and w i l l not l i v e w i t h Angustias. 
I n conclusion, although not p a r t i c u l a r l y l ikeable , Ayala 's pragmatic hero is 
admirable i n that, unl ike a l l his previous crea t ions , he reconciles ce r t a in 
opposing att i tudes: he is nei ther a philosopher no r a d ramat i s t , hypocri te 
o r saint , but a balanced and stable mix tu re . 

5.5 The 'my th i ca l qua l i ty ' 

I t can be held that Belarmino y Apolonio is a mythica l novel i n the 

40 

sense i n which C.S . Lewis uses the w o r d . I n the f i r s t place, the 

myth ica l s t ruc tu re of don Guil len 's l i f e is e x t r a - l i t e r a r y : i t is an abs t rac t ion , 

wh ich , although to be found in many myths and l i t e r a r y f i g u r e s , is not i t s e l f 

l i t e r a r y . I n his c rea t ion of the character of don Gui l l en , 'Ayala goes back 

to the essence of the myth of the hero, r e fus ing to iden t i fy h i m wi th any 

pa r t i cu l a r f i gu re of l i t e r a tu r e o r mythology. As has been shown, he is 

sometimes associated w i t h Chr i s t , and as the na r r a to r says, takes part 
41 

i n the 'drama de los d ramas ' , the death and r e su r r ec t i on of Chr i s t . The 

40. C .S . L e w i s , A n Exper iment i n C r i t i c i s m , C . U . P . , 1961, pp. 4 0 - 9 . 
41. Ayala , B e l a r m i n o . . . p. 164 
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understanding of the mythica l pat tern depends, the re fo re , on the reader 's 

own k n o w l e d g e , an element which opens the novel to extraneous m a t e r i a l . 

The novel is thus not an invention, as the n a r r a t o r c l a i m s , but nei ther is 

i t open to the whole w o r l d . I ts references to the outside w o r l d a r e , 

42 
however, confined f o r the most par t to the mythological w o r l d . 

C.S. Lewis ' s second character is t ic of myth ica l l i t e r a tu r e is that i t 

does not c a l l f o r suspense o r su rp r i s e , but is f e l t to be inevitable. In 

Belarmino y Apolonio the complicated time-sequence destroys the l i nea r 

f l o w of t ime on which suspense depends. Many events, by being treated 

twice f r o m d i f f e r en t points of v iew, do not serve the development of a p lo t . 

Lewis points out that myth 'works upon us by i ts pecu l ia r f l avou r o r qua l i ty , 

ra ther as a s m e l l o r chord does'. I t is c lea r that Ayala meant Belarmino y 

Apolonio to be seen in depth, ra ther than as a l inear progress ion ; a l l the 

characters are intended to be seen f r o m two points of view at the same 

t i m e ; F e l i c i t a is v e r y t i m i d wi th N o v i l l o , but f u l l of energy when i t comes 

to organizing the elopement. The reader is meant to think of the novel as a 

ser ies of contrasts reconci led in don Guil lSn. F o r this reason t ime is 

v i r t u a l l y abolished: don Guil len 's l i f e w i l l f i t jus t as eas i ly into s i x dajrs , 

two nights o r the t h i r t y - e i g h t years which he actual ly takes to l i v e it„ The 

characters are then, i n C.S. Lewis ' s words , 'permanent objects of contemplat ion ' . 

He also c la ims that i n myth the reader feels no sympathy f o r the 

pa r t i cu l a r charac te rs , but only f o r man i n genera l , be l iev ing that 'the 

42. F . W . Weber, The L i t e r a r y F e r s p e c t i v i s m . . . , pp ,38-9 . She argues 
that as Ayala is an i ronic novel is t , his novels must be open to the 
outside w o r l d , so that the i l l u s ion of the 'closed prec inc t ' may 
be destroyed. She f a i l s to point out, however, that only a v e r y 
l i m i t e d amount of the outside w o r l d is al lowed to in tervene. 
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pat tern of the i r movements has a profound relevance to our own l i f e ' . 
Cer ta in ly , the scenes in P i la res , being set apart i n t ime f r o m the present 
and f i l t e r e d through the n a r r a t o r ' s imaginat ion and don Guil len 's 
m e m o r y , are distant and the characters , although enlivened by countless 
picturesque de ta i l s , are not seen as individuals but ra ther as a ba t t le ­
ground f o r opposing fo rces . Through the f i gu re of don Gui l len , who 
demonstrates the divine l i f e that exists i n a l l men, the novel i s , however, 
seen to be profoundly relevant . 

The f i n a l charac ter i s t ics are that myth is ' fan tas t ic ' , 'grave,' and 

' awe- insp i r ing ' , elements which do not at f i r s t sight appear relevant . Yet 

Belarmino y Apolonio is presented as an invention of the n a r r a t o r , o r 

fantasy. Although f u l l of comic touches, comedy is presented as a contrast 

to tragedy and drama in a w o r l d i n which a l l pa i rs of opposites co-ex is t . I t 

is not, t hen , a comic novel o r even a parody, as don Gui l l en , who possesses 

a l l the quali t ies of Belarmino and Apolonio, is a serious charac te r , and 

never parodied: he i s , as has been shown, a reconci l ia t ion of the two 

shoemakers who manages to l i v e i n the r ea l w o r l d . The awe- insp i r ing 

react ion is to be seen ind i rec t ly only, in don Amaranto 's method of looking 

at characters f r o m a distance a f t e r coming into close contact w i t h them. 

His s p i r i t , as the na r r a to r makes c lea r , pervades the whole novel . I t 

could be concluded that although Belarmino y Apolonio is not a recon­

s t ruc t ion of pa r t i cu l a r myths , i t is profoundly concerned w i t h myths and 

has a myth ica l qua l i ty . 
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CHAPTER V I 

T H E URBANO AND SIMONA NOVELS 
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T H E URBANO AND SIMQNA NOVELS 
6 D 1 C r i t i c a l reception 

The r e l a t ive ly large number of related mythical and l i t e r a r y themes 

i n the Urbano and Simona novels, although g iv ing s t r uc tu r a l support to 

the na r ra t ive and a ce r t a in resonance to the charac ters , has not always 

won pra ise f r o m the c r i t i c s . Luna de m i e l , luna de h ie l and Los t rabajos 

de Urbano y Simona, although widely praised on the i r publication, ' ' ' have 

since been subjected to more c r i t i c i s m than a l l Ayala 's other novels , and 

usual ly f o r the i r use of myth . I f the v a l i d i t y of Ayala 's mythica l method was 

ever i n quest ion, i t is i n these novels , D . L Fabian, f o r example, asse t ts : 

I n an attempt to adapt the charming pastoral myth of Daphnis and 
Chloe to the modern wor ld of Freud and abul ia , Ayala has 
t r ans fo rmed its characters into a pa i r of pathetic paper cut -outs . 

He is one of the many c r i t i c s who re jec t the novels f o r the i r lack of 

v e r i s i m i l i t u d e , assuming that t he i r theme can be reduced to don Leoncio 's 

shor t d i squ is i t ion about sex education, and that the Daphnis and CMoe 

theme is i n some way i l l u s t r a t ive of i t . Yet the Daphnis and Chloe 

references are only a s m a l l par t of a web of mythical a l lus ions , and 

perhaps the author never intended to adapt them or to use them to support 

any soc ia l argument . Indeed, the unrea l i s t ic character isa t ion resu l t ing 

f r o m the inc lus ion of myths may be intent ional , se rv ing as a contras t w i t h 

the recognizably r ea l socia l s i tuat ion. 

Txhe most serious d i f f i c u l t y in approaching the Urbano and Simona 

1. See M . Azana, 'Luna de m i e l , luna de h i e l y Los trabajos de Urbano y Simona ' , 
La Pluma, V I , M a d r i d , 1923, pp. 409-13 and C. R ivas -Cher i f , 'Ramon 
Pgrez de Ayala : Luna de m i e l , luna de hiel ' , Espana, M a d r i d , 3/2/1923 
and C .R ivas -Che r i f , 'Los t rabajos de Urbano y Simona', Espana, M a d r i d , 

10A1923, 
2. D . L . F a b i a n , A C r i t i c a l Analysis of the Novels of Ram6n Pgrez de Aya la , 

Ph .D. Chicago, 1950, p. 157. 
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novels l ies in the improbab i l i t y of anyone reaching the age of twenty to ta l ly 
innocent, as W. A . D o b r i a n s a y s , begging the question: 

A plea f o r sensible open-mindedness i n sex education, the 
Luna de m i e l ser ies is doomed f r o m the s ta r t by the u t t e r 
imp laus ib i l i t y of the s i tuat ion i t seeks to develop. 3 

Th i s would be t rue i f the novels were a 'plea f o r sensible open-mindedness 1 . 

I f the novels are to prove anything about society, the charac te rs ' d i f f i c u l t i e s 

must be seen to der ive f r o m a faul t i n that society. Yet Ayala stresses that 

dono-Micaela's own method of education involves e l imina t ing a l l contact w i t h 

4 

society, and is an exception. Amor6s argues that the method is a c a r i c a t u r e , 

but i t must be more as Urbano is to ta l ly innocent, and not through soc ie ty ' s , 

but his mother 's f au l t . Most c r i t i c s have seen this innocence as mere ly 

ignorance of sex and. drawn the conclusion that the whole series is about sex-

education, Yet Urbano's innocence is l inked to a t r ad i t iona l ' l i t e r a r y ' 

innocence and u l t ima te ly to the innocence of man before the f a l l . He is by no 

means the only innocent character in the books; his parents , don Castulo and 

dona Rosita are a l l innocent i n some way. The p rob lem f o r Ayala was 

presumably that i f he were to deal w i t h the un ive r sa l theme of the loss of 

innocence i n a novel w i t h an unquestionably ' r e a l i s t i c ' l e v e l , he would have to 

present characters who were innocent i n some pa r t i cu l a r area, such as sex. 

And in accordance w i t h his pract ice of dealing w i t h essences, dictated by the 

mythica l technique, he would have to create at least one to ta l ly innocent 

character . Yet i n a myth ica l context there is nothing abnormal about innocence. 

The reason f o r the adverse c r i t i c i s m s is that i n the Urbano and Simona novels 

3. W . A . Dobr ian , The Novel is t ic A r t of Ram6n Pgrez de Ayala , P h . D . , 
Wiscons in , 1960, p . 192. 

4 . A . AmorCs, La novela intelectual de Ram6n Pgrez de Ayala , Gredos, 
M a d r i d , 1972, pp. 321-2 . 
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Ayala allows the myth ica l and l i t e r a r y levels to intrude upon the l i t e r a l 

leve l to an unprecedented extent w i t h the resul t that they become c l u m s i l y 

entangled, the l i t e r a l l eve l becoming saturated wi th mythical and l i t e r a r y 

echoes. One of the purposes of this chapter w i l l be to pick out the myth ica l 

elements and show how they f o r m a coherent pat tern. 

A f u r t h e r c r i t i c i s m is that the novels lack un i ty , there being no 

fus ion of the s t ruc ture of the c lass ica l tragedy of the f i r s t half and the 

adventure novel i n the second. J. Matas argues that, despite the theories of 

don CSstulo, the downward movement of tragedy in 'Cuarto Menguante', 

although essential to the purpose of the book, clashes wi th the episodic 

s t ruc ture of Los trabajos de Urbano y Simona. ^ As a resu l t , he c l a i m s , 

there is no sense o r order i n a novel which is meant to po r t r ay the resolut ion 

of chaos and the r e ign of the ' n o r m ' . Matas would expect some k ind of 

reconc i l i a t ion as i n Belarmino y Apolonio, when in fact the reconc i l i a t ion is 

of a d i f f e r e n t , and less op t imi s t i c , k i n d . This chapter w i l l t r y to show that 

the only un i fy ing fo rce i n the novels is the progress of the hero , which is 

t raced consistently through a l l f ou r pa r t s . 

The c r i t i c who has placed most emphasis on the mythica l nature of 

the novel is Andres A m o r 6 s , who describes i t as, 

un profundo mi to humano: el de un hombre y una muje r que 
buscan la plenitud humana desde la inocencia, pasando por e l 
doloroso descubrimiento de la vida y venciendo con sus t rabajos 
los obstaculos que la sociedad pone en su camino. 6 

Apar t f r o m mentioning the general theme, however, he does not discuss i ts 

t rea tment , o r relate i t to the host of myth ica l and l i t e r a r y references which 

5. J. Matas , Contra e l honor, Hora h , M a d r i d , 1974, pp. 120-1. 
6. A . A m o r f i s , La novela i n t e l e c t u a l . . . . , p. 357. 
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presumably underl ine i t . He takes f o r granted that the obstacles are 
soc ia l , and that the 'profundo mi to ' could easi ly be a l tered by r e f o r m of 
the educational system, when i n fact obstacles of some sor t are an e ternal 
component of the theme. Whereas he, w i t h most c r i t i c s , have concluded 
that the d i f f i c u l t i e s of Urbano are abnormal , i t w i l l be the purpose of 
this chapter to show that they are an image of n o r m a l i t y . 

6 .2 The b i b l i c a l theme 

The mythica l - l i t e r a r y level of the two novels includes references 

to the ve ry or ig ins of mankind. By introducing the theme of the expulsion 

of Adam and Eve f r o m paradise, and l i nk ing the fortunes of Urbano and 

Simona w i t h i t , Ayala presents them not as v i c t ims of a perverse educational 

sys tem, but as eternal f igures undergoing experiences common to a l l 

mankind. The f a l l is therefore not a past event, but a continual ly re-enacted 

in i t i a l on into the w o r l d . I t is interest ing to note that one of the novels 

planned by Ayala , but never w r i t t e n , was about the c rea t ion of the w o r l d 

and that many of his shor t s tor ies are about the concept of innocence versus 

experience; i t is consequently not unreasonable to suppose that the 

references to the c rea t ion and f a l l of man have a special importance f o r 

Aya la . 

The f i r s t mention of Adam and Eve comes f r o m dofla Micae la , 

whose intention of crea t ing the perfect man involves creat ing a pe r fec t ly 

innocent one. I r o n i c a l l y , a state which is i n myth a s ta r t ing-poin t becomes 

f o r her a goa l . She is t r y i n g to re-create humanity, abolishing the f a l l , 

and thereby releasing man f r o m the burden of o r ig ina l s in . Urbano is 

thus of ten r e f e r r e d to as an angel , and he and his fu tu re wi fe w i l l be 



-181-

7 'como Adan y Eva ances del pecado'. The idea of the perfec t man is 
c l e a r l y not new in Ayala: Fernandez, in Sonrefa^wanted to r e t u r n to 
innocence and Marco de Setignano had projec ts f o r the renewal of humanity 
and l ike dona Micaela was concerned w i t h producing the per fec t human 
being. The d i f ference is that now per fec t ion is seen as f r eedom f r o m 
s i n , whereas before i t consisted i n energy and w i l l - p o w e r . Marco ' s 
projec ts come to nothing, whereas Urbano's innocence is not re jec ted , but 
redefined i n the course of the novel . 

The case f o r treating Luna de m i e l , luna de h ie l and Los Traba jos 

de Urbano y Simona as more than 'a plea f o r sensible open-mindedness i n 

sex education' rests mainly on the myth ica l t reatment , which turns 

Urbano's questions about what to do wi th Simona into a quest f o r a l l 

knowledge. Urbano is thus forced into eating the f r u i t of the t ree of 

knowledge, a s i tuat ion which is re f lec ted i n the per iod he spends i n E l 

Collado, a modern equivalent of paradise. At the beginning he is ' tan 

g 

nino, s imple e inerme ante e l mundo como en la aurora del uso de r a z 6 n ' „ 

That i s , he is about to s ta r t using his reason, which was Adam's c r i m e . 

Just as the Garden of Eden was created f o r the pleasure of man, so 

Urbano's relat ionship w i t h his surroundings is at f i r s t passive and 

unquestioning. I n this Simona, of ten l ikened to a goddess, becomes 

God h imse l f : 

Como Jehova1, en e l edgn, nombraba, para e l solo hombre que 
entonces habia sobre la t i e r r a , las cosas por sunoiukre, dandole a 
entender que no tenian ot ra f inal idad sino solazarle y s e r v i r l e . . . . 

7. Aya la , Luna de m i e l , luua de h i e l , Obras CompletasJV, p . 226. 
8. Aya la , L u n a . . . . , p . 258 -
9. Aya la , L u n a . . . . , p . 302 . 
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But as soon as Urbano takes possession of paradise he begins to question 
i t , and develops an ' inquietud' on rea l iz ing that he w i l l never know every­
thing about i t and that he w i l l r emain f o r e v e r a c h i l d . The loss of 
innocence becomes a re l ig ious ra ther than a psychological p rob lem: 

Para 61, comenzaba e l mundo a s a l i r de la nada; pero comprendia 
que nunca sa ld r fa del todo; que, par mucho que 51 avanzase, 
s iempre l l ega r i a a un l f m i t e donde no podrfa avanzar; en e l unbra l 
de esa zona de mis t e r io deberia a lzar implorante e l coraz6n hacia 
e l Padre que esta en los c ie los . 10 

I t is c lea r that the Urbano and Simona novels begin where Prometeo l e f t 

o f f : w i th the humble rea l iza t ion of God's mysterious power. Nevertheless 

the rest of the book is taken up w i t h the stages of Urbano's f a l l into the 

w o r l d ; he asks continual questions about everything he sees, which at 

f i r s t appears chaotic. When the process of the f a l l has been established, 

Ayala introduces an echo meant to pinpoint the posi t ion: 

Sentfa el torso de e l la tan contiguo a s i mismo que se f iguraba 
como s i e l , Urbano, estuviera desnudo; y , s i n saber por que, 
se avergonzaba. 11 

That is , before they are l i t e r a l l y thrown out of paradise he has already 

begun to lose his innocence, a process which is seen as both inevitable 

and na tura l . 

The awareness of the myth spreads f r o m one character u n t i l severa l 

are conscious of i t . As we have seen, dona Micaela was the f i r s t ; then 

the na r r a to r took i t up g iv ing i t the authori ty of his omniscient v iew; 

f i n a l l y don CSstulo te l l s Urbano to read Genesis. Although unable to 

understand i t at f i r s t , he eventually appreciates i t ('Ho fal taba detal le . 

10. Ayala , L u n a . . . . , p .305. 
11. Ayala , . ILuna . . . , p„341 . 
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12 
E l y SLmona eran Adan y Eva' ) and Is able to see h imse l f f r o m a quite 

d i f f e r e n t point of v i ew , as par t of a un iversa l pat tern; order replaces 

chaos. Th i s presents Urbano w i t h the greatest of a l l his p rob lems: he 

now knows what is going to happen, and can look down on the events w i t h 

an in te l lectual and knowing detachment which inhibits act ion jus t as much 

as innocence^ Indeed, the expulsion f r o m E l Collado s t r ikes h i m as less 

13 

'digna' o r 'decorosa* than the o r i g i n a l . The awareness of the myth only 

serves to widen the gap between the ideal and the rea l w o r l d , a theme which 

w i l l be discussed la te r . 

There remains the p rob lem of the jus t ice of Urbano's f a l l f r o m 

paradise, which can only be explained by reference to the end of the process: 

en t ry into the Kingdom of God.This is done by dona Rosi ta , f o r whom the 
14 

Day of Judgment is a f i n a l , and equitable, set t l ing of accounts. Although 

the w o r l d into which Urbano is thrown appears chaotic, and his reason f o r 

being there a r b i t r a r y and unjus t , dona Rosita ju s t i f i e s i t a l l in te rms of the 

next w o r l d , which f o r her is c losely l inked w i t h this w o r l d , i n which paradise 

is to be found. A f t e r the death of dona Rosita there are few references to 

the Bible , the basic s t ruc ture having been made c lear . On the myth ica l 

l e v e l , the novels are set between Heaven and H e l l , w i t h occasional excursions 

into both. 

6.3 L i t e r a r y genres 

The two novels are mythical i n the sense that they are consciously 

gener ic ; the mythica l level is composed, not jus t of references to myth ica l 

12. Aya la , L u n a . . . , p . 344.. 
13. Aya la , L u n a . . . , p . 358. 
14. Aya la , L u n a . . . , p. 365, 

did . 
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situations o r l i t e r a r y f i g u r e s , but also of echoes of l i t e r a r y f o r m s , 
Urbano's l i f e may, at f i r s t , be a grotesque tragedy, but his teacher, don 
CSstulo, comes to be aware of a genuinely t ragic pat tern benind the events. 
Urbano's generic ident i ty changes. Thus , don CSstulo's f i n a l d iscovery of 
the 'verdadera tragedia* ^ is a sign that the archetypal pat tern is s t i l l 
present . As we have seen elsewhere, Ayala 's t reatment of myth is by no 
means a l l grotesque, and i n this case is not connected w i t h soc ia l c r i t i c i s m , 
but w i t h the ident i ty of the ind iv idua l . 

One of don CSstulo's main wor r i e s is to decide which genre the events 

belong to; that i s , to establ ish the archetypal f o r m which reigns over the 

ac t ion. This concern has been dismissed by Matas: ' la r e f l e x i o n sobre la 

f o r m a de los l i b ros es un sobrepuesto i n u t i l a l tenia ' . ^ Yet don C&stulo's 

in teres t in the classics and w i s h to relate the events to a c lass ica l f o r m are 

ways of b r ing ing o rde r and harmony to a w o r l d which he sees as chaotic. 

This conf l i c t between chaos and order is cen t ra l to the novels: dona 

Micaela 's react ion to her own childhood is to impose o rde r on Urbano 's ; 

f o r Urbano h imse l f , education involves d iscover ing the sense behind 

appearances;the novels contain many situations based on a contrast between 

what is and what appears to be, Don CSstulo's preoccupation w i t h l i t e r a r y 

genres , and i n p a r t i c u l a r the c lass ics , is therefore an essential pa r t of 

the novels. His f i r s t approach is to seek o rde r through detachment f r o m 

events. The t ragic f o r m is the re fo re , inc identa l ly , a convenient way f o r 

h i m to abdicate respons ib i l i ty . His awareness of the tragedy is matched b y the 

hope that the events might t u r n out to be 'egl6gicos ' , and so he t r i e s to submi t 

15. Ayala , Los t rabajos de Urbano y Simona, Obras Completas, I V , p . 390. 
16. J. Matas, C o n t r a . , . , p . 115. 
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Urbano and Simona to a 'd isc ip l ina poStica ' , w i t h Daphnis and Chloe as 
17 

models. F o r h i m , l i f e must correspond to a preestablished pat tern i f 

i t is to be authentic. This imposi t ion of o rder i s , as i n the case of T e 6 f i l o 

Pajares, w i t h whom don Castulo has much i n common, an i l l u s i o n , i n wh ich 

the l i t e r a r y f igures obscure a d i r ec t perception of rea l i ty and are an t i -

v i t a l . As a spectator, he has an inauthentic view of the situation., which 

cannot account f o r his increasing involvement and ident i f ica t ion w i t h Urbano. 

His 'convers ion ' to roman t i c i sm indicates nothing more than that he cannot 

understand events and that he sees the w o r l d as a hosti le place. At this 

point he is in the r ight psychological pos i t ion to see the true tragedy of 

Urbano : he both identif ies w i t h h i m and sees h i m f r o m a distance. There 

is i n Luna de m i e l . , . . the s t ruc ture of a t ragic f a l l of a whole o rder 

d isso lv ing to be replaced by a new one, and don CSstulo's r emarks provide 

a commentary on i t . He can therefore say, at the beginning of Los t r a b a j o s . . „ 

that he is witnessing an 'autSntica tragedia ' (as opposed to an Lnauthentic 

one). The ' t ragedy' begins in a grotesque fashion, w i th what Matas has 
18 

cal led 'gracioso lenguaje " m f t i c o " ' , to become a rea l tragedy i n 

accordance w i t h Ayala 's theories on the subject . I t is therefore not 

su rp r i s i ng that most of the references to t ragic f o r m come, as Matas 

points out, at the end of Luna de m i e l . . . . I t can be concluded that the 

tragedy, as witnessed by don Ca'stulo, is the f a l l of the innocent Urbano 

and his expulsion f r o m paradise. 

There is therefore a complicated relat ionship between the archetypal 

and the rea l i s t i c l eve l . Th is l a t t e r appears a fo rmles s and meaningless 

17. Aya l a , L u n a . . . . , p . 285 . 
18. J. Matas , C o n t r a . . . , p . 86 



-186-

grotesque tragedy. Indeed, i t i s , as we shal l see, both unnatural and an 
invers ion of the n o r m . The a i m of the book is not to impose an order on 
i t , but to reveal to the reader an order and s tab i l i ty which perpetual ly 
l i e behind i t . There is a f a m i l i a r pat tern: the l i t e r a r y leve l appears 
at f i r s t to be completely divorced f r o m the modern s i tuat ion, and is 
l a t e r seen to be relevant . I t is in this context that the themes of Daphnis 
and Chloe, and Persiles y Segismunda should also be seen. 

6 . 4 . Daphnis and Chloe 

Ayala 's use of the Daphnis and Chloe theme appears at f i r s t to be 

balanced between contrast w i t h the o r ig ina l and the continuity of a t r ad i t i on . 

On the one hand, numerous echoes emphasise the l i t e r a r y nature of 

Luna de m i e l . . . and Los t r a b a j o s . . . and on the other , don Castulo's 

d i s to r t i on of the l i t e r a r y pre c edent leads the reader to question i ts relevance. 

The theme is f i r s t introduced by CSstulo h imse l f , and constitutes his f i r s t 

evaluation of the loves of Urbano and Simona; he expects to witness the i r 

g rowing love jus t as the n a r r a t o r of the Greek novel d i d , d is tant ly and 

without emotion. By emphasizing cont inui ty , Ayala b lurs the d i s t inc t ion 

between f i c t i o n and r e a l i t y , and by suggesting di f ferences he is able to 

comment on the modern s i tuat ion. 

As usual , the f i r s t a l lus ion comes f r o m a character who cannot see 

the s i tuat ion c l ea r l y . Don Castulo is reminded of the s i m i l a r i t y when dona 

19 

Micaela says that Urbano and Simona are 'como dos r e c i £ n nacidos ' . 

Even at this ear ly stage he changes the facts by t r y i n g to use the Greek 

pastoral novel as a textbook,when it is in fact escapist l i t e r a t u r e . The 

19. Ayala , L u n a . . . , p. 226. 
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p a r a l l e l is 'incongruous because whereas Daphnis and Ghloe l i ve i n a bucolic 

se t t ing , m a r r y , and go out into the w o r l d , Urbano and Simona are m a r r i e d 

f i r s t and then sent o f f to a paradise to l ea rn about love. When Castulo 

real ises that his own innocence prevents h i m f r o m looking down dispassion­

ately on the lovers he re jects any possible s i m i l a r i t y , and makes no f u r t h e r 

references to i t ; one of his i l lus ions has been los t . 

A f t e r this unpromis ing beginning, the theme takes on g rea te r s ign i f ­

icance when i t is adopted by the omniscient na r r a to r who shows that events 

are not determined by psychology o r socia l s i tua t ion , but by l i t e r a r y 

precedent. This repet i t ion a l ters the significance of the passage of t i m e , by 

showing that actions do not always respond to the i r immediate cause, but 

fo l lov ; a pa t t e rn ,The pat tern concerns three aspects of the Greek o r i g i n a l : 

the p lo t , the set t ing, and the t reatment of innocence and love. 

Both Daphnis and Chloe and the Urbano and Simona novels are i n fou r 

pa r t s , w i t h a time-sequence l inked to the passing of the seasons,,beginning 

and ending i n spr ing , I n both cases the lovers spend some t ime in the 

ea r th ly paradise, making some progress towards consumating the i r r e l a t ion ­

ship before being separated by outside fo rces , which are e i ther l i t e r a l l y 

o r metaphorical ly associated w i t h the sea. The per iod of enforced separat ion, 

wh ich i n both cases is associated w i t h w in t e r , is a prepara t ion f o r renewal 

and involves , i n the t h i r d section of each novel , ins t ruc t ion about sex f r o m 

a t h i r d pa r ty . The happy ending is i n both preceded by numerous obstacles, 

and involves a d iscovery of ident i ty . A t the centre of both there stand the 

l o v e r s , whose devotion is never questioned, and whose innocence forces 

them to discover love . As a resul t , Ayala 's novels are not open, but 

h e r m e t i c , and r e s t r i c t ed to a nar row nar ra t ive f r a m e w o r k . Objective t ime 
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( t ime by the c lock) is i r r e l evan t , as the events fo l low the preestablished 
pat tern , which enables Ayala to neglect the plot without hindering the f o r w a r d 
movement of events. I n any case, once the theme of Daphnis and Chloe has 
been established, the happy ending is already imp l i ed . 

The pas tora l sett ing of E l Collado, l i ke the ' f i e l d and f a r m of 

Myt i lene ' is situated between, and contrasted w i t h , two outside f o r c e s : the 

c i ty and the sea. The sea represents the unpredictable, and is connected 

w i t h change. I n Luna de m i e l . . . the sight of the model ships hanging i n the 

Church reminds Urbano of the f r a g i l i t y of human l i f e , and the subsequent 

v i s i t to the shore confronts h i m w i t h two f o r m s of change: mar r iage and 

death. I n Daphnis and Chloe, the country is attacked f r o m the sea by r a ide r s , 

and when Chloe is abducted, she is taken off by sea. Indeed, .when Urbano 

is suddenly c a r r i e d of f by dona Micaela.he imagines that he is i n a boat 

c a r r i e d away f r o m the shore by a s t o r m . The sea therefore represents 

danger and the unknown, in contrast to the land, which represents s t ab i l i t y . 

On the other side, there is the town, which also represents a threat 

as i n the Greek novel the ra iders o r i g i n a l l y come f r o m i t . Indeed, the 

pressures of l i f e there made the parents of Daphnis and Chloe abandon 

the i r ch i ld r en . I n the same way, Pilares contains a l l the undesirable elements 

of the books: i t is there that the seven s is ters i m p r i s o n Simona, that the 

seedy Paloms l i v e s , and where dona Micaela had her f i r s t experience of H e l l . 

But the contrast is not a s imple one between nature and c i v i l i z a t i o n : j u s t 

as E l Collado Is too c i v i l i z e d and divorced f r o m nature , the town of Pilares 

is of ten presented as a place where man's na tura l inst incts run w i l d . 

In the idealised pastoral, setting of Myti lene nature is he lp fu l and 
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harmonious: the protagonists enjoy the protect ion of the nymphs and loca l 

deities and are never at odds w i t h nature: Daphnis, f o r example, can t r a i n 

his goats and the sheep hard ly ever s t ray . Indeed, the lovers are 

presented submerged in nature, and Chloe's beauty is always compared 

to the beauty of the surroundings. The protagonists l i ve i n harmony w i t h 

nature, which is also their teacher, albeit a slow one. I n Ayala ' s novels 

this relat ionship is broken. Nature has become a mystery whose workings 

can never be understood. Urbano and Simona, although l i v i n g i n the coun t ry , 

are divorced f r o m nature, neither work ing in i t nor learn ing f r o m i t 

(the name 'Urbano' is s ignif icant here) . Indeed, don CSstulo's p ro jec ts 

f a i l because Urbano and Simona cannot be expected to behave na tu ra l ly , 

having had nature bred out of them. Nature is therefore a poor teacher, 

and ind i f fe ren t to the l ives of human beings. When Simona is i l l , Urbano 

resents this ind i f fe rence , a point i l lus t ra ted by his k i l l i n g of the c row . 

Whereas nature i n Daphnis and Chlpe is a d ream made f o r man, i n 

Ayala there is l i t t l e contact w i th i t . The prob lem which Ayala t r i e s to 

i l l u s t r a t e is that , f o r the modern Urbano, nature can never be a d r e a m 

because i t impl ies an imal i ty . 

Nature i n Daphnis and Chloe is also a magical place where the gods 

can change the course of events by ra i s ing s t o rms , and do so to help the 

humans. Daphnis and Chloe regu la r ly give of fe r ings to the nymphs, nature 

being a d i r e c t contact w i t h the next w o r l d . There is a myth ica l presence 

i n Myt i lene . Yet the magical aspect of nature is t reated quite d i f f e r e n t l y 

i n Ayala , where Urbano is s imply bewildered: 

L a Naturaleza se le presentaba a Urbano un aspecto aderezado, 
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algo escenico, que le recordaba la unica vez que su madre le habfa 
llevado a ve r una funcion de magia. 20 

Whereas nature i n Daphnis and Chloe is magical through close contact w i t h 

the next w o r l d , in Luna de m i e l . . . i t is magical only because i t cannot be 

understood. I n conclusion, i t could be said that whi l s t i n the Greek 

pastoral an imal i ty and humanity co-exis t , i n Ayala they are separated 

and put into con f l i c t . Daphnis and Chloe is used as the mythica l o r i g i n 

of the idea of pure love and innocence, unmarred by an ima l i ty . Indeed, 

i t is perhaps because Daphnis and Chloe is the f i r s t t rea tment of love 

in western l i t e r a tu re that Ayala made use of i t . 

The development of love d i f f e r s in several respects. I n the f i r s t 

place, Daphnis and Chloe are f r e e to choose; fate may be present , but i t 

only serves to remind us that they are r ea l ly meant f o r each other . T h e i r 

parents are shown to obey the gods. I n Luna de m i e l . . . , however, fate is 

brought down to ear th i n the person of dona Micaela , whose influence 

resul ts i n an g.rosion of her son's w i l l - p o w e r . The Greek pas tora l 

lovers f ee l desire but do not know what to do about i t , while Urbano is 

mere ly d i m l y aware that he ought to do something. Indeed, the Greek pa i r 

know love i t se l f before they know the word f o r i t (they are i n fac t seeking 

to define what they already fee l ) whereas Urbano and Simona are shorA 

of a l l na tura l ins t inc ts . Both pai rs do however a r r i v e at a stage of 

languid inac t iv i ty , punctured by extranes of happiness and unhappiness, 

which is the resul t of the i r f r u s t r a t i o n . But knowledge only makes things 

worse f o r Urbano. The reason is that nature i n the ideal pas tora l w o r l d 

20. Ayala , L u n a . . . , pp. 300-1 . 
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Ls harmonious , whereas in that of Urbano and Simona i t is seen as discordant . 
I n conclusion we can say that Urbano and Simona are reminiscent of Daphnis 
and Chloe because they are so d i f f e r en t : the allusions are meant to heighten 
this d i f f e rence . 

6.5 Persiles y Sigismunda 

I f we agree w i t h Ayala that ' e l autor es tanto mSs o r i g i n a l . . . cuanto 

21 

m5.s remotas son las resonancias que en el se concentran ' , Luna de m i e l . . . 

and Los t r a b a j o s . . . must be counted his most o r ig ina l novels. Through 

the i r c lear connection w i t h Los trabajos de Persiles y Sigismunda they 

look back to the byzantine novel , which Ayala may have found to be a suitable 

f o r m f o r the same reasons as Cervantes. I n the f i r s t place, the byzantine 

novel is the na tura l and archetypal f o r m f o r p i lgr images and quests*, the 

characters set out and a f te r many adventures achieve some exemplary goal . 

I n Persiles y Sigismunda this is a Chr i s t i an idea l , ' la cumbre de l amor 
22 

humano y c r i s t i ano and in Ayala , human love seen as a balance between 

the s p i r i t u a l and the an imal . In the second place, the conventions of the 

byzantine novel a l low the whole w o r l d to be encompassed. Although there is 

no t r a v e l l i n g i n Luna de m i e l . . . and Los t r a b a j o s . . . , they are centred 

on two representat ive locations: the land versus the sea and the town 

versus the count ry , which are a l l contrasted as i n Cervantes's novel . 

Just as i n Cervantes there is an attempt to outline a panorama of human 

re la t ionships . 
The Persiles y Sigismunda theme is c l e a r l y behind the t i t l e of 

Los t r a b a j o s . . . and, unlike the others discussed here , is presented solely 

2 1 . Ayala , Las mascaras, Obras Completas, I I I , p . 161, 
22. J .B . A v a l l e - A r c e , Int roduct ion to Los trabajoSvde Persi les .y Sigismunda 

M a d r i d , 1969, pp. 25-6 . 
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f r o m the point of v iew of the omniscient na r r a to r . There is no question 
of the characters themselves ident i fy ing w i t h Persiles and Sigismunda, o r 
having contrast ing views of the l i t e r a r y archetype. I n this sense, i t is used 
impersonal ly and is object ive , i ts importance being to shed l igh t on the 
relat ionship between the na r r a to r and the text . There is a sense i n which 
the na r r a to r is not f u l l y responsible f o r the text , and that the novel is not 
his invention: Cervantes has had a hand i n w r i t i n g i t . I t could therefore be 
concluded that Urbano's innocence is the conventional innocence of the hero 
of such a novel : the hero w i l l s ta r t (as i n Persiles y Sigismunda) as f a r away 
as possible f r o m the goal which he is to achieve. The d i f ference is that 
Persi les 's journey is p a r t l y physica l , and Urbano's is completely s p i r i t u a l . 
The inclusion of the archetypal theme therefore r e s t r i c t s the poss ibi l i t ies 
of the plot and, by r e f e r r i n g backwards i n t i m e , d i s to r t s the usual l inear 
sequence of events. I n this way a sense of continuity w i t h the past is achieved, 
together w i t h the feeling- that events are not to be taken at t he i r face value. 
Whereas the plot could be considered, i n musical t e r m s , as the melody, the 
references are a k i n d of orches t ra t ion . At the same t i m e , the l i terary-
pedigree of Luna de m i e l . . . and Los t r a b a j o s . . . is to be found i n the 
byzantine novel and u l t ima te ly in i ts predecessor, the epic. 

The p lo t - s t ruc tu re of Persiles y Sigismunda and the Urbano and Simona 

novels is r emarkab ly s i m i l a r , both t rac ing the d i f f i c u l t i e s of a p a i t of ideal 

lovers f r o m the b i r t h of love to marr iage and ' c l a r i t y ' . As Casalduero says, 

23 
the mate r i a l w o r l d needs i l l umina t ion f r o m the next . Th i s f i n a l harmonious 

23. J. Casalduero, Sentido y f o r m a de Los t r ab - jos de Persiles y_Sjgisjnunda_» 
Buenos A i r e s , 1947, p. 17: ' e l mundo r e a l . . . no tiene sentido en e l 
Barroco s i no se le i lumina fuertemente con e l mundo idea l ' . 
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stage involves a discovery of ident i ty: Periandro and Aur i s t e l a become what 
they have always been (just as the end of Los t r a b a j o s . . . c o n f i r m s a marr iage 
which has always been there) , and Urbano becomes Juan Pfirez, i . e . anyone. 
Persiles and Sigismunda too lose the i r special posi t ion as novel is t ic heroes 
to become s imply the grandparents of the i r grandchi ldren . I n both cases 
the protagonists r e t u r n to normal l i f e , an in tegrat ion into r e a l i t y . I n both 
cases, however, the hero begins as a perfec t being: Periandro is cont inual ly 
p e r f o r m i n g deeds to prove i t , and Urbano begins i n the hopeless per fec t ion 
p resc r ibed by his mother . Both novels b e g i n , then, w i t h the l o f t y per fec t ion 
of characters divorced f r o m rea l i ty who gradual ly become authentic 
individuals in a balanced and harmonious w o r l d , although in Ayala the harmony 
is threatened, and only exists inside the characters . 

Ayala fo l lows the Cervantine technique of beginning ' i n media r e s ' , 

showing the decisive event which w i l l throw the hero out into the w o r l d . I n 

Persiles y Sigismunda he is l i t e r a l l y dragged out of a hole i n the ground , and 

i n Ayala i t i s , as we have seen, associated w i t h the myth of the c rea t ion . I n 

both novels there fo l lows an account of past act ions, but whereas Cervantes 

lets his characters stand up and t e l l t he i r own s tor ies , Ayala in tervenes , 

summarizes and analyses. There is however the same breaking up of the 

t ime-sequence in the interests of complete understanding. The imprec i se 

t i m e , and lack of a s trong plot mean that digressions and f lash-backs can 

be introduced without d is rupt ing anything. I n both cases the lovers are 

separated, as soon as the p r e l i m i n a r y s i tuat ion has been explained, i n a 

catastrophe brought about by one of the negative aspects of l i f e : i n Cervantes 

lu s t , and i n Ayala , ignorance. The second par t begins wi th an involuntary r e ­

u n i f i c a t i o n , i n which the characters are forced to adopt a disguise: 
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Periandro and Aur is te la pretend to be bro ther and s i s te r and Urbano and 
Simona (who have been taken as brother and s i s t e r ) are only pretending to 
be m a r r i e d . I n both cases the t h i r d par t involves a move to a more 
recognizably rea l w o r l d : i n Cervantes the p r i m i t i v e Chr is t ian i ty of the 
desert island is superseded by the ins t i tu t ion of the Church and i n Ayala 
the pas tora l existence i n E l Collado is fo l lowing by a r e tu rn to the town, 
i n which socia l and c o m m e r c i a l forces come into play. The c l imax of 
both is so s i m i l a r that i t is d i f f i c u l t not to see an echo. Both heroines fee l 
at the las t moment a re l igious vocation which threatens to d i s rup t the i r 
re la t ionship: AurLstela decides that she w i l l get to Heaven quicker without 
Periandro, and Simona wants to stay in the convent to help a dying woman. 
Aga in , both heroines f a l l i l l i n such a way that they are less a t t rac t ive , 
and as a resu l t su f fe r a f i t of depression in the bel ief that they have los t 
t he i r beloved. Both novels therefore have a s i m i l a r s t ruc ture : although the 
reader knows that everything w i l l t u r n out we l l in the end, the protagonists 
face a number of obstacles which contribute to the suspense of the ending. 
As a resu l t , the characters are not seen as completely f r e e individuals 
w i t h the ab i l i t y to make the i r own choices. 

Wi th in this general f r a m e w o r k there are a number of echoes related 

to some of the main themes of the Urbano and Simona novels. The f i r s t of 

these concerns the production of the perfect k i n g , the ambi t ion of the 

savages in Persiles y Sigismunda which is echo^ed by dona Micaela ' s a i m 

of producing the perfec t man. I n both cases such ambi t ion provokes the 

act ion and leads to a catastrophe, including the separation of the lovers . 

Both novels , then, begin w i t h a d ream of per fec t ion , and i n the l igh t of the 
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compar i son , dona Micaela 's d ream appears savage and b a r b a r i c 

I n addi t ion, the identi ty of the protagonists is continually being 

mistaken; i n Persiles y Sigismunda they spend most of the novel under 

assumed names, and both pass of f convincingly as members of the opposite 

sex. Urbano and Simona, apart f r o m being taken as bro ther and s i s t e r , a re 

not r ea l ly m a r r i e d when they appear to be, and when they fee l m a r r i e d f i n d 

that society considers them u n m a r r i e d , w i t h the resul t that Urbano has to 

elope w i t h his own w i f e . Indeed, the f i n a l scene of Los t r a b a j o s . . . . is 

reminiscent of Persiles y Sigismunda in that Simona is dressed as a boy. 

But whereas in Cervantes these are l i t e r a r y devices in Ayala they are 

mere ly echoes of devices, although they serve the same purpose. I n 

Los t r a b a j o s . . . . such mistaken identit ies betray an unstable and unsat is ­

fac to ry s i tuat ion in which appearances never correspond to r e a l i t y . 

The relat ionship of Persiles y Sigisrnunda to Ayala 's novels is not , 

however, confined to technique. Both are concerned w i t h the contrast 

between inst inct and reason, or man and nature. Indeed, Ayala 's pa i r 

of novels sets out to question how natura l man.is.As Casalduero points out , 

there are two ideas of man in the Persiles y Sigismunda: the h o m b r e - f i e r a 

24 

who is subject to passions, and the hombre- rey who dominates them. 

There are two corresponding habitats, monte and 'palacio , i n which 

Persiles y Sigismunda is set. The islands which the t r ave l l e r s v i s i t can 

be divided into those which are desolate and those which have been set t led 

by man. On the is la de las ermitas we see harmony between nature and 

the res t ra in ing hand of man. I n Books I I and I I I of Persiles y Sigismunda 

24. J. Casalduero, S e n t i d o . . . , pp.19-20. 
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there is an even c lea re r contrast between the confusion of the r e a l w o r l d and 
the peace of the various re t rea ts , o f ten hi l ls ides and churches, where 
man f inds res t . I n Ayala too we can see the contrasts not jus t between the 
town and the peace of the country , but between change and movement and 
the timelessness of ce r t a in charac ters , l ike Paolo and dona Rosita who 
l i v e i n t he i r own wor ld s . In this respect, Ayala reverses the o r i g i n a l 
s i tua t ion , i n which res t ra in t is seen as benef ic ia l : Urbano and Simdna, having 
suf fe red too much r e s t r a i n ^ are expected to become more an ima l . 

Just as i n Persiles y Sigismunda, characters in the Urbano and Simona 

novels can be divided into those who fo l low inst inct and those who do not. 

I n Persiles y Sigismunda there are a number of chaste l o v e r s } Manuel de 

Sosa, Cort ino and Leonor and Persiles and Sigismunda, who are contrasted 

w i t h those who jus t want sex: the w i t c h and R u t i l i o , the two s a i l e r s , Rosamunda, 

Cenotia and Pol icarpo, a l l of whom cause some k ind of catastrophe by t h e i r 

l u s t . F i n a l l y there are a number of natural physical a t t rac t ions , Antonio 

( fa ther) and Ric la and Arbolanchez and Ambros i a , where everything turns 

out w e l l in the end. Urbano and Simona correspond to the group of chaste 

re la t ionships ; an imal love is exempl i f ied most eloquently by the two cats i n 

E l Collado, PentSmetro, dona V i c t o r i a and by don Leoncio and M a r i a 

Egipciaca, whose re la t ionship, l i k e Policarpo's lus t , is meant to r i d i cu l e 

aged passion. There are also a number of natural re lat ionships which s t a r t 

w i t h physical a t t rac t ion and end happi ly , such as that of don CSstulo and 

Conchona. I n both Cervantes and Ayala the novel is used to present a 

panorama of human relat ionships , and i n each l i f e is seen as a c o n f l i c t 

between inst inct and reason. Yet Ayala introduces two s ign i f i can t changes. 
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His characters are made up of contradict ions: don Leoneio needs both the 
physical relat ionship wi th Mar fa Egipciaca and the companionship of his 
w i f e . Whereas i n Cervantes the contradictions cause conf l ic t s between 
charac ters , i n Ayala they create in terna l ins tab i l i ty . In the second place, 
the t reatment of innocence is d i f f e r e n t . Ayala 's characters are not f igh t ing 
to preserve the i r innocence, but to lose i t : they are grotesque versions 
of the 'perfect Chr i s t i an l o v e r s ' , i n whom res t ra in t has gone so f a r that 
na tura l actions are impossible . Yet the relat ionship between Persiles and 
Sigismunda is also inherent ly unstable, f o r as long as they conceal t he i r 
t rue identi ty they are subject to the advances of others. So, Arna ldo makes 
advances to A u r i s t e l a , inducing fear i n Periandro, and Sinforosa makes 
advances to Periandro, inc i t ing jealousy in the less per fec t Aur \ s tela . 
Indeed there is i n both novels the impl i ca t ion that woman is i n f e r i o r : 
Urbano does not want Simona to become more tolerant than lie a f t e r her 
experiences i n the convent. I n the second par t of both novels , innocence 
is attacked, although i n Ayala i t becomes an attack on the idea of innocence. 
Whereas i n Cervantes the chasti ty of Aur i s t e la p roc la ims her v i r t u e , i n 
Ayala na tura l acts are jus t as d i f f i c u l t to achieve. Yet the s t ruc ture is 
v e r y s i m i l a r . Just as Persiles and Sigismunda must make the arduous 
p i lg r image to Rome before they can be m a r r i e d , so Urbano and Simona 
must undertake an equally arduous journey to knowledge about the w o r l d 
before they can consider themselves t r u l y m a r r i e d . 

Both Cervantes and Ayala present a view of the w o r l d which develops 

in a s i m i l a r way. The f i r s t half of both works shows the characters in a 

hopeless s i tuat ion, i n a w o r l d where they are dominated by an a r b i t r a r y fa te . 
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The f i r s t two books of Persiles y Sigismunda present the characters f loa t ing 
helplessly at the mercy of the winds. Accordingly there is i n Ayala an 
accumulat ion of images of the sea, and Urbano h i m s e l f is compared to a 
suitcase, despatched f r o m one place to another, w i t h no sense of his own 
purpose. I n both, the w o r l d is a place of in f in i t e pos s ib i l i t i e s , where good 
and e v i l , happiness and unhappiness go hand in hand. There is i n both a 
sense of meaninglessness only rel ieved by a few exemplary charac ters , 
o f ten Chr is t ian . Cenotia and dona Rosita both die an exemplary Chr is t ian 
death, t rus t ing in God's jus t ice and announcing that a l l w i l l be w e l l w i t h 
the heroes. These two deaths occur at a lmost ident ical stages in the plot , 
at the end of the sections outside society and as the protagonists are about 
to r e tu rn to the r e a l w o r l d , There is in both an uneasy balance between 
a r b i t r a r y fate and e ternal o rder . I n both the characters move to a more 
ordered w o r l d . I n Persiles y Sigismunda this is symbolised by the 
established Church, and i n the Urbano and Simona novels by the i r ab i l i ty to 
make the ins t i tu t ion of marr iage meaningful . 

The para l le l s between the two novels also involve the relat ionship 

of the author to his w o r k . One c r i t i c has pointed out that the n a r r a t o r of 

Persiles y Sigismunda adopts two contrast ing attitudes towards the ma te r i a l : 

there is the 'conservat ive ' n a r r a t o r , who insists on the t r u t h of what he 

says, and the ' p l a y f u l ' one, who laughs at his own s ty l i s t i c devices , asking 

the reader to believe u n c r i t i c a l l y , and saying that the experienced reader 

25 

w i l l do so. The least plausible episodes of the f i r s t two books are w r i t t e n 

by the 'conservat ive ' and the more rea l i s t ic second ha l f by the ' p l a y f u l ' 

n a r r a t o r . Ayala too makes no concessions to the reader i n the f i r s t half 

25. A . K . Forc ione , Cervantes, Ar i s to t l e and the Persiles , Princeton, 
1970, pp.270 and 279. 
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of the Urbano and Simona novels. Although they are the most u n l i k e l y , he 
treats the explanations f o r Urbano's education w i t h a medical detachment, 
and the in t roduct ion to dona Micaela reads l ike a medical textbook. Yet 
dona Rosita f inds the consequences of her mania, the education of Urbano, 
incredible and even the reader 's be l ief is taxed to the l i m i t . When the act ion 
takes a more credib le t u r n , w i t h Urbano's r e tu rn to Pilares at the 
beginning of Los trabajos de Urbano y Simona the na r r a to r begins to question 
the v e r i s i m i l i t u d e of the tale, and to underl ine its l i t e r a r y nature more 
ove r t l y . 

Just as some of the characters of Persiles y Sigismunda o f f e r c r i t i c a l 

judgments (Maur i c io the neo-Ar i s to te l i an , T r a n s i l a , uneducated but interested 

i n a good ta le , and Periandro the creat ive a r t i s t who needs a c e r t a i n amount 

of f r eedom f o r his tale) so i n the Urbano and Simona novels the s t o ry and 

l i t e r a r y c r i t i c i s m go hand i n hand. The question of v e r i s i m i l i t u d e , brought 

up predic tably by don Castulo, is an echo of the l i t e r a r y preoccupations of 

a past age. His conclusion is Cervantine: that the reader should t r ea t events 

as i f they actual ly happened, no matter how un l ike ly they appear. The onus 

of be l ie f , as of ten i n Cervantes, is placed f i r m l y upon the reader , and 

depends upon confidence and understanding. Two pa ra l l e l passages stand 

out: 

Os refs de la tragedia como os rets de la mitologra. Los 
mitos los juzgSis inveros fmi les y los ca l i f i cS is de cuentos ^ 
de v i e j a s . Lo que no c o m p r e n d £ i s , decretSis que no exis te . 

and: 

Las cosas de admirac i6n 
no las digas n i las cuentes; 
que no saben todas gentes 
c6mo son. ^ 

26. Aya la , Los t r a b a j o s . . . . , p.390< 
27. M.de Cervantes, Los trabajos de Persiles y Sigismunda, Castal ia , 

M a d r i d , 1969, p . 3 8 1 , 
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Of course, i n Persiles y Sigismunda many of the c r i t i c a l comments r e f e r 

not to the work i t se l f but to the s tor ies which many of the characters t e l l , 

and wh ich , as in the case of Periandro, become miniature works of l i t e r a t u r e . 

I n Ayala , the characters do not have the f r eedom to invent the i r own s to r i e s , 

but of ten tend to judge l i f e as i f i t were l i t e r a t u r e , and to stand aside 

f r o m the main plot i n o rder to pass comments on i t . F o r example, 'Cuarto 

Menguante' sees the opposing views of dona Micaela and don Leoncio about 

the education of Urbano. 'Cuarto Creciante ' becomes a series of l i t t l e 

scenes, at the end of each of which dona Rosita and don Castulo have theor­

e t i ca l discussions on the progress of the protagonists. I n many of Ayala 's 

novels there are characters who, although taking l i t t l e par t i n the ac t ion, 

are concerned w i t h commenting on i t . They f o r m a bridge between the 

l i t e r a r y characters and the reader , and are often not drawn f r o m any l i t e r a r y 

myth . Such a one is don Castulo. 

This leads us to the question of o r ig ina l i t y and invention, What might 

appear i n Ayala 's novels to be the invented, and purely l i t e r a r y pa r t , is i n 

fac t a r emarkab ly detailed reconstruct ion of a model, jus t as in Persiles 

y Sigismunda Periandro's tale s t r ikes the reader as more of an invention 

than the rest of the novel . Ayala 's invention consists i n combining the 

models, and in al lowing a few characters to comment , f r o m opposing points 

of v i ew, on what he considers the v i t a l p rob l em, which i n the Urbano and 

Simona novels , is the conf l i c t between nature and knowledge. His o r i g i n ­

a l i t y l ies i n the way he traces the theme back to i ts o r i g i n s , which 

invar iab ly means myth and l i t e r a r y t r ad i t i on . The f igures of Persiles and 

Sigismunda are therefore p a r t i c u l a r l y appropriate because they too are 

myth ica l heroes „ 



-201-

The importance of tradition changes the role of the narrator in the 
work. His main task is to remind the reader of what he already knows, 
and the reader's task is to recognize. In this way, the reader is forced 
to stop reading in a linear fashion, to look behind al l the events, and to 
see them as a static pattern. In this way, the ' truth' is divorced f r o m the 
'f ictional ' elements. I t remains to show the nature of the ' truth ' which 
underlies the events, which inevitably brings us to the mythical pattern. 

6.6. The myth of the hero 

. The ' truth' behind Urbano is concerned with that area in which he can 

be identified with a l l novelistic heroes and not just Persiles: the myth of the 

hero. There is a sense in which he is not differentiated f r o m other heroes, 

does not exist as an individual invention and conforms to a pattern. Although, 

unlike the pragmatic don GuilLSn, Urbano begins in complete innocence, the 

rwo suffer the same process of death and rebirth: the old Urbano must die 

before a new one can be born. I t is not surprising }then, that the Urbano 

and Simona novels are f u l l of images of death and rebir th . Urbano's 

innocence is no more than the extreme situation ('situacion l imi te ' ) which 

precedes renewal. Urbano is in many ways a development of the don GuillSn 

figure. In the f i r s t place, his whole l i fe is presented, and in the second 

the issue of knowledge is raised. Again, whereas don Guillen is a pragmatist, 

realising his l imits and living to a certain extent in a world of his own 

creation, Urbano is faced with the problem of living with others. I f the 

28 
moral of Belarmino y Apolonio was 'Exis t i r , multiplicarse y amar' , 

don Guillen accomplishes the f i r s t and last ana It is for Urbano to 'muit ipl icarse ' , 

28. Ayala, Belarmino y Apolonio, Obras Completas, I V , p«219. 
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Yet Ayala balances the purely mythical interpretation of Urbano's 

l i fe by insisting on the psychological reaons for dona Micaela's system of [ S 
L 

education,, In this way, Urbano is also the vict im of a mania and his 

29 

difficulties are not serious , Yet don CSstulo is made to point out that 

the idea of the perfect son brought up in isolation goes back to Plato and is 

to be found in La vida es sueno. Just as Simona is often referred to as a 

princess, so Urbano isithe prince kept in isolation because his father fears 

his r iva l ry . There is therefore a conflict between the two views, and i t 

is the purpose of this section to show that the often disputed unity of the 

Urbano and Simona novels lies on the mythical rather than the individual 

and invented plane. 

Urbano's upbringing is a good preparation for complete alienation in 

the world. He is taught to learn without looking for sense or meaning, and as 

a result the world seems chaotic and without order. This world is ruled 

over by dcSa Micaela, whom don Castulo refers to as Jehov£ { i . e. a vengeful 

god), whose power is used in an arbitrary fashion. She is referred to as a 

30 

'cosmic force ' , and represents a kind of untamed primeval energy. The 

effect on Urbano is presented in terms of the already famil iar nightmare 

period in the myth of the hero. His personality is divided, and he sees 

himself: 'con faz cadav^rica, los ojos como cuajados en una visi6n de 

31 
te r ror eterno'. As don GSstulo later points out, Urbano is at this stage 

32 
a monster, having had a l l natural instincts suppressed. I t is the 

29. For a discussion of what Ayala means by 'serious', see Ayala, 
Las mdscaras, pp. 36-40. 

30. Ayala, Los t r a b a j o s . . . , p. 339. 
31. Ayala, L u n a . . . . , p. 275. 
32. Ayala, Los t rabajos. . . , pp. 387-388. 
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mythical descent into Hell. 

The period spent with Simona in the garden paradise is presented 

as the beginning of rebirth, when the whole world comes into being and 

his senses are awakened, with the help of Simona who is a kind of goddess 

33 

ruling over the garden, and often associated with light. In this way, 

she is the f i r s t of the helpful figures whom Urbano meets, and plays the 

role of the fa i ry princess. She is therefore a purely abstract figure whose 

lack of realism must be attributed to the mythical structure. 
One of the stages, or tests through which Urbano must pass, is 

connected with language. His ignorance of reality is shown by the fact 

that although he knows plenty of words, he does not always know how to apply 

34 

them. With the help of Simona, the names of things are established and 

chaos begins to be replaced by order: 'la realidad de las cosas y la realidad 

de su propio cuerpo y de su espfritu se despertaba por entonces de la nada 

nebulosa que era su anterior estado, la de el y ia del universo'. ^ This 

process of reawakening takes place just as another important symbol is 

introduced: the Via Crucis in the Church at Penduelas. Far f r o m exem­

plifying the 'tragic structure' of Luna de m i e l . . „ i t is surely an image of 

the journey which Urbano is to undertake, and which w i l l lead him through 

the aptly named Calle del Calvario to salvation. 

One of the principles of human psychology which Ayala explains at 

the beginning of Luna de m i e L , . is that the human mind is made up of. 

opposites in a continually uneasy balance. Urbano is both a man of action 

and an introvert, and his task w i l l be to reconcile these two halves of his 

33. Ayala, L u n a . . . . , p. 295: 'como la Aurora ho meVica, despertando... a 
las f lores ' . 

34.. Ayala, L u n a . . . . , pp, 271 and 321-2 . 
35. Ayala, L u n a . . . . , p. 304-
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character. Indeed, the world in which Urbano finds himself is f u l l of 
contrasts and paradoxical situations. As i t is traditionally the hero's task 
to resolve contrasts and find the essential harmony of the world i t is 
d i f f icul t not to see Urbano as fu l f i l l ing the role of the hero. We have already 
commented on the dislocation of his character between the inner and outer 
man, but there are many more. The t r ip to the seashore on the Sunday 
afternoon introduces him at one and the same time to death and marriage: 
the fact that they are both connected with the fishermen brings out the 
contrast of happiness and unhappiness. In the scene on the shore human 
activity also appears meaningless: the aristocrat committed suicide 
'por gusto'. Again, the misfortune of his expulsion f r o m E l Collado 
comes at the time when he and Simona appear to be about to consummate their 
marriage. Indeed, there comes a time when his own wife is forbidden 
him by society and he is forced to elope with her. Another source of 
contradictions springs f r o m the question of knowledge. In theory i t is 
better to learn f r o m nature but, as dona Rosita points out, you cannot learn 
i f you f i r s t do not know what to look for . Yet knowledge f rom books too 
is a method of education which does don Castulo no good. 

Urbano's education appears to be further hindered by the apparent 

incompetence of his teacher, don Castulo, who is the very antithesis of a 

good teacher and is presented as a parody of the teacher in Rousseau's 

Emile. Don CSstulo uses Rousseau's idea of the negative education as 

an excuse for doing nothing and applies to Urbano the principles fo r teaching 

boys under the age of twelve. He proclaims in doctrinaire fashion that 

Urbano 'return to nature' even though he is incapable of doing so. He 

continually distorts Rousseau's statements, saying: 
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36 
los l ibros , el mayor azote de la humanidad. 

when in the original i t is: 

37 

La lecture est le flSau de 1'enfance. 

He roundly condemns al l books, itself a contravention of Rousseau's ideas, 

when Rousseau was talking about the dangers of the wrong books getting 

into the hands of under-twelves. Don C£stulo goes on to say: 
38 

Sumgrgete en el agua de la Estigia. 
which would probably be meaningless to Urbano, when in the original i t is: 

39 
trempez-les dans l'eau du Styx. 

Here, Urbano is expected to bring himself up, whereas in Rousseau the 

teacher has a very important part to play. In conclusion, Don CSstulo 

is dogmatic where he should be an unseen influence, and absent when he 

should direct. I t is only after his ' initiation' that Urbano comes to understand, 

that the education given by don Ccistulo, ineffective and incompetent as i t 

seemed, did in fact do some good. 

One of the characters who most nearly and unequivocally fu l f i l s a 

mythical role is dona Rosita, the fairy-godmother f igure, for whom don 

Leoncio feels a kind of religious'reverence. She gives advice and gifts -

the mythical amulets - which symbolise constancy in love and which Simona 

keeps t i l l the end of the book. Her importance lies partly in the fact that 

she seems to abolish time. Symbolically, she wears a miniature of her own 

grandmother who closely resembles Simona now and herself in the past. 

Her memories of her sea-captain husband are s t i l l f resh, and she is always 

able to recapture the past. Indeed, she even resembles Simona in being 

36. Ayala, Luna . . . , p. 323. 
37. J.-J. Rousseau, Emile ou de l'education, Gamier, Paris, 1964',p. 115. 
38. Ayala, L u n a . . . , p. 323. 
39. J.-J. Rousseau, E m i l e . . . , p. 20c 
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separated f rom her husband for long periods. In a strange way she is as 
innocent as Simona, a fact which suggests that innocence is not necessarily 
a temporary lack of knowledge, but a permanent characteristic, unconnected 
with sex, and with more to do with a religious attitude to l i f e . She is one 
of the few characters in the book who appear as a reconciliation of opposites: 
she is as innocent as the virginal Simona, and yet a mother; she exists in 
this world, but also, through her religious fai th, in the next, of which she 
has a very clear idea; and she exists on different levels of time. Her 
dramatic function in the book is to give hope for the future and to warn 
against the dangers of losing innocence completely, which she does by asking 
Urbano and Simona to do something irrational each year in her memory. 

'Novilunio' is , as might be expected of the third section of the book, 

f u l l of images of Hell: Urbano. descends into i t for two days, dona Micaela 

reinterprets her previous experience of i t , and the seven sisters are 

crudely symbolic of i t . After his discovery of sex, Urbano decides to 

retire f r o m the world and become a monk, a typical sign of the rejection 

of die ' ca l l ' . The problem is the impossibility of reconciling opposites: 

he feels that he is expected to remain pure and yet at the same time become 

an animal. This sort of knowledge is the light which burns rather than 

illuminates, and leads Urbano into an 'ensueno indeciso', a period of 

spiritual death. When he emerges after two days, don Leoncio calls him 

, , 40 
Lazaro resucitado . 

Sex, then, appears as the last of the mysteries which Urbano has 

to uncover in order to be reborn: 

40. Ayala, Los t rabajos. . . , p. 416, 
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Ahora sTque se cerraba una etapa de su historia y se Lniciaba 
otra, larga quiza, acaso tediosa, tal vez combativa; pero el iba ^ 
a ser, y no el deslgnio ajeno, el hacedor de su propia historia. 

Although this passage is concerned with Urbano's subjective attitudes, i t 

occurs at this point because the mythical structure demands i t . Reinteg­

ration with reality follows the hero's emergence f r o m Hell , . The old 

Urbano, whose religious feelings depended on an awareness of his own 

ignorance, has now died. He refers to himself as a new man: 'el nuevo 

42 
Urbano'. 

This new man must next pass through one of the most important 

stages of transformation, atonement with the father. Don Leoncio points 

out in a conversation with the mature Urbano that they had never been very 

close, and their conversation after Urbano's period in Hell takes on the 

significance of a reconciliation. In the course of their talk they are shown 

to be very s imilar , just as Simona had much in common with her grand­

mother. In the f i r s t place, both feel that they are being reborn: ' comienzo 

a v i v i r , en todas las acepciones de la palabra, hijo mfo, en todas las 

43 

acepciones'. The s imilar i ty which don Leoncio notices between Simona 

and Marfa Egipciaca, his mistress, makes him aware that they have s imilar 

tastes, and he also discovers that they have a s imi lar outlook on l i f e : 'Parece 

que con mi sangrehas heredado algunos de mis gustos y mis principios, 
44 

aunque siempre los he guardado para mf . I t is as i f don Leoncio were 

discovering for the f i r s t time that Urbano was really his own son. Before 

that, dona Micaela had taken upon herself the roles of father and mother; 
41. Ayala, Los t rabajos . . . , p. 448. 
42. Ayala, Los t rabajos . . . , p. 453. 
43. Ayala, Los t rabajos . . . , p. 453 , 
44. Ayala, Los t rabajos. . . , p. 454. 
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the atonement represents a return to normality. 

The renewal of Urbano and don Leoncio is balanced by the steady 

decline of dona Micaela; it is as i f the new Urbano cannot emerge until 

the old donaMicaela has disappeared. He inherits many of her character­

istics, decisiveness being the most apparent. Her previous l i fe has, on 

her own admission, been a kind of Hell , and in 'Novilunio' she begins to 

emerge f r o m i t , in the hope of gaining paradise. She hopes fo r a new 

start with don Leoncio, and a new child to replace Urbano. Before long 

she can say that the old do*na Micaela has died, and by the end of 'Novilunio' 

she is as innocent as before she was knowledgable, and in a state of 

'beatitud dichosa', confusing all aspects of reality, especially sexual ones. 

45 

She represents, in don CSstulo's words, the 'Santo destino de la mujer ' , 

which in his view consists in self-sacrifice: she willdie so that Urbano may-

l ive. This is one of the points where there can be no psychological 

explanation of her conduct, with the result that the mythical level , with 

its references to Hell, Lucifer and paradise, comes to the fore: 'vivfa 

ahora en estado de beatitud dichosa. Habia ascendido al paraiso hallandose 

todavia en carne mortal ' , ** The important point is that dona Micaela is 

not just a psychological case, but, through her experience of Hell and 

constant references to i t , a mythical figure. 
Simona too, passes through a period of hellish darkness with the 

47 

seven ugly sisters, 'de fosca catadura brujesca', whose appearance 

in the novel turns i t into a fa i ry story. They represent unrelieved evi l ; 

45. Ayala, Los trabajos. . . , p. 479. 
46. Ayala, Los t rabajos. . . , p. 475. 
47. Ayala, Los t rabajos. . . , p. 481. 
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even the kisses of Trifona, the eldest, are sinister: 'Huelele la boca a 

48 

cementerio, a iglesia y a i n f i e r n o . . . ' , They are the evil monsters 

which are appropriate to this stage of the progress of the hero and heroine, 

and their presence f i r m l y establishes the conflict in Los t rabajos . . . between 

good and bad: they are completely bad, just as Simona is completely good. 

The usefulness of a mythical structure here lies in its clear distinction 

between good and evi l . Ayala's ' l iberal ' views would normally preclude 

such a sweeping distinction, which is however, essential i f the novel is to 

have a moral message. On this mythical level, where fa i ry princesses 

l ike Simona and evil witches like the seven sisters can exist, with no 

threat to the ' l iberal ' tolerance which Ayala advocates, essential good and 

essential evil can be brought into conflicts which would not normally be 

possible. The 'strong simplicity' which we have already discussed, is 

therefore not just a question of characterization but also a moral one: 

the Urbano and Simona novels are to a great extent a fight between good 

and evi l , 

Simona is never seen directly, but always through a ve i l of images 

which rncwk, her the fa i ry princess of the tale, ^jot unconvincing as an 

49 

individual character. She is referred to as the 'Emperatriz ' . In her 

relationship with Urbano she is presented as a goddess: 'Tu eres su 

duena, su'esclava, su diosa', ^ and is called 'angelical' and compared 

to Snow White. The development of Urbano, like that of any mythical 

hero, focuses on his becoming worthy of this prize. She is a harmonious 

48. Ayala, Los t rabajos. . . , p. 511. 
49. Ayala, Los t rabajos. . . , p. 535. 
50. Ayala, Los t raba jos . . . , p. 436 v 



-210-

mixture of al l women. We have already seen how don Leoncio thought 

that she resembled Marfa Egipciaca; when in the convent she becomes, 

for a while, a fallen woman. She is also a wife, a widow, a deceived 

lover and at the end of the book about to become a mother. In a sense, 

she is even meant to be reminiscent of the Virg in Mary. 

Her importance in the book is as the prize which Urbano must win 

through his personal transformation. To this end he must reconcile 

the opposites in his character, and indeed al l the conflicts in the book. As 

Paolo thinks: 'Le habfa visto transformarse, de repente, de nifio zangolotino 

51 

en hombre independiente y original ' . This independence and originality 

is based on Urbano's understanding of one of the fundamental themes of 

the book: the conflict between nature and reason. This is revealed in an 

important passage following his reconciliation with his: mother, and which 

constitutes the peak of Urbano's enlightenment. 
I Es que llevarnos todavfa en la caverna de nuestro pecho al hombre 
pr imi t ivo , estilpido y sanguinario? Evidentemente. i Oh, que" alegrfa 
descubrirlo, conocerlo I Porque en cuanto una cosa estS conocida, 
esta asimismo dominada. Lo unico que no se domina es el misterio. 
Ya te tengo sujeta e inm6vil , bestia cavernaria, padre de los sent-
imientos bajos. No me dejo dominar de estos sentimientos. Yo los 
domino, puesto que los conozco. I Y con que" sencillez he triunfado I 
Pareceme que si siempre puditiramos comprobar c6mo funciona el 
mecanismo de los telares con que nuestra alma teje sus ensue'nos, 
sus ilusiones, sus codicias, sus odios, sus desabrimientos, sus 
resentimientos, sus envidias, sus vanidades, sus recelos, sus 
espantos, la mayor parte de los conflictos de conciencia 
desaparecerian. 52 

There w i l l therefore be no conflict between happiness and unhappiness, as 

an awareness of both is itself an affirmation of l i f e . Man's animality is 

dominated, not by dona Micaela's ruthless suppression, but by understanding. 

51. Ayala, Los t rabajos . . . , p. 505. 
52 Ayala, Los t rabajos . . . ,pp. 472-3. 
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Even the conflict between 'el alto magisterio de don Castulo y sus ensenazas 

incomparabies, sentimientos delicados, pureza de intenciones, amor a la 

belleza, des inter£s en los pensamientos, culto de la inteligencia, elegancia 

53 
del espfritu' . and the demands of daily reality appear to be capable of 

solution given time. Above a l l , the two halves of Urbano's personality, the 

'hombre externo, activo y practieo; otro, el hombre espiritual, discursivo 

54 

y anairtico', are both ful ly occupied. He is therefore a balanced and 

harmonious unity and worthy of Simona. The development of Urbano's 

personality clearly owes less to normal psychological processes than to the 

mythical content of the novels, which involves the balancing' of a l l opposites 

in harmony. This is clear f rom a short description of one of Urbano's 

dreams: 
A solas en el lecho, tardo en dormirse. Estaba feb r i l . 
Luego son5 verse suspendido en el aire, corao un pSndulo, y oscilaba 
vertiginosamente desde una region diSfana y luminosa, que era el 
parafso, hasta una zona negra y pavorosa, que era el infierno: de 
aqui y de alia, sin punto de sosiego. 55 

Such a description is less concerned with what Urbano actually dreamt than 

with a f a i r ly abstract interpretation of his position: without Simona he can 

not achieve paradise. Now, paradise is hardly a psychological concept, 

but rather a theological one, and one which is constantly present in the myth 

of the hero. 

Urbano's final victory and integration into reality can only be 

56 

accomplished with Simona, as they are 'los dos polos del universo'. 

Their relationship is thus placed, not on a sentimental footing, but in 

universal, cosmic terms. Nature, concludes Urbano, is divided into the 

eternal feminine and the eternal masculine and as Simona Vsumia el tipo 
53. Ayala, Los t rabajos . . . , p. 471 . 
54. Ayala, Los t r aba jo s . . . . , p.470. 
55. Ayala, Los t raba jos . . . . , p. 513 , 
56. Ayala, Los t r aba jos . . . . , p.528. 
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57 

de la perfeccitfn femenina', i t is for him to be the ideal of masculinity,, 

In this way the two characters lose their individual identity and become 

purely abstract eternal forces: Simona atnd Urbano are complementary 

opposites. 

For this reason Urbano cannot accept the fact that nature would 

continue if Simona died, and so shoots the crow which by its singing proclaims 

the unchangeability of nature. Simona's illness is a purely mythical event: 

Todo era primavera. Y Simona estaba en su primavera dormida 
y como muerta, no de otra suerte que el Adonis mftico parecia muerto 
o dormido durante el invierno para resucitar con su juventud perenne 
a cada nueva primavera. Simona iba a resucitar. 58 

Urbano waits at her bedside 'como una figura de piedra labrada en un sepulcro 

59 
en espera de la resurrecci6n de la carne'. When she does recover, 

'Urbano vela a Simona como una resucitada, una mensajera del pais de las 

gombras, una persona distinta, puesta que habia resucitado en un cuerpo 

60 

d i s t i n t o . . . : . In this way Ayala diverts al l attention f r o m the events onto 

the mythical plane which is concerned with transformation and renewal. 

Urbano himself recognizes that they have begun a new l i f e , and that neither 

is the same as before. This is perhaps the real reason why, during the hold­

up by bandits, Urbano says that his name is Juan P<5rez and Simona's, 

Pedro Fernandez: they have become anyone, absorbed into the rest of humanity. 

The solution which Ayala proposes here to the problem of the hero's 

integration into the world is significantly different f r o m that in Belarmino y 

Apolonio. Don Guillen achieved great knowledge of the world, and a sometimes 

cold and pragmatic detachment f r o m i t . Urbano and Simona w i l l just produce 

57. Ayala, Los t rabajos. . . , p. 528, 
58. Ayala, Los t r aba jos . . . . . p. 540 • 
59. Ayala, Los t rabajos . . . , p. 541 -
60. Ayala, Los t rabajos. . . , p. 543>• 
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children, a solution which was carefully avoided in Belarmino y Apolonio 

by making don GuillSn a priest. Urbano and Simona w i l l continue to live 

in a dangerous and chaotic world, which they cannot change in any way as, 

unlike don Guillen, they are powerless. The paradox of the Urbano and 

Simona novels is that although Urbano suffers for his innocence at the 

beginning, i t is to a kind of innocence that he returns at the end. 

6.7 Conclusions 

Luna de m i e l . . . and Los trabajos. . . are the f i r s t of Ayala's novels 

to attempt to combine l i terary and mythical figures in response to certain 

problems of composition. The f i r s t of these is the diff icul ty of using the 

novel to present convincingly an abstract subject. The essay-like passages 

f r o m the narrator, and even some of the characters, would damage the f o r m 

of a traditional novel, even if related to its theme. Ayala therefore adopts 

the episodic fo rm of the byzantine novel where continuity of plot is not 

essential, and which can without danger be broken up; i t is in. the nature 

of the byzantine novel to be studded with digressions. Mythical references 

f i t in well with abstract and essayistic passages as they have a common focal 

point: the narrator. 

If there is a sense of unity, i t is very flexible. Urbano and Simona 

are to be seen in many different ways: as Adam and Eve, Daphnis and Chloe, 

and Persiles and Sigismunda. The reader is therefore invited to look at them 

f r o m many different points of view, and on different levels: as individual 

characters, as l i te rary characters and as mythical figures. This diversity 

is probably an attempt to deal with the difficulties of using the type of 
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characters which are involved in a novel with an abstract subject. I t is not 
enough for Urbano to be a modern Spanish youth who happens to be 
innocent; he must be innocence itself. By accumulating references to 
various figures Ayala emphasises what they al l have in commjn: a quest 
which involves change f r o m one state to another, a rejection of the past 
and a sense of renewal. Yet not a l l the references are treated with the 
same seriousness: those suggested by don CSstulo often tend to be ridiculed. 
In this way Ayala, instead of probing deeper into the characters, tends to 
move round them, illuminating different facets one by one. Consequently, 
they lack the 'strong simplicity' of the mythical novel. Yet there is always 
the central core, usually associated with the most remote of the references, 
the expulsion f r o m paradise of Adam and Eve and the myth of the hero. 

Another of the problems which Ayala must have faced is concerned 

with the treatment of innocence. Thanks to the mythical background, 

Urbano's innocence is seen as the innocence of a l l mankind when compared 

to the knowledge of its creator; man must always remain innocent i f he is 

to have an idea of divine knowledge. In a book about the conflict of 

innocence and knowledge, Urbano must achieve the right amount of knowledge 

to live in this world, and the right amount of innocence to continue to live 

in the next. The knowledge of dona Micaela for example, is excessive 

and leads to the suppression of natural instincts, among them sexual and 

religious ones. As Urbano is a battle-ground for many of Ayala's ideas, 

there must be behind him some f o r m which w i l l hold a l l of them together. 

Again, the Urbano and Simona novels are about the conflicts between 

good and evil and between order and chaos. Ayala therefore needed a 

suitably detached fo rm to present such forces dispassionately, without 
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judging. Accordingly, the presentation of evil forces as witches or evi l 
spirits avoids al l sense of identification between the reader and the 
characters, who can then be seen for what they are: forces which operate 
in the universe, but not particular characters, who are necessarily a 
mixture of different forces, and always justifiable. The myth of the 
hero presents such a succession of figures in morally neutral terms. In 
conclusion, we can say that the presentation of 'normas universales' 
necessitates the use of mythical structures, and that in the Urbano and 
Simona novels the mythical and l i terary figures achieve a predominance 
which they have never had before. 

The Urbano and Simona novels treat basically the same mythical 

subject as Belarmino y Apolonio, giving greater emphasis to one of the 

most common themes of Ayala's short stories, the conflict between brute 

energy and order. In order to illustrate this conflict, Ayala has recourse 

to many l i terary figures and therefore follows the ' l i te rary ' as well, as 

the 'transcendental' line of Pro mete o. Ayala invents less of the plot than 

in Belarmino y Apolonio, and allows l i terary patterns and mythical structure 

to come much closer together than in Prometeo. The level of essential 

meaning is of course occupied by the myth of the hero, and the level of 

plot and character, in order to draw it closer to this trancendental level, 

is occupied not by observed reality but by many diverse l i te rary figures. 

Ayala therefore chooses as the material which he w i l l enlighten a kind of 

reality which has already been consecrated by tradition. He therefore stacks 

the cards in his own favour. He makes his points about the conflict of brute 

energy and order, innocence and knowledge, but at the cost of eclipsing the 

ordinary reality which the myth of the hero is meant to illuminate, as i t did in 

Belarmino y Apolonio, and of confusing the different levels of reality. 
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CHAPTER VII 

THE TIGRE JUAN NOVELS 
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THE TIGRE JUAN NOVELS 
7.1 Introduction 

I f the general trend so far has been for the l i terary figures to decrease 

in stature in successive novels, descending f r o m the unattainable ideals of 

Marco's Ulysses to the less ironical use of l i terary myth in the Urbano and 

Simona novels, the Tigre Juan novels mark the stage at which the l i te rary 

models no longer dwarf the real characters. For example, Tigre Juan's 

performance of El mgdico de su honra is only allowed to become grotesque 

for a moment, and his refusal to imitate don Gutierre in his own l i fe does not 

represent personal fai lure. This attempt to maintain the seriousness of the 

invented characters is typical of the Tigre Juan novels, in which the bulk of 

meaning is conveyed by what they say about themselves in a series of 

platonic dialogues. Many of these dialogues are concerned, with the l i terary 

figures which haunt the characters' imaginations, and which are therefore 

seen indirectly. The importance of the l i terary figures lies therefore in 

their symbolic value for the protagonists who define themselves by arguing 

about them f r o m different points of view, and are not presented simply by 

the narrator. This new technique is an improvement on the one used in 

Luna de miel , luna de hiel and Los trabajos de Urbano y Simona and 

probably responds to one of the faults of these novels. As F .W. Weber 

says: 'Because Perez de Ayala here rendered myth as actuality, the 

personages and setting do not take on a mythical aura, as they might have 

done in a more suggestive, symbolic treatment. Since the myth is by nature 

refractory to l i t e ra l interpretation, the two elements remain inconsonant and 

j a r r ing ' . * By letting the characters talk about them, Ayala puts the 

1. F.W.Weber, The Li terary Perspectivism of Ram6n Pe>ez de Ayala, 
Chapel H i l l , 1966, pp. 98-9. 
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l i te rary figures back where they belong, as ideas and aesthetic objects. 
This is therefore a different attempt to avoid presenting the ' real ' 
characters as symbols. 

The fact that no single character represents fu l ly Ayala's ideas on 

don Juan has led two cri t ics to conclude that the Tigre Juan novels are 

used to condemn the burlador figure: 'What he disliked, and attacked in 

Tigre Juan, was the popular version of the myth that has tended to degrade 

2 
relations between the sexes, especially in Hispanic Culture'. Seen in 

this l ight , the 'symbolic and incomplete murder of Vespasiano without 

doubt portrays the destruction of the shallow and perverse version of the 

t 3 

myth, a This may be so, but to reduce Ayala's treatment of the don Juan 

figure to his presentation of Vespasiano is to ignore the complicated 

relationship between all the characters and the figure. In the case of 

l i terary myth there is less emphasis on ironic contrasts or the represent­

ation of a l i terary figure by a single ' real ' character. In fact there is a 

conscious fragmentation of the l i terary figures, who are basically 

important as ideas. Indeed, the figures used in the Tigre Juan novels are 

a l l ones which Ayala had already referred to in essays. 

Another clear attempt to unite the real and mythical level in a new 

way which damages neither is made by giving greater emphasis to the 

universal symbolism of the less easily degraded myth of the hero. Critics 

have tended to ignore the supernatural elements of the Tigre Juan novels, 

which are derived f rom the myth of the hero. Ayala is prepared to present 

2. M . SalguSs Cargill and J, Palley, 'Myth and Anti-Myth in Tigre 
Juan', Revista de Esrudios Hispanicos, 7, 1973, pp. 408-9. 

3. M. Salgues Cargill and J. Palley, ' M y t h . . . * , p. 409. 
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directly certain motifs connected with the myth, just as he was in some of 
the later short stories. In the Noche de San Juan sequence Tigre Juan 
actually becomes the mythical hero, there being l i t t le or no attempt at a 
realistic version of events. This presentation of nature as a magical place 
in direct contact with the next world marks a return to the techniques of 
some of Ayala's early short stories. Indeed, in other ways Ayala returns 
in his last two novels to earlier techniques, with a consequently greater 
interest in personal psychology, in figures f r o m folk mythology and in the 
use of works of art as an insight into the next world which was seen in 
Troteras y danzaderas. Generally, the l i terary level is much less 
important and the mythical level more important, with the result that Ayala 
no longer looks down on the principal characters or treats them as puppets. 

7.2. Literary themes 

The Tigre Juan novels are Ayala's last attempt to create a novel of 

ideas. His aim was partly to give his ideas on don Juan their 'debido 

complemento y desarrollo por la acci6n', just as in Troteras y danzaderas 

he had given ' movimiento y temperatura vi ta l ' to his ideas on the theatre. As 

don Juan is basically an idea, the theatre has only reproduced i t indirectly: 

Las Ideas puras, ecuanimes e incorruptibles son las realidades 
supremas del pensamiento; viven por S L , independientes de los 
objetos. No podemos alcanzarlas si no es por medio de atenuados 
y degradados r e f l e jos . . . Por tanto, lo que (el autor dramatico) nos 
ofrece en la escena son sombras de sombras . 4 

The Tigre Juan novels are intended to capture the two archetypes through 

their l i terary shadows and w i l l therefore involve degradation, not for social 

4. Ayala, prologue to the fourth edition (1940) of Las mascaras, Obras 
Completas, I I I , pp. 20-2K 
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c r i t i c i sm, but out of artistic necessity. Ayala says as much in the prologue 

to Las mascaras: 

Al trasplantar al mSdico de su honra a los tiempos modernos y a 
una morosa capital de provincia, por fuerza hube de reducir el 
tipo a su biologia y psicologia elementales, de hombre de 
pueblo. El meciico se convirti6 en curandero . 5 

In exactly the same way, don Juan is converted into a stocking salesman. 

As Tigre Juan himself points out at the end of the book: 'Todos los Don 

Juanes vienen a ser viajantes de comercio, y precisamente del ramo de • 

pasam&neria, sederfa y novedades', ^ I t is interesting that Ayala should 

point out that he wanted to portray the essence of the two figures. As has 

been shown, the grotesque treatment of l i terary figures usually involves 

sustained juxtaposition of minute physical details, and not essential features. 

There are clearly two types of degradation. 

Don Juan and e l medico de su honra' are two contrasting figures 

neither of which can be understood without the other, and Ayala infuses 

this dependence with his own ideas. The opposition don Juan - medico 

de su honra is basically the same as the dramatist-philosopher contrast 

of Belarmino y Apolonio: Tigre Juan feels emotion which paralyses him 

and Vespasiano can communicate emotion which he does not feel. Tigre 

Juan consequently even asks Vespasiano to declare love to Herminia. Even 

at the end of the novel Tigre Juan is s t i l l prepared to say: 'Meterte dentro 

de may meterme yo dentro de t [ . Eres una parte de m l mismo, que me 

falta; como yo debiera ser una parte de t { . I Te echo de menos; te echo 

7 
de menos'. Yet whereas Belarmino and. Apolonio can never be complete 

5. Ayala, prologue. . . , p .21 . 
6. Ayala, El curandero de su honra, Obras Completas, I V , p. 793 . 
7. Ayala, E l curandero . . , „ ? p/7H* 
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without each other, Tigre Juan can manage quite well without Vespasiano: 
g 

'Pero tal como eres, deficiente y castrado, te desprecio'. This self-

sufficiency marks a change f r o m the technique of Belarmino y Apolonio 

where the two shoemakers were left forever incomplete. In the Tigre 

Juan novels one half of the pair of opposites manages to become the hero and 

live successfully in the real world: the characters become more human,, 

Tigre Juan begins his complicated relationship with the l i te rary 

models by actually reconciling don Juan and the medico de su honra : 

don Juan, according to h im, performs one of the functions of don Gutierre 

by taking vengeance on faithless women, who are made to feel the ridicule 

normally felt by the deceived husband. This echoes Ayala's view that don 

Juan reverses the traditional roles of the sexes. Yet Tigre Juan is less 

concerned with the way don Juan seduces women than with his social role. 

Unconsciously, Tigre Juan embodies Ayala's idea that don Juan has an 

essentially hebraic view of the role of women, that 'el ser mas despreciado 
9 

de la Biblia es la ramera', and that l a idea vertebral de Don Juan, la 

feerza interior que le sustenta tan arrogante y erquido frente al mundo... 

es aquella noci<5n semftica de que el centro de gravedad sexual reside en el 

var6n y no en la hembra'. ^ Indeed, Tigre Juan not only defends don Juan but 

has a lot in common with him: he is often called don Juan, he attracts women 

and Herminia feels pulled towards him by an irresistible force: 'Era un 

zumbido de vdrtigo. El abismo que ahora ante ella se abria era el amor mudo 

y hondfsimo de Tigre Juan, que, en efecto, la absorbfa; y por contrarrestar 

su atracci<5n i r res i s t ib le . . . ' . ^ In Ayala's writ ing about don Juan 
8. Ayala, El curandero... , p.796. 
9. Ayala, Las mascaras, p.346. 
10. Ayala, Las mascaras, p. 354. 
11. Ayala, El curandero... , p.705. 
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iirresistible is a key word often used to describe the burlador. Yet Herminia's 

reaction to this comes f r o m a different tradition: 'tenia que encastillarse 

i 12 

en una proporcionada voluntad de repulsi6n.. . Encastillarse, the idea of 

woman besieged by man, is related to the courtly love tradition which fo r 

Ayala is the exact opposite of the hebraic mentality. Their relationship 

is therefore underpinned by two conflicting traditions. This conflict is not 

just between the two of them, but can also be seen within Tigre Juan's own 

attitudes. He needs the help of Vespasiano because of his 'ansia, ciega 
13 

todavra, de conquistar el amor de Herminia*. Again conquistar implies 

the idea of the man being attracted by the women, who is an ideal to be 

won - the courtly love tradition. Tigre Juan is further related to this by his 

idealisation of three women: ' M i madre, la Madre de Dios y ella son las 
14 

tinicas mujeres decentes... ' . In Tigre Juan there are clearly donjuanesque 

elements in conflict with Christian and courtly love elements. 

Colas is another contradictory character. Although in the dialogues 

he professes his disdain for don Juan, he has much in common with him. 

Colds is , like don Juan, a constant traveller always looking for change. 

Like Vespasiano he is afraid of responsibility and never wishes to be fixed 

in one place, an hijo del aire whose actions are motivated by momentary 

whims. He is therefore, like Vespasiano, at the mercy of the passage of 

t ime, and to be contrasted with Tigre Jucuv, who stands for permanence. Both 

Colds and Vespasiano are related to the theme of deceit, which runs through 

the whole book as a donjuanesque element. Vespasiano deceives women, 

and Colds is prepared to travel round the fairs with Carmina earning money 
12. Ayala, El curandero.. . , p. 705. 
13. Ayala, Tigre Juan, Qbras Completas, IV, p. 642 . 
14. Ayala, T i g r e . . . , p.561» 
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f rom a fraudulent card t r i ck , justifying his actions by saying that people want 
to be deceived. There are therefore three characters who exhibit 
donjuanesque features : Vespasiano, Tigre Juan and-Colas. As Ayala himself 
says: 'Don Juan es un hombre universal, por el carScter, en cuanto 
representa algo sustancial al sexo masculino, y que se halla m&s o menos 
desarrollado, acaso latente, tal vez activo, en todos los hombres'. ^ By 
fragmenting the character, Ayala presents don Juan's attitude to women as 
a constant factor in man's psychology and in conflict with others without 
turning the characters into symbols. 

Ayala presents the 'medico de su honra figure in a different 

way; isnUlie.ltie' three characters with varying donjuanesque qualities there 

is a single character who comes into contact with honour on three different 

levels. By presenting Tigre Juan as a curandero de su honra , there is no 

irony but, as has been seen, a desire to 'reducir el tipo a su biologfa y 

psicologfa, de hombre de pueblo'. On this personal level Tigre Juan needs 

the ideal of honour to give order to his l i f e , just ify past actions in moral 

16 
terms and make the future more stable. He uses the 'latigo del deber' 

to defeat the beast within him. Honour therefore represents the light of 

reason battling against the dark powers of the instinct, the 'generalato de 

17 

la mollera' which he believes should govern men's actions. Paradoxically, 

i t is his instinctive revulsion at the deceitfulness of women that has led 

him into this position. Like don Gutierre, he is sensitive to the point of 

paranoia, dreaming of blood and cursing al l women. Yet Tigre Juan is 

an extreme case, far more dangerous than don Gutierre as he holds that 
15. Ayala, Las mascaras, p. 387. 
16. Ayala, El curandero... , p. 604. 
17. Ayala, T i g r e . . . . , p. 559 . 
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women are guilty merely because they are women. They were guilty for 

the f a l l of man and therefore for the human condition. On the next level, 

the performances of the Medico de su honra, Tigre Juan actually becomes 

don Gutierre by playing the part. The device of having characters identify 

with the protagonists of a play dates back to Troteras y danzaderas, but is 

used slightly differently here. Tigre Juan is incapable of deriving spiritual 

benefit f r om seeing a l l the characters locked in the drama because he is one 

of themjunable to achieve the spectator's viewpoint, and oblivious to those 

of the other characters. The more general view, achieved after the events 

of the 'Noche de San Juan' does not come through the contemplation of a 

play, but through divine revelation. As Tigre Juan says: 'Salfde mi mismo 

para ponerme en el caso de Herminia. DejS de exist ir por propia cuenta,para 

18 

que ella, solo ella, existiera dentro de mi. „ He achieves a completely 

new definition of honour, which involves fidelity to oneself and trust in 

others. Honour is therefore presented in a scale in which the medico 

holds the central position, with Tigre Juan moving f r o m being an exagger­

ation, to identification with the l i terary figure before superceding i t to 

become the hero. On this scale, the l i terary figure (mgdico) is merely 

a shadow of the real honour which Tigre Juan achieves through spiritual 

insight, and which represents permanence, in an ever-changing world. 

True honour is therefore closely related to the theme of the transformation 

of the hero, being the 'secret treasure' of the hero's search. 

7.3 Attila 

The importance of the reference to At t i la , introduced once Tigre 

Juan's reputation has been outlined and his outward appearance described, 

18. Ayala, El curandero... , p .792, 
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lies in presenting him f r o m two unexpected points of view: f r o m a great 

distance in time and f r o m his own position. By looking at the print which Colas 

shows h im, and reacting favourably to the s imilar i ty between himself and 

Att i la , Tigre Juan begins the novel by defining himself. He would like to be 

a 'galan de pelo en pecho, las bragas bien atacadas, como Cristo nos ensena 

19 

y a mf me place'. Atti la is therefore a projection of Tigre Juan's 

personality which he needs to see clearly. Yet the figure also implies a much 

more distant perspective in time. In an essay of 1921 Ayala invested 

the Attila figure with a particular symbolism: 
Lo que guiaba a At i la , n6mada y raudo, en sus expediciones 
largas y certeras, no era el intelecto, sino el inst into. . . modo 
de inteligencia infer ior , pero m£s segura, que poseen alguuos 
animales superiores; aquel peregrino olfato de Ati la , que se 
gozaba en todas las esencias de la t ier ra : las del amor y las de 
la muerte . . . bebia de un craneo, y era como una resurrecci6n. 
pausada y deliciosa, heroica y brutal , en que los pulsos de la 
vida se aceleraban por la sensacifin de la muerte; un misticismo 
salvaje y robusto. 20 

Love and death can be seen as the two main preoccupations of T i g r e Juan, 

and are closely connected. His love for Engracia led him to become so 

jealous that he eventually caused her death. His love for Herminia can only 

be complete after the death of the old Tigre Juan. Through the connection 

with At t i la , Tigre Juan is seen as a primit ive man, the original man in 

close contact with nature and with the life-energy of the world. Yet fo r 

Ayala the figure of Attila is more than this; Attila represents primitive man 

coming into contact with civilisation and decadence: ' El hirsute hombre 

de la estepa querfa desposar su precioso icono de oro y esmalte, arquetipo 

21 
de herrnosura decadentista'. The Hun leader wanted to marry a Byzantine 

19. Ayala, T i g r e . . . , p. 554-5. 
20. Ayala, M5s divagaciones l i terarias , Obras Completas, IV , pp. 1090-1, 

(La Prensa, Buenos Aires, 22/11/1921). 
21. Ayala, Mas divagaciones... , p. 1092. 
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princess, just as Tigre Juan w i l l always prefer women f r o m the town to 

country girls. He may spend his mornings collecting medicinal herbs, but 

he is always prepared to give Herminia the most expensive presents, decides 

that their house w i l l be a 'palace', and on their wedding day symbolically 

curbs nature by forcing her to wear tiny shoes. This tendency towards 

decadence is continued and exaggerated in the character of Vespasiano, 

whose name is reminiscent of the Byzantine Emperors, and may be intended 

as an echo of the Valentiniano whose daughter Attila was to marry. Tigre 

Juan may therefore be said to represent humanity at a cr i t ica l stage of 

evolution f r o m a primitive society to a more civilised and even decadent one. 

In an essay of 1921 on NietzscK<?, Ayala compares Attila with the 

German philosopher, whose ideas may lie behind the character of Tigre 

Juan. For Ayala the most important aspect of Nietzsche was that he had; 

la mSs saludable y fecunda animalidad, la animalidad en su 
modo inmanente de operar, o sea fuerza propulsadora y 
creadora de la vida en su perdurable evoluci6n; tendencia a 
trascender y superar los tipos yabgrados. A esta fuerza ciega, 
Nietzsche la doto de conciencia humana y la coagul6 en un SLmbolo 
poStico: el superhomkre. 22 

This animal vital i ty is certainly one aspect of Tigre Juan; he is described 

as a tiger and a wild boar. His only actions at the beginning of the novel 

are uncontrolled fits of anger, untempered by the light of reason. His 

energy, 3?earning for a son, and contact with nature make of him a l i fe-force 

in the Nietzschean mould. Right to the end of the novel Tigre Juan is blind 

to the reasons behind his actions. His purpose is to continue l i f e : 

] Hijo mib, sobre mi pecho; 
leve espuma, naciente onda 
en el curso del rfo eterno 
de la vida I La v i d a . . . i Oh vida I 

22. Ayala, Mas divagaciones.. „. , pp. 1091-2. 
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A t i te la he dado, corno a mi me la dieron. 
I Ad6nde vamos? £ De d6nde venimos? 
Medroso estruendo colma el silencio del universo; 
el retumbo del torrente de la vida 
en el vacio inmensurable 
repercutiendo. 
i Padre I I Padre I Tengo miedo. 
Tengo miedo. 23 

There is no answer to his questions, and no comfort for his fear. The 

only possible solution is given by Tigre Juan in the Parergon section, 

where he seems to be echoing the idea of the superman: 

La razon de ser de cada criatura es su perfeccL6n, la cual solo 
la Raz<5n, con mayuscula, la puede definir y apreciar. En 
la distancia que cada criatura se aproxima ma's o menos a la 
perfeccion, encierra, al respetive, mas o menos raz<5n de ser. 
I Cual es la raz6n de ser del hombre? Hacerse lo mas hombre 
posible. Tu mismo has dicho que tu Raz<5n no es tuya, sino que 
pertenece al hombre en general. SerS, por tanto, lo razonable 
en el hombre particular todo aquello que redunda y trasciende en 
beneficio de la especie. 24 

Whereas Marco de Setignano's ideal was a superman who would stand out 

f r o m , and save, humanity, Ayala's last hero does not see the superman 

as an individual. The superman is a symbol for the universal reason to 

which the individual must aspire. Tigre Juan is linked to this universal 

process indirectly through the figure of Att i la . As a result many of the 

details of Tigre Juan's character - animality, fondness fo r luxury, 

preoccupation with death, close contact with nature - are not arbitrary 

inventions, but linked to a single source, Tigre Juan's connection with 

the world energy raises the question of the hero's joining of the two 

worlds and it is therefore appropriate to examine Tigre Juan as a 

mythical hero. 

23. Ayala, E 1 curandero. . . , p. 769-70. 
24. Ayala, El curandero. . . , p. 789. 
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7.4 Tigre Juan : un unwilling hero 

On the f ace of i t Tigre Juan does not much resemble the dissatisfied 

her o who rejects his past and searches for insight into the meaning of the 

world. He is older than Ayala's other heroes and has settled into an 

apparently stable middle age» Yet he has only achieved this by suppressing 

action and abolishing time in order to stagnate in a sterile and timeless 
25 

vacuum: 'Siempre se le ve fa en su puesto del aire ' and: 'Era un puesto 
26 

permanente: todas las horas del dfa y todos los dfas del ano*. Time has 

no meaning and there is no possibility of change. Tigre Juan is one of those 

who have rejected the call to action and the process of rebirth. The 

structure of the novel is concerned with his forced return to human society. 

This process is punctuated by mythical references which, fo r the f i r s t time 

since the early short stories, are often magical. The journey motif is 

abandoned, Tigre Juan's journey being a psychological one, as was Alberto's. 
The setting of the novel is magical. The market square in Pilares 

contains the 'suma innumera de hechos que perteneeen al antano. Nada 

27 

hay que se haya olvldado'. I t is the point at which two contrasting, worlds 

come together: the civilised urban world and the rustic world governed by 

folk superstitions. Tigre Juan stands between the two: his stall is permanent 

like a shop and is placed near the shops, yet is s t i l l in the market and is 

stocked with herbs and grain f r o m the country. His dress is half peasant 

and half artesan. His activities bring him into contact with both worlds; 

ke is a herbalist and sells grain, yet he also writes letters for those who 

25. Ayala, T i g r e . . . , p. 555. 
26. Ayala, T i g r e . . . , p„ 552. 
27. Ayala, Tigre. • . , p. 551. 
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cannot wri te , changes bills of exchange, and places the peasant g i r l s who 
come f r o m the country as wet nurses. The market place, where 
contrasting elements are brought together, is very much a modern world 
novel. 

Tigre Juan, with his feet in both worlds, is consequently a fund of 

28 
knowledge and experience. Yet he is described as 'Ingenuo' , and 

29 

'enamoradizo y sentimental'. " A basically ingenuous man, he has been 

shocked by his contact with the world into a rejection of i t : his innocence 

has been suppressed. The structure of the novel consists in his change f r o m 

being a tiger (image of experience and energy) to being a lamb (image of 

innocence and meeJcness). This follows on f r o m the Urbano and Simona 

novels, where Urbano had to conserve some of his innocence. At the 

beginning of Tigre Juan experience has suppressed the innocence which is 

necessary to see the world as i t is . 

The apparent stability of Tigre Juan's l i fe is broken by two mythical 

characters whom Tigre Juan had thought to be his contacts with the next 

world . Dona Iluminada can see through appearances and i s , fo r Tigre 

Juan, an ephemeral creature, l iving in a 'penumbre sagaz, colindante 
30 

entre el mundo de la materia y el del espiri tu ' . By hinting that she 

wants to marry Tigre Juan she comes down to the real world, and destroys 

a l l his illusions about her. Tigre Juan cannot accept that the next world 

might have any contact with this one : as at the beginning of a l l the mythical 

hero's quests, the two worlds are divided. Dona Iluminada therefore 
31 

accepts to become his 'angel custodio' and devotes her time to making 

28. Ayala, T i g r e . . . , p. 554 . 
29. Ayala, T i g r e . . . , p. 624 . 
30. Ayala, T i g r e . . . , p. 582 . 
31. Ayala, T i g r e . . . , p. 594 « 
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the characters aware of their archetypal qualities, which she can see. 

Clearly Tigre Juan does not choose to undergo these t r ia ls ; he is an unwilling 

hero who is thrust into them. The second t r i a l comes with Colds, whose 

ar r iva l had provided him with a purpose in l i f e . By bringing Colds up 

32 

Tigre Juan considers himself the 'mandadero del Padre Celestial'. 

Colds is a saviour for Tigre Juan, and i t is to him that the curanderb 

turns to ask for forgiveness. Tigre Juan even preserves Colds's room as 

a shrine, and the departure of his adopted son takes place at the elevation 

of the host during Mass. The loss of the two idealised figures means a 

descent into hell in which all contact with the next world is lost: 'el largo 
33 

remanso de beatitud.. . andaba pr6ximo a su tf i rmino' . Tigre Juan is 

thrown out of his peaceful existence; he is not called by a higher power. 
The nightmare period is f u l l of images of death and paralysis. His 

mouth is a 'cavidad IGbrega, habitada por un siiencio mortal, lo mismo que 

34 
entonces eran su coraz6n y su pensamiento'. He dies a symbolic death: 

'Resucitaba en un cuerpo difunto. "Pobre Tigre Juan. Acab6se ayer. Soy 

35 

un caddver que anda" ' c " He is incapable of communicating and reality 

dissolves: there is the usual aimless walk round the town at night and the 

market place seems like the sea. Alongside the religious and supernatural 

imagery Ayala also translates the progress of the hero into l i t e ra l terms. 

The Hell into which he falls is a psychological hel l , in which Tigre 

Juan finally becomes aware that he has not really changed over the years: 

'Tantos anos, tantos, castigando con el ldtigo del deber la fur ia del alma y 

32. Ayala, T i g r e . . . , p. 602. 
33. Ayala, T i g r e . . . , p. 578-
34. Ayala, T i g r e . . . , p. 5£Q. 
35. Ayala ; T i g r e . . . , p. 604 . 
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la rebeldia del cuerpo hasta someterlos.. . En un abrir y cerrar de los ojos, 

3 6 

de nuevo la f iera se revuelve y me derriba' . The beast is a part of his 

own character, Tigre Juan being in many ways the legendary beast who 

awaits the beautiful princess who, by her love, w i l l transform him into a 

handsome prince- He is frequently described as an animal, and the 

children of the market place think he is an ogre. Indeed, when he goes to 

see Carmina, she makes the sign of the cross: 'como para ahuyentar a 

37 

Lucifer 1 . Tigre Juan's awakening- begins when he is invited to return to 

the country by Nachfn de Nacha, who is one of the agents sent to mislead 

the hero. He offers Tigre Juan renewal by returning to the past : 'No 

bien saco la pata de mi umbral, asiento la madrena-en un pars encantao, 

mano a mano con les animes y les criatures del otro mundo. „. Cabe el 
38 

l i a r , platicando de los aiios floridos, tornarSmonos mozos'. This is 

precisely what Tigre Juan does not want: he is already aware that he has 

not changed enough since those days. I t is interesting that here, as in the 

early short stories, nature is a magical place where contact can be made 

with spir i ts . 

Tigre Juan's Hell is to relive his past l i f e , and begins when he 

receives a letter f r o m his former captain's widow. The letter arrives as 

i f by magic, and the past reappears 'cuajado en una eternidad de infierno' , 
39 

presided over by the 'sacerdotisa de Belcebu'. I t is for Tigre Juan the 
Apocalypse, and the memories take on the motif of the dance of death: 

Y asfcomo en el dia del Juicio Final , en la gran zarabanda 
postrera de la vida y danza universal de la muerte, lo grotesco 
se abrazara con lo horrible, asf tambiSn Tigre Juan, ante tantas 
memorias, ahora actuales, que le espantaban, f i j 6 acaso la 

36. Ayala, T i g r e . . . , p. 604, 
37. Ayala, T i g r e . . . , p.596. 
38. Ayala, T i g r e . . . . pp. 610-11. 
39. Ayala, T i g r e . . . , p. 623. 
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atenci6n en un pormenor bufonesco. La capitana Sempriin. . . en 
gulsa de la mujer de Putifar'. 40 

This stylisation of Tigre Juan's thoughts turns an impenetrable area of a 

man's consciousness into a pattern which is already famil iar to the 

reader: a conflict between heaven and Hell. The intimate reality of Tigre 

Juan's mind is therefore seen f r o m a very distant point of view: 'asf 

Gamborena como dona Marica se le ofrecfan bajo una 6ptica novas irna y 

extrana, como si el y ellos estuvieran en el limbo o en el valle de 

Josafafc'. Tigre Juan is brought to the point where he must accept his 

guil t for the death of his f i r s t wife in universal rather than personal 

terms. Throughout the novel there is this Christian element, which is 

absent f r o m many of the earl ier novels. Indeed, the whole nightmare 

sequence is punctuated by biblical imagery which gives a harmonious 

'overview' to the cr i s i s . 

The last resurrection of figures f r o m the past involves Engracia 

herself, who appears reincarnate in the person of Herminia, 'como desde 

42 

el ma.s al ls . In this case, however, the Apocalyptic imagery is 

replaced by the Apotheosis: 
' I La Apocalipsis! ] La resurreccifin delacarne!^ estas exclamaciones 
habfan adquirido para 61 un poder de sugesti6n diferente del que poco 
antes tenian. No expresaban ya el horror de un cataclismo f ina l , 
sino una manera de dichoso embobamiento, como ante una apoteosis 
escenica de gran aparato y tramoya. 43 

This insight into the next world is treated as an aesthetic experience: through 

ar t there w i l l be a glimpse of eternal beauty. On this mythical level the 

40. Ayala, T i g r e . . . , p. 629 . 
41. Ayala, Tigre. • . , p. 634 v 

42. Ayala, T i g r e . . . , p.635 . 
43. Ayala, T i g r e . . . , p. 638 • 
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structure of the novel becomes clear and even simple: Tigre Juan can only 

be saved through the love of a woman. 

The third and final mythical stage concerns the rebirth of Tigre 

Juan and the reconciliation of all opposites in the Noche de San Juan 

sequence which, like many such crucial scenes in Ayala is presented 

Sub specie aeterni'. The characters will therefore be seen much more 

as archetypes and less as individuals and there will be a sense of ritual 

about the action. It is for Tigre Juan a cathartic process 'Ent6ncenes, 

desahoga, horn; gomita y escupe fuera los malos humores. AsTquedarSs 

44 

limpio como una patena.Pdrgate de malos pensamientos'. The 

naturally jealous Tigre Juan is placed in a situation where, if he does 

not k i l l Herminia, he must change his whole outlook: it is Tigre Juan's 

last t r ia l , Nachih de Nacha, by exacerbating his jealousy, plays the role 

of the tempter. 

Tigre Juan's insight into the next world is accompanied by the 

minimum of psychological explanation: he is just in a state of hallucination. 

This perfunctory explanation contrasts with the wealth of detail which 

accompanied his earlier crises and shows that Ayala is willing to abandon 

verisimilitude for the sake of the mythical sequence of events. During 

the magical sequence on the 'Noche de San Juan', his Saint's day on which 

there is some symbolic contact with the next world, Tigre Juan finally sees 

the harmony of the material world: 'Cada hoguera, una sfmbolica llamarada 

apasionada, declaraba el oculto sentido de la tierra, ansia infatigable de 
45 

destrucci6n y de reproducci6n'. The tension between the past and 

44. Ayala, El curandero... p. 731 . 
45. Ayala, El curandero... p. 732. 



-234-

present is thus seen as a natural process : everything is continually changing 

but it is a constructive process. From this eternal perspective, even the 

elements are harmonious: :Poco despuSs, los contrarios elementos, tierra y 

46 
aire, fuego y agua, se penetraban y trasfundian en amoroso consorcio...'. 

This insight shows the essential unity of the two worlds: 'Lo fugitivo es lo 

47 
eterno' as Tigre Juan says. 

Yet, in the midst of this universal process Tigre Juan does not 

change; he is like a rock (symbol of absence of life). His glimpse of the 

next world is not earned by his own efforts, but freely revealed to him 

by don Siucerato, the priest and symbol of total innocence, who promises 

to watch over him from Heaven. At this crucial point, Ayala uses Christian 

motifs which were only implied in Pro mete o: 'El clarfn de un arcangel parte 

por mitad el silencio. Una espada de luz increada rasga el velo del 

48 

firmamento como toldo de seda crujiente'. This revelation changes him 

completely. The last difficulty, which he could not resolve by himself was 
i 

the traditional opposition of love and honour: 'El honor te aborice.... /\' f ' 
49 <J' ] Mi amor te adoral ' . Both the parallel columns come together at this 

point in the recognition that love is the ultimate truth : it cannot deceive 

because it is the force which gives order to the universe. As Tigre Juan 

says: 'Tan pronto como dejo de arnarle, el mundo se convierte en un caos'. ^ 

The important point is that Tigre Juan does not discover this through his own 

efforts but through divine revelation. 

Tigre Juan's successful return to the world after the insight into lieaven 

46. Ayala, El curandero,.., p. 733 . 
47. Ayala, El curandero... , p. 734 • 
48. Ayala, El curandero... , p. 737. 
49. Ayala, El curandero... , p. 736. 
50. Ayala, El curandero... , p. 734 . 
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involves an important mythical motif: the rejection of the self. He abandons 
his own point of view and puts himself in the place of Herminia. He is 
completely cleansed: 'He metido mi vida en la colada y ha quedado limpia, 
limpia como la nieve de las cumbres. Todas las suciedades y manchones 
antiguos se han lavado'. ^ This symbolic baptism means that Tigre Juan 
is born again, after his resuscitation by the love of Herminia following 
his attempted suicide. Instead of being a tiger, he will be known as 
' Juan Cordero'"', a name with obvious religious connotations. The lamb 
image also stands for innocence: he wil l not let the world or the 
q̂ue1 diran? interfere, with his future l ife. The final picture of Tigre Juan 

is of a man who wi l l always be frightened by the size and movement of 
an apparently senseless universe, but who has a basic faith in God. He 
is not the kind of hero who returns to the world to preach, but a modest, 
and at f irst unwilling hero, who will manage to live in this world after a 
momentary glimpse of the next. 

By using the universal symbolism of the mythical progress of the 

hero Ayala avoids the displacement and degradation inherent in any literal 

transposition of particular myths or literary figures. Tigre Juan does . 

not act as a symbol of the hero, he becomes the hero and so increases 

in stature. Tigre Juan is so totally identified with the mythical hero 

that any further exploration of the subject by Ayala could only involve the 

repetition of some aspect of the mythical process. There is perhaps here 

one reason why Ayala did not write any more novels after this. He had 

exhausted the theme which runs through all his novels. 

51. Ayala, El curandero.,. , p. 760. 
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CONCLUSIONS 
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CONCLUSIONS. 

8.1 The underlying myth 

At the centre of all Ayala's novels and most of his short stories there 

stands a single hero whose actions and thoughts are based on a mythical 

process of transformation involving initiation through suffering. When 

successful, the hero attains knowledge allowing him to accept his experience 

of this world and yet maintain the necessary innocence and humility to see 

God. This idea of the quest and initiation of the hero is not degraded as it. 

is seen throughout Ayala as the essence of the human condition. The myth 

is revealed in a coherent series of motifs which, by appearing directly, often 

give Ayala's novels a transcendental tone and always affect the formal aspects 

of the novel. 

Although the figure of the hero is a constant factor, it develops, 

reflecting Ayala's initial pantheistic ideology, his subsequent pessimism and 

his final qualified optimism. His earliest hero, about whom he wrote very 

little, lives in a state of harmony where nature reveals faithfully the presence 

of the next world in this. After about 1905, however, this innocent world has 

clearly been lost, and is incompatible with the experience of an absurd and 

indifferent world which can offer no signs of the hereafter. Some heroes 

refuse the call to be initiated into this world and make strenuous efforts to 

recapture their past innocence. Yet innocence, although peaceful and 

harmonious, is lifeless; Ayala's subsequent heroes are all faced with the 

paradox that the energy which moves the world also makes it a chaotic and 

brutal place. The quest of the hero is not therefore primarily an ethical 

question. Alberto goes through all the stages of the quest but ultimately 
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fails just as all the other early heroes fai l : they opt for innocence or artistic 
detachment as an escape from experience.. Marco too rejects experience 
for the purity of the man of thought, representing the ultimate in detachment 
by aiming to create Sod, because only a god can solve all the problems. 
The lesson of Prometeo is that a real God already exists, and that the hero's 
true task wil l be to know Him. Ayala's next hero is therefore a priest, who 
although apparently cynical, has had a vision of the next world which 
enables him to live in this. Ayala's later heroes are much less ambitious: 
they do not try to change the world, which remains a dangerous and chaotic 
place, but are content with their moment of insight, which comes after a 
long period of trials. Total knowledge is in any case impossible; as in one 
of Ayala's poems, harmony replaces totality. 

The three stages of departure, descent into the underworld and return 

to the real world become the key events in all Ayala's fiction, and are 

represented by certain motifs. These are more frequently adapted to modern 

conditions in the early novels and more often presented directly in the later 

ones, with the result that ordinary objects often take on almost magical 

qualities. The characters too, often exist on two levels. The most obvious 

example of this is Ayala's treatment of women. There is almost always an 

old crone, whose function is to announce evil. When Tita Anastasia 

(La pata de la raposa) says that Fina is dead, she is described.as a 'sibila 

decr£pita', not to make her more vivid, but because this is her dramatic 

function. In the mature novels this figure is often seen as a helpful old 

lady, a fairy-godmother type, who may have a dark and sinister side, like 

the duquesa de Somavia. Dona Rosita (Luna de miel, luna de hiel) and 
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dofiu.Ilumi.nada (Tigre Juan) are typical of the old crone in another sense: 
they are potential heroines. The second female figure is the temptress, 
who is always associated with energy, usually sexual, and with chance. 
Her function is to tie the hero;tothe material world. In marked contrast 
with the temptress there are the pure and innocent women who are quite 
passive and usually have some connection with the harmonious and gentle 
side of nature. They are so peaceful that they even lack the energy to 
remain alive in this world,, It is only in the later novels that there appears 
the 'queen goddess of the world' type, who is all women, and meant as the 
prize which the hero may win. Each is both a mother and a mistress, 
and each is connected with both birth and death. The mature novels all 
end with the union of the hero and this figure. Amongst the male characters 
the teacher is perhaps the most frequent. His job is to warn the hero of the 
difficulties ahead, and to awaken him to the need for change. He often 
illustrates the problems which the hero faces, and may sometimes hinder 
rather than help. The father-figure is only seen in the later novels where 
atonement with him becomes one of the most important events. 

These characters all reflect aspects of the trials through which the 

hero has to pass and have a fixed relationship with both the hero and the 

plot-structure. They can do very little that is not within their function, 

and their individuality often rests on grotesque details. Their actions are 

not determined by a normal sequence of cause and effect, and the narrator 

often fails to point out why they act. As a result they have a superficial 

independence which has lead critics to suggest that they are conceived 

dramatically, the more so because characters often receive only one brief 

http://dofiu.Ilumi.nada
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ini.ti.al description. Yet Ayala's characters have the ability to exist on 
various levels, and unlike dramatic characters are seen from two or even . 
three points of view. Their relationship with the myth also means that they 
can easily be classified as good or bad, that they tend to be static, and that 
they are not nearly as independent as they seem. Generally they can be 
divided into two camps : those who live in a pure and harmonious world 
of their own creation, and those who live in the brutal, chaotic, yet living 
world. 

It is difficult to say precisely what the mythical process is about, 

or why Ayala should always base his novels upon i t . It is not about any 

particular ideology and is only incidentally associated with Christianity. 

The heroes do not all even achieve the 'liberal spirit' which is Ayala's own 

ideal. The myth is basically concerned with change and the integration 

of the individual into the world. The hero must have the courage to accept 

his experience of a chaotic and absurd world without losing the innocence 

necessary to see its harmony. This transcendence has much in common 

with E . Mo Forster's concept of 'prophecy' : It is basically a tone of voice, 

and a vision of the entire universe. The myth of the hero is therefore the 

natural vehicle for Ayala. It provides the 'ritmo interno' which he was 

seeking because it is essentially a process. The hero is also a man with 

very few personal characteristics; he is man at that level at which all men 

are the same. As in Forster's idea of 'prophecy', the hero reaches back 

to include the whole of mankind. Without the motifs connected with the 

hero, the presentation of man in a novel, which is inevitably concerned 

with physical reality, would inevitably have lea Ayala to creating individual 

and idiosyncratic characters. In addition, the archetypal hero is a man 

http://ini.ti.al
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to whom anything can happen: his world actually reaches into Heaven and 
Hell. The myth of the hero therefore opens up the possibility for Ayala 
to treat of the whole of human experience without abstraction. 

8.2 Three levels 

These mythical motifs, forming a complete and independent structure, 

often with its own story to tell , constitute a separate level of reality in most 

of Ayala's novels. This level is often contrasted with an intermediate 

level, neither so independent nor so complete, formed by references to 

Greek myths, literary and sometimes historical figures. If the mythical 

level can be associated with E .M. Forster's 'prophecy', this literary-

mythical, or archaic level can be equated with his 'fantasy'. The details 

of a few of Ayala's plots are built up from some pre-existent framework, 

but the literary figures are usually chosen as symbols of some idea: 

those in Luna de miel, luna de hiel are chosen for their innocence and those 

in the Tigre Juan novels for their connection with honour. If the mythical 

level links the narrative with the whole of mankind, the literary level 

affects the relationship between the narrator and the work. Shifts in point 

of view are often indicated by bringing the literary level to the fore, 

treating it ironically, or associating it with one particular character. The 

literary elements contribute to a sense of conscious artificiality in many 

novels and the characters become puppets, with the narrator as a 

puppet-master: the characters are strictly literary creations. At this 

point the contrast with the mythical level becomes most apparent. If the 

mythical level ennobles the hero, the literary level may degrade him„ 
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In some cases the literary level may have little in common with the real 
level- There is therefore a constantly changing balance between the 
three levels. 

In the pre-1905 short stories there is not much conflict between 

the three levels, but in Tinieblas en las cumbres they are drawn far apart 

for the f irst time. The mythical theme is only dimly seen in a few motifs, 

and the literary myths are used ironically, creating a tension between 

the real and literary levels. Yet there is also tension between the literary 

and the mythical levels : Alberto may live in a degraded world, but he is 

a real hero. Sometimes the literary-mythical level may itself be ambivalent: 

although characters in Troteras y danzaderas are made ridiculous by 

reference to literature, it is through literature that Veronica achieves her 

insight into the next world. Marco too, may be degraded by the references 

to the Odyssey, but it is the Odyssey which gives him knowledge of ail 

mankind. Indeed, the literary level may actually rise towards the mythical 

level, as in A. M.D.G. and Artemisa, where literary characters perform 

an emblematic function, summarising from the narrator's viewpoint the 

main conflicts behind the action. Generally, one of the three levels 

predominates, but when each has equal status, as in Prometeo, there is 

greater tension and the levels are kept apart in the formal layout of the 

work, in on uneasy and changing balance. Greater balance is achieved 

in Belarmino y Apolonio, where there is virtually no literary level. Luna 

de miel, luna de hiel and Los trabajos de Urbano y Simona follow a 

different course, with an attempted, although unsuccessful, merging of 

all three levels. The Daphnis and Chloe theme is intended as a contrast 

with the real level; the Persiles and Sigismunda theme, because Cervantes's 
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characters are tliemselves real heroes, brings the literary level close 
to the mythical one, and the Garden of Eden theme provides an emblem 
for the whole work. Even though the 'Persiles' structure serves much the 
same purpose in Ayala as in Cervantes, none of the literary elements, 
can be integrated with the real level, with the result that the levels become 
entangled and do not exist harmoniously. The difficulty is that if the 
real characters contrast with the literary ones, they look degraded, 
and if they conform, they look like puppets. The levels are more 
successfully integrated in the Tigre Juan novels, where the literary themes 
do not determine the plot and are related to the real characters in that 
they provide the subject for endless conversations, and illuminate rather 
than determine character; the real characters even introduce the literary 
themes themselves. The result of this integration is that the three 
levels can be seen as aspects of a single subject. Clearly, the ironic 
use of myth and literature for which Ayala is known is only a small part 
of his work* the general trend is towards the integration of all levels. The 
effect of all these levels is that the reader is forced to look upon the 
action in different ways simultaneously, and sometimes to look at familiar 
reality in a new way, which, paradoxically, often involes seeing traditional 
literary forms behind the action. Yet the reader is not free to choose 
how he reads the novels because there is always the distant but strong 
viewpoint of the narrator who put the levels together. Indeed, the reader 
is intended to become the narrator's accomplice. 
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8.3 The mythical novel 

The mythical and literary levels have such a radical effect on the 

form of Ayala's novels that some of them can be called 'mythical'. In 

the f i rs t place there is a tendency for Ayala's novels to reject the linear 

sequence of time by the clock. The three stages of initiation impose a 

ritualistic succession of events so that if they are not predictable, they 

are certainly familiar to the reader. The novels often follow the cyclic 

pattern of the seasons, finishing in spring after a winter of trials or 

exactly a year after they began and often giving the impression that the 

novel is simply an expanded moment. Descriptions, through their 

connection with myth, often take the setting and objects out of time 

altogether. Through the effect of the multiple levels, several time-sequences 

sometimes come together, and there is always the sense of mythical and 

real events taking place simultaneously. There is a feeling of the presence 

of the past in all the novels, and the real characters may sometimes relive 

the past, because the only measure of progression in time is through 

reference to the myth. Events and scenes can be divorced from their 

immediate predecessors. The mythical pattern can bring together events 

which took years and others which took only a few moments, and in some 

novels there is the presence of the whole history of mankind behind the 

action. One result of this time-structure is that it can easily be broken 

up by the narrator, who has great freedom. His comments cannot 

interfere with a structure as objective and strong as the progress of the 

hero. 

The tendency to treat the dimensions relatively is also seen in 
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Ayala's treatment of space. Basically, the action takes place at a privileged 
location at the centre of the world where all things come toge ther and from 
which contact may be made with the next world. The characters are often 
seen to be hovering between lfeaven and Hell, and have easy access to 
both. The setting for most of the novels is therefore a little universe 
which has all the attributes of the complete one, but reduced in scale, so 
that even the humblest objects acquire universal importance. It must be 
remembered, however, that such universal importance is not gratuitous 
symbolism, but caused by the mythical associations of certain objects. 
The novels are often centred on one particular spot, such as the round 
table in Belarmino y Apolonio or the stall in Tigre Juan. Even the places 
to which Alberto travels are merely various sites in tfeii. It is not 
surprising that one of Ayala's collections of short stories should be called 
El ornbl'go del mundo. 

Myths also alter the relationship between the narrator and his work. 

Firstly, myth provides the narrator with a language which can be used to 

describe impersonally and economically. The objects of myth are eloquent 

in themselves and need no wordy descriptions to be brought to l i fe . 

Physical reality is often stylised in this way with no pretence that it is other 

than words on paper. Indeed, Ayala usually exaggerates the literary nature 

of scenes and events. Secondly, the characters' thoughts are not always 

presented in the characters' own language but clearly, in terms which link 

the character to a stage in the myth. Thirdly, the narrator's role is 

changed because he does not always accept responsibility for the events 

and characters, who spring from a vast collective knowledge rather than a 
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limlted personal one. The narrator becomes the man who can see all the 

myths clearly and assemble them. In this way Ayala establishes a serene 

and distant viewpoint from which to present the action with sympathy 

and understanding, but not indifference: he sees the action in terms of the 

mythical process, which is an absolute perspective and cannot be 

challenged by the reader. Ayala's use of myth and literature offers a 

consistent view of the universe and is at the heart of the kind of novel 

which he chose to write. Rather than talk about Ayala's 'intellectual' novel 

it would perhaps be better to talk about his 'mythical' novel. 
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APPENDIX 

MYTHS AND THE MODERN SPANISH 

NOVEL 
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Although the use of myths and the refashioning of literary figures 

is not confined to the beginning of the century, and although Ayala's mythical 

technique was original and consistent, i t is possible to account for the 

form it took partly by reference to the times in which he wrote. In the f i rs t 

place, he uses myth in a way which responds to many of the problems which 

faced novelists at the turn of the century, and in this respect he can be 

associated even more closely with 'Clartn'. In the second, it can be shown 

that there was a limited awareness of the idea of the 'mythical' novel during 

Ayala's career as a novelist. In the third place it is clear that a number 

of the particular myths and literary figures which Ayala uses were part of 

the cultural currency of the times. There is, as has been shown, a 

distinctly modernist flavour about Ayala's early writing which can be 

explained by his close if short association with the review Helios. Although 

it is not in the scope of this thesis to compare Ayala's use of myth with 

that of other writers, an exception must be made in the case of Alas, 

l. 'Clarfo' 

In one of his first articles Ayala refers to 'Clarfn' as 'El Maestro' * 

and so it is reasonable to ask what he learned from him. Possible influences 

have been suggested by critics, some of whom have pointed to biographical 
2 

details and to similarities in the characters or situations in their novels. 

Amor6s has come closest to identifying the connection: 'PSrez de Ayala 

estfi al margen de la gran tradici6n espanola de Gald6s y Baroja. Su 
1. Ayala, 'El Maestro', Los Lunes de El Imparcial,Madrid, 11/4/1904. 
2. A„Amor6s, La novela intelectual de Ram6n Pgrez de Ayala, Madrid 

1972, p 074, p.84, p.228, p.269, p.308, p.338, pp.377-8. 
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3 
lihea es la de'Clarin'.'. It is a line characterised by intellectualism and 

a preoccupation with technique and with language. The particular aspects 

which link Ayala and Alas are, according to Amor6s, 'la ironfa, el uso de 

libros en le narracion, la crftica de la vida provinciana, la ternura 

4 

soterrada'. Both, as Sergio Beser says of 'Qarfn ' , tend to 'ver y destacar, 

en los personajes de sus relatos, las actitudes literarias; es decir, que 

examina la realidad social con los ojos de un hombre formado ra&s en los 

libros que en la vida'. ^ Yet Ayala moves away from, the ironical use 

of literary models, and although he too shows the relationship of his 

characters with works of art he often does so for different reasons. Never­

theless, the idea of presenting- a character's spontaneous reactions to the 

theatre comes from Alas. 

In his theoretical writing 'Clarih' does not elaborate on the technique 

of using literary figures, and in a review of El sabor de la tierruca shows 

his disdain for characters based on such figures: 'Don Pedro Moitera no es 

nadie, es un signo negativo de don Juan, pura ^iije^ra'. ^ Unlike Ayala, 

'ciarih'does not allow the literary models to predominate; the literary 

figures in La regenta do not define characters, but offer momentary 

insights into them. Alas's rejection of abstraction in the portrayal of 

character also marks him apart from Ayala: 'Especial misi6n del artista 

literario, sobre todo del literario, es este trabajo de reflejar la vida 

toda, sin abstracci6n, no levantando un palmo de la realidad, sino 
' 7 

pintando su imagen como la pinta la superficie de un lago trancuiilo . 
3. A. Amor<5s, La novela intelectual..., p'. 398. 
4. A. Amor6s, La novela intelectual..., p. 398. 
5. S.Beser, Leopoldo Alas, crilico literario, Madrid, 1968, p.340. 
6. L . Alas, review of El sabor de la tierruca in Sergio Beser, Leopoldo 

Alas: teorfa y cntica de la novela espailola, Barcelona, 1972,p. 209. 
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Yet there is here a common intention to use the novel to reflect all of life 
which leads both Ayala and Alas to talk in similar terms about essences 
and the justification of all the elements of the universe. Indeed, Alas's 
defence of naturalism could easily have been written by Ayala: 

Cuando un fen6meno se cumple conforme a las leyes que atribuimos 
a la realidad de su esencia, decimos que es natural que asfsea, y 
esta acepci6n de la palabra es lo que tiene en cuenta y toma para 
sT el naturalismo. 8 

Ayala takes this idea further by presenting such laws directly in some of 

his recreations of myths where his mythical technique implies a total unity 

cf character and action. Alas rejects the type characters which might 

result from this and relegates them to the novela de tesis^ and novela 

idealista because they involve the direct interventionx>f the narrator... Yet,. 

like Ayala, 'Clarfn' takes the view that art has a moral value and that the 

writer should be the conscience of humanity, capable of the insight needed 

to see the essential reality behind appearances. Both novelists face the 

problem of how to present this privileged view of the world without 

distorting reality. The aim of art is for both writers to use this privileged 

view to increase the sensitivity of the reader: 

pues el arte, que presentandome bellezas sensibles me 
eleva a esas regiones y me hace sentir mucho y con pureza, 
pensar con rectitud y profundidad, o querer con energia y 
desintergs, a ese arte es al que yo llamo tendencioso cuando 
concreta a determinada prop6sito este poder que tiene sobre 
ml espfritu. 9 

If, as we have suggested, Ayala's use of myth is derived from a conception 

of art as a revelation of eternal truths, it is only indirectly attributable to 

Alas. 

8. L . Alas, 'Del naturalismo' inBeser, 1972, p„119> 
9. L . Alas, review of La familia de Leon Roch, in Beser, 1972, p. 98 „ 
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The use which the two writers make of literary figures is best shown 
be comparing the don Juan and mgdico de su honra themes in both. Amoros 
has noted that 'detrSs de Vespasiano, muy cerca, esta" el Alvaro Mesia de 
La regenta', ^ and that they represent a criticism of relations between the 
sexes in Spain. Although both characters represent inauthenticity in love, 
their donjuanism and their dramatic purpose are very different. Alvaro 
Mesia may be agang, but he is not effeminate. His attacks depend on a 
suitable 'cuarto de hora', not on the lingering fascination of Vespasiano. 
Mesia's donjuanism is a theatrical act to be played for political reasons, 
and because society encourages him, for all that it is worth. He may be 
degraded, vulgar and past his prime, but the idea of don Juan which lies 
behind him is the traditional one. Vespasiano is based on a different 
conception of donjuanism: effeminacy, infertility and passivity. Vespasiano 
is a flat character where inner and outer reality correspond, whereas 
Mesia is more complicated one, degraded on his own terms by comparison 
of his social role and private thoughts* Their purpose in the novels is 
different in that Mesia is a representative of a social group and Vespasiano 
represents a biological state. 

The don Juan figure which most resembles don Alvaro is Pachih 

Cueto of La triste Adriana because^ without being effeminate, he is 

ineffectual and conscious that he might appear ridiculous. His position as 

a don Juan depends on his reputation in Pilares, of which he is the mayor, 

just as don Alvaro is the leading political figure in Vetusta. Both try to 

seduce a woman who appears at first to offer no difficulty, and both are 

faced at the end with a violent situation. Both are playing a game, imitating 

10. A. Amor6s, La novela intelectual..., p. 368. 
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emotion and sentimentality, and both are ridiculous without being a total 
inversion of the traditional theme. It can be concluded that Ayala tends 
to use the don Juan figure as 'pura algebra' in his early short stories, that 
in Pachin Cueto he approaches the type of degradation seen in La regenta, 
but that in Tigre Juan he goes much further. I f , as Amor6s says, don 
Alvaro is 'behind' Vespasiano, he is surely a long way behind. 

As Amor6s points out in his comments on Luna de miel, luna de hiel, 

both Ayala and 'Clarfn' make their characters aware of literature and show 

them to be influenced by i t : 

Tambien en esta ocasiSn utiliza la lectura de libros como un 
elemento estructural, igual que su maestro Clarfh. Se trata, 
ahora, de El final de Norma, de Alarcon, que le sirve para mostrar 
c6mo leer de verdad es vivir varias vidas, multiplicar el dmbito de 
nuestras limitadas posibilidades vitales y comprender dlversas 
actitudes; es decir, la mis ma leccidn que nos daba Veronica al 
leeijOtelo, en Troteras y Danzaderas. 11 

Although it is true that some characters in La regenta live double lives, and 

others try to imitate literary figures in thei r social lives, none except Ana 

gains-Veronica's insight into the world through their reading. They tend to 

read cheap novelettes to alleviate the boredom of provincial life and remain 

at the same stage as don Castulo, confusing reality and fiction. Yet he is 

able to progress where Alas's characters can not. For example, Adriana, 

of La triste Adriana, and Olvido Paez of La regenta are introduced in a 

similar way. The first 'anhelaba algun conflicto extraordinario; acaso que 

el amador se desafiase con el presunto suegro, comq el Cid en sus 

12 ^ mocedades', and Olvido 'a los dieciocho anos se le ocurri6 que querfa 

ser desgraciada, como las heroinas de sus novelas, y acab6 por invencar un 

11. A. Amor6s, La novela Uitelectual... , p. 338* 
12. Ayala, La triste Adriana, Qbras Completas, I I , 766 • 
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13 
tormento muy rom^ntico y muy divertido'. Yet, whereas Olvido can 
never be saved from her illusions, Adriana's fantasies are merely a prelude 
to her renewal. 

In the use of literature as a structural technique, however, Alas 

and Ayala have much in common. In La regenta , f or example,there are 

three references to the Barber of Seville which are intended to reduce the 

action to a tight framework. When Ana despairs of ever rebelling against 

the crushing boredom of life in Vetusta she imagines a scene from the 

opera with don Alvaro taking the part of Almaviva: 'se le apareci6 el 

Teatro Real de Madrid y vio a don Alvaro Mesfa, el presidente del Casino, 

ni mcts ni menos, envuelto en una capa de embozos grana, cantando bajo 

14 

los balcones de Rosina'. This image is repeated from the point of view 

of de Pas as he lurks beneath a balcony, spying on Ana: 'Despugs un 

chillido como el de Rosina en el primer acto del Barbero'.^ The irony 

is that Ana saw don Alvaro in the role which de Pas, perhaps unconsciously, 

is playing. Quintanar also sees himself in a dream as an actor in the drama. 

When he realises that Ana is unfaithful to him he imagines that he is singing 

the part of Bartolo before an audience of crows in the singing lesson scene 

in which the doctor appears at his most ridiculous. The action of 

La regenta is thus reduced to a skeleton and identified with a well-known 

dramatic situation by picking out some of the unconscious thoughts of three 

of the characters. This same reduction of a long novel is to be found in 

Ayala, although he is prepared to allow the literary model to dominate the 

narrative to a greater extent. 

13. L. Alas, La regenta, Alianza, second edition, Madrid, 1967, p. 252 . 
14. L . Alas, La regenta, pp.55-6 . 
15. L. Alas , La regenta, p. 300 < 
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One aspect of La regenta which Ayala admired was the scene in 

which Ana watches Don Juan Tenorio: 

A Clar Tn, que si fue ungran critico fue precisamente porque sabia 
ver las cosas por primera vez con perfecta ingenuidad y, por 
decirlo asi", barbarie del esplritu, se le ocurrifi ensayar la 
experiencia de ver el Tenorio, por vez primera, sirviSndose de 
un personaje novelesco, la protagonista de La Regenta. 16 

This principle undoubtedly lies behind the reading of Othello in Troteras y 

danzaderas, although Veronica is made to identify with all the characters 

in turn whereas Ana merely sees dona-Infis as a poetic version of herself. 

Indeed, the play does not help Ana to see reality more clearly. Yet her 

vision of some kind of ultimate truth through art, although not examined in 

such detail as in Ayala, is very like the revelation achieved by some of 

Ayala's mythical heroes, especially Tigre Juan: 

No era ya una escena erfitica lo que ella vefa alii"; era algo religioso; 
el alma saltaba a las ideas mis altas, al sentimiento purisimo de la 
caridad universal... habfa Uegado a pensar en Dios, en el amor ^ 
ideal, puro,universal, que abarcaba al Creador y a la criatura. 

As Ana's experience in the theatre is reminiscent of the mythical joining 

of the two worlds, it is appropriate to ask whether other elements of the 

progress of the hero are present in La regenta. 

At the beginning of the novel Ana is isolated,' hopeless, frustrated 

and bored; she has been taught to despise physical reality and is in the 

typical 'situacion lfmite' . The first confession with de Pas is a call to 

18 
new life: afterwards she dreams that he is offering her a nugget of gold*, 

19 
de Pas himself sees Ana as 'un temperamento especial', and encourages 

20 
Ana to think of her life as a 'ccunino de perfecci6n'„ The second 

16. Ayala,Las mascaras, Obras Completas, I I I , p. 171. 
17. L. Alas, La regenta, p.349 , 
18. L . Alas, La regenta, p. 166 , 
19. L . Alas, La regenta.., p.168. 
20. L. Alas, La regenta.. , p. 168, 
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mythical image is the toad which Ana finds by a country path: the toad is 

SL typically mythical element representing the call to action. Traditionally 

it is transformed by the love of the heroine into a handsome prince, 
21 

but here Ana is afraid. Indeed, her initial rejection of the call is 

symbolised by her refusal to go to Mass the next day. 

The traditional sequence usually takes the protagonist through a 

descent into the underworld, adapted to modern situations as the 

'recorrido nocturno por la ciudad'. When Ana returns from a walk 

night is falling, Vetusta is all confusion: the noise is 'infernal', she sees 
22 

in the eyes of a passer-by 'una belleza infernal' and reality dissolves 
23 

before her own eyes. She feels 'como en un destierro', walks into one 

of don Victor's traps and sees the outside world as a menacing place 

inviting crime. Her main fear is that she herself will disappear in the 

confusion. De Pas is clearly the teacher or saviour who will lead her out 

of this nightmare: 
Lo que sabfa a ciencia cierta era que en don Fermih estaba 
la salvacion, la promesa de una vida virtuosa sin aburrimiento, 
llena de ocupaciones nobles, pofiticas, que exigfan esfuerzos, 
sacrificios, pero que por lo mismo daban dignidad y grandeza 
a la existencia muerta, animal, insoportable que Vetusta le 
ofrec iera hasta el dfa. 24 

In contrast to the saviour, Alas sets the tempter figure of don Alvaro 

('vieja tentacion'),^ in whose presence 'Ana se sentfa caer en un pozo' .^ 

She fights against temptation during the day only to dream of it at night. 

21. L. Alas, La regenta,... p. 170. 
22. L. Alas, La regenta,... pp. 172 and 173 . 
23. L . Alas, La regenta,... p. 185. 
24. L . Alas, La regenta,... p. 266 
25. L . Alas, La regenta,... p.460< 
26. L. Alas, La regenta,... p.333 . 
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Her glimpse of an ideal world through art has tragic consequences because 

she can never transform this tempter into the ideal love of which she dreams: 

the two worlds are divorced. She may see don Alvaro 'como un naufrago 

27 

puede ver el buque Salvador* 5 in the mythical imagery which continually 

recurs, but he wil l always be part of the prosaic world. 

Her attempts to unite the two worlds follow a familiar sequence: 

the winter is a time of trials, illness and sometimes madness, which is 

described in one instance in terms of the dismemberment of the hero: 

'Cerraba los ojos, y dejaba de sentirse fuera y por dentro; a veces se le 

esoapaba la conciencia de su unidad, empezaba a verse repartida en mi l , y 

el horror dominandola producfa una reacci6n de energia suficiente a volverla 
28 

a su_yo, como a un puerto seguro1. The 'puerto seguro' reflects the 
traditional theme of the hero's sea-journey. It is in winter that she begins 

to see her friendship with de Pas as ridiculous, when 'todo parecfa que iba 

29 
a disolverse', and when her only way of realising her aspiration 'a las 

regiones de lo ideal, a la adoracion de lo Absoluto por abstraccion 

30 

prodigiosa' is to become a beata and in the Easter procession a fake, 

comic and theatrical Christ. She can never be reborn. 
Yet the summer months are always times of hope. Following one of 

her illnesses she feels that, with the help of de Pas 'ella tambiSn iba a 

31 

renacer, iba a resucitar'. Her final attempt to unite the ideal and the real 

involves communion with nature and attempting to draw figures from mythology: 

'Los dioses, los heroes, la vida al aire libre, el arte por religi6n, un cielo 
27. L. Alas, La regenta,... p. 334 . 
28. L . Alas, La regenta,... .p. 395 « 
29„ L . Alas, La regenta,. „. p. 532 • 
30. L . Alas, La regenta,... p. 536 • 
31. L . Alas, La regenta,... p. 440 . 
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lleno de pasiones humanas, el contento de este mundo... QuisLera saber 

32 dlbujar para dar formas a estas imagenes de la Mitologfa que me asedian'. 

So, alienated in the world which she has created for herself, she cannot 

return to the real world. She is a failed heroine because she has not 

learned, as the true hero must, that the ideal world exists in this one. 

That she can never be reborn is shown in the repetition of the f i rs t mythical 

33 
image of the novel: the toad, which has never been transformed. 

In this common mythical framework and imagery there is a strong 

reason for linking Ayala and 'Clarin. Both provide long- novels with a 

strong and simple pattern and render subjective states in an objective and 

stylized language which cannot be confused with the character's own 

thoughts. Yet although the terms in which they treat the question of renewal 

are often very similar, Ayala develops a type of successful hero, and Alas 

is more pessimistic. In conclusion we can say that if their use of literary 

figures was often different, their interest in the mythical process of renewal, 

and their ability to use the imagery connected with i t , are common factors. 

2. The mythical technique and the problems of the novel 

Although Ayala's- mythical technique is to be seen in embryo in 

La regenta it provides convincing solutions to some of the problems which 

novelists faced in the f irst quarter of the century. The difficulties are 

mainly concerned with the presentation of character, the 'permeability' 

of the novel, the relationship of the author to his work and the ability of 

the novel to deal with serious issues. In terms of the subject matter of 

32. L. A l a s , L a regenta, pp. 575-6. 
33. L. A l a s , L a regenta, p. 676: 'Habia c r e i d o s e n t i r sobre l a 

boca e l v i e n t r e v i s c o s o y f r i o de un sapo'. 
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the novel, the problem can be seen as a conflict between the obligation to 

invent and the necessity of treating serious problems which affect the 

outside world. In the 'Revista de Revistas' section of La Lectura (1905) 

there is a summary of this problem to the effect that the novelist must 

strike a balance between his concern for his characters as individuals 

34 

and his concern for the world outside. The novel is expected to be 

relevant to life but at the same time a creation apart from it. Ayala's 

myths provide a bridge between the two extremes as they carry with them 

certain abstract notions and yet are themselves literary. The 'contenido 

ideal', as Luciano de Taxonera points out in 1912, is the proper material 
35 

for art, and not observation of society or concern for social questions. 
Writers are no more interested, he claims, in the principles which govern 

36 

human conduct than in immediate causes. As has been shown, myths 

are basically about such principles and yet at the same time 'ideal' and it 

is not surprising that mythical figures appear in many of the novels of 

the period. This interest in 'contenido ideal' would tend to contradict 

G.G. Brown's statement that 'the use of myths and legends, the device of 

making literature out of already familiar literature, focuses attention on 

the treatment instead of the narrative, on how the story is told, not what 

37 
it tells'. Myths and literary models may provide the form for some of 
34. Anon, review of Hall Caine, 'La religi6n en la novela', La Lectura, I , 

1905, p. 224. 
35o L . de Taxonera, 'La literatura del dfa', La Espana Moderna, I I , 1912,p. 152: 

'La literatura del dia no quiere s51o estudiar las cosas y los seres, como 
hacTan los antiguos, sino el contenido ideal de los seres y el medio 
espiritual de las cosas'. 

36. L. deTax.onera, 'La literatura.. . ' , p. 144, 'La literatura moderna, 
que sabe que el destino no es mds que la fatal resultante denuestras 
acciones, estudia, dr> minucioso modo, no s61o la interminable serie 
de causas y concausas que pudieron determinarlas, sino tambign 
aquellos principios que se ensenorearon de nuestras almas y fueron, 
de ellas, Srbitro'. 

37. G.G. Brown, A Literary History of Spain : the Twentieth Century, London, 
1972, p.13 
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Ayala's novels, but it is a form which carries with it certain ideas. With 
the exception of the pastiche Cruzado de amor, Ayala's emphasis is always 
on the content: the mythical hero is a man who is born again. The 
mythical technique is a device for treating such characters with the necessary 
critical detachment to avoid the novel becoming a personal testimony. 

The problem of literature as a personal testimony raises the question 

of sincerity, a subjective approach which was condemned both by Ortega 

and Rivas Cherif: 

Suele adolecer el arte moderno... de exceso de sinceridad: 
en cuanto el autor ofrece al lector... la obra de su ingenio, sin 
evitar, antes bien complaciendose enellos, los detalles minuciosos, 
y no siempre gratos aunque interesantes, de su gestaci6n„ La obra 
de PSrez de Ayala, por el contrario, es cabal. 38 

Ayala's success in avoiding subjectivity and the chaos of such 'sincerity' 

is, according to Rivas Cherif, to be seen in his mythical technique: 'en el 

pensamiento general del autor, en la mente creadora del poeta, que concibe, 

a imagen divina, su obra, sin ayer ni mafiana, en una vasta serenidad, 

, 39 

apenas asequible a los hombres en la fatal sucesi6n del tiempo . In 

Ortega's view 'sincerity' causes artistic chaos and a return to primitive 

expression. Both he and Ayala would presumably oppose the idea of 

literature as the expression of the 'yo because it would be confined to a 

single viewpoint. Ayala is always against total identification with 

characters. Understanding is to be achieved through seeing characters 

from a distance; and it is difficult to identify with a myth. 

The problem of sincerity raises the question of the importance of 

the individual in novels. Writing in Prometeo in 1910 Eduardo Gonzalez-

38. C. Rivas Cherif, review of Los trabajos de Urbano y Simona, Espana, 
556, Madrid, 10/2/1933, p. 11. 

39. C. Rivas Cherif, review of Los trabajos... , p. 11, 
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Blanco considers that the identity of the individual has been lost in modern 
40 ^ 

literature. One reason is that realism has a tendency to look upon 

the individual as the product of certain external factors, and another may 

be that the common hero suffering from abulia was a problematic 

character with only a vague personal identity, usually more interesting for 

the ideas he represented than for himself. Mythical characters, with 

their indestructible identity can never be seen as merely the effect of 

certain causes and are of their nature related to a world of ideas. 

Ram6n Tenreiro sees the problem of the individual character as 

'el problema de si la lengua castellana, castiza, calcada literalmente en 

los modelos clasicos, tiene capacidad para expresar la riqueza de 
41 

emociones quese exige hoy a la obra dearte'. Ayala, as we have seen, 

would argue that no language is suited to portraying the emotions of 

characters. For Ayala language is basically a vehicle for ideas. His 

solution is to portray emotion, without borrowing its language,by 

stylising- it in a mythical framework which can be easily understood by 

the reader. In Arte mis a, for example, the emotions of the protagonists 

are never allowed to dominate the narrative, although the reader is never 

in any doubt about their nature. Ayala's technique imposes clarity on 

human relationships without the overt intervention of the narrator. For 

40. Eduardo Gonzalez-Bianco, 'El arte y la moral', Prometeo, I I I , 20, Madrid, 
1910, p. 542: 'Que el hombre sea un producto del medtonatural y social, 
que vienen a ser como escuelas donde se va desenvolviendo su 
espiritu, al construir dentro de la uniformidad del ambiente la 
variedad de su personalidad, no es Sbice para que el artista sepa sacar 
de la idea-hombre, de la forma hombre, idea encarnada, forma que 
goza v vive y sufre y se desvanece con la muerte, ensenanzas sublimes , 
ideales grandiosos'. 

41. Ram6n Tenreiro, review of El amor de los amores by Ricardo Le6n, 
La Lectura, 1,121, Mad rid, 1911, p.48. 
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Unamuno, writing in 1899, the only choice was between presenting 
42 

characters in action, or entirely from, the point of view of the novelist. 
Ayala rejects both methods: his mythical characters, even when 
described by the narrator, can never look like inventions. The narrator 
is never entirely responsible for them and so they take on a kind of 
independence, being seen from a distant and impersonal point of view. 

The question of the invention of novelistic material looms very 

large in the years from 1900 to 1925, at the end of which Ortega was 

saying that there was nothing left to invent and that the novelist would be 

43 

reduced to treating old subjects in a new way. This involves a change 

in the role of the novelist, who will no longer be an observer or an 

ingenious inventor. Ayala's mythical technique is basically an attempt 

to strike a balance between these two extremes, and the way he uses it 

accords with some of Ortega's theories. For example, Ortega states 

that the reader should feel saturated by the presence of the characters: 

'Una narraci6n somera no nos sabe: necesitamos que el autor se detenga 

y nos haga dar vueltas en torno a los personajes. Entonces nos 

complacemos al sentirnos impregnados y como saturados de ellos y de 

44 

su ambiente... 1, By providing each character with a mythical or 

literary level, Ayala engages the reader in a debate about their true 

identity and relationship with the myth or literary figure. The mythical 

characters are precisely the type which can be seen from many points 42. M. de Unamuno, review of Bogueria/Narciso Oiler, La Vida Literaria 
Madrid, ll/2/1899,p. 102: 'Sus personajes se revelan por lo comun 
hablando y obrando; rarisima vez penetra el autor directamente en 
sus almas para mostrSrnosla'. 

43„ J . ; Ortega y Gasset, Ideas sobre la novela, Obras CompietasJII, 
Revista de Occidente, Madrid, 1947, p.389: 'A mi juicio, esto es 
lo que hoy acontece en la novela. Es pr^cticamente imposible halla 
nuevos temas'. 

4 4 ° J o Ortega y Gasset, Ideas sobre la novela, p. 393 . 
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of view. In this way the characters are only slowly revealed as the reader 
makes the necessary comparisons between the levels. They also represent 
a universe in which perspective plays a great part: endowed with a mythical 
level they take on many different facets. 

Ayala finds a different answer to the problem of 'hermetismo', by 

which is meant the avoidance in the novel of material which is not strictly 

novelistic. Although Ayala's novels are closed, an 'orbe cerrada', they 

are st i l l receptive to a limited range of extraneous material; previous 

literature and myths. The closed world of Ayala's mythical figures is not 

meant to cut the reader off from the real world but has the moral aim of 

opening his eyes before he returns to this world. For this reason Ayala 

tends to emphasise the artificial nature of many of his plot6. His answer 

to the problem of 'hermetismo' is not, like Ortega's, to convince the 

reader that he is not reading, but to underline the bookish nature of his 

novels. In conclusion we can say that Ayala's mythical technique provides 

answers to many of the problems facing novelists during the 'crisis of the 

novel'. 

Is i t then possible to talk of a 'mythical novel' in the literary theory 

of the time? Although many critics and writers refer to myths, to the 

resurgence of interest in classicism and to idealism in the novel, few refer 

to a 'mythical novel' and those who do are concerned with the novel as a 

vehicle for ideas. The mythical novel becomes associated with the historical 

novel and for Unamuno, writing in 1903, with social questions. In his 

essay 'La novela contemporSnea y el movimiento social' Unamuno implies 

that the modern novel will have the same function as myths by being an 
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aggregate of different, and contrasting, forms of knowledge. He considers 

the novel to be 'el gSnero supremo literario, como el gSnero de integraci6n, 

como una forma en que se integran lo 6pico, lo lfrico y lo dr^matico de 

una parte y lo cientffico y lo arfistico de otra, como el gSnero en que m3s 

45 

se hace por cientificar el arte y artificiar la ciencia'. It is the only 

genre which wil l restore the homogeneous view of the universe which had 

existed in Homer, before the division of science and art. This is precisely 

the kind of integration which the narrator of Belarmino y Apolonio sees 

in the myths and legends of the past, which has been lost in the scientific 

world, and which might be restored by philosophy and drama. Both Ayala 

and Unamuno see art as having the mystical purpose of revealing the origins 

of life and communicating them to the reader. Art will be connected with 

ideas, but wil l not preach, due to its capacity to 'pasar al estrSpito y 
46 

calor de estas luchas para que cristalice en el su sedimiento eterno'. 

This is very much like the aim of presenting the action 'desde el punto de 

vista de Sirio' of Belarmino y Apolonio; the novel wil l be concerned with 

achieving some higher perspective of human affairs. Precisely what form 

such a novel would take is not clear from Unamuno's very theoretical 

statements but it seems to involve some kind of fable. After discussing 

Plato's Phaedra Unamuno concludes: 
Dos proposiciones de bien enraizada estStica hay aquf: la una, la 
de que es la filosofia la mSs grande de las artes... y la otra, 
de que el poeta, si ha de ser poeta, debe componer farmlas o 
mitos y no razonamientos... y si parangonamos ambas 
sentencias y las forzamos a reducirse a unidad, se tendrd el 
nervio de la doctrina que he desenvuelto en mi escrito, 
aplicable a las relaciones de la novela con el movimiento social, 
porque no es este mis mo, sino las teorfas que de 61 suele 
sacarse, lo que acostumbra a meterse en la novela. 47 

45. M.de Unamuno, 'La novela contemporSnea y el movimiento social', 
La Revista Blanca, V I , 114, Madrid,15/3/1903, p. 559, 

46. M. de Unamuno,' La novela contemporanea...', p. 563 , 
47. M. de Unamuno,'La novela contemporanea...', p.564 « 
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Although Unamuno is here talking about sociological theories, this could 

apply equally to any novel of ideas. The fact that the concept of the novel 

as a fable and its characters as mythical entities is common in Ayala 

would suggest that both writers saw myth as a way of reconciling the demands 

of artistic creation and the discussion of ideas. 

G6mez de Baquero, writing in 1901, did not have such an exalted 

view of the novel: 'asf como el hombreimaginaba en otros tiempos dioses y 

portentosas maravillas, hoy se contenta con idear imagenes o fantasmas de 

hombres y sucesos humanos, con los cuales forma entretenidas y • 

48 

deleitosas fibulas'. The idea of the fable is here connected with literature 

for entertainment. Myths wil l always be degraded in a modern setting, and 

so can be used for comic effect. This is a use of myth which is only to 

be found in Ayala's 'central' period and seems to correspond to the current 

trend. Yet by 1908 Gfimez de Baquero was referring to the mythical novel 

by name, and although he stil l concentrates on its capacity for invention he 

links it to other forms of novel: 
La anarqufa que reina en las letras, da origen a todo genera de 
novedades, de combinaciones, de mezclas hibridas, y va creando 
en la novela, que es un genero de generos, un genero tan dilatado 
que en el cabe todo, una atrevida mezcla entre lo fantSstico y lo 
real, entre lo verdadero y lo imaginario. Por un fen6meno, que a 
primera vista parece una regresion a los origenes, en la novela 
histdrica se va introduciendo como una variedad la novela mftica, 
que da una visidn fant;Jstica y legendaria de los hechos y los 
transforms a voluntad del escritor. 49 

G<5mez de Baquero was clearly not thinking of Ayala when he wrote this but 

there are here many characteristics which would later be found in Ayala. 

Certainly the idea that the novel has no limits and can absorb other genres 

48. E. G6mez de Baquero, 'Cr<5nica literaria' , La Espana Moderna, HI , Madrid, 
1901, p. 114, 

49. E. G6mez de Baquero, review of La dama errante by Pfo Baroja, 
El Imparcial, Madrid, 17/5/1908. 
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is common in Ayala, as is the notion that the novel will present the origin? 

or archetypal features of plots, characters and themes. It is interesting 

that G6mez de Baquero should link the mythical and historical novel: the 

point is that both deal with facts rather than invented matter. His statement 

is important for the picture it gives of developments in the novel at that 

time rather than as a clue to any influence they might have had on Ayala. 

In fact, Gomez de Baquero thought the subject important enough to return 

to i t in Novelas y novelistas and later in his address to the Real Academia 

Espanola in 1925. By that time he was able to associate the mythical trend 

with the thesis novel and the popularisation of science: 

En cuanto a la DidSctica, la novela cientffica y todas aquellas 
especies de novelas, generalmente inferiores desde el punto 
de vista artistico, que responden a algun proselitismo, muestran 
como puede ser este gtSnero literario una representaci6n mitica y 
antropomorfica de los problemas que inquietan a los hombres, 
proyeccion popular de la teoria, propia para satisfacer la 
propensifin a lo con|reto y figurado que experimentan los grandes 
publicos populares, el pueblo de la Literatura\ 50 

Although Ayala was never a popular writer, this judgement throws some light 

on his recreation of the don Juan theme. It also shows that the use of myths 

for their grotesque qualities had by this time given way to their use as 

vehicles for ideas. The novel, for G6mez de Baquero, has the capacity to 

fu l f i l the traditional role of the myth. We can conclude that at the time 

Ayala was writing there was an idea of the 'mythical novel1 and that in 

some ways his novels correspond to it. 

50. E. G6mez de Baquero, Discursos lefdos ante la Real Academia Espa'nola 
en la recepci6n publica de Don Eduardo G6mez de Baquero el dfa 
21 de junio de 1925, p. 24. 
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3. Mythical themes 

In his study of classical themes in modern literature Jose" Lasso de 

la Vega singles out Ayala and Palacio ValdSs as writers who use such 

subjects. ^ He identifies the protagonists of La aldea perdida with the 

warriors of ancient Troy. It is interesting that Ayala's literary preferences 

in the early years of the century include PaJac»oVald£s, and that he devoted 

a long article to La aldea perdida, drawing attention to its mythical 

quality: 'Es un poema homerico U.eno de dulzura, de armonia, de grandeza 

heroica y de paz aldeana. Entrana un simbolismo claro, artistic o y con 

insinuaciones inefables a las veces; un simbolismo helSnico, amable como 

52 

el de Homero y Hesiodo'. Ayala seems to be attracted by the ambivalent 

qualities of such a technique; the myths are clear symbols but also'ineffable' 

and capable of expressing the mystery of the universe. It is a quality which 

he exploits in such short stories as Arte mis a, and El'SaposTn. At the same 

time myths unite two poles of the universe: the world of the gods and the 

countryside where in humble surroundings their power is to be seen. As 

Ayala says: 'los he visto en mi aldea lejana y en un libro distante: en el 
53 

libro inmortal del abuelo ciego'. Throughout Ayala's novels, and 

especially in the early short stories, there is this tendency to see the most 

elevated themes in the most humble situations. Most of his novels are set 

in some rural setting and in some nature is seen as a place where the gods 

manifest themselves. 
Yet modern myths differ from ancient ones, as Luis ArquistSin 

51. J.e • Lasso de la Vega, Helenismo y literatura contemporariea, Madrid, 
1968, p. 71. 

52. Ayala, 'La aldea lejana, con motivo de la aldea perdida', Rincon 
Asturiano, Obras Completas, I , pp.1094-5 (Helios, IV, 1903), 

53. Ayala,'La aldea lejana.. . ' , p. 1095. ' 
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points out in his article on 'Don Juan de Espana'. An ancient myth is a 

collective creation, but modern man tends to be mote interested in the 

individual: 'El hombre moderno exige mitos individuales, representaciones, 

no de este o del otro pueblo, sino del hombre en su esencia, en sus ultimos 

54 

anhelos'. In the modern age, however, writers are not capable of 

creating new myths and will be forced to reinterpret old ones. This is the 

case of the don Juan legend because 
don Juan sigue estando de moda.., Pasa, dispuesto a compear, en 
cada momento, el amor con la vida, por los p£rrafos de Ortega y 
Gasset. Se prende a las inquietudes intelectuales de PSrez de 
Ayala y a las preocupaciones de Maeztu. Martinez Sierra le saca ^_ 
a las tablas. Y aquf nos lo trae ahora, en su ultimo libro, Azorih. 

Indeed, scarcely a single well-known novelist did not write a modern version 

of the legend, which leads Dfez-Canedo to conclude that don Juan is dead because 

'Don Juan es Don Juan porque es unico'o ^ The figure of the burlador is 

unusual among Ayala's literary figures because it is subject to continual 

reinterpretation. Luis AraquistSin asks whether don Juan is 'una categorfa 

humana eterna, sujeta a eterno conflicto , o estfi condicionada por 

circunstancias hist6ricas que, si varFan, la pueden tambien hacer variar 

i 57 

y acaso desapaiecer un dfa como sTmbolo artistico.,* , This problem 

undoubtedly lies behind Ayala's treatment of the theme: although, as we 

have seen, he takes pains to show don Juan as an eternal force, his inter­

pretation is a twentieth-century one laying great emphasis on the psychology 

and biology of don Juan. Indeed, for the f irst time Ayala here abandons the 

direct presentation of a figure to let his invented characters talk about it. 
54. L o Araquistaln, 'En torno a Don Juan de Espana', La Pluma, 18, 

Madrid, 1921, p.306. 
55. E. Dfez-Canedo, 'Glosas al Don Juan de 'Azorfn' El Sol, Madrid, 

23/3/1922. 
56. E. Diez-Canedo, 'Donjuanismo', Espana, 334, 9/9/1922, p. 10. 
57. L 0 AraquistSin, 'En torno. „ . ' , p. 307. 
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This presentation responds to some comments made by Ricardo Baeza 
in 1924: 

He aquf, a nuestro juicio, un mito que aguarda todavia su Sumo 
Hacedor, a tal punto rebosa el contenido de la anScdota de la 
forma que hasta ahora la ha encerrado. En toda la larga literatura 
donjuanesca, toda sub specie saeculi, ni una obra que haya acertado a 
expresar cabalmente el sirnbolo. Ninguna,de las grandes angcdotas 
humanas, tan virgen ni tan tentadora para el creador. Ahi estS, 
perennemente viva y trSmula, esperando las manos del artista 
que la traiga a luz sub specie aeterni. 58 

It is clear that don Juan was an unusual case and that Ayala had to modify 

his methods. This may be why, although there are many references to 

don juan in Tigre Juan, there is no mention of the literary form in which 

he appears. Don Juan may be a myth, but he is not indissolubly linked 

with any one action. The universality of don Juan depends on his being seen 

to be a part of all men. The only way that a modern writer, in an age which 

does not create myths, can render this is by letting his characters talk 

about the figure, Ayala's don Juan may not be a 'Don Juan real', but 

is an attempt to see him sub specie aeternh 

Another figure which exercised the imagination of writers during 

this period was Prometheus, a symbol of human striving against superior 

forces, and thus of the superman. The collaborators in the review 

Prometeo announce in 1908 that he is the only mythological figure which 

appealed to them, being Ta figura mSs noble, porque m3s humana, que 

59 

forj6 la fantasia dorada de Grecia'. He also appears in Trilogfa del 

Evangelio de la Vida, by Pompeyo Giner, as the lonely mediator between 

the gods and man. Twenty years later, in 1926, Prometeo is seen as a 
58. Ricardo Baeza, 'El ultimo Don Juan', Revista de Occidente, I I I , v i i i , 

Madrid, 1924, pp. 258-9. 
59. A.Gonzalez-Blanco, 'Llamamiento a los intelectuales', Prometeo, 

1,1, 1908, p. 49. 
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cause of the decline of civilization through his help for the weak and infirm. ^ 
Clearly Ayala's choice of mythical subjects depended to a great extent on 
the interests of his time. 

A general interest in mythology was a constant feature which seems 

to begin with the modernists. Jose" Deleito y Pifiuela points out 

la lejania que envuelve en p6etica bruma a los siglos pasados los 
hace eterna fuente de inspiraci6n idealista.. „ la restauraci6n que 
ahora surge se inspira en el deseo de volver a la primitiva 
sencillez y rusticidad, el arte informe y tosco producto de 
civilizaciones incipientes... El poeta modernista, a veces desarrolla 
los mitos del mSs alia" y otras se inspira en las ansias de liberaci.6n que 
siente el mundo. 61 

Ayala draws heavily on this mysterious quality of myths in his early short 

stories and returns to it in the Tigre Juan novels. Although his novels 

do not have much 'poStica bruma' they all have a sense of the presence of 

the past3 Perhaps the most important point, however, is that, like the 

modernists, there is always the presence of the next world in Ayala and 

it is often manifest in his use of mythical motifs. Sometimes the next 

world is connected with folk superstition, sometimes with Christianity, 

and sometimes with humble objects which have a symbolic value, but it is 

always there. This concern for the absolute shows that the roots of 

Ayala's mythical technique are to be found in the modernist movement. 

As Gonzalo Guasp says of modernism in 1902: 

solamente le interesa la significaci6n de los seres y de las cosas; 
inventa y realiza una pintura en la que todo lo que es acce.s prio , 

60. H.S. Jennings, 'Prometeo o la biologia y el progreso del hombre', 
Revista de Occidente, XI , xxxi, 1926, pp. 75-118. 

61. J . • " Deleito y Pinuela, Gente Vieja, 30/4/1902. 
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contingente, temporal, se encuentra voluntariamente desdenado y 
excluido, para no fijarse mas que en lo esencial, desprendiendo de ^, 
formas variables lo que la Vida y la Naturaleza tienen de absolute 

Although the form which this concern takes in Ayala is very different, and 

despite the fact that he used realistic detail, the interest in timelessness 

in literature is to be seen in the way in which Ayala handled plots. His use 

of myths again shows that, far from being preoccupied with multiple 

perspectives, Ayala was interested in achieving a single and absolute 

perspective. Ayala's connection with the modernists is further confirmed 

by his association with the review Helios, for which he wrote many articles. 

Although the interest in myths continues throughout the f irst thirty 

years of the century, the modernists' search for absolutes gave way to the 

psychologists' interest in neuroses. Antonio Marichalar, writing in 

1930 says: 

Los dioses siguen acosando al hemkre; pero hoy son su motor; 
han hecho nido en lo mas hondo de sus regiones tenebrosas, y 
desde a l l f l e azotan y le acucian. El pasado (herencia, infancia, 
regresiones), en forma de neuroses, hace cumplir al aut6mata 
su fatal destino. Hoy, el hado se llama subconsciente. 63 

With the exception of Artemisa and perhaps some parts of Tigre Juan and 

El curandero de su honra, Ayala does not follow this path, 

oo b 

With/examining novels beyond the scope of this thesis is can be 

concluded that Ayala's interest in myths was not unique and that it probably 

62. G. Guasp, Gente Vieja, 30/6/1902. 
63. A. Marichalar, 'La vuelta de Edipo', Revista de Occidente, 

XXXL xci i i , 1931, p. 324. 
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owed much to his formative years in close contact with : Modernism. 

Some of the myths he used were even widely adapted at the time by other 

writers. His originality lies in the way he refashioned these myths. 



-272-

BIBLIOGRAPHY 

A. Works of Pgrez de Ayala 

B. On Pgrez de Ayala 

C. On Myths 

D„ Modern Spanish Literature 

E. Other Works 



-273-

A. Works of Pgrez de Ayala 

Tinieblas en las cumbres, edlci6n, introducei6n y notas de Andres Amor6s, 
Castalia, Madrid, 1971 

A .M.D.G . , Obras Completas de Ramon Pgrez de Ayala, IV, Pueyo, Madrid 
1931 

La pata de la raposa, edicitfn, pr61ogo y notas de Andres Amor6s, Labor, 
Madrid, 1970 

Troteras y danzaderas, ediciSn, introducci6n y notas de Andres Amor6s, 
. Castalia, Madrid, 1972 

prologue to Troteras y danzaderas, Austral, Buenos Aires, 1942, 
pp. 5-21 

prologue to Leopoldo Alas, Dona Berta, Cuervo, Supercheria, Buenos 
Aires, 1943 

Sentimental Club, El cuento eemanal, Madrid, 22/10/1909 

Amistades y recuerdos, edicifin recogida y ordenada por J. Garcia 
Mercadal, Aedos, Barcelona, 1961 

Ante Azorih, edicion recogida, ordenada y prologada por J, Garcia Mercadal, 
Biblioteca Nueva, Madrid, 1964 

Fibulas y ciudades, Destino, Barcelona, 1961 

Nuestro Seneca, recopilaci6n de JosS Garcia Mercadal, E .D.H. A.S.A. , 
Barcelona, 1966 

El pais del futuro; mis viajes a los Estados Unidos, 1913-1914, 1919-1920, 
edici6n recogida y ordenada por J. Garcia Mercadal, Biblioteca 
Nueva, Madrid, 1959 

Pequenos Ensayos, edici6n recogida y ordenada por J. Garcia Mercadal, 
Biblioteca Nueva, Madrid, 1963 

Principios y finales de la novela, Taurus, Madrid, 1958 

El libro de Ruth: ensayos en vivo, Paez-Ecija, Madrid, 1928 

Ram6n Pgrez de Ayala: Obra&> Completas, prologo de ]os6 Garcia 
Mercadal, 4 vols, Aguilar, Madrid, 1964-1969 



-274-

B. On P6rez de Ayala 

ABREU G0MEZ,E.'E1 valor literario de Perez de Ayala', El Nacional, 
Mexico, 26/8/1962, p.3 

ADAMS, N.B. and STOUDEMIRE, S.A. , 'Introduction', Selections from 
Perez de Ayala, W.W. Norton, New York, 1934, pp. 1-35 

AGUSTIN, F. , Ramon P£rez de Ayala (su vida y obras), Hernandez 
yGaloSaez, Madrid, 1927 

AGUSTIN, F. , 'Fragmento de un libro: Ram6n P6rez de Ayala : (su vida y 
sus obras), El Sol, Madrid, 11/6/1927 

AGUSTIN, F. , 'Un don Juan real', Don Juan en el teatro, en la novela y en 
,1a vida, Paez, Madrid, 1928, pp.223-231 

ALARCOS LLORACH, E. , 'Una traduccidn holandesa de Perez de Ayala', 
Cuadernos de literatura contempor5nea, I , 1942, pp.318-319 

ALFONSO, J. , 'Perez de Ayala y los toros', ABC,Madrid, 4/10/1956 

ALONSO-FUEYO, S., 'Perez de Ayala, intelectual', Arriba, Madrid, 
25/11/1962 

ALVA NEGRI, T. ,'Perez de Ayala, sus amigos y otras cosas ayalinas', 
Homenaje en memoria de don Ramon P§rez de Ayala, Centro Asturiano 
de Buenos Aires ,1963 

ALVAREZ, C.L. , 'El premio 'Juan Palo mo' de Semana, ha sido otorgado a 
don Ramon Perez de Ayala', ABC Madrid, 3/2/1960 

ALVAREZ, C.L. , 'Concesion de los premios 'March' de 1960 para iteratura 
decreaci6n', ABC, Madrid, 18/6/1960 

ALVAREZ, C .L . , 'El Raposfn', Blanco y Negro, Madrid, 2/3/1963 

ALVAREZ, C.L. , 'Las 101 'ultimas floras' de Candido', Iadice, 29, 
April 1968 

ALVARO, F. , 'El escritor del que todos aprendimos algo', ABC, 
Madrid, 9/8/1962 

AMADO, E. , 'Una conferencia sobre A . M . D . G . ' , El Imparcial, 
16/1/1911 

AMBRUZZI, L. , 'Da 'don Ramon' a 'Ram6n' ', Convivium I , Torino, 
1929, pp.720-727 



-275-

AMBRUZZI, L. , 'Ram6n Pgrez de Ayala', Paginas de la vida espanola y 
americana, Torino, 1957, pp.419-420. 

AMOR OS, A. , 'PSrez de Ayala: la novela total', Introducci6n a la novela 
contemp6ranea, Anaya, Salamanca, 1966, 219-220 

AMOR OS, A„, 'Renacimiento de P£rez de Ayala', ABC, Madrid, 
31/10/1968 

AMOR OS, A . , 'Dos cartas inSditas de Antonio Machado a P6rez de Ayala', 
ABC, Madrid, 17/11/1968 

AMOR OS, A. , 'P6rez de Ayala germanSfobo (un prologo ignorado)', 
C. H.A. 230, Madrid, 1969, pp.444-451 

AMOR OS, A. , rNota de presentacidn', Las novelas de Urbano y Simona, 
by R. PSrez de Ayala, Alianza, Madrid, 1969 

AMOR OS, A. , (ed.),'Introducciorf, La pata de la raposa, by R.PSrez de Ayala, 
Labor, Madrid, 1970, pp. 7-31 

AMOR OS, A. , (ed. )'lntroducci6n biogrctfica y crftica', Tinieblas en las cumbres, 
by R. Perez de Ayala, Castalia, Madrid, 1971, pp. 7-41. _ 

AMOR OS, A . , (ed. )'lntroduccion critica', Troteras y danzaderas, by R„P6rez de 
Ayala, Castalia, Madrid, 1972, pp. 9-33 

AMOR OS, A . , 'Introduction', Honeymoon, Bitter moon, and The Trials of 
Urbano and Simona, trad. Barry Eisenberg, University of California 
Press, 1972, pp.1-12 

AMOR OS, A . , La novela intelectual de Ramon P6rez de Ayala, Gredos, 
Madrid, 1972 

AMOROS, A. , Vida y literatura en Troteras y danzaderas, Castalia, 
Madrid, 1973 

AMOROS, A. ,'Introduction' - Belarmino y Apolonio by R. PSrez de Ayala, 
CStedra, Madrid, 1976, pp. 13-58 

ANDRES ALVAREZ, V . , 'El Ramon asturiano', ABC, Madrid, 7/8/1962 

ANDRES ALVAREZ, V . , 'Apollonius et Bellarmin trad, de Jean et Marcel 
Carayon', La Pluma, 37, June 1923, p. 492 

ANON. , 'A.M.D.G. - La vida en un colegio de jesuitas. Novela por 
D. Ramon P<Srez de A.yala', Aten£o, 1, 1911, pp. 56-57 

ANON., 'Politics and bulls', Times Literary Supplement, XIX., 12/2/1920, 
p. 104 



-276-

ANONo, 'Belarmino y Apolonio, novela, por R. P£rez de Ayala1, 
Nuestro Tiempo, I I I , 1922, p. 96 

ANON., 'Ayala's Novels of Spanish Li fe ' , New York Times, 18/7/1920, p. 15 

ANON. , 'P6rez de Ayala, premio 'Mariano de Cavia' de 1921, por 
elartrculo Tgnacio Zuloaga' ' , El Liberal, Madrid, 1-2/12/1922 

ANON. , 'Spain's Impassioned Preacher Novelist: Luna de Mi el, Luna de Hiel, 
Los trabajos de Urbano y Simona', New York Times, 11/3/1923 

ANON., 'Ram6n Pgrez de Ayala', El Sol, Madrid, 20/6/1925 

ANON., 'El estreno de A . M . D . G . ' , La Naci6n, 7/11/1931 

ANON. , 'Despues de un estreno', La Nacidn, 10/11/1931 

ANON., 'Spanish Fireworks', The New Statesman and Nation, London, 
1933, pp. 108+110 

ANON,, 'Ha llegado a Buenos Aires el ilustre escritor Don Ram6n PSrez 
de Ayala', Hispania,, Madrid, XIII . 1940, pp. 9-10 

ANON, , 'Un poco en serio y lo demSs en broma. El muerto que camina: 
Ramon Pfirez de Ayala', Qrientacion, Buenos Aires, 3/10/1940 

ANON. s 'Los falangistas de El Pampero atacan a Pfirez de Ayala', 
Correo de Asturias, Buenos Aires, 23/10/1943 

ANON. , 'Burlerfa inocente: el verbo ramonear', Espana Republicana, La Plata, 
7/12/1946 

ANON, , 'PSrez de Ayala, Exito de una novela ayalina en Alemania', ABC, 
Madrid, 9/9/1958 

ANON. , 'Tribute de admiracion de la Lmiversidad y la prensa alemanas', 
ABC, Madrid, 9/8/1962 

ANON. , 'Ram6n Pe>ez de Ayala', Anales de la Fundacion Juan March, I , 
(1956-1962), Madrid, 1965, pp. 133-136 

ANON. , 'Ram6n Pe"rez de Ayala', La Prensa, Buenos Aires, 6/8/1966 

ARAGONES, J.E., 'Perez de Ayala y el teatro', Arriba, Madrid, 
19/8/1962 

ARCONADA, C M . , 'Manfas de los escritores. La de P£rez de Ayala. 
(Los Toros)', La Gaceta Literaria, Madrid, 15/6/1927 



-277° 

ASHWORTH, P. P., Humour, Irony and Satire in the Prose Fiction of Ramon 
Pgrez de Ayala, Ph.D. University of Oklahoma, 1967 

ASTUR FERNANDEZ, N . , 'Ramon Perez de Ayala (algo sobre su vida y obra)', 
Homenaje en memoria de don Ramon Pgrez de Ayala, Centro Asturiano de 
Buenos Aires, 1963 

ATKINSON, W. , 'Ramon Pgrez de Ayala: Novelist', Modern Languages, 12, 
1931, pp.164-168 

AUB, M. , 'Discurso de la novela espatfola contemporSnea', Jornadas, 
50, Mexico, 1945, pp.67-70 

AZANA, M. , 'Belarmino y Apolonio', La Pluma,K, Madrid, 1921^54-58 

AZANA, M. , 'Luna de miel, Luna de hiel y Los trabajos de Urbano 
y Simona, La Pluma V I , Madrid, 1923, pp.409-4*3 

AZANA, M. , 'Pgrez de Ayala', Memorias ihtimas, Ediciones Espanolas, 
Madrid, 1939, pp. 180-181 

AZORIN, Escritores, Biblioteca Nueva, Madrid, 1956, pp. .79-82 
'Perez de Ayala' , pp. 89-94 'La inteligencia y la vida' , pp. 95-98 
'El intelectualismo de Perez de Ayala', ppe 107-111 ' El caso prodigioso de 

Urbano' 
AZORIN. 'Generaciones de escritores' (1912) Qbras Completas, IX, 

Aguilar, 2nd edition, 1963, pp. 1140-1143 

AZORIN, *Adi6s a Pgrez de Ayala*, ABC, Madrid, 7/8/1962, p. 23 

BACARISSE, M . , 'Dos criticos: Casares y Perez de Ayala', Revista de Libros, 
IV, 1920, pp. 11-14 

BALSEIRO, J.A. , 'Nueve escritores espanoles contemporSneos juzgados por 
• :. < un crftico anglo-americano', Cuba Contempor5nea, XLI , La Habana, 

1926, pp. 365-372 

BALSEIRO, J.A. , 'Ram6n Pgrez de Ayala, novelista', El Vigra, I I , 
Mundo Latino, Madrid, 1928, pp. 123-169 

BANCROFT, R.L. , Ramon Perez de Ayala: A Critical Study of his Works, 
Ph.D. , University of Columbia, 1957 

BAQUERO GOYANES, M. , 'La novela como tragicomedia: Pgrez de Ayala 
y Ortega', Insula, 110, 1955, pp. 1+4 

BAQUERO GOYANES, M. , "Dualidad y contrastes en Ramon Pgrez de Ayala', 
Archivum, 12, 1962, pp. 554-579 



-278-

BAQUERO GOYANES, M. , 'La novela como tragicomedia: Pgrez de Ayala 
y Ortega' and 'Contraste y perspectives mo en Ramon Pgrez de Ayala', 
Perspectivismo y contraste (de Cadalso a Pgrez de Ayala), Gredos, 
Madrid, 1963, pp. 161-170, 171-244 

BAQUERO GOYANES, M„, 'Pgrez de Ayala', Estructuras de la novela actual, 
Planeta, Barcelona, 1970, pp.103-105, pp. 214-215 

BARJA, C. , 'Quarterly Spanish Book-Letter', The Modern Language Forum, 
XI , Los Angeles, 1926, pp. 15-17 

BARJA, C., Libros y autores contemporaneos, Victoriano SuSrez, Madrid, 
1935, pp.439-466, pp.48S-489 

BATAILLON, M . , 'Belarmino y Apolonio', Bulletin Hispanique, XXIV, Bordeaux, 
1922,pp.189-191 

BEARDSLEY, W. A. , 'Ayala's latest: Tigre Juan and El curandero de su honra', 
The Saturday Review of Literature, I I , 15/5/1926, p. 790 

BECK, M. A. , 'La realidad artfstica en las tragedias grotescas de Ram6n 
Pgrez de Ayala', Hispania, XLVI, Kansas, 1963, pp.480-489 

BELEVANDER, S.G. , The Diaz de Guzman Tetralogy of Ram6n Pgrez de Ayala, 
Ph.D., University of Illinois, 1975 

BELL, A.F.G. s 'Ramon Pgrez de Ayala and the psychological novel', 
Contemporary Spanish Literature, New York, 1925. pp. 135-140. 

BERNARDEZ, F . L . , 'Los senderos poeticos de Ramgn Pgrez de Ayala', 
La Nacion, Buenos Aires, 19/6/1955 

BERNARDEZ, F . L . , 'La poesia de Ramon Pgrez de Ayala', La Nacion, 
Buenos Aires, 12/7/1956 

BILLICK, D.J. , 'Addendum to the bibliography of Ram6n Pgrez de Ayala: 
Master's theses and doctoral dissertations', Hispanofila, 59, 1977,pp. 89-93 

BLANCO-FOMBONA, R. , 'En torno a dos novelistas: Pfo Baroja y Pgrez de 
Ayala', Motivos y letras de Espana, Renacimiento, Madrid, 1930, 
pp. 138-147 

BLEIBERG, G. and MARIAS, J. , 'Pgrez de Ayala, Ram6n\ Diccionario de 
literatura espanola, Revista de Occidente, Madrid, 1949, pp. 605-606 

BLUMENREICH, J.E., Madrid and Pilares: The Portrayal of Two Spanish Cities 
in the Novels of Ramon Pgrez de Ayala, M. A. , University of North 
Carolina, Chapel Hil l , 1969 



-279-

BOBES, M.C. 'Notas a Belarmi.no y Apolonio de Pgrez de Ayala' f 

Boletih del Institute de Estudios Asturianos, 12, Oviedo, 1958, pp.305-320 

BOLETIN OFICIAL DE LA PROVINCIA DE OVIEDO, DiputaciSn Provincial, 
Oviedo, 30/6/1931, p. 144 

BOROBO, 'Pgrez de Ayala escribiS una novela en Galicia', ABC, Madrid > 
5/9/1965 

BOYD, E .A. , 'Ram6n Pgrez de Ayala', Studies from Ten Literatures, 
New York, 1925, pp. 120-127 

BRAKE MAN, L. G. , An Analytical Study of Pgrez de Ayala's La pata de la 
raposa, M. A . , University of Columbia, 1963 

BROWN, G.G. , 'Perez de Ayala', A Literary History of Spain, The Twentieth 
Century, E. Benn, London, 19.72,jp.37-45 

BUREBA, B. , 'Se estrend en el teatro Beatriz la obra de Pgrez de Ayala 
A . M . D . G . ' , El Socialists, Madrid, 7/11/1931, p.5 

CABAL, C. , 'Ram6n. Pgrez de Ayala', Boletih del Instituto de Estudios 
Asturlanos, 16, Oviedo, 1962, pp. 317-321 

CABEZAS, J.A. , 'Ramon Perez de Ayala en Madrid', El Diario de Hoy, 
El Salvador, 23/1/1955 

CABEZAS, J.A., interview with Pgrez de Ayala, Espana Semanal, 
Tanger, 17/7/1960 

CABEZAS, J.A. , 'Requiem modesto por un escritor', ABC, Madrid, 
29/11/1962 

CADILLA DE MARTINEZ, M . , 'Ram6n Pgrez de Ayala: La paz del sendero', 
La mfstica de Unamuno y otros ensayos, Bolanos y Aguilar, Madrid, 
1934, pp. 97-103 

CALVO, L . , 'El dia de Ramgn Pgrez de Ayala*, ABC, Madrid, 
23/11/1930 

CALVO, L . , 'Ram6n, dual* ABC, Madrid, 7/8/1962, p. 23 

CAMON AZNAR, J., 'Humanismo', ABC, Madrid, 9/8/1962 

CAMPBELL, B.K. , The Literary Theories of Ram6n Pgrez de Ayala, 
Ph.D. University of California, 1961 

CAMPBELL, B.K-/The Esthetic Theories ofRamgn Pgrez de Ayala*, 
Hispanja, L, Kansas, 1967, pp.447-453 

CAMPBELL, B.K./Free Will and Determinism in the Theory of Tragedy: 
Pgrez de Ayala and Ortega y Gasset', Hispanic Review, XXXVII, 1969, 
pp.375-382 

CAMPBELL, R.F. Ayala's vision of Spain, Ph.D. , Duke University, 
1958 

http://Belarmi.no


-280-

CANO, J . L . , 'Pfirez de Ayala: Divagaciones Uiterarias', Insula, 141, 
Madrid, 1958 

CANO, J.L. , 'Ha muerto Perez de Ayala', Insula, 190, Madrid, 1962 

CANSINOS-ASSENS, R.c ? .. 'Ramon P<5rez de Ayala', La Nueva Literatura, I , 
Paez, Madrid, 1916, pp. 193-200 

CANSINOS-ASSENS, R. , 'Bajo el signo de Artemisa y El ombligo del mundo', 
Los Lunes de El Imparcial, Madrid, 27/7/1924 

CANSINOS-ASSENS, R. , La Nueva Literatura, IV, Paez, Madrid, 1927, 
pp. 96-114 

CANEDO, J. , 'La paz del sendero', ABC, Madrid, 10/8/1962 

CARAYON, M. , 'Lumiere des dimanches', La Revue de Geneve, V I , 1923, 
pp. 401-405 

CARAYON, M . , 'Appollonius et Bellarmin', Intentions, I I , Paris, 1923, 
pp.29-30 

CARAYON, M . , 'Bajo el signo de Artemisa', Bulletin Hispanique, Bordeaux 
XXVII, 1925, pp. 283-285 

CARDENAL DE IRACHETA, M. , 'Don Carlos Archiehes al sesgo', 
Cuadernos de literatura contempordnea. Consejo Superior de Investigaciones 
Cientfricas, VIII , 1943, pp.285-297 

CARDONA, M.E. , 'Ramon Pe"rez de Ayala, poeta', Mujeres en la isla, 
XII, Las Palmas, 1955, p. 6 

CASARES Y SANCHEZ, J. , 'Luna de miel, luna de hiel, por R.PSrez de Ayala', 
Crftica efimera, I I , Madrid, 1944, pp. 130-142 

CASSOU, J., 'Apollonius et Belarmin', Revue Europeem-^ I I , . 10,1923, 
pp.77-78 

CASSOU, J. , 'P£rez de Ayala', Panorama de la literature espagnole 
contemporaine, Kra, Paris, 1929, pp. 132-138 

CASTILLO, H . , 'Fondo ideologico en las novelas de Pgrez de Ayala', Atenea, 
391, ConcepciSn, 1961, pp. 43-51 

CEJADOR Y FRAUCA, J., 'Don Ram6n P£rez de Ayala', ^ De la tierra. „ . : 
Jubera, Madrid, 1914, pp.243-251 

CELA, C.J. , 'Sobre un romance de circumstancias de Ram6n P^rez de Ayala', 
Fapeles de Son Armadans, 64, Mallorca, 1972, pp, 115-123 



-281-

CEPEDA, L . A . , 'Recuerdo ovetense de P£ rez de A y a l a ' , La Nueva Espana, 
12-14/8/1962 

CHABAS, J. , ' P £ r e z de A y a l a ' , L l t e r a t u r a espanola contempor3nea (1898-1950), 
C u l t u r a l , La Habana, 1952, 268-286 

CIROT, G . , 'Polf t ica y t o ro s ' , Bul le t in Hispanique, X X I , Bordeaux,l9l9, p . 172 

C L A V E R I A , C . , 'Apost i l las a l lenguaje de Be la rmino ' , Clnco estudlos de 
l i t e r a a i r a espanola moderna, Conseio Superior de Investigaciones 
Cien t f f i cas , Salamanca, 1945, pp.69-91 

C L A V E R I A , C . , 'Apost i l las adlcionales a Belarmino y Apolon io ' , 
Hispanic Review, X V I , 1948, pp. 340-345 

COD M A N , F . , 'On T i g r e Juan by Ramon PSrez de A y a l a ' , The Nat ion , 
C X X X V I I , New Y o r k , 1933, pp. 601-602 

CORDOBA, S. , 'Ramon PSrez de A y a l a ' , ABC, M a d r i d , 6/2/1958 

CORDUA DE T O R R E T T I , C . , 'Belarmino: hablar y pensar ' , L a T o r r e , 
X X X I I , Puerto Rico , 1960, 43-60 

COSSIO, F . de, 'Una de las obras mas culminantes de nuestro s i g l o ' , ABC 
M a d r i d , 7/9/1962 

CURTIUS, E . R . , 'Ramon Pfirez de Ayala* (1931), -Kri t lsche Essays zu r 
europa'ischen l i t e r a t u r , A. F rancke , Bern , 1950, pp.288-297 

CURTIUS, E . R . , 'RamSn P<5rez de Ayala ' (1931), Ensayos c n t i c o s acerca de 
l i t e r a t u r a europeq,,!!, Seisey B a r r a l , Barcelona, 1959, pp. 109-121 

DARIO, R. , 'Nuevos poetas de Espana', Obras Completas, I , A f r o d i s i o 
Aguado, M a d r i d , 1950, pp.415-418 

DARIO, R . , 'Ramonjpgrez de A y a l a ' , Obras Completas, II,Afrodisio 
Aguado, MadridT^SO, pp.799-802 

D E N D L E , B. J . , 'Ramon P<5rez de A y a l a ' , The Spanish Novel of Religious 
Thesis (1876-1936), Castal ia , M a d r i d , 1968, pp.74-76 

DERNDARSKY, R. , Ram6n Pgrez de Ayala , Z u r Themat ik un Kunstgestalt 
seiner Romane, F r a n k f u r t am M a i n , 1970 

D E V L I N , J. , 'RamSn P5rez de A y a l a ' , Spanish A n t i c l e r i c a l i s m : A Study i n 
Modern Al iena t ion , Las A m e r i c a s , New Y o r k , 1966, pp. 148-159 

D I A Z F E R N A N D E Z , J . , review of Ramon PSrez de Aya la , su vida y obras by 
Francisco Agus t fn , E l Sol, M a d r i d , 14/6/1927, p . 2 . 

D I A Z - P L A J A , G . , 'PSrez de Aya l a ' , H i s t o r j a de l a poesfa l i r i c a espanola, 
second ed i t ion , Labor , Barcelona, 1948, pp. 375-376 

D I A Z - P L A J A , G . , 'La dimensi6n cu l tu ra l i s ta en la poesTa castellana del 
s ig lo X X ' , Real Academia Espanola. Discurso de recepci6n, M a d r i d , 



-282-

5/11/1967, pp. 93-98 

D I A Z - P L A J A , G . , 'Ram6n P6rez de A y a l a ' , E l dfa g r a f i c o , 20/5/1928 

DIEGO, G o , 'Luz de domingo ' , ABC, M a d r i d , 17/9/1962 

D I E Z - C A N E D O , E . , . ' E l u l t i m o l i b r o de PSrez de A y a l a ' , Reper tor io 
Amer icano , V I , 2 , San Jose" de Costa Rica , 1923, pp. 26-27 

D I E Z - CANEDO, E . , 'Ayala y sus t res senderos ' , E l Sol , 27/3/1925, p . 2 

D I E Z - C A N E D O , E . , ' A . M . D . G . La novela de PSrez de Ayala in ic ia 
su v ida t e a t r a l ' , E l Sol , M a d r i d , 7/11/1931 

D I E Z - E C H A R R I , E . , and ROCA FRANQUESA, J . H , , 'Ram6n P6rez de A y a l a ' , 
H i s t o r j a general de la l j t e r a t u r a espanola e hjspanoamericana, A g u i l a r , 
M a d r i d , 1960, p . 1185, pp. 1378-1382 

D I E Z DE REVENG A TORRES, M . J . , E l cuento y la novela co r t a en 
Ram6n Pgrez de Ayala , Ph. D . Un ive r s i t y of M u r c i a , 1963 

DOBRIAN, W . A . , The Novelis t ic A r t of Ram6n P6vez de Aya la , Ph.D. , 
Un ive r s i t y of Wisconsin , 1960 

DOBRIAN,W.A. , 'Development and Evolut ion i n P £ r e z de Ayala ' s T i g r e Juan', 
L i t e r a t u r e and Society (ed. S L O T E , B . ) , 12, L i n c o l n , Nebraska, 
1963, 187-201 

DOMENCHINA, J . J . , 'Ramon P^rez de A y a l a ' , Antologfa de la poesfa 
espanola cnntemporanea, t h i r d ed i t ion , Mexico , 1947, pp. 187-200 

DOYON, R. - L . , ' I f l igo de Loyola ou le t r iomphe de l ' e s p r i t m i l i t a r e ' , 
prologue to A . M . D . G . t rans . Jean Cassou, Par i s , 1929 

DURAN ROSADO, E . , 'Vida y obra de Ramon PSrez de A y a l a ' . 
E l Nacional , Mexico, 26/8/1962 

E L I Z A L D E , I . , 'Un sendero innumerable: Ram6n PSrez de Ayala*. 
Razony F e , C L X V I , nos 776-777, M a d r i d , 1962, pp. 246-251 

F A B I A N , D . L . , 'Ac t ion and Idea in A m o r y Pedagogfa and Prometeo ' , 
Hispania^XLI, 1958, 30-34 

F A B I A N , D . L . , A C r i t i c a l Analysis of the Novels of Ram6n Perez de Aya l a , 
Ph. Do .Univers i ty of Chicago, 1950 

F A B I A N , D . L . , 'Perez de Ayala and the Generation of 1898', Hispania, X L I , 
1958, pp. 154-159 



-283-

F A B I A N , D . L . , 'The progress of the A r t i s t : A Ma jo r Theme i n 
the E a r l y Novels of P£rez de Aya l a ' , Hispanic Review X X V I , 1958, 
pp. 108-116 

F A B I A N , D . L o , 'Bases de la novelfs t ica de Ram6n PSrez de A y a l a ' , 
H i s p a n i a , X L V I , K^-in-s , 1963,^57-60 

F E E N Y , T . P . , The Paternal Element i n the Works of Ram6n PSrez de Aya la , 
P h . D . , Un ive r s i t y of V i r g i n i a , 1968 

F E R N A N D E Z , D . , E l flmor en la Noveirstica de P6rez de Ayala (Luna de m i e l , 
luna de h i e l y Los trabajos de Urbano y Simona), M . A . , F l o r i d a 
State U n i v e r s i t y , 1969 

FERNANDEZ , P. H . , 'An imal izac i6n y cos i f icac i6n en la p r i m e r a novela 
de P5rez de A y a l a ' , Boletfn del Inst i tuo de Estudios Astur ianos , 76, 
1972, pp. 371-380 

F E R N A N D E Z , P. H . , ' E l pr61ogo en Belarmino y Apo lon jo ' , Boletih del 
Inst i tuto de Estudios Astur ianos , 27, 1974, pp. 141-155 

F E R N A N D E Z , P. H„ Ramon P6rez de Ayala: t res novelas analjzadas, y<*{><is, 
G i j o n , 1972 

F E R N A N D E Z , P. H . , 'Ramon Pgrez de Ayala : b ib l i og ra f i a c r f t i c a ' , 
Hlspanof l la , 55, 1975, pp. 1-31 

FERNANDEZ A L M A G R O , M . , 'Ramon P£rez de Ayala y su mundo', La Pluma, 
V I I , Montevideo, 1928, pp. 111-114 

FERNANDEZ A L M A G R O , M , , 'Estreno en e l Bea t r i z ' , L a Voz , M a d r i d , 
7/11/1931 

FERNANDEZ A L M A G R O , M , , 'Ram6n P£rez de Aya la , v igente ' , ABC, 
M a d r i d , 11/2/1960, p. 1 

FERNANDEZ A L M A G R O , M . , 'Perdurable obra de poeta, de ensayista, 
de nove l l s ta ' , ABC, Madr id , 7/8/1962, p . 25 

FERNANDEZ A L M A G R O , M . , 'Esquema de la novela espanola contemporanea' , 
C l a v l l e no, I , no 5, Madr id , 1950, pp. 15-28 

FERNANDEZ A L M A G R O , M . , 'Fabulas y ciudades' , ABC, ed. aerea, 
M a d r i d , 25/1/1962 

FERNANDEZ A V E L L O , M . Ram6n Perez de Ayala y el pe r lod l smo ' , 
Boletih del Ins t i tu to de Estudios As^xtrianos, 15, 1961, pp. 37-56 

FERNANDEZ A V E L L O , M . , ' P £ r e z de Ayala en su r i n c o n ' , 
Boletin del Ins t i tu to de Estudios Astur ianos , 22, 1968, pp.423-426 



-284-

F E R N A N D E Z A V E L L O , M . , Perez de Ayala y la niebla , Inst i tute de 
Estudios Astur ianos , Oviedo, 1970 

F E R N A N D E Z A V E L L O , M . , E l on t i c l e r i ca l i smo de Perez de Ayala , 
Au to r , Oviedo, 1975 

F I T Z M A U R I C E - K E L L Y , J.', 'Ramdn PSrez de Aya i a ' , A New His to ry of 
Spanish L i t e r a t u r e , London-New Y o r k , 1926, p.487 

F I T Z M A U R I C E - K E L L Y , J a , 'Ramon P<5rez de Aya la ' , His to r ia de la 
L i t e r a t u r a Espanola, t h i r d edi t ion , M a d r i d , 1929, p.339 

FLORES, A . ,'Ram<5n Pgrez de Aya l a ' , Authors Today and Yesterday, 
ed. K U N I T Z , S.J . , R W . Wi l son , New Y o r k , 1933, pp. 516-519 

FLORES, A . , 'PSrez de Ayala y Machado', Argentina L i b r e , 17/10/1940 

FONT, M . T . , ' L a sociedad del fu tu ro en P £ r e z de Aya la , Huxley y O r w e l l ' , 
Revista de Estudios Hispgnicos, 4 , Alabama, 1970, pp. 67-83 

FRANCES, J . , 'Ram6n P£rez de A y a l a ' , Nuevo Mundo X X V , 1,13/12/1918, 
p . 301 

FRANCES, J. , 'La vie l i t t g r a i r e . Ram6u P<5rez de A y a l a ' , Hispania I I , 
Par is , 1919 

FRANCO, L , , 'Oviedo y Perez de Ayala 1 , E l Espanol, Madr id , 
25/3/1944 

F R A N Z , T . R . , 'Ayala 's La cafda de los Limones and Velazquez's 
Las Meninas ' , Occasional Papers i n Language, L i t e r a t u r e , and 
L ingu i s t i c s , A 17, Un ive r s i ty of Ohio, 1974 

FUENTENEBRO, F . , 'La huella l i t e r a r i a de Ramon P6rez de A y a l a ' , 
A r b o r , L X X X ^ V I I , 337, Madr id , 1974, pp. 51-62 

GADDA, C . E . , 'Anime e s c h e m i ' . I v iaggj la mor te , Garzant i , 
1958, pp.217-223 

GARCIA, W . B . , A Psychological Approach to the Main Characters of the Novels 
Abel Sanchez and Belarmino y Apolonio, M . A. F l o r i d a State 
U n i v e r s i t y , 1964 

GARCIA DE BETORET, C. , Aspectos asturianos en las novelas de Ramon 
Pgrez de Aya la , M . A . , Univers i ty of Kansas, 1952 

GARCIA BLANCO, M . , 'Unas cartas de Unamuno y de Pgrez de A y a l a ' , 
Papeles de Son Armadans, X X X V I I I , Sept. 1965, pp. 237-254 



-285-

GARCIA DOMINGUEZ, E . , 'Ep is to la r io de P6rez de A y a l a ' , Boletfo de l 
Inst i tuto de Estudios Astur ianos , 22, nos 64-65, 1968, pp. 427-453, 
w i t h bibl iography of the works of P6rez de Ayala . 

GARCIA LOPEZ, J. , 'P6rez de A y a l a ' , His tor ia de la l i t e r a t u r a espanola, 
V icens -Vives , Barcelona, 1966, pp.611-613 

G A L I A N O , M . F o , 'Notas a l romance de Ramon P £ r e z de A y a l a ' , Papeles de 
Son Armadans , 66, 1972, p p . l x v - l x v i i 

GARCIA, F . , 'P<5rez de Ayala o la serenidad' , ABC, M a d r i d , 7/8/1962 

GARCIA CALDERON, F . , 'Ram6n P£rez de Ayala y l a po l i t i ca espanola*, 
La herencia de Len in y otros ar t rcu los , G a m i e r , Pa r i s , 1929,pp. 155-161 

GARCIA DE L A CONCHA, V . , L j g ^ e n d e ^ j B o g t i c o s ^ d e R a m & i P6rez de Aya la , 
A r c h i v u m , X X , Oviedo, 1970 

GARCIA M E R C A D A L , J. (ed . ) prologue to E l pars de l f u t u r o ; mis v j a j e s 
- a los Estados Unidos, by R. PSrez de Aya l a , Biblioteca Nueva, M a d r i d , 

1959 

GARCIA M E R C A D A L , J . , (ed. ) prologue to T r ibu to a I n g l a t e r r a , by R. PSrez 
de Ayala , . A g u i l a r , M a d r i d , 1963 

GARCIA M E R C A D A L , J. , ( ed . ) prologue to Ante A z o r i h , by R. Perez de 
Ayala , Biblioteca Nueva, M a d r i d , 1964, pp.7-44 

GARCIA M E R C A D A L , J. , (ed . ) prologue to Ram6n Perez de Ayala Obras 
Completas, I , A g u i l a r , M a d r i d , 1964, pp.xi - l x x v . 

GARCIA M E R C A D A L , J. , ' C l a r f n , PSrez de Aya la , Ortega y MuniUa y 
Los lunes de E l I m p a r c i a l ' , Destino, 1300, Barcelona, 7/7/1962 

GARCIA PAVON, F . , 'Semblanzas espanolas: Ramon P6rez de A y a l a ' , 
ABC, M a d r i d , 8/8/1962 

GARCIA RODRIGUEZ, J . M . , 'Dos temas de in ic iac i6n a l a m o r ' , Cuadernos 
Dominicanos de Cul tura , I V , 4 , Santo Domingo, 1947, pp.17-48 

GAS CO C O N T E L L , E . , ' L a V ie IbSrique: Ramfin P^rez de A y a l a ' , Revue de 
l ' A m g r i q u e La t ine , X V I , Par is , 1/7/192&, pp.90-92 

G A T T I , J . F . , 'Una in terpolaci6n enganosa de PSrez de A y a l a ' , F i l o l o g i a , 15, 
Buenos A i r e s , 1971, pp.281-3 

GENOUD, M . J . , La re lac i6n fondo y f o r m a en Belarmino y Apolonio , 
Mendoza, Univers idad Nacional de Cuyo, 1967 

GILLESPIE, R . C . , 'RamSn P £ r e z de Aya la , p r e c u r s o r l i t e r a r i o de la 
r evo luc i6n ' , Hispania, XV. .Kansas , 1932, pp.215-222 



-286-

GILLESPIE, R . C , 'Honda conmociSn en Espana y en e l ex t ran je ro por la 
muerte de Don Ram6n Pgrez de A y a l a ' , ABC, M a d r i d , 7/9/1962 

G I L L E T , J. , 'The Autonomous Character i n Spanish and European 
L i t e r a t u r e ' , Hispanic Review, X X I V , 1956, pp. 179-190 

GIUSTI , R . F . , 'Pr incipios y f inales de la novela, por Ram6n Pgrez de 
A y a l a ' , La Prensa, Buenos A i r e s , 1Q/4/1960 

GOMEZ DE BAQUERO, E . , ( 'Andrenio ' ) , 'Cr6nica L i t e r a r i a . Los Nuevos 
Novel is tas ' , L a Espana Moderna, I , M a d r i d , 1908, pp 0168-169 

GOMEZ DE BAQUERO, E . , ( 'Andrenio ' ) , Novelas y Novel is tas , Ca l le ja , 
1918, pp. 281-292 

GOMEZ DE BAQUERO, E . , 'Las novelas de Pgrez de A y a l a ' , L a Es fe r a , 
M a d r i d , 2/6/1923 

GOMEZ DE BAQUERO, E . ( 'Andrenio ' ) , 'Las nuevas novelas e j empla re s ' , 
E l Sol , M a d r i d , 20/5/1924 . 

GOMEZ DE BAQUERO, E . ( 'Andren io ' ) , E l Renacimiento de l a novela en e l 
s ig lo X I X , Mundo La t i no , M a d r i d , 1924, pp. 113-115, 151-152 

GOMEZ DE BAQUERO, E . , ( 'Andrenio ' ) . ' T i g r e Juan o E l curandero de su 
honra ' , E l Sol , M a d r i d , 13/3/1926 

GOMEZ MAQUEO, B. , La f o r m a y e l contenido en la novela de Pgrez 
de Ayala , Imprenta Mundia l , Mexico, 1937 

GOMEZ DE L A SERNA, G. , ' M a d r i d y su gente. Don RamSn Perez de Ayala 
en l a cal le de Espa l te r ' , ABC, M a d r i d , 26/10/1962 

GONZALEZ-BLANCO, A . , 'Ramon Pgrez de A y a l a ' , Revista Contemporanea, 
130, M a d r i d , 1905, pp. 143-168 

G O N Z A L E Z - B L A N C O , A . , 'Ram6n Pgrez de A y a l a ' , Los Contemporaneos: 
apuntes para una h i s to r i a de la l i t e r a t u r a hispanoamericana a pr inc ip ios de l 

s ig lo X X , I , Garn ie r , Paris , n . d . , pp. 146-208 

G O N Z A L E Z - BLANCO, P. , 'La paz de l sendero ' , Nuestro T i e m p o , I I , M a d r i d , 
1904, pp.267-272 

GONZALEZ PORTO B Q M P I A N I , Dicc ionar io de Auto r e s , I I I , Montaner 
y Sim6n, Barcelona, 1964, pp.125-126 

GONZALE 7.- RUANO, C. , Antologia de poetas espanoles contemporaneos en 
lengua castel lana, G i l i , Barcelona. 1946, pp. 177-184 



-287-

G O N Z A L E Z - R U A N O , C. , Siluelas de escr i tores contemporaneos, Ed i to ra 
Nacional , M a d r i d , 1949, pp.27-30 

G O N Z A L E Z - R U A N O , C. , 'De domlngo a domingo ' , ABC, M a d r i d , 7/8/1962 

G O N Z A L E Z - R U A N O , C . , 'Conversaciones con Ramfin Pgrez de A y a l a ' , 
Las palabras quedan, U r i a r t e , M a d r i d , 1965, pp.425-430 

G O N Z A L E Z R U I Z , N . , 'Ramon Pgrez de A y a l a ' , E n e s t a h o r a , ojeada 
a los yalores l i t e r a r i o s , Voluntad, M a d r i d , 1925, pp. 193-200 

G O N Z A L E Z R U I Z , N . , ' L a obra l i t e r a r i a de don Ram6n Pgrez de Ayala*, 
Bul le t in of Spanish Studies, v o l . 9, 1932, pp. 24-30 0 

GRIMES, R . L . , Ideology of Pgrez de Ayala as Expressed in his Novels and 
Short Stor ies , M . A . , Un ive r s i t y of Chicago, 1931 

G U E R L I N , H . , 'Sobre La cafda de los Limones ' , L'Espagne mod erne 
vue par ses ec r iva ins , P e r r i n , Par is , 1924, pp. 10-13 

GUERRA, A . , 'La paz del sendero ' , La Lec tu ra , I I I , M a d r i d , 1904, 
pp. 174-181 

G U I L L E N , A . , 'Ram6n Pgrez de A y a l a ' , La l in te rna de Djggenes, Madr id 
- 1921, pp. 110-122 

G U L L O N , R. , ' L a novela en la Espana de hoy ' , Occidental: A n Internat ional 
Review of Books and L i t e r a t u r e , 2, 1949, pp.21-24 

G U L L O N , R. , and SCHADE, G . D . , 'Ramon Perez de Ayala'., L i t e r a t u r e 
espanola contemporanea, Scr ibner , New Y o r k , 1965, pp. 343-364 

H A F T E R , M . Z . , 'Galdos's Influence on Perez de A y a l a ' , Galdos Studies, e d . R . j . 
Walker , London, 1974, pp. 13-28 

HARPER, S .N . , Communication of Perspective i n Belarmlno y Apolonio , M . A . , 
Ohio State U n i v e r s i t y , 1965 

HARTSOOK, J-.'H. , ' L i t e r a r y T r a d i t i o n as F o r m i n Pgrez de A y a l a ' , 
Romance Notes, V I , 1964, pp.21-25 

HOLDSWORTH, C . A . , 'Ideas rel igiosas en las novelas maduras de Ram6n 
Pgrez de A y a l a ' , Revista de Estudios Hispanicos, 6, Alabama 71972, 
pp.265-281 

HORNEDO, R . M . de, 'Perez de Ayala y Ram6n G6mez de la Serna ' , 
Humanidades, 75, 1963, pp. 181-188 

HORST, K . A . , :Pgrez de A y a l a ' , M e r k u r , 12, Stut tgart , 1958, pp.789-791 

HOYOS, J. de, T i g r e Juan (spitesis tea t ra l de T i g r e Juan - E l curandero 
de su honra, de Ram6n Pgrez de Aya la ) , Prensa Moderna, 
M a d r i d , 1928 

IBARRA, J . , 'Ram6n Pgrez de Aya l a ' , La Gaceta L i t e r a r i a , 92, 



-288-

M a d r i d , 15/10/1930, p . 13 

IONESCU, A . , 'Romancul ca t ragicomedie la P £ r e z de A y a l a ' , Analele 
U n i v e r s i t a t i i , Bucures t i , L i t e r a t u r a Universala Comparata, 22 , 1, 
1973, pp. 133-143 

JARNES, B. , 'Los tres Ramones' , Proa, 1 , 5 , Buenos A i r e s , 1924, pp. 3-9 

J I M E N E Z , Juan-Ram6n, Cartas de J.R J . P r imera selecci<5n, A g u i l a r , 
M a d r i d , 1962, p. 34, p . 397 

J IMENEZ S U T I L , J. , 'Ram6n Perez de Aya la , 1955', E l Espanol, 332, 
Feb. 1955, pp.45-48 

JOHNSON, E . A . , 'Sobre Prometeo de Perez de Aya l a ' , Insula , 100-101, 
1954, pp. 13-15 

JOHNSON, E . A . , 'The Humanities and the Prometeo of Ramon PSrez de A y a l a ' , 
H i span i a ,XXXVII I , Kansas, 1955, pp. 276-281 

JOHNSON, E . A . , 'Juicio c r i t i c o y d iverso de la v ida y obra de Ram6n P6rez 
de A y a l a ' , Blanco y Negro, M a d r i d , 11/8/1962 

JURADO MORALES, J . , 'P6rez de Ayala , mag is t ra l e s c r i t o r ' , A z o r , 8, 
Barcelona, 1962 

K A L I N K E , M . L . , The Effec ts of Disrupted F a m i l y L i f e i n Several Works 
of Ramon Pgrez de Ayala , M . A . , Univers i ty of V i r g i n i a , 1968 

K E L L E R , G . D . , Thematic and. Styl is t ic Development i n the E a r l y Novels of Ra-
m6n PSrez de Ayala , M . A . , Un ive r s i ty of Columbia, 1967 

KENISTON, R . H . , In t roduct ion to Prometheus, The F a l l of the House of L i m o n . 
Sunday Sunlight: Poetic Novels of Spanish L i f e , t rans . Hubbard, A . P . , and 
Conkling, G . H . , Dut ton, New Y o r k , 1920, p p . v i i - x v i 

KING ARJONA, D . , ' L a 'Voluntad ' and 'Abu l i a ' i n Contemporary Spanish 
Ideology', Revue Hispanique, L X X I V , 1928, pp.573-672 

KING ARJONA, D* , 'As tur ias honra la memor ia de P6rez de A y a l a ' . A r r i b a , 
M a d r i d , 25/11/1962 

K U N I T Z , S.J. ( ed . ) , Authors Today and Yesterday, New Y o r k , 1933, 
pp.516-518 

L A M B , N . J . , "The A r t of Belarmino y Apolonio ' , Bul le t in of Spanish Studies, 
X V I I , 1940, pp. 127-138 

L A M B , N . J . , Ram6n Pgrez de Ayala , M . A . , Un ive r s i ty of L i v e r p o o l , 1940 



-289-

L A Z A R O , A . , 'Este g r an espanol, Ram6n Pgrez de A y a l a ' , ABC, 7/8/1962 

L A Z A R O , A . , Semblanzas y ensayos: Gald6s - Machado, Eds . de l Colegio 
Regional de Humacao, Puerto Rico , 1963, pp.229-232 

L A Z A R O , A . , 'Recordando l a muerte de Pgrez de A y a l a ' , La T o r r e , 
47, 1964, pp. 145-150 

L E I G H T O N , C . A . , ' L a parodia en Belarmino y Apolon io ' , Hispanofilo/, 6, 
1959, pp.53-55 

L E I G H T O N , C . A . , 'The Structure of Belarmino y Apolon io ' , Bul le t in of 
Hispanic Studies, 37, 1960, pp. 237-243 

L E V Y , B . , 'PSrez de Ayala 's Belarmino y Apoionio, The Spanish Review, 
I I I , 1936, pp.74-81 

LIVINGSTONE, A . , Int roduct ion to The Fox's Paw ( t rans . Thomas Walsh) , 
Dutton, New Y o r k , 1924, pp. v t t - x v i 

LIVINGSTONE, L . , 'The Theme of the 'Paradoxe su r le comgdien ' i n 
the Novels of Pgrez de A y a l a ' , Hispanic Review, X X I I , 1954, 
pp.208-223 

LIVINGSTONEjL. , ' I n t e r i o r Dupl icat ion and the Problem of F o r m in the Modern 
Spanish Nove l ' , P M L A , 73, 1958, pp. 393-406 

LIVINGSTONE, L . , 'Pgrez de A y a l a ' , Tema y f o r m a en las novelas de A z o r i h , 
Credos, Madr id , 1970, pp .24- 31 

L L O V E T , E . . 'Con o f i c io y s i n benef ic io ' , ABC, M a d r i d , 7/8/1962, p .24 

L O Z A N O ALONSO, M . B . , ' E l t iempo en Belarmino y Apolonio de Ramon 
Perez de A y a l a ' , Bolet in de la Real Academia Esparfola, ano L I X , t , L I , 
1971, pp. 413-458 

LUJAN, N . , Prologue to Ram6n Pgrez de Ayala : obras selectas, A . H . R . , 
Barcelona, 1957, pp.9-27 

LUJAN, N . , 'En la muerte de Ram6n Pgrez de Ayala . Su b i o g r a f f a . 
Su gpoca *, Dest ino, 1305, Barcelona, 11/8/1962 

M c C A L L , M . - B . M . , An Analysis of Ram6n Pgrez de Ayala 's Novels as a 
Plea f o r F reedom, P h . D . , Bryn Mawr , 1959 

McGUIRE, M . B . , The Pess imism of Pgrez de Aya la , M . A . , Un ive r s i t y 
of Southern Ca l i fo rn i a , 1932 

MACHADO, A . , 'Ramgn Pgrez de A y a l a ' , Obras, poesfa y prosa , 
Losada, Buenos A i r e s , 1964, p . 275 



-290-

MAD A R I A G A d e , 'Ramon Perez de Aya l a ' , La Pluma, V I , M a d r i d , 1923 
pp. 117-130 

M A D A R I A G A , S. de, 'Ramon Pgrez de Aya la ' , The Genius of Spain and Other 
Essays on Spanish Contemporary L i t e r a t u r e , O x f o r d , 1923, pp. 71-86 

MADARIAGA, S.de, 'Pgrez de Aya l a ' , Semblanzas l i t e r a r i a s contemporaneas,' 
Cervantes, Barcelona, 1924, pp. 105-126 

MADARIAGA, S, de, 'Ram6n Pgrez de Aya l a ' , De Gald6s a L o r c a , E d i t o r i a l 
Sudamericana, Buenos A i r e s , 1960, pp.115-129 

M A E Z T U , M . de , 'Ram6n pgrez de A y a l a ' , Antologra - Siglo X X : prosjs tas 
espanoles: semblanzas y comentar ios , Buenos A i r e s , 1943, pp.229-236 

MANGOLD, F . R . , A C r i t i c a l Study through his Prose W o r k s , P h . D . , 
Un ive r s i t y of Wisconsin, 1934 

M A N A C H , J. , 'Pgrez de A y a l a ' , Vis i tas espaflolas, Revista de Occidsnte, 
M a d r i d , 1960, pp. 147-160 

MARCUS, A . R . , The Poetic 'Senderos' of Ramon Perez de Aya la , M . A . , 
Columbia U n i v e r s i t y , 1970 

M A R I N , D . , 'Ram6n Pgrez de A y a l a ' , L i t e r a t u r a espanola, I I , Hol t , New Y o r k , 
1968, pp.318-320 

M A R T I N E Z CACHERO, J . M . 'Prosistas y poetas novecentistas. L a aventura 
de l u l t r a f s m o s Jarngs y la "nova novorum" ' , H i s to r i a general de las. 
l i t e ra tu ras hispanicas V I , Ve rga ra , Barcelona, 1968, pp. 399-408 

M A R T I N E Z DE L A R I V A , R . , 'Vida nacional: Pgrez de Ayala y su r e l o j ' , 
Blanco y Negro, 1617, M a d r i d , 14/5/1922 

M A R T I N E Z SIERRA, G. , 'La paz del sendero' , Hel ios , X I V , 1904, pp. 97-98 

M A R T I N E Z SIERRA, G. , 'La paz del sendero' , Mot ives , M a d r i d , 1920, 
pp.186-188 

MASS A , P . , ' Una de las pfosas mas logradas de todos los t i empos ' , dice 
La grensa de Buenos A i r e s ' , ABC, M a d r i d , 7/8/1962 

M A T AS, J. , Las novelas normat jvas de Ramgn Pgrez de Aya la , P h . D . , 
Harvard Un ive r s i t y , 1970 

M A T AS, J. , Contra e l honor (Las novelas normativas de Ram6n Pgrez de Ayala) , 
Hora h . , Madr id , 1974 

MATUS, E . , ' E l s fmbolo del segundo nacimiento en la n a r r a t i v a de Ram6n Pgrez 
de A y a l a ' , Estudios f i l o l o g i c o s , 5, 1969, pp. 148-169 



-291-

M A Z O , M . del 'Ram6n P6rez de Ayala: un humanista del s iglo X X ' , 
La Estafeta L i t e r a r i a , 1962, p.24 . 

M E D I N A , T . , 'Ram6n Perez de Ayala: "Soy r e f r a c t a r i o a la Academia" ' , 
La Estafeta L i t e r a r i a , 114, 1958, p . 6 

MENENDEZ PIDAL, R. , 'Lu to i r reparab le para nuestras l e t r a s ' , ABC, 
M a d r i d , 7/8/1962, p . 24 

M E R I M E E , H . , ' E l ombligo del mundo, Bajo el signo de A r t e m i s a ' , , 
Bul le t in Hispanique, X X V I I , Bordeaux, 1925, pp. 375-378 

M I L L N E R , C . G . , Perception and Being i n the Novels of Ramon Perez de A y a l a , 
Ph.D. Un ive r s i ty of Ca l i fo rn i a , 1968 

M I L L N E R , G .C . , 'Ontological invers ion in the novels of Ram6n PSrez de 
A y a l a ' , Mester , V , 2, Los A n g e l e s , 1975 

MIRANDA, S., 'Recuerdos de m i amistad con Va l l e - Inc lSn ' , Cuadernos 
Hispanoamericanos, L X V I I , 199-200, Madr id , 1966, pp .5-7 

MONTERO ALONSO, J. , ' L a casaen que nacW P£rez de A y a l a ' , ABC , 
M a d r i d , 18/10/1962 

MOORE, E . , The Sex Element i n the Novels of Ramdn Perez de Ayala , 
M . A . , Un ivers i ty of Oklahoma, 1940 

MURCTANO, C . , ' PSrez de Aya la , en su f i e l ' , Punta Europa, 78, M a d r i d , 
1962, pp.21-23 

N E V I L L E , E . , 'Aya l a ' , ABC, Madr id , 14/8/1962 

NEWBURY, W. , 'Three examples of the Midsummer Theme i n Modern S.panish 
L i t e r a t u r e : G l o r i a , La da ma del Alba , E l curandero de su honra ' , 
Kentucky Romance Qua r t e r l y , 21, 1974, pp. 239-259 

NICHOLSON, H.S. , 'The Novel of Protest and the Spanish Republ ic ' , 
Humanities Bul le t in , X , 3, Un ive r s i ty of Ar i zona , 1939 

NOACH, R. , ' Z u r Rolle der L i t e r a t u r k r i t i k i m Schaffen von Ramon P£rez 
de A y a l a ' , Beitra'ge zur franzo'sischen Aufk la rung und zu r spanischen 
L i t e r a t u r : Festgabe Air Werner Krauss zum 70 Geburtstag, 
(ed. W. Banner), B e r l i n , Akademie, 1971, p p „ 5 3 3 - 5 5 3 

NOBLE, B. , 'The Descr ip t ive Genius of P£ rez de Ayala i n L a cafda de los 
L i m o n e s ' , Hispania, X L , Kansas, 1957, pp. 171-175 

NORA, E . de 'Ramon P£rez de Ayala , La novela espanola contempor5nea, I , • 
Gredos, Madr id , 1958, pp.467-513 

NUEDA, L . , 'Sobre A . M . D . G . y La pata de la raposa ' , M i l L i b r o s , A g u i l a r , 
Madr id , 1940, pp. 117-118 



-292-

ONIS Y SANCHEZ, F . de, 'RamSn PSrez de Ayala*, Antologfa de la poesia 
espanola e his panoa merle ana, Revista Espanola de F i lo logra , Madr id , 
1934, pp. 309-322 

O R A M , R. M . , The Ideology of RamSn PSrez de Aya la , M . A . , Southern . 
Methodist U n i v e r s i t y , 1937 

O'RIORDAN, P. , 'He l ios , re vista del modernismo (1903-1904)', ABA C O , 4 , 
Castal ia , 1970, pp. 57-150 

ORTEGA, S. , 'Cartas de Benito PSrez Galdos a Ram6n PSrez de Ayala 
(de 1907 a 1918)', Revista de Occidente, M a d r i d , 1964, pp.431-446 

ORTEGA Y GASSET, j . , ' A l margen del l i b r o A . M . D . G . ' , Obras Completas . I , 
M a d r i d , 1946, pp.524-528 

OS M A , L . de, Las descripciones de la naturaleza en las obras de PSrez de 
Ayala , M . A . , Un ive r s i t y of Kansas, 1936 

PASTOR, A. R. , 'Ramon PSrez de Aya la ' , Contemporary Movements in 
European L i t e r a t u r e , eds. , Rose, W. and Isaacs, J. , Routledge, 
London, 1928, pp. 111-114 

PATT, B. and NOZICK, M . , The Generation of 1898 and A f t e r , Dood, Mead, 
New Y o r k , 1967, pp. 200-202 

PEERS, E . A . , A His to ry of the Romantic Movement i n Spain, I I , H a f n e r , 
London and New Y o r k , 1964, pp.344-345, p.367 

PEMAN, J . M . ' E l humanismo y la revo luc i6n ' , ABC, M a d r i d , 
22/8/1962 

PEMAN, j . M . , 'Necrologfa de D . RamSn Perez de A y a l a ' , Bole t i n de la 
Real Academia Espanola, 42, 1962, pp. 185-201 

PENAGOS, R. de, 'IroniTa y humanidad de Ram6n PSrez de A y a l a ' , ABC, 
M a d r i d , 8/8/1962 

PEREZ FERRERO, M . , 'PSrez de Ayala en la ca l le Danv ig ray ' , Unos y o t r o s , 
M a d r i d , 1947, pp. 181-186 

PEREZ FERRERO, M . , 'Ramon PSrez de Ayala y E l pars de l f u t u r o ' , 
ABC, M a d r i d , 9/12/1959 

PEREZ FERRERO, M . , 'Destino pregunta. Ramdn PSrez de A y a l a ' , Dest ino, 
no. 1227, Barcelona, 11/2/1961 

PEREZ FERPERD, M . , 'Los caminos de Ram6n PSrez de A y a l a ' , 
Papeles Je Son Armadans , X X V I , 1962, pp. 235-242 

PEREZ FERRERO, M . , 'Con PSrez de Aya l en e l Oviedo de su in fanc ia ' , 
Mundo Hispanico, 253, 1969 



-293-

PEREZ FERRERO, M . , Ram6n Pgrez de Aya la , Publicaciones de l a 
Fundacign Juan March , Madr id , 1973 

PEREZ GALDOS, B. , prologue to Tinieblas en las cumbres , F „ F e , 
M a d r i d , 1907 

PEREZ M I N I K , D . , 'Debate sobre la s i tuacion natural is ta y Pgrez de A y a l a ' , 
Debates sobre e l teatro espanoi contempordneo, Goya Ediciones , 
Santa Cruz de T e n e r i f e , 1953, pp. 91-102 

PEREZ M I N I K , D . , 'Ramgn Pgrez de A y a l a ' , Novelistas espanoles de los 
s iglos X I X y X X , Guadarrama, Ivladrid, 1957, pp. 157-178 

PEREZ M I N I K , D . , 'Ram6n Pgrez de A y a l a ' , TriVinfo, 10,Barcelona, 
11/8/1962 

PITA ROMERO, L . , 'Pgrez de Ayala en su s i l l o n ' , La Prensa, Buenos A i r e s , 
13/4/1969 

P I Z Z O L A T O , Brother M . , Character Analysis in the Poetic Novels of Ramon 
Pgrez de Ayala , M . A . , Fordham U n i v e r s i t y , 1959 

POGGIOLI, R. , 'Bel larmino e Apo l lon io ' , Petro d i Paragone, F lo rence , 
1939, pp.187-196 

P O R T I L L O , E . M . d e l , 'Don Ram6n Pgrez de Ayala en t res estampas ' , 
Semana, X , no.492, Madr id , 26/7/1949 

POSADA s A . , 'De mis recuerdos: " E l T i g r e Juau" o "Don Juan e l t i g r e " ' , 
La Nacj6n, Buenos Ai res 25/1/1942 

R A M I R E Z DE A R E L L A N O , D . , 'Don Ram6n Pgrez de Ayala y los escr i to res 
pobres ' , Ateneo, 14, 1952 

RAND, M . C . , 'Pgrez de Ayala: Poet, Novelist and Essayis t ' , Hispania, 
X L V , Kansas , 1962, pp. 662-670 

RAND, M . C . , 'Don Ramon Pgrez de A y a l a ' , Books Abroad , 36, 1962, 
pp.385-3S6 

RAND, M . C . , Ramon Pgrez de Aya la , Twayne, New Y o r k , 1971 

REDACCION, 'Ram6n Pgrez de A y a l a ' , La Prensa, Buenos A i r e s , 6/8 /1962 

REDACCION, 'Honda manifestacign de duelo en e l en t i e r ro de Don Ramon Pgrez 
de Ayala*, ABC, 7/8/1962 

REININK, K . W . , Algunos aspectos l i t e r a r i o s y linguTsticos de la obra de don 
Ramon Pgrez de Ayala , Van Goor Zonen's, The Hague, 1959 



-294-

RICHARDS, K . C . , Ramon Pgrez de Ayala 's Search f o r Values, P h . D . , 
Tulane Un ive r s i t y , 1971 

RIO, A . d e l , 'Pgrez de A y a l a ' , His to r ia de la l i t e r a tu ra espanola, I I , 
Hol t , New Y o r k , 1948, pp. 230-232 

RIO, A . de l , and BERNADETTE, M . J . , E l concepto contemporaneo de 
Espana,. Losada, BuenosAires, 1946, pp„423-425 

RIOPEREZ Y M I L A , S. , 'Ramon Pgrez de Ayala , o t ra vez poeta*, ABC, 
ed. agrea, M a d r i d , 16/4/1959 

RIOPEREZ Y M I L A , S. , 'Ramon Pgrez de Ayaia , a traves de A B C , 
ABC, Madr id , 9/8/1962 

RIPA A L B E R D I , H . , 'Belarmino y Apolon io ' , Nosotros, X X X V I I I , 1921, 
pp.91-92 

RIVAS-CHERIF , C. , ' E l sendero andante', L a Pluma, I I , 1921, 
pp.313-315 

RIVAS-CHERIF , C. , 'Apuntes de c r i t i c a l i t e r a r i a : Tinieblas en las c u m b r e s ' , 
Espana, M a d r i d , 8/12/1923, p .5 

RIVAS-CHERIF , C . , 'Ram6n Pgrez de A y a l a ' , L ib ros Selectos, no. 21, 
Mexico , 1964 

R I V A S - C H E R I F , C , , 'Ram6n Perez de Ayala : Luna de m i e l , luna de h i e l ' , 
Espana, 3/2/1923 

RIVAS-CHERIF , C. , 'Los trabajos de Urbano y Simona' , Espana, 
10/2/1923, p.11 

ROBLEDO, M . N . , E l mundo clasieo en e l pensamiento espanol contemporaneo, 
G i jdn , 1968 

RODRIGUEZ G A R A V A T O , A . , 'Los trabajos de Urbano y S imona ' , Bole tm 
Cul tu ra l y B ib l iog ra l i co , v o l . 5, no. 7, Bogota., 1962 

RODRIGUEZ MONESCILLO, E . , ' E l mundo helgnico de Ram6n Pgrez de 
Aua la ' , Actas de l I I congreso espanol des estudios c las icos , M a d r i d , 
1964, pp.510-521 

R O M E RA - N AVAR R O, M . , 'Balance L i t e r a r i o ' , Modern Language Journal , V I I , 
1922, pp. 427-434 

ROMERA-NAVARRO, M . , 'Pgrez de A y a l a ' , His to r ia de la l i t e r a t u r a espanola, 
Heath, New Y o r k , 1928, pp.664-666 



-295-

R O M E U , R. , 'Les d ivers aspects de l 'humour dans le roman espagnol moderne ' , 
(Suite et f i n ) , Bul le t in Hispanique, X L I X , Bordeaux, 1947, pp.47-83 

R U T H , E . W . , A Study of the Essays of Ram6n Pgrez de Ayala : Poli t ica y toros 
and Las mascaras, M . A. , Columbia Un ive r s i t y , 1950 

SAENZ HAYES, R. , ' A traves de la Espana l i t e r a r i a : Ram6n Pgrez de A y a l a ' , 
La Prensa, Buenos A i r e s , 2/7/1922 

SAENZ HAYES, R. , 'Ram6n P£rez de Aya l a ' , Antiguos y modernos, Buenos 
A i r e s , 1927, pp.159-168 

SAINZ D E ROBLES, F . C. , ' P £ r e z de A y a l a ' , La novela espanola en e l s iglo X X , 
Pegaso, M a d r i d , 1957, pp. 144-148 

SAINZ DE ROBLES, F . C . , 'Estudio p r e l i m i n a r y notas ' , La novela cor ta 
espanola, A g u i l a r , Madr id , 1959, pp.9-40 

SAINZ D E ROBLES, F . C . , 'Ramon P6rez de A y a l a ' , Ensayo de un d icc ionar io 
de l a l i t e r a t u r a I I , A g u i l a r , M a d r i d , 1964, pp. 890-892 

SALGUES C A R G I L L , M . , ' M i t o de Don Quijote y Sancho en Belarmino y 
Apolonio ' , Insula , 274, 1969, p . 16 

SALGUES C A R G I L L , M . , Los mitos cl3sicos y modernos en la novela de 
Pgrez de Ayala , Ins t i tu to de Estudios Giennenses, JaSn, 1971 

SALGUES C A R G I L L , M . , and P A L L E Y , J. , ' M y t h and A n t i - M y t h i n T i g r e Juan', 
Revista de Estudios Hispanicos, 7, 1973, pp. 399-416 

S A L L E N A V E , P. , 'La estStica y e l esencialensayismo de Ram6n P&vez de 
A y a l a ' , Cuadernos Hispanoamericanos, 234, 1969, pp,601-615 

S A L L E N A V E , P. , 'Ramon PSrez de Ayala , t e f i r i co de l a l i t e r a t u r a ' , 
Cuadernos Hispanoamericanos, 244, 1970, pp. 178-190 

SANCHEZ-OCANA, V . , 'Una novela de clave: T ro t e r a s y danzaderas' La Naci6n, 
Buenos A i r e s , 24/7/1949 

SANCHEZ TRINCADO, J . L . , 'PSrez de Ayala y e l ensayo pedag6gico', 
Standhal y otras f i g u r a s , Buenos A i r e s , 1943, pp. 115-122 

' S A N T O R E L L O ' , 'Sobre T i g r j f u a n ( tea t ro) ' , Blanco y Negro, 16/12/1928 

SCANDRETT, F . C . , Themes in Pgrez de Ayala 's 'novelas poem5t icas ' , 
M . A . , Louisiana State Un ive r s i t y , 1954 

SCHRAIBMAN, J. , 'Cartas ineditas de Pgrez de Ayala a Gald6s ' , 
HispanOlBla, 17, 1963, pp. 83-103 



-296-

SENABRE, R. , 'La p reh i s to r ia poStica de PSrez de Aya l a ' , Insula , 
346, 1975, p . 10 

SERRANO PONCELA, S. , 'RamSn PSrez de Aya l a ' , Pros a moderna en 
lengua espanola, La T o r r e , Univers idad de Puerto Rico , Mexico , 
1955, pp.401-3 

SERRANO PONCELA, S. , 'Ramon PSrez de A y a l a ' , IntroducciSn a la l i t e r a t u r a 
espanola, Biblioteca de Cul tura U n i v e r s i t a r i a , Univers idad Central de 
Venezuela, Caracas ,1959, pp.322-326 

SHAW, D . L . , 'On the Ideology of PSrez de A y a l a ' , Modern Language 
Qua r t e r l y , X X I I , 1961, pp. 158-166 

SHAW, K . E . , A C r i t i c a l Study of the Novels of PSrez de Ayala i n Relation to 
Twent ie th Century Trends i n F i c t i o n , M . A . , Manchester U n i v e r s i t y , 1954 

S M I T H , J . A . The Poetry of Ramon PSrez de Ayala , M . A , , Un ive r s i t y 
of F l o r i d a , 1950 

SOBEJANO, G. , Nietzsche en Espana, Credos, Madr id , 1967, 
pp. 511-513, pp. 593-597 

S O L D E V I L L A - D U R A N T E , I . , 'Ramon PSrez de Ayala: de Sentimental Club a L a 
RevoluciSn sent imenta l ' , Cuadernos Hispanoamericanos, 181, 
M a d r i d , 1965, pp. 5-19 

SOPENA, Padre F , , 'La "pletas" de los u l t imos d ias ' , ABC, M a d r i d , 
7/8/1962 

STACKHOUSE, K . A . , The Development of the Ideology and ' humor i smo ' of 
RamSn PSrez de Ayala , M . A . , Un ive r s i ty of F l o r i d a , 1968 

S T A R K I E , W. , 'Some Novelists of Modern Spain ' , The L i v i n g Age, X L , 
New Y o r k , 1925, 277-284 

S T A R K I E , W . , In t roductory Essay, T i g e r Juan, Cape, London, 
1933, pp. 11-38 

S T U R K E N , H . T . , ,'Nota sobre L a pata de la raposa ' , Nueva Revista de 
Fi lologra Hispanica, X I , 2 , 1957, pp. 198-200 

SUAREZ, C. , Escr i to res y ar t i s tas asturianos (edlciSn y adiclones de JosS 
Mar ta Cachero), Inst i tuto de Estudios Astur ianos , Oviedo, 1957, 
pp.131-164 

SUAREZ SOLIS, S. , Anal is is de Belarmlno y Apolonlo, Ins t l tu to de 
Estudios Astur ianos , Oviedo, 1974 



-297-

S U L L I V A N , C . A . , Nar ra t ive I rony in the Prose F i c t i o n of Ram6n P6rez 
de Ayala , P h . D . , Un ive r s i t y of I l l i n o i s , 1968 

S U L L I V A N , G . A o , ' L a modi f icac ion del protagonista en sucesivas ediciones 
de Lapata de la raposa de Perez de A y a l a ' , Hispan6f i la , 45, 1972, 
pp. 73-81 

TENREIRO, R . M . , 'Tinieblas en las cumbres (historias de l i b e r t i n a j e ) , 
novela postuma de Plotino Cuevas' , La Lec tu ra , v o l . 1, 1908, pp.63-65 

TENREIRO, R . M . , ' A . M . D . G . ' , La Lec tu ra , v o l . 2 , 1911, pp. 82-85 

TENREIRO, R . M . , ' L a pata de la raposa ' , La Lec tu ra , v o l . 2, 1912, 
pp.390-397 

TENREIRO, R . M . , 'Tro te ras y danzaderas' , La Lec tu ra , v o l . 1, 
1913, pp. 409-412 

TENREIRO, R . M . , 'Pol i t ica y t o r o s ' , La Lec tu ra , v o l . 1, 1919, p. 302-

T E R A N , L . de, 'En e l Ateneo: Tro te ras y danzaderas' , E l I m p a r c i a l , 
M a d r i d , 14/3/1913 

T O D D , J . E . , The Social Ideas of Ram6n Pgrez de Aya la , M . A . , 
Stanford Un ive r s i t y , 1949 

TOMASSO, V . de, 'Saggio e romanzo di Perez de Ayala . Belarmlno e 
Apo l lon io ' , La F i e r a L e t t e r a r i a , Rome, 5/6/1960 

TORNER, F . , 'Ram6n P6rez de Aya la ' , E l Nacional , Revista Mejlcana 
de Cul tura , Suplemento D o m i n i c a l , Mexico, 26/8/1962 

T O R R E , G, de, ' E l universe novelesco de P£rez de A y a l a 1 , Asomante, 
San Juan de Puerto Rico , X X , 1, 1964, pp, 13-21 

T O R R E „ G. de, 'Dos conceptos del amor en PSrez de Ayala : edenismo y 
donjuanismo' , Davar , 100, 1964, pp. 248-253 

TORRE, G. de, 'Novel is t ica-y es t i lo de Ramfin Pfirez de A y a l a ' , Homenaje en 
memor ia de don Ram6n Pe\rez de Ayala , Centro Astur iano de Buenos 
A i r e s , 9/8/1963, pp.33-42 

TORRE, G. de, 'Un arcaizante moderno ' , L a d i f f c i l universa l idad espanola, 
Gredos, Madr id , 1965, pp. 163-199 

TORRENTE B A L L E S T E R , G. , 'Pe>ez de A y a l a ' , Panorama de l a l i t e r a t u r a 
espaiiola contemporanea, Guadarrama, Madr id , 1956, pp. 292-296 

TORRENTE BALLSTER, G. , 'E r a e jemplar como hombre y e s c r i t o r ' , 
ABC, 7/8/1962, p . 26 



-298-

TRENAS, J . , "Visita a Ramon P6rez de A y a l a ' , IndLce de artes y l e t r a s , 
X I I , no3. 116-117, 1958, p .5 

T R E N D , J .B. , 'P6rez de Ayala : Daphnis and Chloe, and the Jesui ts ' , 
Alfonso the Sage and Other Spanish Essays, Constable, London, 1926, 
pp. 112-120 

UNAMUNO, M . de, ' t A l z o r r o I ' , Obras Completas, V I , Esce l i ce r , M a d r i d , 
1969, pp.888-889 

UNAMUNO, M . de,- ' L a pata de la raposa' , Reper tor io americano, I V , 
San Jose, Costa Rica , 20/6/1921, pp.324-326 

UNAMUNO, M . de, ' L a educacion j e s u f t i c a ' , Reper tor io amer icano, SanJosS, 
Costa Rica , 30/6/1921, pp.334-335 (included i n Obras Completas, I X , 
Esce l ice r , Madr id , 1971, pp. 1100-1105) 

UNAMUNO, M . de, E l sentimiento t ragico de la v ida , Obras Completas, 
V I I , Esce l i ce r , M a d r i d , 1967, p.287 

URRUTIA, N . , De Tro te ras a T i g r e Juan, Dos grandes temas de Ram6n 
Pdrez de Ayala , Insula , M a d r i d , 1960 

VALBUENA PRAT, A . , H i s to r i a de la l i t e r a tu ra espanola,!!!, s i x t h edi t ion , 
G i l l , Barcelona, 1960, pp.543-554 

V A L L E , F . de l , 'Los grandes espanoies de hoy: Ram<5n R5rez de A y a l a ' , 
E l Sol , M a d r i d , 20/2/1926 

V A R E L A JACOME, B . , ' Intelectual ismo de P £ r e z de A y a l a ' , Renovaci6n de l a 
novela en e l s iglo X X , Destino, Barcelona, 1967, pp.256-263 

V A U G H N , E . R . , Character izat ion i n Ramon Pgrez de Ayala 's Novels , M . A . , 
Nor th Texas State College, 1958 

V A L V E R D E , J. M . , 'Pgrez de A y a l a ' , H i s to r i a de la l i t e r a t u r a un ive r sa l , I I I , 
Noguer, Barcelona, 1959, p.460 

V A Z Q U E Z ZAMORA, R.,'Pe\rez de Ayala , un g r a n e s c r i t o r complejo y c l a r o ' , 
EspaSa Semanal, Tanger , 26/8/1962 and 2/9/1962 

V I D A L , F . , 'Carta abier ta a Ramon pgrez de A y a l a ' , Espana Nueva, 
Mexico, 12/10/1946, p . 4 

V I L L A PASTUR, J. , 'Ram6n Pgrez de Ayala , c r i l i c o de a r t e ' , La Nueva 
Espana, Oviedo, 26/12/1954 

V . T . , ' Impresiones de un in fo rmador en e l ensayo genera l de A . M . D . G . ' , 
L a V o z , Madr id , 6/11/1931 



-299-

WARREN, L . A. , Modern Spanish L i t e r a t u r e : A Comprehensive Survey of the 
Novel i s t s , Poets, Dramat i s t s , and Essayists f r o m the Eighteenth Century 
to the Present Day, I , London-New Y o r k , 1929, pp.287-300 

WEBER, F . W . , The Nar ra t ive Perspect ivism of Ramon Perez de Aya la , 
P h . D „ , U n i v e r s i t y of Michigan, 1962 

WEBER, F . W . , 'Re la t iv i ty and the Novel : Pgrez de Ayala 's Belarmino y 
Apolon io ' , Phi lological Quar te r ly , X L I T I , Iowa, 1964, 
pp.253-271 

WEBER, F . W . , The L i t e r a r y Perspect ivism of Ramon Pgrez de Aya la , 
Un ive r s i t y of Nor th Carolina Press, Chapel H i l l , 1966 

W H E E L E R , J. , A Study of the Works of (Ram6n Perez de Aya la , M . A„ 
Un ive r s i t y of Kansas, 1932 

WINTER, U . J . de, I n Pursuit of the Golden Mean: The Novels of Ram6n 
Pgrez de Ayala , P h . D . , Univers i ty of Pennsylvania, 1972 

X A M M A R , L . F , . 'Palabras de presentacif in pronunciadas en l a Facultad de 
Let ras de la Univers idad Mayor de San Marcos , a l in ic ia r se e l c i c lo 
de conferencias de don Ram6n Pgrez de A y a l a ' , L i m a , 8, 1941, 
pp. 98-100 

YBARRA, T . R . , ' A n Ayala Novel: Belarmino y Apolonio ' , New York T i m e s , 
L X X , 6/3/1921, p . 24 

Z A L O N A , j . , 'Recuerdo overense de Pgrez de A y a l a ' , La Nueva Espana, 
Oviedo, 14/8/1962 

Z AMOR A , C. A . , L i f e as Tragedy: The Fated Denial of Transcendental 
Ideals i n the Novels of Ram6n Pgrez de Ayala , Ph .D. Un ive r s i t y of 
C a l i f o r n i a . Los Angeles, 1968 

ZAMORA. C. A . , 'Homo Impotens and the Vani ty of Human S t r i v in g : Two 
Related Themes in the Novels of Ram6n Pgrez de Aya l a ' , 
Revista de Estudios Hispanicos, 5, 1971, pp.413-426 

ZAMORA, C. A . , ' L a concepcion t ragica de la vida en la obra novelesca 
de Ramon Pgrez de A y a l a ' , Hispanf i f i la , 64, 1971, pp.21-34 

Z U L E T A , E . de, H i s to r i a de la c r f t i c a espanola contemporgnea, Gredos, 
M a d r i d , 1966 

ZUAZAGOITIA, J. de, 'T res entes de f i c c i t f n : Pepet, Ale jandro C6 mez y 
T i g r e j u a n ' , E l Sol , M a d r i d , 9/5/1926 



-300-

C. On Myths 

BODKIN, M . , Archetypal Patterns in Poetry, OUP, 1934 

C A M P B E L L , J . , The Hero w i t h a Thousand Faces, second ed i t ion , New 
Y o r k , 1968 

D I E Z D E L CORRAL, L . , La f u n d 6 a del mi to clasico en la l j t e r a t u r a 
contemporanea, M a d r i d , 1957 

E L I A D E , M . , Myth and Real i ty , London, 1964 (cl963) 

FERRATER MORA, J. , Dicc ionar io de f i l o s o f f a , v o l . I I , Buenos 
Aires,1965 

F R Y E , H . N . , Anatomy of C r i t i c i s m , t h i r d p r i n t i n g , Princeton, 1973 

F R Y E , H . N . , ' M y t h and Symbol ' , Myth and Symbol: C r i t i c a l Approaches 
and Appl ica t ions , edited by Bernice Siote, Midwest Modern Language 
Associa t ion , L i n c o l n , 1963 

GRAVES, R . , The Greek Myths , Penguin, London, v o l . I , 1971 r e p r i n t 
of 1960 edi t ion , v o l . I I , 1969 r ep r in t ofT960 edi t ion 

HIGHET, G. , The Classical T r a d i t i o n , Oxfo rd , 1949 

HENDERSON, j . L . and OAKES, M . , The Wisdom of the Serpent, 
New Y o r k , 1963 . 

LASSO DE L A VEGA, j . , Helenismo y l i t e r a tu ra contemporanea, M a d r i d , 
1967 

LEWIS, C . S . , An Exper iment i n C r i t i c i s m , CUP, 1961 

L I D A DE M A L K I E L , M . R . , La t r ad ic ion clasica en Espana, Barcelona, 1975 

M A X M U L L E R , F . , 'Comparat ive Mythology*, 'Greek Mythology ' , and 
'Greek Legends ' , Selected Essays on Language, Mythology, 
and Re l ig ion , v o l . I , London, 1881 

PENUELAS, M . C . , M i t o , l i t e r a tu ra y r ea l idad , M a d r i d , 1965 

V A L E R Y , P. , 'Petite l e t t r e sur les mythes ' , V a r i e t y , I I , G a l l i m a r d , 
Par is , 1930, pp.243-258 

V I L L E G A S , J. La es t ruc tura mi l i c a del hgroe en la novela de l s iglo X X , 
Barcelona, 1973 



-301-

D . Modern Spanish L i t e r a tu re 

A L A S , L . ( 'C la r rn ' ) , La regenta, second edi t ion , Al ianza , M a d r i d , 
1967 

A N O N . , review o f ' L a r e l i g i f i n en la novela ' , by Hal l Caine, La Lec tu ra , I , 
. M a d r i d , 1905 

ARAQUISTAIN, L . , 'En torno a Don Juan de Espana' , La Pluma, 18 , 
M a d r i d , 1921 

B A E Z A , E . , ' E l u l t i m o don Juan', Revista de Occidente, I I I , v i i i , M a d r i d , 
1924, pp.253-9 

BESER, S. , Leopoldo A la s , c r i t i c o l i t e r a r i o , Gredos, M a d r i d , 1968 

BESER, S. , Leopoldo Alas : teorfe y c r f t i c a de la novela espanola, 
L a i a , Barcelona, 1972 

BROWN, G .G. , A L i t e r a r y His to ry of Spain: The Twent ie th Century, 
Ernes t Benn, London, 1972 

D E L E i T O Y PINUELA, J . , Answer to a competi t ion enti t led Que" es e l 
modernismo y que s ign i f ica como escuela dentro del ar te en 
genera l y de la l i t e r a tu ra en par t i cu la r? ' , Gente V i e j a , M a d r i d , 
30/4/1902 

D I E Z - C A N E D O , E . , 'Glosas a l Don Juan de 'AzorinV', E l Sol , M a d r i d , 
23/3/1922 

D I E Z - C A N E D O , E . , 'Donjuanismo' , Espana, 334, M a d r i d , 9/9/1922, p.10 

GOMEZ DE BAQUERO, E . , 'Cr6nica l i t e r a r i a ' , La Espana Moderna. I I , 
M a d r i d , 1901, pp. 111-119 

GOMEZ DE BAQUERO, E . , review of L a da ma e r ran te , by Pio Baro ja , 
E l I m p a r c i a l , M a d r i d , 17/5/1908 

GOMEZ DE BAQUERO, E . , Discursos letdos ante la Real Academia Espanola 
en la recepcion publica de don Eduardo G6mez de Baquero e l dTa 21 de 
jun io de 1925, M a d r i d , 1925 

G O N Z A L E Z - B L A N C O , A . , 'L lamamiento a los intelectuales ' , Prorneteo, I , 
1, M a d r i d , 1908, p .49 

G O N Z A L E Z - BLANCO, E . , ' E l ar te y la m o r a l ' , Prometeo, in, 20, M a d r i d , 
1910, pp.540-548 

GUASP, G . , Answer to a compet i t ion ent i t led '<| Que" es e l modernismo y que" 
s ign i f i ca como escuela dentro del a r te en general y de la l i ' -eratura en 
p a r t i c u l a r ? ' , Gente V i e j a , M a d r i d , 30/6/1902 



-302-

JENNINGS, H„ , 'Prometeo 6 la biologfa y e l progreso de l h o m b r e ' , 
Revista de Qccjdente, X I , x x x i , M a d r i d , 1926, pp.75-118 

M A R I C H A L A R , A . , ' L a vuelta de Edipo ' , Revista de Occidente, X X X I , 
x c i i i , M a d r i d , 1931, pp. 322-325 

ORTEGA Y GASSET, J. , Ideas sobre la novela, Obras Completas, I I I , 
Revista de Occidente, M a d r i d , 1947 

T A X O N E R A , L . de, ' L a l i t e r a t u r a del d i a ' , L a Espana Moderna, I I , 
M a d r i d , 1912, pp. 135-152 

TENREIRO, R „ , review of E l amor de los amores , by Ricardo Le6n , 
La Lec tu ra , I , 121, M a d r i d , 1911, p .48 

UNAMUNO, M 0 de, review of Boguerfa by Narciso O i l e r , La Vida L i t e r a r i a , 6, 
M a d r i d , 11/2/1899, p 8102 

UNAMUNO, M . de, ' L a novela contemporanea y e l movimiento s o c i a l ' . 
La Revista Blanca, V I , 114, Madr id , 15/3/1903 



-303-

E . Other Works 

CASALDUERO, J. , Sentido y f o r m a de Los trabajos de Persiles y 
Sigismunda, E d i t o r i a l Sudamericana, Buenos A i r e s , 1947 

CERVANTES SAAVEDRA, M . de, Los trabajos de Persiles y Sigismunda, 
ed ic i t fn , i n t roduc t ion y notas de J .B . A v a l l e - A r c e , 
Castal ia , M a d r i d , 1969 

F O R C I O N E , A . K . , Cervantes, A r i s t o t l e , and the Persi les , Princeton, 
1970 

FORSTER, E . M . , Aspects of the Novel , t h i r d impres s ion , A r n o l d , 
London, 1927 

JUNG, C . G . , Four Archetypes: Mother , Reb i r th , S p i r i t , T r i c k s t e r , 
Routledge and Keegan Paul, London, 1972. 

L E V I N , H . , The Gates of Horn , OUP, 1966 

LONGUS, Daphnis and Chloe, translated by G. Thorn ley , Heinemann, 
London, 1916, repr inted 1924 

MENDILOW, A . A , , T i m e and the Novel , Humanities Press, New Y o r k , 
1952, repr in ted 1965 

ROUSSEAU, J,-J. , E rn i l e , ou de l 'educat ion, Garn ie r , Paris , 1964. 


