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Since its publication nearly eight decades ago, the consensus among scholars about Fábula de Equis y Zeda, by the Spanish poet Gerardo Diego (1896–1987) remains unchanged: Fábula is an enigmatic avant-garde curiosity. It seems to rob the reader of the reason necessary to interpret it, even as it lures him or her ineluctably to the task; nevertheless, the present study makes the case that this work is, in fact, not inaccessible, and that what the anhelante arquitecto, intended with his masterpiece was a creation myth that explains the evolution of music in his day. This monograph unlocks the fullness of the poem’s meaning sourced in music’s mythical consciousness and expressed in a poetic idiom that replicates aesthetic concepts and cubist strategies of form embraced by the neoclassical composers Bartók, Falla, Ravel, and Stravinsky.
 
Judith Stallings-Ward is Associate Professor of Spanish and Hispanic Studies at Norwich University, where she currently serves as Spanish Program director. She received her PhD from Yale University. She specializes in twentieth-century Spanish poetry as well as Cervantes. She has published extensively on the Vermont poems of Federico García Lorca, the inter-art relations in the poetry of Gerardo Diego, Cervantes’s Don Quixote, and the anarchism of Gandhi and Durruti.





Routledge Interdisciplinary Perspectives on Literature


107 Agatha Christie Goes to War

Edited by Rebecca Mills and J.C. Bernthal

108 Broken Mirrors

Representations of Apocalypses and Dystopias in Popular Culture

Edited by Joe Trotta, Houman Sadri and Zlatan Filipovic

109 Masculinity and Patriarchal Villainy in the British Novel

From Hitler to Voldemort

Sara Martín

110 The Algerian War Retold

Of Camus’s Revolt and Postwar Reconciliation

Meaghan Emery

111 No Dialect Please, You’re a Poet

English Dialect in Poetry in the 20th and 21st Centuries

Claire Hélie, Elise Brault-Dreux and Emilie Loriaux

112 Ethnic Resonances in Performance, Literature, and Identity

Edited by Yiorgos Kalogeras and Cathy C. Waegner

113 Gerardo Diego’s Creation Myth of Music

Fábula de Equis y Zeda

Judith Stallings-Ward

114 Biotheory

Life and Death under Capitalism

Jeffrey R. Di Leo and Peter Hitchcock

For more information about this series, please visit: https://www.routledge.com





Gerardo Diego’s Creation Myth of Music


Fábula de Equis y Zeda

Judith Stallings-Ward


[image: Images]




First published 2020

by Routledge

52 Vanderbilt Avenue, New York, NY 10017

and by Routledge

2 Park Square, Milton Park, Abingdon, Oxon, OX14 4RN

Routledge is an imprint of the Taylor & Francis Group, an informa business

© 2020 Taylor & Francis

The right of Judith Stallings-Ward to be identified as author of this work has been asserted by her in accordance with sections 77 and 78 of the Copyright, Designs and Patents Act 1988.

All rights reserved. No part of this book may be reprinted or reproduced or utilised in any form or by any electronic, mechanical, or other means, now known or hereafter invented, including photocopying and recording, or in any information storage or retrieval system, without permission in writing from the publishers.

Trademark notice: Product or corporate names may be trademarks or registered trademarks, and are used only for identification and explanation without intent to infringe.

Library of Congress Cataloging-in-Publication Data

Names: Stallings-Ward, Judith, author. | Diego, Gerardo, 1896–1987. Fábula de equis y zeda. English

Title: Gerardo Diego’s creation myth of music : Fábula de equis y zeda / Judith Stallings-Ward.

Description: New York, NY : Routledge, 2020. |

Series: Routledge interdisciplinary perspectives on literature |

Includes bibliographical references and index. | Includes an English translation of the work. | Summary: “Since its publication nearly eight decades ago, the consensus among scholars about Fábula de Equis y Zeda, by the Spanish poet Gerardo Diego (1896–1987) remains unchanged: Fábula is an enigmatic avant-garde curiosity. It seems to rob the reader of the reason necessary to interpret it, even as it lures him or her ineluctably to the task; nevertheless, the present study makes the case that this work is, in fact, not inaccessible, and that what the anhelante arquitecto, intended with his masterpiece was a creation myth that explains the evolution of music in his day. This monograph unlocks the fullness of the poem’s meaning sourced in music’s mythical consciousness and expressed in a poetic idiom that replicates aesthetic concepts and cubist strategies of form embraced by the neoclassical composersBartok, Falla, Ravel, and Stravinsky” — Provided by publisher.

Identifiers: LCCN 2019052695 |

ISBN 9780367416133 (hardback) |

ISBN 9781003016496 (ebook)

Subjects: LCSH: Diego, Gerardo, 1896–1987.

Fábula de equis y zeda.

Classification: LCC PQ6607.I33 F237 2020 |

DDC 861/.62—dc23

LC record available at https://lccn.loc.gov/2019052695

ISBN: 978-0-367-41613-3 (hbk)

ISBN: 978-1-003-01649-6 (ebk)

Typeset in Sabon

by codeMantra




In memory of Pamela





Contents


List of Illustrations

Acknowledgments

Introduction

PART I Foundations of Diego’s Creation Myth

1Three Guiding Questions

2Theory and Criticism

3Manual de espumas as Incubator of Fábula

PART II Fábula de Equis y Zeda

4The Framework

5“Brindis”

6“Exposición”

7“Amor”

8“Desenlace”

Conclusion

Bibliography

Index





Illustrations


2.1Juan Gris, The Three Masks (1923) private collection; image provided by awesome-art.com.

4.1Quartet of illustrations for the 1932 Alcancia edition of Fábula de Equis y Zeda, reproduced with kind permission of Elena Diego Marin and the heirs of Gerardo Diego.

5.1The Toast (1932 Alcancia edition). Reproduced with kind permission of Elena Diego Marin and the heirs of Gerardo Diego.

5.2Saint Basil the Great of Caesarea: eleventh-century fresco in the Saint Sophia Cathedral of Ohrid (Macedonia); the image is part of a collection of reproductions compiled by The Yorck Project. The compilation copyright is held by Zenodot Verlagsgesellschaft mbH and licensed under the GNU Free Documentation License.

5.3Harmonic Dissonance, visually replicated (original collage). The hunting scene is a seventeenth-century Spanish colonial school painting, artist unknown; image courtesy of Marques Dos Santos Lda, Porto, Portugal; additional drawing and effects added by David Lafontaine.

5.4Pablo Picasso (Spanish, 1881–1973), La bouteille de Suze (Bottle of Suze), 1912. Pasted papers, gouache and charcoal, 25 3/4 x 19 3/4”. Mildred Lane Kemper Art Museum, Washington University in St. Louis. University purchase, Kende Sale Fund, 1946.

6.1Nanny’s Apron with Superimposed Score (excerpt from Manuel de Falla, Concerto for Harpsichord) original collage.

6.2Tie versus Slur (original illustration).

6.3Treble Clef and Snail (original illustration).

6.4Circle of Fifths (original illustration).

6.5Albrecht Dürer, Saint Eustace (1501); image courtesy of the Metropolitan Museum of Art, New York, Fletcher Fund, 1919.

6.6Igor Stravinsky (1882–1971) GL Archive/Alamy Stock Photo.

6.7Béla Bartók (1881–1945) Science History Images/Alamy Stock Photo.

6.8Manuel de Falla (1876–1946) Album/Alamy Stock Photo.

6.9Maurice Ravel (1875–1937) World History Archive/Alamy Stock Photo.

6.10Measuring Stick and Lightning Bolt (original illustration).

6.11Juan Gris, The Open Window (1921), Museo Nacional Centro de Arte Reina Sofia, Madrid; image provided by awesome-art.com.

6.12Notes Taking Flight like Birds (original illustration).

6.13Dream upon the Water (1932 Alcancia edition), reproduced with kind permission of Elena Diego Marin and the heirs of Gerardo Diego.

7.1Sonia Delaunay and her 1925 Citroën; requests for copyright permission not responded to by Pracusa S.A.

7.2Vihuela and Songbook (1932 Alcancia edition), reproduced with kind permission of Elena Diego Marin and the heirs of Gerardo Diego.

8.1Tetractys (original illustration).

8.2Triangular solid (original illustration).

8.3Triangle inscribed on a circle (original illustration).

8.4Georges Massias, Cycles Gladiator (1895); image from retrographik.com.

8.5Umberto Boccioni, Dynamism of a Cyclist (1913); Mattioli Collection.

8.6Maurice Ravel, cover drawing for Le Tombeau de Couperin (1918); © With kind authorization of Editions Durand.

8.7The Bicycle (1932 Alcancia edition), reproduced with kind permission of Elena Diego Marin and the heirs of Gerardo Diego.

9.1Gerardo Diego (1896–1987), courtesy of Elena Diego Marin and the heirs of Gerardo Diego.





Acknowledgments


I extend my sincere thanks to the Office of Academic Research and the Faculty Development Program at Norwich University, through which I received two independent study terms over the course of my research for and preparation of the manuscript for this book project. Several grants also allowed me conduct research at the Gerardo Diego Foundation in Santander, the Institute of Manuel de Falla in Granada, the Reina Sofía Museum in Madrid and the International Institute of Semiotics in Imatra, Finland. I wish to express my appreciation to Elena Diego, president of the Gerardo Diego Foundation, for her permission to print the poems and photographs requested for this study, and to Andrea Puente, who provided contact information, resources and recommendations necessary for my research at the Gerardo Diego Foundation. It goes without saying that the present study would have been impossible without the previous recent work of researchers in Spain, including, but certainly not limited to, that of Ramón Sánchez Ochoa, Ana Benavides and José Luis Bernal. I wish to acknowledge, as well, the helpfulness of the reviewers at Routledge, who provided invaluable editorial and bibliographical suggestions. I appreciate the support of Norwich University Kreitzberg Library, particularly that of Deborah Ahlers and Tammy Hunt, who patiently responded to hundreds of interlibrary loan requests over the years; thanks also to Gabriel Solorzano, who assisted with the verse translations. Special thanks go to Crystal Drown in Printing Services, who unflaggingly presented me with updated and corrected versions of my manuscript during the never-ending process of rewriting.

Many people—some no longer living—offered encouragement, suggestions and gifts of inspiration during the writing of this work. Reverend Dr. Joan Vassar Williams is responsible for mentoring my early interest in the exploration of myth; Professor Manuel Durán presented me with a flexible measuring stick—an object that the poet Diego uses as a symbol for the composer Maurice Ravel—during office hour consultations at Yale University and encouraged me to begin my study of Fábula de Equis y Zeda in Manual de espumas; Professor Steven Paul Scher, a pioneer in the study of inter-art relations, was a source of personal encouragement when I was at Dartmouth College; Arthur Zorn, the organist at our church in Montpelier, Vermont, poured over the scores of composers with me and offered helpful observations; Alison Cerutti, our family piano teacher, loaned reference books on several occasions; Professor Nelson Orringer offered expertise and guidance in the earliest stage of my research; Professor Rubén López-Cano steered me toward Eero Tarasti and the International School of Semiotics in Finland and offered clarification of terminology; painter José Lucas shared stories of Gerardo Diego and the Café Gijón, and gifted me with photos of sculpture honoring Gerardo Diego; and Zenia Sacks DaSilva, Professor of Spanish and a graduate of the Juilliard School of Music, has shown unwavering support for my research, and I have benefited from her superior editorial skills with previous essays I have published. And to Fortune Zuckerman, I owe special thanks for the sunny conversations and notes of encouragement that helped me through the many long days and nights in front of the screen. Finally, thank you, David, for living in the world of Fábula de Equis y Zeda with me over the past decade.

Judith Stallings-Ward





Introduction


Since its publication nearly nine decades ago, Fábula de Equis y Zeda by the Spanish poet Gerardo Diego (1896–1987) remains by general scholarly consensus an important but obscure avant-garde work. Arguably the centerpiece of the European avant garde and one of the most enigmatic and intoxicating poetic adventures in the poetry . . . of the twentieth century (Sánchez Ochoa), Fábula (written 1926–1929, and published 1932) seems to rob the reader of the reason necessary to interpret it, even as it lures him or her ineluctably to the task.

In “Pasión y muerte del arquitecto. Un enigma bibliofílico”, Diego provides a clue as to why this is so. In this essay, written in 1971 to pay homage to Antonio Rodríguez Moñino, author of the apocryphal version of Diego’s Fábula titled Pasión y muerte del arquitecto, Diego sheds light on the conditions under which Moñino’s poem emerged. Its appearance had come as a surprise to Diego, while the possible glossed edition of Fábula that Diego and Moñino had discussed never came about. Diego cites as the reasons for this the interruption of life caused by the Spanish Civil War, and his own failure in the aftermath to follow through with the plan for a glossed edition.

The essay in honor of Moñino prompted Diego to reaffirm his desire for a glossed edition of Fábula and to reveal an unknown fact helpful for anyone who might attempt such an undertaking—the existence of a secret design that Diego had used for the creation of Fábula.


Aunque por ello yo no haya abandonado la idea de comentar mi poema desde el punto de vista de mis intenciones y en algún caso de lo que los eruditos llaman fuentes, que en este caso serían recovecos de la conciencia, supraconciencia o subconciencia más o menos reminiscente o creador. ¿O todavía queda algún valiente que se atreva a intentarlo a su soberano antojo y con perfectísimo derecho? [. . .] Y lo que importa más que todo, poseedor de una intuición finísima para adivinar—porque de esto yo no recuerdo haberle hablado nunca y hasta 1934 tampoco publicado nada—en qué consiste la trama secreta de la arquitectura del poema que aspira a ser creado y cómo puede conjugarse en serio juego, que no excluye temblor humano, con los más nobles ecos de los poetas del siglo XVI y del XVII y con la música de su sintaxis y de su rítmica. Hacer una parodia es cosa fácil. Fácil si se pretende una burla más o menos bondadosa. Pero es sobremanera difícil una parodia—canto paralelo—en serio (. . .). (Diego “Pasión y muerte del arquitecto” 251–52)



This study offers an interpretation of Fábula de Equis y Zeda in the form of a glossed edition of the sort Diego proposes. It will provide an English translation and commentary, stanza by stanza, for each of the poem’s 41 stanzas. The following questions stipulated by Diego, and one other question not mentioned by the poet but relevant to an understanding of the poem, guide my inquiry: what is the secret design to which Diego makes reference? And how does that design give voice to a serious parody—canto paralelo—of models from the sixteenth and seventeenth centuries and with the music of their syntax and rhythm? My study will examine one other question not signaled by Diego, but one which is relevant for an understanding of his poem: what prompted Diego to write Fábula de Equis y Zeda?





Part I

Foundations of Diego’s Creation Myth 






1     Three Guiding Questions




What Is the Secret Design of Fábula?


In the essay he wrote in 1971 in homage to Moñino, Diego indicates that he had in mind a secret design for the creation of his poem, which the reader must access in order to comprehend it. That design is like the blueprint used by an architect; Diego refers directly to the secret design of the poem’s architecture. Although for the poet the blueprint constitutes the starting point in the creative process and is of foremost importance, for the reader its presence is less obvious, since it is the hidden framework that sustains the elaborate edifice of the completed poem. The design is secret, therefore, not because Diego intentionally hid it, but rather because it can be accessed or re-constructed only by working backward from the finished text.

It may also be considered secret because the structure and concepts underlying Fábula’s design are taken from the esoteric tradition of Pythagoras of Samos (569 B.C.–500/475 B.C.).1 Pythagoras discovered the arithmetical basis of the musical intervals, which is the foundation for the theory of music. Diego’s interest in Pythagoras is clear for several reasons. First, as a poet who was also a pianist and music critic, Diego would be familiar with the Pythagorean ideas of music theory as a basic part of his professional formation. Second, formal precision was the watchword for his generation of artists. Cubist painters cultivated geometrical shapes and three-dimensional form on the canvas, and neoclassical2 composers, inspired by cubism’s aesthetic principles, saw the exploration of form as the essence of absolute music. And third, everything Pythagoras taught, whether related to geometry or music, dealt with the interrelatedness of all human knowledge, a perspective that guides Diego’s integrative approach to visual images, artistic media and aesthetic styles. Finally, the theme of music treated in Diego’s poem, which is a creation myth about music, makes Pythagorean ideas thematically relevant for this work.

The present study of Fábula will reveal the influence of Pythagoras, specifically manifest in the presence of the tetractys, which figures throughout the poem in two ways. Before these can be appreciated, a brief explanation of the tetractys will be helpful. Pythagoras and his disciples drew attention to the fact that musical intervals could be expressed as numerical ratios, and that the more consonant intervals had ratios with very small numbers, like 1:2. Having determined that the ratios of the most consonant intervals involved the numbers 1, 2, 3 and 4, the Pythagoreans observed that these numbers added up to ten (James 35–36). Ten was a “triangular” number, so named because ten points, arranged in four rows of one, two, three and four points, respectively, formed a triangle. Hence, the first four numbers and the equilateral triangle they form are known as the “tetractys” (or “decad”, so named because the sum of the numbers one through four is ten), which became a cornerstone of Pythagorean theory.

The influence of the tetractys is noted foremost with the triangle that Diego uses to structure the multiple narrative levels of the poem, a point to which we give further attention below. Also, the numbers one through four, used to count out the points in each succeeding row of the triangle, figure thematically in each of the four parts of his poem.

A comparison of the details that Diego revealed in a 1971 essay about his intentions when he wrote Fábula, with observations he made as a music critic in 1924—two years before he began to write the poem—sheds valuable light on the poem’s design. Diego explains how he began to write Fábula:


Me tracé mi plan de intentar yo otro tanto con la métrica clásica del siglo XVI y sus consecuencias de estilo, pero embutiendo en sus endecasílabas las mayores audacias y las más rigurosas relaciones mútuas de imágenes, ni más ni menos que los compositores venían haciendo con sus elementos temáticos. Así surgieron los tres tiempos musicales de mi Fábula ideada y compuesta como una sonata o una sinfonía. (Cuatro estrofas 1971)



The first step the poet undertook was to draw a plan: Me tracé mi plan. The verb trazar, suggesting an architectural drawing or blueprint, is in keeping with Diego’s conception of poetry as architecture and of the poet as architect. The phrase tres tiempos musicales is another important clue, and the past participles compuesta and ideada used in reference to Fábula help explain two meanings of this phrase. His poem is compuesta, or “composed” using the three musical times, or movements, of the sonata-allegro form—exposition, development and recapitulation.3 Fábula is also ideada, or “conceived” using three times, but these are not the musical times of the sonata, but rather historical times or periods of music history that Diego had outlined in that 1924 essay.

The reader can easily miss the distinction between Diego’s separate applications of the phrase tres tiempos musicales. Confusion may also arise from the fact that tiempo can mean tempo, or speed, at which each section of a musical composition is to be performed—largo, andante, allegro, etc. Taken together, the ideas Diego set forth in his 1924 essay “Ravel, rabel y el Rabelín” and his corroborating remarks in the 1971 essay will help define the secret design or architecture underlying Fábula.

The secret plot for understanding the architecture of Fábula de Equis y Zeda can be found in the 1924 essay. Here, Diego uses a triangle to explain the development of contemporary music to his readers. His choice of a triangle as a heuristic tool harkens back to Pythagorean ideas that establish a connection between numbers and music and the cosmos. Diego uses the equilateral triangle of the tetractys (not to be confused with the right triangle of the Pythagorean theorem) as the basis for creating an alternative history of music. He then identifies and explains periods in the historical development of Western music as he conceives them: first, the primitive beginnings; second, the development of art music as the music of Romanticism; and third, the maturation of the music of Romanticism into Neoclassicism. Then, using terminology he invents, he assigns each of these historical periods a moniker and affixes them to the sides of a triangle. The rabel, or “rebec”, the traditional stringed instrument played by shepherds, is used to designate the first period in Diego’s tripartite scheme. This period encompasses the earliest beginnings of music, which Diego calls música blanca. The rabel, together with the other instrument of the shepherds, the zampoña or “pan-flute”, evokes the sweet serenity of the eclogues of Virgil or Garcilaso. The music of the rabel has a purity that appeals to the listener’s bucolic instincts: “Así, aquel clásico rabel que en maridaje con la zampoña despertó nuestros primeros instintos bucólicos (. . .) se va convirtiendo en un símbolo de la músic pura que deseamos” (289).

The moniker Diego chooses for the music of Romanticism, the middle, or second, period of his tripartite scheme, is Rabelín—a character from the Cervantes entremes (or playlet) El retablo de las maravillas (1615)4—whom he associates with Romanticism’s “music of deception”. In Cervantes’s entremes, Rabelín plays romantic entresueños that the mayor, Benito Repollo, finds unbearable:


“¡Válgate el diablo por músico aduendado, y que hace de menudear sin cítola y sin son!—¿No te lo decía yo, Chanfalla?—¡No toques más, músico de entresueños, que te romperé la cabeza”. Pobre aporreado Rabelejo. Músico de entresueños. Si quiere decir músico sonámbulo, de pesadillas, no. (290)



Ravel—the neoclassical composer Maurice Ravel (1875–937), who was born in France, but whose mother was from the Basque region of Spain—is the label for neoclassical music, the third period of the poet’s tripartite schema. Diego’s essay situates the music of the two earlier periods in relation to the music of Ravel, whom he sees as the exemplary composer of his day: “Ravel es, por todo ello, el músico único de nuestra época. A ninguna saboreamos con paralela fruición. Su gusto entre podrido y agraz aúna con su armonía de contrarios los mejores ‘agrements’ para nuestro excitado paladar” (289).

Diego characterizes the music of Ravel as having a dynamic equilibrium derived from a combination of impure and pure elements that, nevertheless, aspires to the transparency and purity that characterized the rustic music of the rabel. “Parece que en la imposibilidad de hallar el surtidor preciso y central, limpio y diserto, mezcla las aguas de la izquierda y de la derecho, las ya un poco turbias y las todavía apenas aireadas para conseguir un equilibrio dinámico, ya que no el perfecto estático” (289).5

The music of the rabel both precedes Ravel and is the music to which he aspires: “Y la música de mañana, más que a la música de Ravel, excelente precursor, va a parecerse a la de rabel” (289). Diego’s historical periodization of music is, thus, conceived within a cyclical form that has a return to a beginning, similar to the form of the sonata allegro—and of myth.

The tri-partite structure laid out in the 1924 essay with the aid of the triangle becomes the basis of a complex multi-layered architecture for his poem. Fábula gives an alternative account of the history of Western music organized into three historical periods or eras labeled according to Diego’s own terminology as rabel, Rabelín, and Ravel. These three historical times comprise the historical level of the poem. The mythical level of the poem is comprised of the three stages of myth, which are birth, trial and return. The musical level of the poem is comprised of the three movements of the sonata-allegro form which are exposition, development and recapitulation.6 The three narrative sections of Fábula are titled “Exposición”, “Amor” and “Desenlace”. “Exposición” contains the first stage of each of the three historical, mythical and musical times: rabel, birth and exposition. “Amor” contains the second stage of each of the three historical, mythical and musical times: Rabelín, trial and development. “Desenlace” contains the third stage of each of the three historical, mythical and musical times: Ravel, return and recapitulation (also called return).

The three times—historical (of the chronological periods of music), mythical (of the stages of myth) and musical (of the sonata form’s exposition, development, recapitulation)—are the basis of the poem’s architecture, developed using the trama secreta to which Diego refers in the essays we have examined. The poet refers to them again in the “Brindis”, the introduction to Fábula de Equis y Zeda: en tres tiempos te brindo equis y zeda (v 6). The secret architecture of Diego’s poem, thus, unfolds in three sections—titled “Exposición”, “Amor”, and “Desenlace”—in which three distinct, but interconnected, times—historical, mythical, and musical—each having three parts—are narrated.


	The first is historical time. It contains the three periods of music’s development as Diego conceives them in his essay “Ravel, rabel, y el Rabelín”.7 This level will be studied using a musico-historical approach that focuses on the overarching importance of Romanticism for the development of music, and within Romanticism, the importance of the recovery of the music of Cervantes’s day and of Don Quixote, and the influence of the Commedia dell’arte tradition in Cervantes’s dramatic work.


	The second is the mythical time of the creation myth. It contains the three cycles of myth: the birth, trial and return of music. This layer will be explained using myth.


	The third is a musical time—the three movements of the sonata allegro, which Fábula adapts for its format: exposition, development and recapitulation. The discussion of this level will draw on studies that examine the application of the sonata-allegro form to poetry.




Noteworthy in Diego’s secret design is the re-periodization of music history that is implied with its tri-partite form. Within this form, the traditional divisions of classical music from Medieval to the twentieth century are collapsed and placed under the overarching rubric of Romanticism, with rustic music preceding, and neoclassical following it. This move on Diego’s part reflects two key ideas. The first is his conception of the history of the development of art music as the history of the development of Romanticism, whose roots begin in Cervantes’s day and literary world. As Ana Benavides explains,


El periodo romántico es considerado punto de llegado de estéticas anteriores y los primeros años del XIX son para (. . .) [Diego], los años de la perfección, la invención y la más consumada maestría; la música hasta el periodo romántico no ha hecho más que progresar en tanteos y resoluciones y la verticalidad, la polifonía o la perfección clásica, tienen sentido en su conclusión final. Es necesario por ello sustraer al término de su encasillamiento histórico. (194)





Table 1.1 Schema of the Secret Design of Fábula de Equis y Zeda






	Section Titles

	 

	 

	 




	Fábula’s Three “Times”

	“Exposición”

	“Amor”

	“Desenlace”






	HISTORICAL (main periods of music’s development)

	el rabel Rustic “classic”

	el Rabelín Romantic “music of deception”

	Ravel Neo-classical “classicist”




	MYTHICAL (cycles of poem’s creation myth)

	Birth Mode of being

	Trial Mode of doing

	Return Mode of becoming




	MUSICAL (sonata-allegro form)

	Exposition Melodies are introduced

	Development Melodies conflict

	Recapitulation Melodies reach resolution






The second idea is that the music of Diego’s day is not severed from Romanticism, but shares ties with its music—ties that indicate an evolution from Romanticism, rather that rupture with it. The incorporation by modern composers of folk music and the music of primitive instruments into their compositions reflects an interest in popular elements that is also fundamental to Romanticism. Nevertheless, in his influential essay “The Dehumanization of Art” (1925), the philosopher Ortega y Gasset disregards the interest of modern composers in these popular elements:


Above all other movements Romanticism was the most popular. The first-born of democracy, it was treated by the masses with the greatest affection. Modern art, on the other hand, has the masses against it, and this will always be so since it is unpopular in essence; even more, it is anti-popular. (65)



In Ortega’s view, the anti-popular essence of modern art was linked to the deshumanización del arte, or “dehumanization of art”, a condition resulting from the stripping away of its human elements. Ortega believed that this new art was exemplified in modern music, begun by the composer Claude Debussy:


The fruitful aspects of a sociology of art were unexpectedly revealed to me when, a few years ago, I happened to be writing about the music era which started with Debussy. My purpose was to define as clearly as possible the difference between modern and traditional music. (65)



The philosopher’s reflections on modern music rightly take Debussy as a starting point; however, they fail to take into account the fact that pre-art music and the music of traditional instruments were a central and enduring concern in the careers of not only Debussy but also Béla Bartók, Manuel de Falla and other modern composers. Debussy, for example, studied the traditional music played on the gamelan on the island of Java (now part of Indonesia).8 The gamelan formed an integral part of the social and religious life of the village, and, in this sense, was the kind of pure, primitive music that Béla Bartók also valued. Debussy praised the humanistic ideal of social organization around music and incorporated the gamelan’s musical qualities into many of his compositions. Debussy’s experimentation with musical composition, inspired by the gamelan, became, in turn, a source of inspiration for many composers of his day.9




How Does That Design Give Serious Parody to the Noble Voices from the Sixteenth and Seventeenth Centuries?


The second guiding question that an interpretive reading of Fábula should address, in the poet’s view, concerns how Fábula gives serious parody to the noble voices of poets from the sixteenth and seventeenth centuries. Diego points out that the answer to this question should give consideration to the music of the syntax and rhythm of the poem.

Diego incorporates into “Amor”, the middle section of Fábula, a secular love song in the baroque manner, performed by the character Equis. Diego parodies the love song in such a way that the sincerity of Equis’s emotion is heard, not drowned out by that song’s burlesque humor. The consideration given for the character’s emotion creates the serious parody that Diego calls a canto paralelo. Unlike conventional parody, which stands at the margin and critically targets the older model, the canto paralelo is, thus, “in tune with” its model.

The first of the noble voices that Diego evokes is that of the mystic poet Fray Luis de Léon (1527–91), who was imprisoned in 1562 by the Inquisition for his commentary on and translation into Spanish of the Song of Songs. His voice, which speaks to the mystic’s desire for the Beloved (sic) and to the mystery of that desire, is echoed in Equis’s song, which expresses desire for his elusive beloved.

The second of these voices is that of Miguel de Cervantes Saavedra (1546–1616), who, not unlike Fray Luis de León, took action motivated by his beliefs on matters of love—action that was punishable by law—and, also like Fray Luis, spent five years in prison.10 His voice speaks to the power of music as social connection and anodyne; it brings people into cultural spaces for entertainment and it distracts them from worldly cares. Equis’s aria to the moon, an aside within his love song in the “Amor” section of Fábula, conveys these very sentiments.

Diego’s serious parody is in tune with his baroque model in another important way: he evokes the rhythmic patterns of the harpsichord sonatas of Domenico Scarlatti in the verses that echo the sentiments of the noble voices of Cervantes and Fray Luis. During his years in France, Falla had re-discovered and studied the sonatas of Scarlatti (1685–757). Throughout the third movement of his Concerto per clavicembalo, flauta, oboe, clarineto, violino, e violoncello (c. 1923–26), Falla explores double and triple rhythms within a single time signature, echoing rhythmic patterns he found in Scarlatti (Harper 235). Having studied the score of the Concerto, Diego developed in the stanzas of “Amor” patterns of anaphora whose syntax echoes the double and triple rhythms Falla had found in Scarlatti and used as the basis for the Concerto’s third movement. The poet’s manipulation of syntax to evoke these rhythms is a part of his serious parody; it allows the baroque voices and the baroque rhythms to be heard together.




Why Did Gerardo Diego Write a Creation Myth of Music?


In an article published in the newspaper El Noroeste, Gerardo Diego set forth his assessment of the state of music of his day. Like all other expressions of the European avant garde at the time, Diego observed, music was experiencing a crisis during a transition from unity to fragmentation. This seminal essay, archived by the local government of Gijón and later brought to light by Ramón Sánchez Ochoa, was written in 1927—the year Spain commemorated the tri-centenary of the death of Góngora. Diego expresses his personal judgment on the principal composers of his time and provides insight into historical and cultural conditions ripe for the long poem that he had begun the previous year.


Cuatro son los evangelistas de la música nueva. Descontados Strauss, el gran superviviente de un periodo ya histórico, y Schoenberg, el terrible vienés (que acaso sea un precursor de la música del porvenir; pero que acaso también no alcance a madurar en frutos estéticos, sanos, sus audaces y fecundas innovaciones técnicas) quedan, como indiscutidos y gloriosos maestros de hoy, Ravel, Stravinsky, Bartók y nuestro Falla. Francia y Rusia, Hungría y España. Los cuatro están en el periodo más interesante de su producción. Llegados a plena madurez—poco antes o después de la cincuenta—sus obras seguras y sabias, presentan, en la desnudez lograda en sus respectivos estilos, los perfiles más típicos de la música de nuestro tiempo. (Sánchez Ochoa 2006, 35–36)



The transformation of music’s identity, to which Diego makes reference in his 1927 essay, was radical. Spain’s concert-going public rejected it. Audiences walked out on performances by Manuel de Falla and booed Stravinsky. The 1916 premiere of Stravinsky’s Firebird in Madrid, for example, was met with shouts of protest from the public. As Óscar Esplá, who attended the premiere with Falla, recalled in a talk titled “Death of Igor Stravinsky” delivered for a weekly program on National Radio in April 1971: “Solamente Manuel Falla y yo, que estábamos sentados juntos en la butaca—reconocemos el compositor alicantino—seguimos aplaudiendo, pero el público gritó: ¡Fuera esos de la claque!” (Sánchez Ochoa 36).

The press gave uniformly negative reviews of the 1926 premiere of Manuel de Falla’s Concerto in Barcelona. Critic Alfredo Romea wrote the following for El Noticiero Universal:


. . .perhaps the illustrious composer, as it may happen to a luminary of his category, has gone too far, and this causes my intelligence to evaporate. It is a grave danger to remain stationary in matters artistic, but also understand that no folly is so chastised by men as that of trying to venture too far into the future during the present. New music, new music! New techniques, new forms, these constant battle cries of our times are all well and good, but also understand not to forget the beauty of conception and sentiment, not to fall into extravagance. (Hess 1982, 240–41)



In another review of the premiere written for Las Noticias, Jaime Pahissa, the biographer of Falla, said he could not give a fair review, because it was obvious that the piece lacked prior rehearsal time. He also pointed out that Falla lacked the podium experience necessary for a public performance and was unable to attain unity among the performers (Demarquez 166–67).

These types of public reactions motivated the Spanish philosopher José Ortega y Gasset to make the following observations in his essay “The Dehumanization of Art” (1925):


Thus the work of art acts as a social force creating two antagonistic groups, separating the masses into two different castes of men. What is the principle that differentiates these two classes? Every work of art awakens different responses: some people like it, others do not; some like it less, others more. No principle is involved: the accident of our individual disposition will decide where we stand. But in the case of modern art the separation occurs on a deeper plane than the mere differences in individual taste. It is not a matter of the majority of the public not liking the new work and the minority liking it. What happens is that the majority, the mass of the people, does not understand it. (66)



The circumstances that Ortega points out make clear the need for an explanation that would make sense of a phenomenon that went against the grain of social norms at the time. Such circumstances are precisely the ones that give rise to creation myths.

The earliest living human beings sought to understand the world by posing questions and offering answers of their own making: myths.11 Myth offers a view of the world that helps mankind comprehend the world in its totality. As Yuri Lotman suggests, myths tend to function not as bearers of “messages” but as orienting “codes”—not of particular events, but schemas for organizing messages” (34). Myth delivers both a message from the past and a prognosis of a better future that strengthens a society or individuals in conflict and crisis. The creation myth has a specific cultural and psychological function. It uses artistic creation to offer an explanation for the existence of something or to resolve conflict about an issue that departs from the social norm.

The crisis of understanding between creative artists and their public was not limited to music. Diego took the lead in addressing the crisis as it affected the poets of his generation. First, he galvanized them as a group around Luis de Góngora as a model for the new poetry they would write. In 1927, Diego organized a commemoration of the tri-centennial of the baroque poet’s death. As a result, a group of Spain’s most brilliant poets since the Siglo de Oro would call themselves the Generation of 1927. Second, he collected and published Poesía española. Antología 1915–1931.12 It stands to reason that Diego would have felt compelled to do something similar on behalf of the music of his day. Writing a modern creation myth of music would be a way to both clarify and stabilize the turmoil in which music found itself.

Diego’s Fábula is an attempt to clarify and stabilize the turmoil in which neoclassical composers found themselves. It also opens a window onto the Generation of 1927 poets, representing one of the two distinct courses charted by those poets: a return to neo-traditionalism and the creation of verse that was architectural, inspired by Góngora. The other course involved a new receptivity to foreign influences. In this sense, Fábula’s significance is analogous to that of Diego’s first anthology of poetry: it is an archive that offers a window onto the development and meaning of the music, poetry and painting of his day.




Notes



	1 The esoteric tradition of Pythagoras was the basis of the Corpus Hermeticum of the first and second centuries and the school of philosophy known as Neo-Pythagoreanism. Having discovered the mathematical and physical basis for musical harmonies, Pythagoras concluded that these mathematical truths formed the basis of the design of the universe. In his discussion of Aristotle’s Metaphysics and Pythagorean thought, Jamie James points out that Pythagoras and his followers “did not simply discern congruities among number and music and the cosmos: they identified them. Music was number, and the cosmos was music (30)”.


	2 The term neoclassical is used in music in a different way from its traditional meaning in both literature and the other arts. I use it here to refer to music of the early twentieth century, when several composers wrote works in seventeenth- and eighteenth-century forms and styles as a reaction against the excessive orchestration of the late nineteenth-century romantics.


	3 The sonata allegro has at least three movements—the exposition, the development and the recapitulation, but may contain five, including an introduction, which precedes the exposition, and a coda, which is placed last, after the recapitulation. Each movement contains two melodies, or themes, that change either in relation to one another, or in their identity, in each movement. In the first movement (exposition), the two melodies are a. introduced, b. developed and c. repeated. In the second movement (development), the two melodies are brought into conflict. In the third movement (recapitulation), the two melodies reappear, and they are shown to be changed.


	4 “El retablo de las maravillas” is one of the eight entremeses, or “playlets”, written by Cervantes and published in the volume Ocho comedias y ocho entremeses nunca representados (1615).


	5 The dynamic equilibrium of Ravel’s music to which the poet refers recalls the theory of flux of the pre-Socratic philosopher Heraclitus of Ephesus. As our reading of “Desenlace” will show, the ideas of flux attributed to the philosopher are evoked in that section of Fábula.


	6 Myth and music both have narrative patterns involving a three-part structure that can be reduced to a kind of orchestral score having the form of the sonata allegro (Levi-Strauss 1963), which is the basic structure Diego uses for Fábula. Myth and music involve a beginning, a trial, and a return (Levi-Strauss 1964, 22–40; and 1971, 578–94), the same narrative order the poet uses.


	7 As the reader will note, the title of the 1924 essay does not present these three times in chronological sequence. The poet dispenses with chronological order to hone the acoustic properties of language to make the title sound musical, as I explain below. Diego’s historical rubrics, which are labeled with terms from literature, are similarly imbued with poetic meaning reflecting Diego’s conception of poetry as historical archive of music.


	8 The gamelan, which Debussy first saw at the 1889 Paris Universal Exposition, is a collection of metallic musical instruments having the sounds of a gong or bell. Debussy was especially intrigued with this instrument’s static element; he incorporated the gamelan’s musical qualities into many of his musical compositions and praised the humanistic ideal of social organization around music (see Debussy on Music 1977).


	9 See Debussy on Music 1977, quoted in Tamagawa 1981, p. 22; also see Blacking 1973.


	10 After shooting a man who slandered his sister as a prostitute, Cervantes fled Spain for Italy, where he entered the Spanish navy, fought in the Battle of Lepanto and was subsequently captured by the Turks and imprisoned for five years.


	11 There is an array of meanings allowed by the literature on myth that will be used over the course of this study.


	12 Gerardo Diego created two influential anthologies of poetry, one in 1932 and the second in 1934. The first of these, Poesía española. Antología 1915–1931, served to highlight the formation of the “Generation of 1927”. In this anthology Diego selected poets of little renown at the time and some having a scarce quantity of poetic work. The principal examples of these poets are Juan Larrea, Emilio Prados, Vicente Aleixandre, Luis Cernuda o Manuel Altolaguirre. The second anthology Poesía española. Antología. Contemporáneos did not launch a new generation of poets, but rather added four areas of Spanish poetry written between 1901 and 1934 that had been neglected in the earlier anthology: modernist poetry, postmodernist poetry, poets who were transitional to the canonical list of the 1927 poets and the work of contemporary female poets.
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