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THE FUNCTION OF SYMBOL IN THE NOVELS OF
ROMULO GALLEGOS

CHAPTER I
INTRODUCTION

The critics and theorists, no matter how diverse their
definitions of symbol, agree that symbol-making 1s our natu-
ral actlivity and our condition. Cassirer, in his The Philos-

ophy of Symbolic Forms, tells us that man 1s a symbolic

animal whose languages, myths, religions, sciences, and arts
are symbolic forms by which he projects his reality and comes
to know i1t., The concept of symbol is inextricably bound to
reality, yet, "the symbol remalns, calling for explanation
and resisting it. Though definite in itself and generally
containing a sign that may be identified, the symbol carriles
something indeterminate and, however we try, there is a
resldual mystery that escapes our 1ntellects."l If symbol,
reduced to 1its simplest terms, may pe any object which sug-
gests a larger meaning than itself, all literary works,

whether 1n whole or in part, are literary symbols in the

lyilliam York Tindall, The ILiterary Symbol (Blooming-
ton: Indiana Unilversity Press, 1955), p. 1I.
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sense that they are an embodiment. The very function of lan-
guégé, the most basic of symbolic forms, 1s the assignment of
meaning to those factors and concepts about us. There 1is,
however, even in thls one-to-one correspondence that factor
which 1s basic in symbol: the overtones or suggestions of
meaning, that composite image of concrete and abstract which
forms '"the meaning beyond" implicit in every symbol. Hence
the lnevitablility of interpretation; indeed the literary sym-
bol may be considered a formula by which the author is given
more freedom (released from the concrete) in the interpreta-
tion of hils reality. It 1s this aspect of the literary symbol
that 1s most relevant with regard to the works of Rémulo
Gallegos.

The Latin American novel, perhaps more than any other,
has always been closely bound to its own geographic, ethnic
and cultural reality. Its social nature has more often than
not resulted in the employment of the novel to diffuse the
ideals of the author. For better or worse, this 1s the tra-
dition of the Latin Aﬁerican novelist: V"En una vida colec-
tiva que casi no ha sido otra cosa que transicién violenta y
crisis, el novelista no ha podido ser sino un partidario.
Est4 contra esto o cont;a aquello, y qulere que su novela

sirva para esa lucha."l This pattefn of the escritor respon-

sable acting within the novellstic framework of a "literatura

larturo Uslar-Pletrl, Letras y hombres de Venezuela
(México: Fondo de Cultura EconOmica, 1943), p. 1I3b.
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comprometida en su con;junto"l was established with the Peri-

qulllo.sarnlento and continues to the present day in the

novels of Icaza, Alegrfa, Azuela and Gallegos. It 1is not by
chance that the first American novelist turned his view in-
ward and took as hls theme the immediate factors of his envi-
ronment. The drama of the discovery and conquest was con-
tagious. The conquerers and early colonists were drawn close
to thelr own sphere by the immediacy of the daring exploits
of their time and the daily drama being lived in the New
World. The fantasy of the chivalric and pastoral novels so
popular in Spain found no public in this hemisphere; the new
Americans were dally displacling such fiction with their own
reality. The view of the novelist, too, has remained fixed
on the authenticity and reality of his own continent.

| How, then, does the Latin Amerilcan novelist, and the
Venezuelan novelist 1n particular, interpret this reallty to
which he 1is inextricably bound in the role of the escritor

responsable? His environment 1s one of extremes, especially

in the case of Venezuela, where chaos has been one of the
most constant characteristics of the country's social, polit-
ical and economic structure. Despite (or even because of)

this national instability, "la novela venezolana refleja més

qQue muchas, quizds mids que ninguna de las de América, el

medio en que se desenvuelven sus dramas."2

1fngel S.J. Damboriena, Rémulo Gallegos y la probile-
mética venezolana (Caracas: Universidad CatOllica André&s Bello,
19060), p. 34.

27uis Alberto Sénchez, Proceso y contenido de la nove-
la hispanoamericana (Madrid: EdJItorlal Gredos, 1953), p. 00.
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Perhaps thls is a result of the violent intensity of the
Venezuelan milieu, where compromise and arbitration have
never found a place:
La oposicién politica no era entre nosotros

un Juego de partidos y de sutiles conceptos, un

desaffo de ideas que se resuelve 'y .rbitra en las

tribunas del Parlamento ... sino un combate cruel

¥y rencoroso en que estaba comprometida 1la vida.l
The Venezuelan writer 1s allowed to be no less accountable
than any of his compatriots. In his art as in his 1life he
is expected to take sides; indifference 1s a luxury he cannot
afford, because "el novelista, el poeta, son ademés, hombres.
Como hombres, y como escritores, tienen una responsabilidad,
La indiferencia es mal sintoma."® His is a serious role
bound to the’fesponsibility of the treatment and interpreta-
tion of his reallty. Whatever form he may choose or however
he may disguise 1t, more is expected of him than mere litera-
ture; for good or bad this is the tradition to which he is
bound: "El novelista puede estar, aparentemente, escribien-
do pura ficcién., En realidad estd tocando entrafas."3

As a difect consequence of thls tradition of the

writer responsible to more than his art alone, a Venezuelan

critic has pointed out the preponderance of the personaje-

lMariano Picén Salas, Formacién roceso de la
literatura venezolana (Caracas: Editorial Ceclllo Acosta,
19807, p. 11,

2Germdn Arciniegas, "Novela y verdad en Rémulo
Gallegos," Cuadernos Americanos, Afio XIII, No. 4 (Julio-
agosto, 19547, .

3Ibid., p. 38.
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simbolo, whose natufe lends itself to the exploitation of
ideals: "Casi siempre el héroe tiene mucho de ser abstracto,
de personaje de una epopeya moral que personifica el bilen,
el progreso o la Justicia contra el atraso y la barbarie."!
This tendency toward the symbolic protagonist 1s, for the
same critic, "uno de los caracteres que mejor revelan el in-
dudable primitivismo, que es uno de los aspectos mids curiosos
y atractivos de la novela hispanoamericana de los Gltimos

l|2

tiempos. What is "attractive primitivism" for one critic

is a defect for many others, who see in the works of Icaza,
for example, an abuse of symbolic protagonists with little
merlt other than as tools for the author's soclal propaganda.
If the latter tendency has been a general criticism of the
Latin Amerilican novel as a whole, Gallegos has not escaped un-
scathed. One of the most constant criticisms of his work has
been that his symbols are too elemental. According to a con-
temporary critic: "Los simbolos--exagerados hasta por el
nombre de los personajes: 1la barbarle de Dofia Birbara; la
santa luz, el santo ardor del civilizador Santos Luzardo,
etc.--son demasiado evidentes."3 This critic continues to
say that the symmetry of certain incidents (the taming of

the mare and Marisela in parallel processes, for example) is

luslar-Pietri, op. cit., p. 135.
2Ibid.

3Enr1que Anderson Imbert, Historla de la literatura

hispanoamericana (México: Fondo d€ Cultura Econdmlca, 1961),
11, ©h.
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too elemental, that many scenes are too violent and deliber-

ately sensational, yet, "con todo, Dofia Birbara es una gran

novela."t & great novel, yes, because the symbols are not
constructed by merely applying symbollic names to characters
and chapter headings. Gallegos' symbols are not those of
Icaza; they are not the purely formal creation of an author
to volce his soclal and political propaganda.

If Gallegos' literary symbols are not, then, to be
dismissed so lightly, they must be studled in the consldera-
tion not only of theilr construction, function and literary
value, but also with regard to the author's self-expressed
preoccupation with the role of symbol in his novels, For,
as Lowell Dunham states, "no es extraordinario el empleo del
simbolo en poesfa o en prosa, si es significativo que un
autor apele a ese recurso y lo convierta en clave de su modo
de exprgsién."a Professor Dunham goes further to explain
the influences which contributed to the development of this
characterlistic in Gallegos: the author's wlde reading in
the field of philosophy, where the symbol is so wldely em-
ployed, his long years in the teaching of this subject, and
his interest in mathematics, all of which might have contrib-
uted to the author's '"predisposicién a concebir la realidad

a través del simbolo."3

l1pid.

2Lowell Dunham, Rémulo Gallegos, vida y obra (México:
Ediciones de Andrea, 1957), p. =291,

3Ibid., pp. 291-292.
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Whatever the influences (and these can only be esti-
mated), or the formative process, Gallegos 1s a man who
thinks symbolically, who sees symbollc value in all that
surrounds him, no matter how trivial it might seem to another.
But it 1s not enough for the symbol to exlist and be percelved;
first there is the matter of the artistic selection of the
symbol figure or element. In his essay, "Como conoci a dofia
Birbara," Gallegos gives us a clear insight into thils selec-
tive process, which 1s divided into three stages. The first
of these 1is the selection of the scene, the geographic frame-
work. In keeping with hls method of careful documentation,
Gallegos recounts that in April of 1927 he was writing a
.novel whose protagonist was to spend a few days on a ranch
in the llano and that 1t was the author himself who had to
travel to the Apure region. There, as he medlitated for the
first time on the immensity and melancholy of the llano, the
spectacle "tomé forma literaria en esta frase: --Tierra an-
cha y tendida, toda horizontes como la esperanza, toda cami-
nos como la voluntad."l The artist had already selected one
of his principal protagonists: '"Y en efecto, ya lo tenia:
el palsaje llanero, la naturaleza bravia, forjadora de hom-
bres recios."?

But Nature 1s never the sole protagonist in a Gallegan

1Rémulo Gallegos, "Como conocf a dofia Bdrbara," Una
posicién en la vida (México: Ediciones Humanismo, 1954);

D. 528.

21p1d.
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novel: "El personaje viene luego, casl slempre como una

nl

respuesta a ese amblente. The second stage in the selec-

tive process is the search'for human protagonists, or as
Gallegos says, his characters seek him out:

Una vez m4s, en el limbo de las letras todavia

sin forma, hubo personajes en busca de autor, A
Pirandello ]o encontraron los Suyos en un escena-
rio de teaftro, alzado el telén, sin péblico en la
sala; a mi gse me acercaron los mios en un lugar de
la margen derecha del Apure...

As the author talks with the natives of the region, a Sr.
Rodriguez in particular, he is told the story of a lawyer
who returned to the region to administrate his property and
of his eventual fall into the depths of alcoholism and ruin,
A not too uncommon story, but the creative processes of the
author have already grasped in 1t a symbolic quality with
relation to the llano:

Un caso vulgar de enviciamiento;'quizas; pero ya
estaba en presencia de un escenario dramidtico--el
desierto alimentador de bravura, amparador de bar-
barie, deshumanizador casi--y fue como si quiténdole
la palabra al sefior Rodriguez, algulen se me hubiera
plantado por delante, dlcléndome, con voz tartajosa:

--Esta tierra no perdona. Mire 1o que ha hecho
de mi la llanura bérbara, devoradora de hombres.

Me lo quede mirando. No estaba mal como per-

sonaje_dramidtico y le puse por nombre Lorenzo Bar-
quero.

The talkative native continues, introducing another
figure of local interest: "--iHa oido hablar de Dofia...?

Una mujer que era todo un hombre para Jinetear caballos y

enlazar clmarrones. Codiclosa, supersticiosa, sin grimas

lUslar-Pietr'i, op. cit., p. 137.
2Gallegos, op. cit., p. 526. 3Ibid., p. 529.
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para quitarse de por delante a quien le estorbase y.,."1-
Once again, the author's creatlive process has already begun
to domlnate the simple story being told him} now he has
joined 1n symbollc parallel his two main protagonists, the
natural setting and the woman who will personify 1t: "...
pues habiendo mujer simbolizadora de aquella naturaleza bra-
vi{a ya habila novela."2

In the third and final stage, a further symbolic
transference 1is made, The flgure chosen to personify the
natural setting will also symbolize a factor of the national
circumstance: '"La mujerona se habia apoderado de mi, como
serfa perfectamente 16gico que se apoderara de Lorenzo
| Barquero, Era ademis un simbolo de lo que estaba ocurrien-
do en Venezuela en los campos de la historia politica."3
Thus one sees the three stages in the development of the
author's symbolic process as: 1) the selection of the nat-
ural setting, the "escenario dramético"; 2) the selection of
human protagonists who personify the natural forces which
surround them; and 3) the fusion of'setting and character to
symbolize a more universal aspect of the nation as a whole.

The method of selection and the formative process

are, then, always based on reallty, as the author himself

affirms:

11pid., pp. 529-530.
21bid., p. 530.
3Ibid.
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Me apoyo en la realidad. Sin ella no podria
hacer nada. Yo busco mis simbolos en la realldad.
No creo a un personaje para servirme de simbolo,
Procuro encontrar al personaje de la vida real que
encarna el simbolo que quiero presentar. ‘

~ Uso la realidad como un trampolin para saltar
més alls, peEo siempre el primer empuje viene de
la realidad.

It is through living symbols of his reality, "personifica-

"2 that Gallegos exploits

ciones de la tragedia venezolana,
that most constant theme of his work: the analysis of the

' problemdtica venezolana. Those critics who find Gallegos'

symbols too evident or exaggerated have been overruled by

the acceptance of the Venezuelan people in much the same way
that the Argentine gauchos accepted the figure of Martin
Filerro, read and discussed his adventures around their camp-
fires, and talked of him as if at any moment he might come

to 1ife before their very eyes. Thus, whether she 1s the
Dofia Pancha of real 1ife3 or the Dofia Bérbara of fiction,

her authenticity (like all of Gallegos' symbolic protagonists)
has been recognized by the Venezuelan people, "...en razén
del poder de contagio de sus simbolos y de la entraflable
relacién que éstos tienen con nuestra circunstancia histéri-

ca, social, psicolégica, econfmica y geog::'af:lca."}'L Picén

l1nterview with Rémulo Gallegos, June 22, 1960.

2Gallegos, op. c¢it., p. 532.

3For a detailed study which identifies the local fig-
ures whom Gallegogéimmortalized in Dofia Bdrbara see John E,
Englekirk, "Dofia B4rbara, Legend of The Llano," Hispania
XXXI, No. 3 TAugust, I19W8), 259-270. o ’

4Juan Liscano, R6mu16 Gallegos su tiempo (Caracas:
Direccién de Cultura Unlversltaria, s Pe .
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Salas recalls that the figure of Dofia Bdrbara seemed to take
a spiritual hold over the people:

En Venezuela donde el 1libro circulaba en los més -
trigicos dfas de la Dictadura gomecista, el sim-
bolo de "Dofia Birbara" parecia ampliarse hasta
caber en é1 todos los malos suenos, toda la re-
presién y la tétrica angustia que pesaba sobre el
alma criolla, Por uno como proceso de transferen-
cla espiritual, se vié en la diabbilca varona, ven-
gativa, cruel y oscura, la imagen de la tirania.

Gallegos' symbolic protagonists are, in fact, so true to
the Venezuelan milieu that a recent critic prefers to re-
fer to them as "constantes del cardcter nacional,"®

We have spoken of selection of symbol, which in 1t-
self'implies purpose, It is to be remembered that Gallegos
is, above all, a seridus writer. A study of his symbols
cannot be dismissed without going far beyond symbolic names
and characters, While many authors take great pains to dis-
guise thelr symbols and go to great lengths to obscure the
meaning until it 1s virtually inaccessible of meaning beyond
studied speculation, Gallegos' symbols are often stated di-
rectly. This practice 1s in keeping with the function of his
symbolic style, which 1s nelther the result of accident nor

a stylistic search for literary refinement. Gallegos does

not employ the symbol in an escape into '"pure art," into an

ivory tower existence; he is too closely tied to his own

lpicén Salas, op. cit., p. 219.

2Liscano, op. cit., p. 212,



12
reality. The major function of hils symbol would indeed hor-
rify the French Symbolists, who maintained that '"pure liter-
ature" could not instruct, could not deal with the factors of
dally 1life without destroying 1ts aesthetic value, With
Gallegos, on the other hand, the raison d'@tre of his symbol

lies in its instructive nature. Professor Dunham has pointed
out that, in many respects, the manner of pefceiving reallty
through symbol slituates Gallegos within the oriental tradi-
tion, so strong in Spanish literature, of the apologue, fable
and parable.1 The moral inherent in these genres 1s lnherent
in the novels of Gallegos. He 1s by nature a teacher ("algo
ademés de un simple literato ha habido siempre en mi"a), and
his symbol, however simple or complicated, 1s a means of
interpreting "la realidad circundante" according to this
nature. Through the symbol he analyzes, intérprets, and
ultimately offers solutions, for he 1s endowed with an in-
nate optimism: "Elemento simpatiquifsimo, y atin, considerado
del punto de vista humano y pedagébgico, quizis el mds impor-
tante, en nuestra novela, ese anhelo de 'nueva vida', de
'purificacién', de 'entrega de sus obras'".3

Those 1deals innate in the young essayist reached few

of the people in the poorly circulated La Alborada, and Galle-

g0s soon'discovered a more effective form of communication,

1Dunham, op. cit., p. 295,
2Gallegos, op. cit., pp. 532-533,

3Ulrich Leo, Estudios filolégicos sobre letras vene-
zolanas (Caracas: EdItorial Elite, %gﬂéi, pPp. 35-3D.
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that of the novel:

El pueblo estd harto de oir en la plaza al orador

que habla de la repdblica, de la gloria, de los

héroes y de muchas otras cosas de ruldo y tambor, y

esto le hace el efecto de una retérica vieja. No

le soluciona los problemas elementales de su vida.

Viene en cambio el novelista, y habla al pobre negro

de sus cosas, acompafia al llanero cantando claros

galerones, comparte con los humildes el embrujo, 1la

magla, la canaima de la selva, y ayuda a aclarar el

imperio de dofia Brbara y las cosas del mister. Este

es un lenguaJe que se entiende. El novelista es un

camarada, un amigo, el hombre a quien el pueblo

quisiera ver en la silla de Caracas.l
Gallegos never abandoned the ideals of the early years; he
merely adopted a new method of presentation. Much in the
manner of Ricardo Palma, who described his '"recipe" for the
tradicibn as being a "pfldora plateada" which when swallowed
mellowed the instruction, so Gallegos has sugar-coated the
bitter pill., Through his novel he has reached the people,
presented a sane and healthy perspective, has preached order,
education and civilization; and at the same time he has sof-
tened the lessons he wished to teach., By means of the symbol,
based on the concrete, the understandable, he has "implied"
the abstract concepts so difficult to instill in his people.
Through his symbol he has continued to search for a national
code of values and to find the means of making 1t understand-
able and acceptable. By the very essence of the symbol as
that which states and yet implies beyond the concrete, Galle-
gos has reached the masses with a medium that they can com-

prehend. The rapport between Gallegos and his readers has

lArciniegas, op. cit., p. 38.
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been i1llustrated by the humble cabrestero (cowboy), whom the

author incorporated into Dofia Bdrbara, using his real name,

Marfa Nieves. It was later related to Gallegos that when

harrassed 1in any manner, the cabrestero would say with great

dignity: "--Respeteme; amigo. Que yo estoy en Dofia Bir-
bara."l Certainly, if one of the criteria of judging a lit-
erary work 1s in relation to the purpose of the author, it is
in Justified self-criticism that Gallegos evaluates this
proud reply as hls most gratifying praise. And this reply 1s
significant not ohly for the author but for the publlc as
weli. The respect of Gallegos by his countrymen and the ac-
ceptance of his literary creations by them 1s more important
to the man than the author 1f the people have galned a better
understanding of thelr national and cultural reallity. Thus,
to the question, "épor qué no se quedd tranquilo y sin ver-
glenza, en su casa, Rémulo Gallegos, haclendo coplas y con-
tando historias?",2 the author himself has supplied the
answer:

Porque no soy un escritor de novelas ni para sola-

zarme en humanas miserlas, nl para evadirme de la

realidad; sino antes bilen para captar y fijar en

obra estimuladora de algln interés, los rasgos ca-

racteristicos de la cotidiana sobre los cuales de-

bemos poner atencién; pero tampoco un realista, de

posicién asumida dentro de un encasillamiento ex-

clusivamente artistico, que se limite a coplar y a

exponer lo que observd y comprobd, sino que, por
obra de costumbre docente ... aspiro a que mi mundo

l6allegos, op. cit., p. 531.

2Arciniegas, op. cit., pp. 37-38.



15

de ficcién le retribuya al_de la realidad sus prés-
tamos con algo edificante.t

This is a reply to the critics who have labeled hls medium as
too evident, too antiquated in the light of 20th century 11t-
erature. Gallegos does not deslire to be obscure; hls very
purpose lles in clarification, his style in that order and
equilibrium which so characterize the man as well as the
author. Direct statement of symbol 1s no more of necesslty
a vice in literature than calculated obscurity. A novel
which presentsua living.symbol, clearly comprehensible, is
not necessarily inferior té the novel which must be read sev-
eral times before the pleces fit togéther and the reader
gleans a shred of understanding. The lines cannot be so
clearly drawn., Then, too, direct statement 1s to be ex-
pected gilven the selective process of the author, The ever-
present reality as a point of departure is too thoroughly a
part of the author's artistic make-up. When asked why he
attached specilal significance to a certain character, he
answered: "éUn caso frecuente en todas partes? SI. Pero
un caso dramdtico que allf tenifa un sentido especial."2 It
is, then, this sensitivity of immediacy, of the vitality of
a certain person, place or situation that draws him to his
symbols.

What 1s symbol to Gallegos? In his most extensive

lgallegos, "la pura mujer sobre la tierra," Una
posicidn en la vida, p. 416.

2Tpid., p. Lle.
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work of self-criticism, ‘the essay "la pura mujer sobre la
tierra," he states emphatically:

En la gestacién de mis obras no parto de la con-

cepciébn del simbolo--como si dijéramos, en el

aire--para desembocar en la imaginacién del perso-

naje que pueda realizarlo; sino que el impulso

creador me viene siempre del hallazgo del personaje

ya significativo, dentro de la realidad circundante.
Here agaln 1s the careful intention behind the symbol, not
plucked at random from the air as a device to volce the
author's views., For Gallegos the symbol 1s not only based
on reality, 1t must be real, 1t must exist and be found, and
only then does he consclously as an artist carry it into the
"mds alld". 1In his own definition of the symbol, he shows
that nothing could be more adverse to his literary concepts
than the artificlal symbol, existing only as a tool of the
immediate artistlic needs of its creator:

Porque para que algo sea sImbolo de alguna forma

de exlistencla, tiene que existir en s mismo, no

dentro de lo puramente individual y por.consigulen-

te accldental, sino en comunicacién directa, con-

sustanciacién con el medio vital que lo produce y

rodea. Simbolos que sélo se alimenten de conceptos

e Imaginaciones del autor, Sn mufiecos paran desde

que intentan echar a andar. '

The above statement 1s the most direct that Gallegos
has made on his own concept of the literary symbol, But in
1t he speaks only of the symbolic protagonist and of his
function, If we are to establish that the signature of
Gallegos' style and the chief merit of his literary works

lies in what one of his countrymen calls "el realismo poético

11bid., p. 4ok, 2Ibid., pp. 404-405,
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de una armonfa de simbolo y seleccién,"l the study of symbol
must go beyond the creation of the symbolic protagonist
(even though the maximum expression might lie there). . For
Gallegos is more than a transiator of his national character
from the living symbols he sees about him. He is a gifted
interpreter and humanizer of the spectacular natural setting,
an objective soclo-philosopher with a firm but sympathetic
finger attuned to the pulse beat of his people in a constant
desire to better their condltion by better understanding
them. The real merit of Gallegos as an artist lies not in
one outstanding role, but in his power of blending all of
these qualities of the man and the novelist into an artistic
whole. The falthful transcription of reality, no matter how
valid nor how artistically done, can never rise to the level
of great literature. Gallegos does not stop at this point
nor at the point of merely extending a character which he
encounters in real life. The analysis and the evaluation
of his use of symbol lie in the study of his abllity to ele-
vate to a higher aesthetlc level those characters, cilrcum-
stances, actions and values which he takes from material
reality. It is in this way that the symbol justifies the
definition of

an object which 1s represented so that 1t seems

real; and second, an object which embodies special

significance as the result of the way it acts upon
or is acted upon by other objects, and, especlally

1oriando Araujo, Lengua y creacién en la obra de
Rémulo Gallegos (Buenos AI?2g?"%EIESFIEI'NBVET'I§557T'E. 236.
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the characters, in a story, a poem, or a play.l
The cruclal ideas in this definition are reality and relation-
ship. The symbol does not exist in isolation, nor is it of
one pilece. The very concept of symbol implies a double per-
sonallty: convincing reality on one hand and on the other
the evocation of that which cannot be directly (realistically)
expressed. It is in this dual nature, "que brota del fondo
de la existencia irracional y la abre a la expresién poética,
salvdndola casi de la prisién del silencio eterno,"2 that
"the symbol takes on more than literal significance by being
what 1t literally is and by being related to other things.”3
Relationship is a key to the study of technique in Gallegos'
use of symbol, relationship not only within the 1limit of one
novel, but within the context of all the novels, for, "la
obra de Rémulo Gallegos se presenta como un ciclo, es decir,
como un conjunto de escritos comunicantes entre si y alimen-
tados por motivaclones permanentes, y no como una sucesidén

nlk Gallegos' works

de textos independientes unos de otros.
contain a variety of symbolic constants which recur with

fairly fixed value, Thelr relevance may be tested both in

assoclation to the structure of an individual novel and to

lMariies K. Danziger and W. Stacy Johnson, An Intro-
duction to Literary Criticism (Boston: D.C. Heath and Co.,

1961), p. 30.

2y1rich Leo, R6mulo Gallegos, estudio sobre el arte
de novelar (Mexico: EdIcIones Humanismo, 195%4), p. 18.

3Danziger and Johnson, op. cit,, p. 30,
Hriscano, op. cit., p. 208,
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his literary endeavor as a whole. Some of these constants
are complex, some more simple. They may be constants of
character, theme, structure, image and metaphor, or purely
linguistic formulae such as the symbolic chapter title which
1s repeated as the last line of the chapter or the use of
abstract terms as part of a character's name to show a cer-
tain personality trait.

The symbol 1tself, often difficult to define and to
distingulish from metaphor, 1s best characterized by its
stable and repeatable character:

...for when an image 1s employed as metaphor only
once, in a unique flash of insight, 1t cannot ac-
curately be said to function symbolically. It ac-
qulires a symbolic nature when, with whatever modi-
fications, 1t undergoes or 1is considered capable of
undergoing recurrence.l
It is then, by a study of recurring symbolic constants that
Gallegos' use of the llterary symbol will be analyzed and

evaluated.

lPhilip Wheelwright, Metaphor and Reality (Blooming-
ton: Indiana University Press, 1902), p. 93.




PART I, THE FORMATIVE PERIOD



CHAPTER II

THE EARLY NOVELS

Relnaldo Solar, 1920

The genesis of Rémulo Gallegos' literary career was
truly in keeping with the Hispanic tradition., His first 1it-
erary pleces, essays, were published in the short-lived mag-

azine, Ia Alborada, which he founded with four friends. Both

the title of the magazine and its motto, "Sustituir la Noche
por la Aurora," are indicative of the surge of hope for a
national regeneration which followed the overthrow of Castro
by Juan Vicente Gémez in 1908, The benevolent attitude of
Gémez during his first year in power caused the youthful

Gallegos to exclaim in the lnaugural essay of la Alborada:

"Ya podemos pensar alto y debemos ser sinceros."1 These
hopes were soon dashed as GOmez, more secure in his power,
began to tighten censorship of the press. The 1ife of the
magazine very nearly paralleled the brief interlude of hope
that proved to be merely an interim between crushing dicta-

torships; La Alborada ran only eight lssues in the year 1909,

but it allowed Gallegos a beginning, an opportunity to express

lgallegos, "Hombres y principios," Una posicién en
la vida, p. 14.

21
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those 1deals and values which he would continue to espouse

in other literary forms. The death of La Alborada marked

the initiation of the author's fransitidn, first to the

short story and finally to the novei--a form which has always
afforded Hispanic writers a more subtle framework when heavy
censorship has countered any sort of direct social criticism,

© The circle that founded the 1ll-fated magazine, 1its

principles and the atmosphere of frustration and failure that
surrounded the young Venezuelan intellectuals of his day were
the inspiration for Gallegos' first novel. We know from the
author's own insistence that.his inspiration always comes

from "la realidad circundante." 1In this sense Reinaldo Solar

- 1s the most immediately personal of all his novels. Gallegos
has stated that the protagonist, Reinaldo, was inspired by
the brilliant but erratic financier (and writer) of la Albo-
rada, Henrique SOublette;l and 1t 1s obvious that the multi-
tude of fervent, theory-filled discussions were based on the
conversations of the youthful group who struggled together to
form a system of values and in an oppressive atmosphere. It
is the author himself who best describes the ldealism, grow-
ing soclal conscience and disillusion of the group:

framos cinco® en una misma posicién ante la vida
¥y pasedbamos nuestro cendculo errante por todos 1los

1punham, op. cit., p. 205.

2The Alborada group was composed of Julio Horacio
Rosales, Gallegos, Soublette, and Salustio-Gonz4dlez Rincones
and Jullo Planchart; the latter two were the inspiration for
Antonio Menéndez and Manuel Alcor, Reinaldo's counter-figures
in the novel.
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caminos de buen mirar hacla paisajes hermosos...

ramos cinco y a todos se nos ocurrfa imaginar,
como a todos los Jévenes les acontece, que con no-
sotros comenzaba un mundo nuevo, originalisimamente
nuestro donde ya sf valfa la pena vivir.

Tenfamos alimentada nuestra mocedad con la mlla-
grosa sustanclia de las buenas letras devoradas o sa-
boreadas y estdbamos adquiriendo la costumbre de en-
derezar las que luego fuesen nuestras hacia la dolo-
rosa alma venezolana ... tendfamos la vista por la
Venezuela que nos ofrecieran las perspectivas y a-
prendimos a que nos doliera el corazén por sus campos
desiertos, sus tierras oclosas, su gente campesina
al desabrigo de los ranchos mal parados en los topes
de los cerros, alld y alld... Y ya tenfamos gustancia
de sensilbilidad para nuestro dolor de patria.

According to the author, he wrote E1 Gltimo Solar in

n

... por
ne

1913, the year followlng Henrlque Soublette's death,
lo cual la novela venifa a ser como un homenaje a su memoria.

First published in 1920, El dltimo Solar was revised and given

definitive form by the author under the title of Reinaldo
Solar in 1930, This definitive edition, "muy superior al
texto original, m4s conciso y mejor organizado,"3 is the

edition employed for this study rather than the first,

lgaliegos, "Mensaje al otro superviviente de unas
contemplaciones ya lejanas," Una posicién en la vida, pp.

374-376.

2This information and the following appear 1in a
translators' note in the work of Lowell Dunham, op. cit.,
pp. 217-218: "Esta primera novela la envié Gallegos & un
certamen abierto por el Ateneo de Buenos Aires, aquel afio o
alguno lnmedlatamente posterior--no recuerda la fecha con pre-
cisibén--en el cual fue galardonada con el primer premio una
obra del argentino Martinez Zuvirfa, (Hugo Wast) y se le dio
el accésit a la obra En este pals, de Urbaneja Achelpol...
Todos los 'cuentos' publicados en Actualidades en 1919 y que
luego aparecen en 1920 en E1 G1ltimo Solar no eran sino capi-
tulos de la novela inédita que Gallegos 1ba publicando como
relatos independientes y con los cuales salvaba el apremio
de entregar un cuento semanal."

3Dunham, ibid., p. 210.
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Although the revision was a literary improvement, it
is important in the analysis of the work to remember that the
novel was concelved a scant four years after the Alborada
debacle and the year following the death of Soublette. The
author was insplred, then, not by a distant reality, as the
publication date would lead us to believe; but by the vivid
and ilmmedlate reality which is consistently the basis of his
symbollc process.,

Reinaldo Solar has been criticized for many novel-

1stic deflciencies; in fact, some have called it more essay
than novel, "un simple enéayo de tanteo."l wWhat is important
to this study, however, is that desplite the inevitable faults
of a first novel, Gallegos' symbolic pattern is unquéétion-

ably established in Reilnaldo Solar.

In this work there appear the major symbollc devices
of character, structure and theme which will characterize the
‘later novels, Taking the first of these as a point of de-
~parture, one fiinds that the critics of the novel have seen in
the protagonist, Reinaldo, the central symbol-figure of the
work but have not agreed in their interpretation., For in-
stance, Ratcliff seems to see nothing more than "the recital
of the decline of a once distinguished family, and vigorous

social elements",-2 Torres-Rioseco has called the protagonist

lAndrés Pardo Tovar, "Rémulo Gallegos, novelista de
América," Revista de las Indias, Epoca 28, Nos, 66-67 (Jjunio-
julio, 194T), TTL.

2Dillwyn Ratecliff, Venezuelan Prose Fiction (N.Y.:
Instituto de las Espafias en los Estados Unidos, ,» D. 245,
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"un enfermo del mal del siglo, un producto tipico de L'Educa-

tion Sentimentale, adornado con una apariencia byr'oniana."l

Another critic has seen in Relnaldo

un auténtico representante de las generaciones vene-
zolanas sacrificadas en el sopor de la tiranfa de
Gémez ... un tipico "fin de casta" ...; resulta asi
un producto tipico de nuestras dictaduras tropicales,
pero un producto frustrado y negatlvo que no encarna
las virtudes de la raza ni la realidad vernicula,
sino que simboliza toda una etapa de imitacién euro-
peizante y de absoluta desadaptacién intelectual y
blolbgica.?

Julio Planchart, to whom the novel 1s dedicated, calls it

"la concentracion de la ideologfa de la Alborada,"3 and

Prof. Dunham goes further to state: "Es La Alborada en
novela..”LL |
I think that the contradictory analyses and evalua-
tions of both the symbolism and the lliterary merit of the
novel stem from a deslre on the part of the critics to find
a single explanation of the symbolism, a sihgleness of pur-
pose that simply 1s not 1n keeping with the character of the
novel. The basls of the novel 1s reallistic: the Alborada
group and more particularly 1ts central figure, Soublette.

But glven the symbolic process of Gallegos as 1t has already
been dlscussed, the implications of the central symbols of

1Arturo Torres-Rloseco, Novellstas contemporédneos de
América (Santiago de Chile: Empresa Ercilla, 1939), p. 93.

- 2pardo Tovar, op. cit., pp. 171-172,

3Julio Planchart, Temas Criticos (Caracas: Imprenta
de la Direccién de Cultura, 19497, p. 439.

M

Dunham, op. cit., p. 205.
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the novel go beyond this immediate reality. The Alborada
group willl reflect 1ts physical and spiritual environment,
but 1t will go further to symbollze or crystalize the nation-
al circumstance and not one but several constants of national
character which were preoccupylng the youthful Gallegos.
Prof. Ratcliff laments that the novel 1s "... crowded with
episodes, scenes and characters,"l and other critics dismiss
the many dialogues on national art, politics, and soqiology
as damaging to the merit of the work. But 1t is precisely in
this multiple aspect of the novel and through these dialogues
that the author establishes symbolic atmoéphere and explores
the psychology of his symbolic characters. The key to the
interpretation of Relnaldo Solar lles in the fact that the

novel 1s a composite, although at times in embryonic form,

of the moral, psychological, political, philosophical and
sociclegical themes which, treated with more detaliled single-
ness of purpose, have formed the substance of Gallegos' ma-
ture novels. Relnaldo Solar continues the search begun in
the essays, a search carried on basically through the use of
literary symbol in the novels, for a code of values and the
solutions to the problems confronting the national destiny.
This is doubtless what Prof, Dunham means when he calls the

novel "la Alborada en novela"; and he goes on to correctly

state:

Reinaldo Solar no es la mera tragedia personal de
ReInaldo, de Alcor y de Menéndez, todos hombres de

lRateliff, op. cit., p. 242,
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talento; es, en un ampllio sentldo, la tragedia per-
sonal de la generacibn de Gallegos; es el tema del
fracasado desarrollado dentro de la proporclones de

Una novela.l
One might go on to add that 1t i1s the theme of the fracasado

and all of its causes and implications: the incapacity,
both individual and national, to find a constructive direc-
tion of action, to channel efforts toward civil rather than
military ends; inconsistency and incapacity to complete a
project; the desire to flee from the national circumstance
rather than stay and try to find solutions; the decline of
the landed aristocracy and the rise of a new mestlzo class
which 1s gradually replacing it; the theme of the "alma dor-
mida'" of the Venezuelan people and the need to awaken 1it.
@11 of these themes are present in Gallegos' first novel;
they are explored through the central charaqters, but basi-
cally through the dialogues which present the inner workings
of their tortured minds more than through narrative action.
It is in this way that the author transmits "... una sensa-
clién de opresibn, de angustia, de inmovilidad exasperante,
de vaguedad, de acciones 1lnconclusas y frases dichas a media.
Por momentos se vive en un &mbito de pesadilla."2 Reinaldo
Solar portrays the angulsh of a generation, of the race, in
multiple form, captured in such vividness that Prof. Dunham

considers it: '"More accurate than history, more vivid and

compelling than soclology or political science, Reinaldo

lpunham, op. cit., p. 204,
2liscano, op. cit., p. 62,
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Solar could well be called the most Venezuelan novel of its

time. "t

And Reinaldo could well be called the most typical
Venezuelan of his time. As the central symbol he is the
complex embodiment of the faults and greatness of his nation-
al character. Our first introduction to Reinaldo is, symbol-
ically, at break of dawn. The valley of Caracas is s8till in
semidarkness stirred only by the sounds of an early cart
getting underway, the crowlng of cocks and the volces of

parrots mingled with the isolated volces of campesinos. The

dawn 1s lighting up mount fvila, which dominates Caracas and
S0 many scenes 1in the novel,? Much 1is promised in the open-
ing paragraphs: this 1s to be a new beginning for our pro-
tagonist, who is "el dltimo Solar," the last light or energy
of his aristocratic family; this 1s a memorable day "que

marcarfa en su vida trdnsito y renovacién."3 Reinaldo is

1punham, "The Strange Case of Lisandro Alvarado,"
Hispania, XL, No. 4 (December, 1957), 426,

2Gallegos explains that Mt. Avila was a beloved and
idealistic haunt of the Alborada group: "E1 Avila nos presté
los empinados sitios de Sus cumbres para los elevados suefios
de fmpetus alardosos... - Fue &1 [ Henrique Soublette] --hagé-
mosle Justicia--quien descubrib que el fvila de nuestras con-
templaciones desde los arrabales caraquefios tenia cumbres y
picachos a los cuales era conveniente treparse con frecuencla
para respirar alturas..." "Mensaje a otro superviviente,"

Una posicién en la vida, pp. 375, 376.

3Rémulo Gallegos, Obras Completas, Vol. I: Relinaldo
Solar (Lima: Editora Latinoamericana, 1960), p. 7. AIl sub-
sequent references to the novels are to this 10 volume edi-
tion published under the auspices of the 3€rFestival del Libro
Venezolano. PFor clarity the title of the individual novels
will be used rather than volume numbers.
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described as "4vido de empezar con el dfa la nueva vida que
se habla propuesto.”1 Hé has returned to the bosom of Nature
"al goce de los deleites sencillos, a la vida simple, pero
sana e intensa de los sentidos."? The setting 1is the family
solar just outside Caracas, "Los Mijaos," or all that remains
of it, for 1t 1s sadly in neglect. Thus in a few paragraphs,
the author has Jjoined the central symbol in the protagonist,
Reinaldo, the last Solar, the last of his noble line, with
the last possession of the family. By trylng to reestablish
the ruined land he will also try to reestablish hils own life
and glve it new meaning. But Immediately the faults of both
owner. and land are simultaneously brought to light: Reinal-
do, Jjubllant at the luxuriant‘natural setting around him 1s
confronted by a disconcerting incongruence, a miserable,
mangy dog, also, unbelievably for Reinaldc, a product of "la
tierra, madre generosa de abundancia y de salud."3 "Los Mi-
Jaos" also has not.been treated well by Nature nor by its
owners, who have too long neglected it in the hands of a
mayordomo. This theme of the treason against the land, and
its eventual loss to a new mestizo class whose greater love
and respect for land is finally rewarded, is a major theme in
the Gallegan cycle.

In a few scant paragraphs, Reinaldo's character, pur-
pose and project have been introduced masterfully. The sym-

bol of thils young man, returned to the family solar, to re-

11pig. °Tpid., p. 8. 31bid.
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sow 1t, to begln anew, to return to what was the source of
the greatness of his family, is reinforced by a mystic inci-
dent which 1s carefully underlined by the author. Through
flashback technique Gallegos prepares the foundation upon
which the incident can be analyzed: Relnaldo is essentially
a mystic, an inclination evident from early childhood. These
early leanings were exploited by Ana Josefa, Relnaldo's de-
voutly Catholic mother, who saw to it that her son was amply
tutored 1n prayer and readings by a friend, Elena, around
whom a legend of devotion and selflessness was woven., But
the precocious Relnaldo soon began to look upon hils religilous
tutor in a different light, "los ojos encendidos de deseos."l
The boy's inner turmoll tortured him with the sin of his de-
sire for the older woman and finally turned to fantasy: "é1
era un santo; Elena también, y, sin mengua de la santidad, se
amaban, con un amor mistico que placfa al Sefior."? This mys-
tlc sensitivity grew to fever pitch, as Reinaldo, inspired
by Kemplan asceticism devoted himself to rigorous fasts and
long hours of prayer, at the same time basking in his mother's
bellef that he would be a saint, if he was not already one.
But Relnaldo's erratic temperament, and this is perhaps the
most dominant of hils characteristics both as a youth and
throughout his 1life, forestalls consistency and dedication of
purpose., What he begins, what he 1s desperately involved in,

he can drop at the most 1nsignificant provocation:

11bid., p. 1bk. °1bid., p. 15.



Eafiasaibantn i ol 0 oae i bie code it

31

Pero sucedi6 que un dfa, al sentarse frente a é1,

Elena dej6 ver una bota sujeta con un solo botén, el

Gnico que le quedaba, y a través de la abertura, la

medla rota. Fue un remedlo herolco para el mal de

amor; pero junto con_éste lo abandond, de pronto, el

sentimiento mistico.
What Reinaldo abandoned was mysticism of the traditional or
Catholic variety, but he remained a mystic, as 1s substanti-
ated by the central iIncident of the first chapter: 1n the
presence of his laborers, under the emotion of the return to
his own land, Reinaldo candldly insists on milking a cow, a
labor too rustic for the young aristocrat according to the

incredulous campesinos. Then, in a further gesture, Reinal-

do raises a gourd of milk to toast the health of the unborn
son of a peasant woman, whose father doffs his hat and says:
"Que Dios se 1lo pague."

Esto era m4s de 1o que necesitaba Reinaldo para
abandonarse a la emoclién que le estaba bullendo en el
pecho. £1 también habfa tomado en serio su jovial
ofertorio, a causa de que, cuando levantaba la Jicara
rebosante de leche, habfa visto aparecer el sol y su
frente habfa recogido el primer rayo de luz. El na-
tural acontecimiento y el ingenuo ademdn del campesino
cobraron para él1 las proporciones de una sefial mfsti-
ca: bajo la rGstica techumbre del establo, en el bu-
cblico amblente oloroso a bofilga y a cogollos recién
cortados, rodeado de caras humildes que sonrefan con
una pura sonrisa de asombro, &1 acababa de celebrar
un rito solemne, que tenfa el sabor arcaico de las
olvidadas religiones de la Naturaleza.®

This scene is charged with symbolic meaning, for 1£
presents Relnaldo's character in miniature, his erratic na-
ture, his fervor captured by a simple gesture and reinforced

by the ray of light striking his forehead at the propitious

1Tpid. °Ipid., p. 11.
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moment : ﬁwé simpie and rationally explainable events, the
common, courteous phrase of the camgesino in reply to a
gracious gesture--"Que Dios se lo pague'--and the first ray
of light descending now beyond the barrier of Mt. Avila and
striking Relnaldo's forehead. But these two events, expanded
out of proportion by the precocious imagination of Reinaldo
and the jubilance of the moment form a "mystic sign" for the
youth. He has been singled out, purified, chosen. Reinaldo,
throughout the remainder of his l1ife, will act as 1f he were
a chosen man, if not by de in the traditional sense, by his
own god, by his intellect and talents, by the purity of his
ideals and the grandloseness of his projects. This Venezuelan
stable is the scene of his rebirth "en el seno de la Natura-
leza redentora," the manger from which he will initiate "la
~obra de la reconstruccién de su ser moral, como una planta
que, deformada por el cultivo, volviese a la selva origina-
ria a recuperar el vigor de su antigua condicién éalvaJe."l
His worshippers, hls reyes magos, are the "caras humildes que
sonrefan con una pura sonrisa de asombro'; his sacrament is
significantly the pure fresh milk drawn by his own hand and
toasted in a gourd in a manner which arouses the sense of ﬁ
Bacchanalian act of "las olvidadas religiones de la Natura-
leza." This curious mixture of Christian and pagan emotions
is significant of Reinaldo's heterogeneous nature; it is

further significant of the protagonist's tragic course, for

1vid., p. 12.
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Reinaldo will find that the pure white milk cannot be drunk
from the Bacchanalian gourd. He 1s not prepared for the
cruel inconsistencles of his amblente, and he will find that
the "“bucolic odors of bofilga' will supplant the fresh aroma
of the "cogollos recién cortados."

The stable scene both crystalizes the symbollc char-
acter of Relnaldo and launches the symbolic structure of the
nével, whose unity 1s bullt around the Messianlic pllgrimage
of the protagonist through a world of chaos, of which he 1is
partly responsible and partly victim, to inevitable darkness
and death. Relnaldo's baslic mission on this pilgrimage is
to find himself, to orient his meaning in life through some
project into which he can channel his abundant energles and
talents toward a frultful end; but it 1s a negative Journey
in an oppressive atmosphere that will gradually asphyxlate
him:

Luego yo: en m{ renacen o quieren renacer los

antiguos brios de la familia; pero son fuerzas que
no encuentran su trayectoria... Esto hay que to-
marlo en serlo, porque es una verdadera tragedia.
Estos entusiasmos mlos, seguidos inevitablemente de
abandonos totales; estas alternativas de consagracién
y renuncla son los Gltimos esfuerzos de un organismo
que se siente morir y queriendo producir movimientos
s6lo produce convulsiones.l
Reinaldo 1s truly the victim of his Messlah complex. It
pushes him to attempt superhuman projects which can only end

in failure: "... se siente un flamante Jesés poeta que hab-

la bellamente de cosas de las cuales empleza a dudar."2

11pia., p. 19. °Tbid., p. 17.
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Inspired by the books which his schoolmate Menéndez introduces
to him and which he devours as fervently as he did the Imita-

tio Cristi of earlier years, Reinaldo exclaims: "--Te prometo

que entregaré todo mi corazén a una obra sobrehumana. Yo me
siento capaz de llevarla a cabo. (Yo también llevo un dios
en mi interior!"l Despite his belief in his own sanctity of
spirit and purpose, Reinaldo is the victim of "ese venezola-
nisimo sentimiento mesidnico," which Gallegos examines and
condemns in his essay "El mundo es del jJusto";2 for Reinaldo
is, curiously enough, looking for his own Messiah: "De allf
en adelante se entregd a buscar aquella obra sobrehumana,
devorando los libros que el amigo le recomendaba, con la es-

peranza de encontrar en ellos la palabra migica que le mos-

trase su camino."3

In keeping with his character, each new book impels
the protagonist in a new direction. It 1s necessary to note
here that the device of allusion to literary works is not
used by Gallegos as mere erudition as some critics have com-
plained; it is a thematlic reinforcement of the unstable and
highly impressionable character of Reinaldo, as when, for
example, he announces to his famlly after the reading of

Tolstoy's Resurrection that he intends to parcel out sections

of his land to the peasants and, further, to search the

11p14.

2Una posicién en la vida, pp. 159-161.

3Reinaldo Solar, p. 17. Italics mine.
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houses of prostitution for a creole Maslowa to redeem, Lit-
erary allusion 6f a different nature 1s employed in the con-
stant references to the novel which Relnaldo is writing.

Symbolically entitled Punta de raza, 1t is Reinaldo's own

story, for he, like hils protagonist, belongs to a famlly and
a class that is becoming extinct. His 1dentification with
his protagonist emphasizes his own crepuscular character as
the last of the Solares, his emotional fluctuation and his
unstable contact with reality:

Pero seria imposible precisar sl se usurpaba los
sentimlientos de su personaje o, por lo contrario, con-
strufa éste con los propios, porque Relnaldo Solar
vivia la vida de sus filcciones y éstas la tomaban de
la suya, en un flujo y reflujo continuo de emociones...

Relnaldo's continual flux of emotions and energies

leads him to one futlle proJject after another, As the novel
opened he was dedicated to the rebullding of his estate, be-
gun with the dismissal of the mayordomo, Juan Sevillano, who
has gradually been taking the best land for himself. He 1is
replaced by an Argentine agronomist whose duty will be to
convert the sugar cane into wheat flelds, desplte the warning
of Reinaldo's uncle that the change wlll end in bankruptcy.
Thls scheme 1s carelessly abandoned when Relnaldo decides to
devote himself to a more transcendental project which will
surpass "la medida de las posibilidades humanas'": the found-

ing of a new monistic religion. But he is soon brought back

to earth by his attraction for the beautiful América Pefia, an .

1b1d., p. 13.
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Indian, in whom he will sow the seeds of a biologically vig-
orous race. Through all his schemes, Reinaldo espouses thé
cause of multiple action: "S6lo el imbécll gasta la vida en
llevar a cabo un solo propésito. la verdadera qonstancia
esté en no persegulr dos dfas el mismo ideal. Ia actividad
es una, pero la accién ha de ser méltiple,"?

The narrative account of Relnaldo's multiple actlions
in the form of abandoned projects is but one means of de- |
veloping his character. The device of the counter-figure is
employed much more vividly and is a favorite of Gallegos.

In this novel the author employsAthe counter-figure in two
capacities:. first, as a counter-balance for Relnaldo's
character (in this way the figure becomes a leséon in re-

. verse), and second, to reflect Reinaldo's influence on the
secondary characters. Structurally Reinaldo is the "solar
force" of the novel, and all the other characters orbit
around him at one distance or another depending dn thelr .
intimacy with him, thelr strength-of character, etec. Near-
est in this orbital scheme are the members of his family.

The mother, Ana Josefa, plous and doting on the son, seems to
want little more of her daughter than a promlse not to leave
the famlly home while the mother is alive., Carmen Rosa, the
sister, is better drawn. She 1s the personification of the
Latin American woman, poorly educated and. ill-equipped to
deal with the reallitles of 1life. She is a delicate, romantic

11pi4., p. 53.
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soul torn between three kinds of iove: the complete devotion
to her brother (although she, better than the mothér, senses
that Reinéldo is driving the family to destruction), her
mundane love for her cousin, Pablo, and a mystic love that,
agitated by the ignorant priest, drives her toward the con-
vent. Carmen Rosa's trajectory in the novel is a constant
struggle against growlng away from her brother, whom she
adores and who 1s violently opposed to her mystic leanings.
Her frustrated love for her cousin is symbolized by the sen-
suous orchids which he helped her plant and which throw her
into a fit of despondency when they bloom each year; Carmen
Rosa's splritual retreat l1s the corral or tiny patio where

the orchidg bloom and where she vacillates between "una

violenta ansia de gozar la vida," and "la idea insidiosa"”
imposed by the priest that she should enter the convent.
Carmen Rosa's spiritual torment and frustration, her mixed
desires and the restrictions imposed upon her by mandatory
loyalty to her mother and brother are presented'in a dream
which represents in symbollc condensation Carmen Rosa's pre-
dicament and the tremendous force her brother exerclses 1n
her life:

' Era un convento de la orden de Flor de Mayo. ILas
monjitas vestfan hdbitos muy raros: blancos, lilas,
morados, amarillos, y todas tenfan nombres de orqui-
deas, Todas las mafianas aparecia una nueva monjita,

y la comunidad iba aumentando, cubriendo todo el Jjar-
din, llenando todos 1los rincones. Cilerto dfa aparecié
una nueva hermana de hdbitos blancos que imitaban 1la
forma de una paloma: era la hermana Espiritusanto.

Aquello anunciaba desgracia, y la campana del convento
empezd a doblar. ¢Por qué se habia empefiado Reinaldo
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en que tuviera aquella mata de mal agliero, que flo-

rece raramente y sélo para anunclar desgracla?

iReinaldo tenfa unos caprichos! No la habfa dejado

meterse al convento. (Relnaldo era el sol! Era el

sol; su madre lo aseguraba...l

Reinaldo's dominant personality exercises great power

outside the family clrcle. Early in the novel he 1s reunited
with Felipe Ortigales, a twisted shadow of a man, broken in
health and spirit, almost unrecognizable from the school days
when Reinaldo first knew him, Ortigales 1s perhaps the most
vivid example of Reinaldo's influence on others; his pathet-
ic spifit and body undergo an incredlble change for the bet-
ter. He becomes the sounding block for Reinaldo's schemes
and seems to come alive with his fervent ideas. Ié is Orti-
gales who brings Reinaldo's attention to América Pefla, and
the poor fellow is repald for his childlike confidence in
Reinaldo when the latter decides to take advantage of the
girl's preference for him. What at first had seemed the
salvation of Ortigales, the infectuous vigor of his friend,
now becomes his downfall. Buf Reinaldo's magnetism is not
easlily broken, and Ortigales, despite a growing hatred for
Reinaldo which is destroying him spiritually, "no podfa ne-

"2 Reinaldo's

garse a nada que le propuslera Relnaldo.
strength and intelligence overcome Ortigales, who fatalis-
‘tically succumbs to-a superior force.. Every moment in con-
tact with him leads Ortigales nearer to complete neurosis,

until, finally, he is tormented in his sleep (as was Carmen

11pid., p. 146. 2Tbid., p. 52.
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Rosa) by the thunderous voice of Reinaldo shouting: "La vida
es del fuerte! {El mundo es mio!"l Even hhen Reinaldo, so
insensitive that he 1s unaware of Ortigales' love for América,
takes him to see the cabin that he 1s bullding her as a
temple of their "cult of free love,'" Ortigales 1s powerless.
On the verge of sulcide, he is compelled to listen, '"emboba-
do," and to Reinaldo's ecstatic vision of what he will exper-
ience with América, Ortigales can only answer: 'He sentido

"2 When Ortigales confesses that he 1is

vértigo oyéndote.
deeply in love with América, Reinaldo suffers a similar meta-
morphosis as with the sudden disgust of his religious tutor:
he feels physically 111 that Ortigales should love the woman
with whom he has chosen to create a new race, for his dream
1s sullied and he decides to break with her., He sadistically
suggests that Ortigales accept the girl, that he can prove
himself above petty morality by marrying her although Reinal-
do has robbed her of her virginity; and then, he 1is horrified
by his own sadism "cuando advirtié que la idea diabblica
parecfa haber infundido a Ortigales una consoladora esperan-
za."3 Ortigales 1s the personification of the "alma sepul-
tada, totalmente abolida." He is beyond pride as Reina}do
tosses him the second hand love of América. The following
'scene, taken at this point of the relationship of the two,

shows vividly the extent of Reinaldo's hypnotic power over

one irresistibly drawn to him:

11bia. 2Ibid., p. 57. 3Ipid., p. 58.
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Contagiado de la vehemencla de Reinaldo Solar, Orti-
gales sentfa correr por su esplnazo los escalofrios
de lo sublime., Pero no se abandonaba por completo a
esta emocién; un pensamiento se lo impedfa: ¢sequiria
Reinaldo pensando llevarse a América Pefia? Por fin,
se decidié a averiguarlo:
--6Y America? &Deslstes de ella?

--iBah! He desistido hace tiempo. El1l amor enerva,
Yy yo necesito todas las fuerzas de ml espiritu. Mi
obra las reclama.

Poco falté para que Ortigales se le echara al
cuello. Profundamente emocionado, se quedé vién-

dolo, sin poder hablar. Al cabo de un rato, mur-
muré:

--iEres el Superhombre.'l
And with this Ortigales 1s abandoned by Reinaldo to suffer
the unanswerable anxiety of whether the son born to him and
América 1s his own or Relnaldo's.

Reinaldo's effect is even more lethal on the young
painter of gentle splrit, Rivero, who "desde un principio
fue completamente adicto a Relnaldo."? Like Ortigales, Ri-
vero met Reilnaldo in a period of complete disillusion in
his 1ife. The young artist, weak and sensitive, places all
his trust in Relnaldo, who inspires him to paint again.
Reinaldo's precocious Imagination is transported by thg
scene of four blind and lame beggars tilling a small plot of
land: this could well be the symbol of national art, blindly
scratching the surface, not descending to the true subsoil
of the spirit of the race. Rivero is inspired to renew his

artistic efforts by painting what his friend has suggested,

l1bi4., p. 62. 21pid., p. 82.
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significantly as much for Reinaldo as for himself:

--éVes lo que te he dicho? Eso es Relnaldo Solar,
Quizéd no llegue jamids a realizar una obra completa-
mente suya; pero haber producldo ese entusiasmo,
haber devuelto la confianza en sf mismo a qulen la
habfa perdido, es también hacer obra.l

The inspiration to create a pilece of truly genuine national

art which so enthralled Rivero is destroyed by Reinaldo's

denial of national loyalty. Feeling 'la angustia del nuevo

desarraigamiento," he decides to abandon the country, to

travel to Europe, to find a new atmosphere in which to cre-

ate, to undertake "la conquista del Viejo Mundo, emprendida

por el arte americano y para el arte americano."® At the
end of Part I, Relnaldo departs for Europe, eager for the
conguest but with mixed emotions, This is another in his
chain of abortive projects: the ultimate escape, the re-
Jection of country, race and culture. This negative pat-
riotism, which 1s the theme of Héctor Murena's El pecado

original de América, may be considered a varlation of the

new

Messiah complex--where before Reinaldo looked to literature

for "la palabra mdgica," now he begins '"la eterna expedi-
cién al Dorado':

El Dorado fue la ficcibn inventada por el indio para
internar y perder al espanol, y la gota de sangre

del indio que tenemos en las venas es lo que nos hace
pensar hoy en la fuga a Europa, que es otro Dorado,..

--Es amor a la aventura, al gran esfuerzo de un mo-
mento, por incapacidad para el pequefio de todos los
dias. Reinaldo Solar caracteriza perfectamente este
caso nacional.3

11bid., p. 87. 2Tbid., p. 101. 3Ibid., p.

108.
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Among the secondary characters, Menéndez 15 the most
outstanding counter-figure to Reinaldo. It is through Menén-
dez that Gallegos voices a lesson in opposition to Reinaldo's
fracasos and inconsistencies., Menéndez, the epitome of "la
paclencla de quien se ha impuesto una tarea y ha de llevarla
a cabo," constantly rebukes Reinaldo's flighty attitudes and
extravagances., In Menéndez, "el espiritu mesurado y lGcido,
la ecuanimidad, la transparencia del caricter, sin complica-
ciones, vaguedades ni contradicciones,"l Reinaldo recognizes
hls counterpart, and the personality of his friend gradually
becomes 1ntoierable to him. It 1s Menéndez who sees through
the wasted talents of Reinaldo and best analyzes him: "Este
no tiene remedio. Es 1l4stima; de é1 podria decirse como ya
se dijJo de Byron: a su naclmlento asistleron las hadas de
todos los dones, pero falté la del julcio."?

Manuel Alcor, 1like Menéndez, was "un joven de propb-
sitos firmes y tenaces."3 A product of "aquel ambiente letal"
of the provinces, he accomplished his dream of escape to the
capital only to find hils literary career stifled by the ven-
geance of his financial backer when he refused to dedicate
his first work to him., These two friends, so distinct from
Reinaldo, are drawn in orbit around him, caught by the con-

tagion of '"aquella animosa alma siempre en tensién de ideales,

por la sugestién de aquel alucinado que iba por el mundo con

11p1d., p. 69. 2Tpid., p. 70. 31vid., p. T1.
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la l4dmpara del encendido corazén, buscando su camino."l The
interaction of the three, especilally in their heated discus-
slons, forms the basis for definition of character and the-
matic development.

Part II begins with Reinaldo's return from Europe--
his self-imposed exlile has lasted only two months, though 1its
effect will be far reaching on himself, his family and
friends. The circular pattern of the novel becomes increas-
ingly defined in Part II. The symbol of Relnaldo is built
around light and solar imagery,2 and similarly the pattern of
the novel parallels the solar course: Part I opens wlth the
rising sun (paralleled by Reinaldo's growth of activities and
steadlly growing magnetic force over family and friends);
Reinaldo reaches his zenith as he departs for Europe, re-
nouncing all his past failures and completely sure of suc-
cess; Part II, beginning with his return (since he has not
found success in Europe, he has returned to the scene of his
original failures and the inevitable ones to come) will com-
plete the circle of Relnaldo's gradual decline, as he becomes
a crepuscular figure traveling toward the darkness of the set-
ting sun that was so hopefully dispersed as the novel opened.

His trajectory 1s one of decline and he carries all those who

11b14., p. 85.

2For a detailed study of the use of light in Reil-
naldo Solar, La trepadora, Dofia Birbara and Cantaclaro, see
José Vila Selma, Procedimientos y té&cnlcas en ROmulo Gallegos
(Sevilla: Publicaclones de la Escuela de Estudios Hispano-
Americanos de Sevilla, 1954), pp. 9-39.
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orbit around him into the same darkness of fracaso. Thelr
ultimate failure 18 only a matter of degree.

When Reinaldo returns from Europe, he is more fired
with zeal than ever, "convencido a buena hora de que no vamos
a componer este pals con versos y novelas."! He wili no
longer be content with trivial projects, for he is driven by
" "una fuerza clega y loca... No sé a dénde me llevard; pero
tampoco quiero resistir a su influjo."2 Now he is hopelessly
neurotic, tortured by the constant reminder of Menéndez's
warning, "Hombre de accién es todo aquel que trabaja en su
obra y 1la lleva a cabo,"3 and by the deadly symbolism of a
recurrent dream which foreshadows his own end:

Tengo un miedo atroz a sobrevivirme; siento que me

sobreviviré, que me quedaré sin una ilusién, sin un
ideal, como el &rbol de mi suefio se queda sin hojas,
Pero as{ como éste hace esfuerzos desesperados para
alimentar la finica hoja que le queda, asl yo me afe-

rro a este ideal, a este propésito de ahora, que tal
vez sea el dltimo.

This last project is the one Reinaldo clings to most tena-
clously and the one failure which he cannot endure. Caught

by the desire to fulfill his duty to his country, he evolves
the 1dea of a Civic Association, whose motto is "Hacer Patria."

The utoplic cause is first espoused by a group of students
who, inflamed by Relnaldo's oratory and his fervor, look to
him as a national saviour: "Nosotros le esperdébamos a us-

ted. Es decir: esperdbamos al hombre de la buena nueva.
Yo he visto en usted a ese Mesias."? Reinaldo's 1llusions

lReinaldo Solar, p. 114, 2Tpid., p. 116.
31bid. B1bid. 5Ibid., p. 128.
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soon. vanish before the poﬁer of selfish interests which gain
control of his Assoclation. He who promised salvation for
others can find none for himself. His family fortunes are
lost and he is forced to sell the estate; the lnevitable
family rift is aggravated by his entanglement with the lovely
Rosaura, which ends with her broken marriage and complete
disgrace. With the financial ruln of the family, Carmen
Rosa's entrance in a convent 1s assured. Reilnaldo's flight
to Europe had fallen upon Rivero "como una definitiva losa
de desengaﬁos,"1 and the news of his death brings Reinaldo
to the realization and responsibility of hils effect on
others:

Y todo esto--se decla a si mismo Reinaldo--es la

obra de esos cambios de direccidén, de una de esas

contradicciones de mi voluntad. Nuestra vida no

nos pertenece a nosotros solos, es también una

propiedad de los demds. Yo he cometido un verda-

dero despoJo con ese pobre giverito, que se gpoyé

en m! para andar su camino.
. The prophecy of his dream is being fulfilled: Reil-
naldo, the last waning leaf of his dream (and family) tree,
is spiritually dead. As he attends the formal act of instal-
lation of‘the Association, he listens from a distant corner
of the room and realizes that he no longer has part, place,
or power in his own creation. He 1s struck by a miniature
of the Winged Victory of Samothrace, which, blind and with
wings outstretched to fly, is the symbol of the act being

completed before him:

11p14., p. 164. 2Ibid., p. 165.
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..+ parodla de un gran esfuerzo que tendfa las alas

sin ver hacla dénde, era aquella sesién en el cual

unos hombres descref{dos y abfilicos y otros hombres

de negada moralidad iban a declarar fundada una 1n-

stitucién utépica que no pasaria de las pédginas del

acta de instalacién, como no abandonaban la repisa

del rincén las alas de la estatuilla.l
The symbol of the statue is Juxtaposed with another, intro-
ducéd directly by: "Era también un simbolo." This abrupt
collocation of elements 1s charged with dramatic impact for
both reader and protagonist. The symbol is now Rivero's
painting, inspired by Reinaldo but unfinished, The symbols
of statue and palnting synthesize the final evaluation of
Reinaldo's Messianic pilgrimage which has been no more than
the blind leading the blind; both his‘own projects and those
inspired in others have ended in fallure. As Reinaldo's eyes
search the canvas, what he sees 1s a montage of the recurrent
Eymbolic elements of the novel., The painting depicts the tra-
gic figures of ragged beggars, trying to seed the stony
ground, their projJect as hopeless .as Reinaldo's had been,
His utopic ideals had been plucked away by selfish interests
Just as the seeds of the beggars would be by the vultures
perched on nearby trees. The scene 1s depicted at sunset:
"el rayo sesgado de un sol de oros muertos tumbaba la sombra
de los su;cos." In the crepuscular lisht»a single; leafless
tree dominates the foreground. The canvas is a maes'or in-

consistencies (as is Reinaldo's character):

trozos donde vibraba el color felizmente hallado;
grandes porciones incomprensibles en las cuales el

lIbid., p. 177'
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desdibujo y la falsedad del colorido revelaban inca-

pacldad y cansancio; espaclos de tela, ni_manchados

siquiera, denunciando el s@bito abandono. !
In the final evaluation, the painting,_as well as the sum
total of Reinaldo's futile projects, was "un asunto extra-
vagante, que s6lo el genio hubiera podido salvar del ridi-
culo; una tentativa que se quedé en boceto... |{Todo un sim-
bolo que paré en caricatura!"?

It is at this point that Reinaldo comes to the final
reallzation of himself, of his wasted years and energles, of
his ultimate defeat: ‘

Reinaldo corrié piladosamente el lienzo que cubria
aquel cuadro ... alll habla muerto algo suyo, un en-
tuslasmo de Juventud, uno de aquellos entuslasmos que
no sacudifan su espiritu con la vehemencia de antes,
que ya lo abandonaban para siempre, dejéndole en el
corazbn_el temprano estrago de las fuerzas despilfa-
rradas.3

Reinaldo's faith in himself 1s broken, nor can it be
reinforced by the love of Rosaura. Thelr parting, the fail-
ure of this woman's love to hold his interest, is the "final
vanishing dream." Now Reinaldo's life and the atmosphere of
the novel are dominated by twilight scenes. As the two -
stroll at La Gualra the evening before Rosaura will leave for
Europe, once again Reinaldo 1is struck with a mystic sense of
the scene before him:

Tras del cabo, el resplandor de la puesta de sol...
El agua infinlta y resonante se movia bajo el ala
del viento, y todo el mar parecfa correr hacila el

poniente... Recinaldo tendid las miradas sobre la
ancha faz del mar. N1l una vela en el horizonte!

11p14. 21p14. 31bid., p. 178.
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N1 un rumbo marcado en aquella desolacién de in-
finitos! N1 una actividad que no fuese el ator-
mentado vaivén de las fuerzas que se han quedado
encadenadas dentro del colmo de las medidas! iTan
s6lo aquellas dos barcas cuyos mistiles trazaban

sobre el crepisculo los signos vacllantes de los
destinos detenidos!

Interpretando el mistico sentido de las cosas,
vié en ello un simbolo de su vida.
How different his mystic interpretation now from the day he
began hls Journey with the happy omen of the first ray of the
rising sun on his brow. Later, as Rosaura's boat pulls into
the distance, Relnaldo stands at the end of the dock, for
the first time "al término de un camino." The scene is domi-
nated by the horlizon of the sea, shapeless, pathless: "...
" roJo y enorme, el sol bajaba a hundirse tras el horlzonte,..
Reinaldo Solar recogla aquellas impresiones y pensaba que
también en &1 todo declinaba o ya estaba sepultado."?® His
supreme reign over all those who loved and trusted him is
at an end:
Almas donde é1 habla reinado y obra suya que se le
apartaban y se le enajenaban para siempre, porque no
supo hacer el gesto necesario, la afirmacién lmperilosa
que Impidiese que ésta le fuera arrebatada y prosti-
tufda por los prevaricadores, ni quiso pronunciar 1la
palabra midgica que aquéllos esperaban de sus labios...3
As Reinaldo leaves the dock and passes in front of a
barracks, the flag 1s being lowered and he stops to contem-
plate the spectacle. There, as in his own life, "también
declinana algo hermoso, color y orgullo que debfa ser reco-

gldo antes de que extingulera el dfa, pues se aproximaba 1la

11pid., p. 199. °Ipid., p. 201. 31Ibid., p. 200.
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noche y era cosa sagrada que no podla ser envuelta en som-
bras..."l He 1is determined not to outlive his 1deals{ for,
"la vida es tamblén una bandera, que no puede ondear sino en
la luz glorilosa del 1dea1..."2 At this point'he commits the
final treason against the principles of the Association; he
wili Join the revolution and by dolng so will commit sulcide:
"muerte de bala o de barbarie, de la guerra no regresaria el
Reinaldo Solar que iba a lanzarse a ella."3 The mixed imagery
of the setting sun and the lowering of the flag parallels
Reinaldo's decline in strength of will and spirit. Like the
flag which waved so brightly, Reinaldo has been brought
down, extinguished:
Ia bandera acabé de descender, caybd, se apagd

como una llama del cielo al tocar la tlerra, y de-

jando de ser el sfmbolo de la Patria, se convirtié

en un trapo entre las manos de un soldado. Enmude-

cleron los clarines y a la diana marcial sucedid una

charanga burlesca de pitos y tambores...

Y el sfmbolo se cumplié.u

Months later, this final symbol is fulfllled. The
revolutionary movement has broken up because of the anarchy
of 1ts leaders. Reinaldo, now Captaln Solar, 1s in charge
of a group of twenty ragged men making their way to the sea
and escape in fishing boats. Reinaldo 1s broken in body and
spirit, "vuelta un guifiapo el alma que habfa sido una bandera

de orgullo suelta a 1los vientos de los grandes ideales como

aquella otra tarde la de la Patria en manos del soldado."D

11bid., p. 203. 2Tbid. . 3Ibid.
41p1d. Italics mine. 5Ibid., p. 204.



50
The final chapter complements the first and completes

the symbolic pattern., It 1s almost as 1f Reinaldo's fleet-
ing 1ife had covered the course of one day. How different
néw the description of the setting as Menéndez and Alcor
stroll in the outskirts of the capital, "donde mueren las
estribaciones del Avila." The rebirth of day 1s distant; the
scene 1s at dusk. 1In contrast to the luxuriant, bucolic
.landscape of the opening chapter filled with smiling peas-
ants, this scene 1is dry, dead, flowerless, and unpeopled ex-
cept by the two friends. Thelr communidn wlth nature 1s very
distinct from Reinaldo's mystic Jubllance as the novel opened:

--Otra vez estamos como entonces: el paisaje vuelve

a ser nuestro refugio. Pero ya el palsaje no es

para nosotros 1o que era antes: suefio y entusiasmo;

ahora es reposo, abandono.
Reinaldo is now on1y4a sad memory; all those who gravitated
around him have Suffered thelr own defeats, although not so
spectacuiarly: "Sobre todos ellos habifa cafdo 'la losa de
los suefios...'"2 And the novel, which opened with a 1life
that promised such stellar brilliance, now closes lts dra-

matic cycle in absolute darkness:

Ia noche invadid 1la barranca solitaria.3

Ia trepadora, 1925

Among the multitude of soclal, political and artis-
tic preoccupations that were developed through the dialogues

of the restless, youthful group in Relnaldo Solar, one of

11pid., p. 206. °Ibid., p. 207. 31bid.
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the most consistent questions was that of the need to develop
a truly national art and literature.‘ Two years after the
publication of this first novel, Gallegos was still urging
his compatriots to Join together in this common cause. From

the pages of the weekly La Novela Semanal, of which he was

the literary editor, he opened the doors to aspiring young
Venezuelan writers: "A todos los invitamos a colaborar en
esta tarea que emprendemos con el 4nimo de contribuir a la
divulgacién de una literatura verdaderamente nuestra."l But
Gallegos was not content merely to animate othefs to forge a

national literature:

Para el afio 1925 estaba Gallegos ya entregado al
segundo aspecto de su rol como forjador de una lite-
ratura venezolana no como animador de otros escri-
tores sino como creador de una novela genuinamente
venezolana. la trepadora estd tan metido en su es-
fuerzo que propone camblar la misma trayectoria de la
novela venezolana con la publicacién de su obra nue-
Vaoco

Ia trepadora resulté la primera novela, la verda-
dera novela, clento por ciento venezolana.é

The lapse of flve years between Relnaldo Solar and

la trepadora is indicative of a "gran distancia espiritual"3

in the evolution of Gallegos' thought. Where the first

novelihad formed part of the series of bltterly pessimistic
!

works that had characterized Venezuelan letters up to its

time, a sharp change of attitude, a bright optimism, is

11a Novela Semanal, Vol. I, No. 1 (septiembre 9,
1922), 1.-

2Towell Dunham, "Rémulo Gallegos: creador de la lite-
ratura nacional venezolana" (unpublished article written in

January, 1964),
3pardo Tovar, op. cit., p. 1T74.
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evident in the second novel., Gallegos calls attention to

this change in trajectory in the prologue to the first edi-

tion:

Este asunto ha sido para m{, objeto de un cari-
fio especial: es mi primer libro optimista y estoy
satisfecho de haberle dado este cardcter: la tre-

adora es ansia de mejoramiento y, por lo tanto,
EmpIIca confianza en el porvenir,

Hasta ahora nuestra literatura ha sido amarga
y desesperanzada, pero creo que ya es tiempo de
amar y conflar un poco.

With la trepadora, Gallegos the novelist comes into

his own; the translition from the shqrt story and essay to
the novel 1s completed. The preoccupations of Gallegos the
essaylst are subordinated to the artistic technlique of the

novel, resolving many of the defects of Reinaldo Solar, a

novel of abstract setting and unstable characterizations. In

Ia trepadora Gallegos finds the pulse beat of hls nation; his

protagonists are authentic products of the Venezuelan soil,
thelr conflicts real and the spirit of the land warmly felt.
Above all he displays his able narrative technique, hls mas-

tery as a great story teller in la trepadora, ''novela en la

cual siempre estd pasando algo a punto de convertirse en
tragedia."? The form of the Gallegan novel 1s fixed:

La férmula de novela que Gallegos realiza en lLa
trepadora va casi a constituir un modelo invariable
para toda su obra posterior. Esa forma podriamos
reducirla en lo esenclal a esto: el escenario natu-
ral venezolano presentado al través de un conflicto

lla trepadora (12 ed.; Caracas: Tip. Mercantil,
1925), quoted in Dunham, op. cit., p. 61,

2Julio Planchart, op. cit., p. 22.
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ético y sentimental, que se combina con la pugna
reformista entre civilizacién y barbarie. Este
tipo de conflicto se desarrolla en un relato siem-
pre lento, equilibrado y de una mesura formal que
rara vez Se rompe,l

La trepadora is further significant in that the cycle

of constants, "de temas que conservan un valor, fijo en el
desarrollo de la creacién literaria," is stabilized. These
constants, treated in varying degree in the first novel, will
become the great thematic substance of Gallegos' symbols:

la fuerza desorientada con sus lmplicaciones del
fracaso y del pecado contra el ideal; la idea del
alma dormida con su corolario de la funcién reden-
Tora de despertarla; la lucha entre la civilizacilén
y la barbarie que abarca campos colectlvos o 1ndlivi-
duales; los conflictos provocados por los mestizajes
y los casamientos entre personas pertenecientes a,
grupos soclales diferentes y hasta contrapuestos.

The central confllct of La trepadora revolves around

Venezuela's principal social problem, the diverse racilal
character of the nation., In other countries this problem
was not critical or not even present,

pero Venezuela no era un viejo pais, con
estratos sociales perfectamente definidos y
asentados donde a cada cual le correspondilese,
conforme a lo preestableclido y prejuzgado, sino
una hechura reclente de convulsiones de guerra--
la Independencia, la de la Federacibn, sobre
todo--y un empuje violento de pueblo venla de
abajo abriéndose paso.3

The only fruitful solution which Gallegos sees for the racilal

upheaval 1s the mixture of the races, el mestizaje. In

lysiar-Pletri, op. cit., p. 145.
2liscano, op. cit., p. 208,

3Gallegos, "La pura mujer sobre la tierra," Una
posicién en la vida, p. 407. Italics mine. -
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Reinaldo Solar he had presented the picture of a decadent and

morlibund aristocracy without hope of prolongation, as symbol-

ized iIn the fracaso and death of Reinaldo. In La trepadora

he offers a.new vision of hope, '"una pintura de formacién de
pueblos, que puede realizarse con alegrfa sl se procura con
bondad."l This "formation" of the race, the inevitable pro-
cess of mestizaje, 1s the central symbol of the novel. Ga-
llegos translates "el empuje violento de pueblo que venla de

abajo abriéndose paso" into la trepadora, the climbing vine.

This symbol 1is projected through the three key figures: Hi-
lario, '"el hombre de presa," Adelaida, "la de la voluntad
abolida," and thelr daughter, Victoria.? The composite
image of these three protagonists forms the parallel of the
symbolic growth of the trepadora.

Hilario Guanipa and the trepadora begin life simul-
taneously. The first two parts of the novel take place in
the vast, open coffee country of the Tuy valley. Hilario is
the illegitimate son of an aristocratic landowner, don Jaime
del Casal and a humble worker on fhe plantation, Modesta Gua-
nipa. 1In reparation for his "veleidad," don Jalme glves
Modesta a "montafiuela de café" where she can raise the boy.
Thus Hilario, in whose veins the blood of the aristocracy

intermingles with that of his humble mother, begins 1life

11pi4., p. 410.

2The novel 1s divided into three approximately equal
parts, each bearing a subtlitle which characterizes the three
main protagonists.
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simultaneously with the symbolic vine, "... la Trepadora que
broté de 1la g;ggg; y crecié para ahogar cuanto se dejara
aprisionar entre sus bejucos..."?

The trepadora begins to grow, but noﬁ Just to grow
at random; there 1ls always the image of the strong young
shoots and tendrils grasping, clinging, choking, selzing
everything along the path of growth to pull itself upward.
This upward rhythm of growth is paralleled in the increasing
momentum of the three ascending parts of the novel, almost
as 1f the trepadora were desperately pulling itself upward
through the darkness toward a point of full exposure to sun-
light. Hilario, too, finds many obstacles in his path. As
the 1llegitimate son, he watches helplessly through the years
as hls step-brother, Jaimlto, lets the family plantation,
Cantarrana, go to ruln. As Hilarlo contemplates the aban-
doned lands, he forms a plan: "--iTodo esto serd mfo dentro
de poco!"3 But despite that part of him which hates and
envies, a nobility and pride inherited from his father dic-
tate that he must win on hils own merit. He rejects his

father's offer to recognize him as his son: "... le agradezco

1The symbol of the vine, in perfect harmony with the
natural setting, is enriched by the double significance of
gleba as referring both to the actual sod and an indentured
servant sold with the land; although Modesta was merely a
worker at Cantarrana, the desires of the Eatrén were not to
be ignored.

2Prologue to first edition of lLa trepadora, loc.

cit.

3La trepadora, p. 27.
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su buena voluntad, pero no quiero que nadie diga mafiana que
tengo porque me dieron."l As his father laments the ruin of
the land, Hlilario replies with the intencién, a phraseih
charged with future significance which establishes the cir-
cular pattern of the novel: "--Y no tenga culdado: Canta-
rrana no pasard a manos extrafias,"®
Hilario will be spurred on throughout the course of
- the novel to attain what he considers rightfully his except
for chance: Cantarrana, dominated by Casa Grande, the manor
house, which symbollizes the aristocratic caste that Hilarilo
sees as his implacable enemy. Throughout the novel, the
symbolism is drawn around this house and the trepadora which
begins to grow over 1t after the death of don Jaime, when
the family moves to the capital. The growth of the vine
over the house represents Hllarlo's growlng strength over
the hated famlly and, by extenslon, the power of the mesti-
20's brute strength over the gradually weakening aristocracy.
This growth is noticed too late byvthe del Casal family.
When Jalmito, desperately in need of money to salvage a
banking venture, first mortgages Cantarrana and then seeks a
buyer, he finds that Hllarlo 1s the mortgage holder. With
the land finally his, the first part of his project of venge-
ance against the del Casal family 1s complete. But the tre-
padora instinct in Hilario does not stop at this., He will

make a spiritual conquest within the family; he 1s determined

11bid., p. 31. ®Ipid., p. 32.
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to take the finest flower of that aristocratic family in
marriage.

As a child Hilario was fascinated with the young
cousin of his step-father, Adelalda Salcedo, a fragile girl
of romantic temperament. Sheltered by a posseséivé and
overly strict father, she soon learned that 1t was impossible
to protest agalinst anything in 1ife and retreated into an |
ivory tower existence, taking enjoyment in romantic music
and her daydreams. Already "de la voluntad abolida," she
was unable to cope with the violent emotions that Hllario's
attentions aroused in her. Here agaln 1s the attraction of
opposites that Gallegos uses so forcefully to delilneate char-"
acter: Adelaida, who represents the best of her caste cul-
turally and spiritually, will be irrestibly drawn to the
brute strength and vitality of Hilario: "Su alma tiﬁida, su
delicado ser entero, su vida toda, corrfa hacia Hilario, fuer-
te, brutal y vallente, como corre el r{o manso y débil
hacia el mar inmenso y temible."l

Adelaida will enter into the union with Hilario with
a high spiritual motive, having promlised don Jaime before
hls death that she would be the woman who could redeem Hi-
lario and calm his bitterness. She realized the source of
that bitterness, his dual nature as "el hombre de bien" as
opposed to "el hombre de présa.“ Adelaida's refining influ-

ence on Hilario 1s foreshadowed by the scene where he goes to

11p14., p. 60.
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Casa Grande, plamming to carry her away from the family, by
force 1f necessary. But he stops, watching her through the
window as she plays the piano:

Pero... iaquella mésica..! ¢Que virtud tenia,
desconocida para €1, que no le dejaba hacer la
sefial necesaria para que Adelalda fuera a arro-
Jarse a sus brazos? ,Por qué lo subyugaba hasta
el extremo de no poder moverse, de querer rete-
ner el allento para escucharla meJor..? ¢De qué
mundo misterlioso, Jamds vislumbrado venlan aque-
1los sonidos que le suspendfan el alma en arroba-
mientos desconocidos, aquel soplo invisible de
belleza que le iba apagando dentro del corazén
las brasas impuras del deseo?.... todo le produjo
un sentimlento singular, el primer sentimlento
delicado que experimentaba el alma ruda de un
Guanipai.. Dio un paso atrds. -Luego otro y
otro...

The significance of this scene willl grow through the course
of the relationship between Adelaida and Hilario. True to
‘her promise to don Jaime, she will finally effect a change

in Hilario toward the "hombre de bien'": civilizacién will
2

. overcome barbarie.
Part II begins with the rustic wedding feception
which Hilario has arranged for his new bride. Now the prey
has fallen into his grasp, and although he loves her in hils
manner, he is determined to impose his environment on her:
they will live in the house of the mayordomo, for he stead-

fastly refuses until many years later to inhabit Casa Grande.

11bid., pp. 66-67.

2npdelaida es Efigenia. Serid también Luisana. Ga-
llegos gusta conceder a las mujeres de origen mantuano un
papel redentor. Su mislén parece asignada de antemano:
propiciar con su amor y su refinamiento espiritual, el nacil-
miento de una conciencia superior en 1los rencorosos mestizos
que vienen de la plebe y anhelan igualarse con sus antiguos
amos." Liscano, op. cit., p. T71.
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The wedding reception 1s Adelaida's forceful introduction to
her new way of life. Finally, tired and embarrassed by the
blunt comments of the workers and neighbors who have come to
meet her, she retreats alone down the path toward Casa
~ Grande:
La blancura de sus muros y columnas al crudo sol

del mediodfa daba una impresién desoladora. Por sus

techumbres comenzaba a extender sus &speros gaJjos

una trepadora silvestre que subfa desde su matorral

cercano, revestida de flores de un color violento.l
At this point Hilarlo has reached the summit of his goals
Just as the vine has reached the rooftop of Casa Grande;
and this growth on the part of both has been accomplished by
obstinate, brute force, an upward surge from the lowest level,
the humblest beginnings. The whiteness, purity, of Casa
Grande 1s stalned by the trepadora's flowers, "de un color
violento," as Adelailda's sensitivity will be shocked and
strained by her husband's nature. Her world is no longer
the aristocratic confines of the '"noble casa abandonada,"
but rather the raw, stifling natural setting around her to
which Hilarlo 1is inextricably bound:

En torno reinaba la siesta ardorosa. Un pesado

sopor gravitaba sobre todas las cosas. Cerca de

ella, entre el ramaje inmévil de un 4rbol, tem-

blaba una hoja, con inexplicable vibracién. De

los cafetales subfa el penetrante aroma de las

flores recién abiertas. Bajo la hojarasca, entre

el alto follaje de los guamos y dentro de los ma-

torrales rastreros, murmullos, gritos silenciosos,

pausas de una sinfonla enervante que recorria la2
brutal naturaleza como una onda turbia y cdlida.

115 trepadora, pp. 95-96.
°Ibid., p. 96.
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Her revery 1s broken by the imposition of Hilario's brutal

nature, as his arms grasp her wlth the same vigor wlth which

the vine clings to Casa Grande:

De pronto sintié que un brazo duro y fuerte se enros-

cabal en su talle oprimiéndola contra un cuerpo

musculoso y ardiente... Fue un instante de zozobra.

iYa iba a conocer cémo era el amor de un Guanipa.2

With the birth of thelr daughter, Victoria, Adélaida's

strength is tested to the fullest. The dual nature of the
father 1s repeated in the daughter, Hilario is furious when
the infant resembles the mother so much that he even doubts

the child to be his own, but

.s. 1lban desapareciendo de su rostro aquellos leves
rasgos delicados y finos del parecido materno que
tanto habla contrariado a Hilarlo, para ser susti-
tufdos, aunque ganando en hermosura, por las toscas
facciones Guanipas, y Adelaida, atenta, dla por dla,
a la transformacién de la hija, que era su propila
desaparicién progresiva, se abandonaba con resignada
tristeza a pensamientos fatalistas.3

Hilario is Jealous of his child's dual nature because he
) ) R T N

feels in himself. "la lucha entre lo plebeyo y io noble en
en dramdtico mestizaJe.esp:h:*itual."LL

But despite the‘moﬁher's disappointment and the
father's fervent desire that his éaste triumph in the child,

lcompare with later treatment (footnote 1, p. 67):
"Los brazos de Modesta estrechando a Jaime fueron los prime-
ros brotes de aquella trepadora silvestre que venfa enroscén-
dose en torno al viejo 4rbol de la familia ilustre, brofes
que ya eran gajos vigorosos cuando sus brazos se apoderaron
de Adelaida..." Ibid., p. 257. Itallcs mine. '

2Ibid., p. 96.
3Ibid., p. 115.
Y1bid., p. 116.
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the fruit of their union 1is not a victory for elther caste at
the expense of the other., Victoria's dual nature is undeni-
able, as the nurse points out: "Esa criatura tiene dos caras:
una cuando esti desplerta, que es la cara de su pae; étfé '
cuando estd dormida, que es mismamente la de usté."l  If Vie-
toria had been the triumph of one parent over the other, as
one recent critic would have us believe,? Gallegos' optimism
in the racial outcome of his country would have been defeated.

As Professor Dunham states: "En La trepadora el fisicamente

fuerte se casa con la que 1o es espiritualmente; el resulta-
do es un producto mejor que ambos...“3 The author himself

explains:

Y resulté lo que tenla que resultar: Victoria
Guanipa. _

Y digo asi porque soy optimista, porque creo en
la eflcacia de las hechuras de la vida, que todas
pueden ser buenas sl blen se las dirige. Victoria,
producto de fuerza y de ternura, con voluntad de
pelea para cuando fuere necesario darla, pero con
disposiclién a sacrificlo en las oportunidades de
alma serena y conflada, no era un triunfo de los
Guanipas trepadores y violentos, nl tampoco de los
Salcedos de casa vieja y leyenda nobiliaria, mis o
menos auténtica, sﬁno de imperecedera bondad acom-
pafiada de alegria.

Victoria, "otro gajo mds de la trepadora," is the

11bid., p. 117.

-@n . Hilario Guanipa queda al fin derrotado. Por
eso 'la trepadora' es novela optimista; porque no triunfa 1la
sangre Guanipa, que hublera representado el triunfo de la
Barbarie, sino la sangre y los 1ldeales del Casal que vuelve
a dominar allf donde en un paréntesis habfa triunfado la Bar-
barie." Damboriena, op. cit., p. 260."

3Dunham, op. cit., p. 214,

uGallegos, "La pura mujer sobre la tierra," loc.
cit., p. 409. :
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final component of the symbolic network. An only child, she
grows up in the rugged, isolated atmosphere of Cantarrana,
an authentic product of her environment. But as she develops
into a young woman, her attentions turn away from the man-
nish pursuits she has enjoyed with her father. Where Hila-
rio's vision of conquest had been limited to the confines of
one hated family, Victorla directs her trepadora instincts
toward a larger horizon. Fascinated by accounts of her fash-
ilonable cousins, she formulates a plan of.conquest toward
that aristocratic SOciéty of thé capital, "el dorado mundo,"
where.they reign:

Y una nueva zozobfa se éposenté en el corazén de

Adelaida. E1 ambicioso suefio de Victoria de bri-

llar en la alta sociedad de Caracas, apenas nacido

y ya afdn impetuoso, la temeraria ingenuldad de

adoptar el apellido del Casal, vislumbrando a través

de las palabras que acababa de oirle, y, por otra
parte, los graves recelos que siempre le hablan

inspirado los Impetus de aquella sangre que la hija
llevaba en sus venas, sangre de una raza trepadora
que ante nada se detenla, todo esto era S que su-
ficiente para que el medroso_corazén de Adelaida se
colmase de sombrfos temores.

The incideﬁt which allows Victoria her trip to Cara-
cas also serves to bring out a dgcisive change 1in Adelaida's
| character. Hilario, in the attempt to seduce the daughter
of his old friend and mayordomo, has brought on the wrath of
the girl's father and now fears reprisal on Victoria. Wwhen
Adelaida becomes aware of the situatlion, she sends Victoria
on to the capital and stays to take a firm stand with her

husband:

11a trepadora, p. 143. Italics mine.
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Ya no era la Adelaida 1l4rguida que a toda 1njus-
ticia se habfa resignado, la esposa ofendida y
traicionada qQue habfa renunciado a sus derechos,
sino otra muJer nueva, animosa y resuelta: Ia
madre que habla sido amenazada en la hija propia...1

At the end of Part II Adelalida has new hope for the
future, for "una vida nueva, todavia de luchas pero ya de
triunfo seguro."2 With the impulse of Adelaida's new found
determination, Hilario is on the road to the final adjust-
ment of his dual nature, the stabilization of his mestizo
character, and thus nearer to belng a true victor over those
obstacles that he first set out to vanquish,

Hilario has conquered one family (and will eventually
come to his own self-ﬁastery), but the more transcendental
triumph must be Victoria's. The cholice of Caracas for the
setting of Part III, althouéh variously criticized, is ab-
solutely necessary for the fulfillment of the central symbol-
ism of the novel. The mestlzo can never triumph nor be sure |
of his position if he remalns in the isolation of a rural
environment. Only by a conquest of the city, stronghoid of
the aristocracy, can Victorla's position be assured, and
only in the city will she be truly forced to face and exam-
ine her dual nature.

Victoria 1is at first dazzled by the ways of the cap-
ital. She parallels her father's youthful envy of the Del

Casal family in her desire to enter the aristocratically

fashionable world of her cousins, once again symbolized by

11b1d., p. 170. 27pid., p. 172.
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thelr house, the Villa Alcoy. The house, of course, repre-
sents an insurmountable obstacle, 1ts doors sealed to her
"por la muralla de la soberbia y de los prejuicios de cas-
ta."l Victoria's reaction is a desire to try to model her-
self after her cousins, She even goes so far as to renounce
her name, having cards made up substituting for Guanipa the
Del Casal name. Admiration gradually turns to a bitterness
and envy for the seemingly unattainable that might have led
Victoria to a complete denial of her mestizo heritage had it
not been for the timely return of her cousin, Nicolds del
Casal, Jaimlito's son. Nicolds, tralned abroad, intelligent,
progressive, infuriates his cousins by his defense of Vic-
toria: "Puede que el apellido Guanipa no sea bonito como
dices; pero suena a cosa nuestra, es muy criollo, muy indl-
gena, ¥y esto me lo hace agradable."® He defends her father,
even though his father, Jaimito, was the victim of Hilario's
‘schemes., Once again the comparison is evoked of Hilario as
a natural force surging upward from below:

Hilario Guanipa se apodend de Cantarrana, mediante

una serie de estratagemas de picaro, porque no hubo

nadle en la familia que syplera o pudiera oponérse-

le... En aquel momento Guanipa representaba la fuer-
za efec

dose paso, e, brutal, pero al mismo empo,
hermosamente, como es hermoso el especticulo de la

fuerza dondequiera que se manifieste.3

Nicolés, feinvigorated by living and studying abroad has
not fallen into decadence as has the rest of hls family,

11pid., p. 195. 2Ibid., p. 201.
3Ibid., pp. 210-211. Italics mine.
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and he recognizes the 1nherent weaknesses of his father's

caste and the 1lnevitable rise of those who possess a super-

ior strength and' manifest it at the propitious moment:

Guanipa lo vencié y lo arrollé, porque en aquel
momento Guanipa era el hombre duefio de las circun-
stancias y papi, la victima que una ley natural,
irresponsable, pero sabia, habla escogido para sac-
rific4rsela a la Fuerza,l

And 1t 1s Nicolds who, when he wins Victorla's love, instills

in her an appreclation for her herltage. She will have the

coveted Del Casal name, but first she must understand the

significance of her own name:

--iGuanlipa?! Sabe a tlerra nuestra, con ese sabor
4spero de fruta silvestre, llena, sin embargo, de
dulzura. iGuanipa! Oye cémo es sonoro y grato,
con la melancélica sonoridad del caramillo del in-
dio triste. Evoca también, la melancoli{a del sal-
vaJe deslerto, el lamento de la tierra deshabiltada
que gime en la voz del viento, sobre el arenal
ardiente por donde corren, silenciosos, anchos rios
del transparentes aguas 1ndtiles...

Andando el tlempo, olvidado el origen, el nombre,

que habifa sido conservado en la tierra como una
semilla de la cual brotarila, a su hora, una planta
robusta que darla una sola flor de belleza extraor-
dinaria, pasé de la tierra a una familia, rectbran-
do su primitivo empleo, y asf llegbd hasta ti, que
eres la flor de singular hermosura con que se adornd
1la planta robusta de tu raza, HIja genulna de nuestra
tlerra.<

Now all that is lacking for the ultimate triumph is
Hilario's conquest of the barbarie within him. The new
influence of Adelalda which promised the regeneration of

Hilario at the end of Part II 1s agaln apparent as she

11b14., p. 211.
21bid., p. 249. Italics mine.
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confronts him on behalf of the novios:
... 10 que pretendo es ayudarte a que encuentres al
verdadero Hllario Guanipa que se te ha perdido, al
Hilario Guanipa de quien yo me enamoré... Vuelve a
ser aquel Hilario Guanipa de entonces, por quien una
mujer podfa sacrificarlo todo, como lo sacrifiqué yo.
... De una manotada Hilario se enjugbd los ojos que
se le habian llenado de légrimas...
--Tiene razén, mi Blanca.l
When Hilario comes face to face with Nicolds and is
unable t0 kill him as he had sworn he would, the "hombre de
presa" is finally defeated. Hilario cannot kill this young
man who 1s the image of his father, don Jeime: " iEra don
Jalme del Casal! ILa misma gallardia, la misma expresién, el
mismo rostro de aquel retrato que estaba en la sala de su
casa. Era su padre quien habia,,pasado!v"2
Gallegos, in the prologue to the first edition,
states that "el hdbito pesimista" first led him to conceive
a tragic solution which he later changed to thé optimistic
outcome. By having Hilario back away, by dispersing his
hatred in the nobility of the love he felt for his father,
the author removes the final obstacle from the path of his
symbolic trepadora. Victoria will wed Nicoléds, and the cir-

cular pattern will be completed: Victoria reconquers the
name and Nicolds reconquers the land. The symbol is complete:

11bid., pp. 252-253. Prof. Ratcliff offers the fol-
lowing comment on Hilario's habltual addressing to his wife
of "mi Blanca'": "When he first realized her superiority, it
infuriated him, Later he accepted the situation and Jokingly
called her mi Blanca, a term once used by slaves when address-

ing young ladies ol quality.' Op. cit., p. 247.
2la trepadora, p. 256,
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Los brazos de Modesta estrechando a Jaime fueron 1los
primeros brotes de aquella trepadora sllvestre que
venla enroscédndose en torno al viejJo &4rbol de la fa-
milia 1lustre, brotes que ya eran gajos vigorosos
cuando sus brazos se apoderaron de Adelaida, gaJjos
que ya florecian en el amor de Victoria triunfante.
Lo mejor de la sangre que corria por sus venas 1o
tomé por asalto Modesta de Jaime del Casal; con el
resto de aquélla, con la porcién impetuosa, savia de
la trepadora, se alimentaron su ambicién y su amor:
el zarpazo sobre Cantarrana y la presa hecha en la
mujer m4s noble de aquella familia; pero afin faltaba
el nombre y éste habfa sido la conquista de Victoria.l

In covering Casa Grande, the trepadora has not ob-

scured but rather embellished it. The optimism of the novel

lies in the happy union of these two symbols, each comple-

menting and strengthening the other:

Asi, llena de alegria en Victorla y de sereno
gozo interior en Adelaida, la Trepadora que broté
de la gleba y creclé para ahogar cuanto se dejara
aprisionar entre sus bejucos, termina adornando
con un florido festén la aristocracla de la Casa
Grande.

cilt.

11p14., p. 257.
2Prologue to the first edition of la trepadora, loc.




PART II. THE MASTER WORKS



CHAPTER III

DONA BARBARA, 1929

After the treatment of the fracasado in Reinaldo

Solar, Gallegos advanced a more positive analysis of mesti-

zaje, andther vital national problem, in La trepadora. But

the symbols of these novels are limited. The key to their
interpretation lies within the individual novels, and greatly
within the individual character studles., In the first, Ga-
llegos 1s uneasy in the urban setting, and except for brief
passages the description of nature no more rings true than

1t inspires Relnaldo to sustalned effort in any area. Among

other novelistic improvements, the structure of la trepadora

is more compact; the natural setting 1s more in harmony with
the theme, aithough "resulta méds blen un decorado para deter-
minadas escenas culminantes."l But once again the symbolism
1s based on the protagonists and does not transcend the range
of the particular soclal problem expressed in the novel,
Gallegos' third novel, Dofia Bérbara, published in
1929, opens the mature period of his literary work. This
novel, ilmmedlately acclalmed by critics and reading publiq

lriscano, op. cit., p. 94.
69
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alike, fixed the great thematic constants which Gallegos

would pursue throughout his literary career. Dofia Birbara

is, in fact, both a synthesis and a culmination of the two
previous novels. The same basic conflicts are treated to a
greater or lesser degree, and the protagonists share many com:
mon qualities: there is much of Victoria Guanipa in Dofia
Birbara; los Barbudos might well be the ancestors of los Mon-
dragones; Mr, Danger 1is antolder and greedler Mr, Bullder;

the work begun by Nicolds del Casal is continued by Santos
Luzardo; and the similaritles between Fellpe Ortigales and
Mujiquita and between Adelalda and Marisela are evident.

The factor that truly marks Dofia Birbara as a new

period in Gallegos' novelistic trajectory is a change in
style, and, most important for thils study, a renovation of
the author's symbollc process. The event which brought about
this change was a trip to the llano in 1927. At this time
the author was at work on a novel whose protagonist was to
spend some time 1n this reglon, so Gallegos, the man of the
city, traveled to the heart of the llano to document his
novel., In his essay "Cémo conoci a dofia Bdrbara," the author
vividly recounts the emotional and literary impact of that
brief trip. The novel which brought him there was soon

abandoned, and before the spectacle of the immensity of the
llano--"Tierra ancha y tendida, toda horizonteszcomo la es-
peranza, toda caminos como la voluntad'"--Gallegos discovered

the personaje principal of a new novel which was beginning

to take shape in his mind: "Y en efecto, ya lo tenfa: el
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palsaje llanero, la naturaleza bravia, forjadora de hombres

recios."l

In the presence of this newly discovered "escenario
dramitico," the author begins to establish in his mind the
- relationship between the land and "las criaturas suyas," that
1s, those human protagonists who personify their "medio vi-
tal,!" As natives of the region recount figures of local in-
terest,2 the author's natural sense of dramatic potential
draws him to the immediate vitality of a person or situation.
In a local lawyer given over to alcoholism, Gallegos formu-
lates his Lorenzo Barquero: "i(Un caso frecuente en todas.
.partes? Si. Pero un caso dramidtico que allf{ tenfa un sen-
tido especial."3 In the legendary hombruna of the region,.
dofia Pancha Vazquéz, he discovers his female protagonist
"con la emocién de un hallazgo, pues habiendo mujer simboli-
zadora de aquella naturaleza bravia ya habla novela."u

At this point tﬁe author's symbollc process enters a
third stage, taking it beyond a mere description of nature
and the formulation of human counterparts to personify the

geographic setting. For as an author of self-confessed di-

dactic intent, Gallegos' object 1s not merely to paint scenes

g 1Gallegos, "Cébmo conoci a dofa Birbara," loc. cit.,
p. 520.

2See footnote 3, p. 10, Chapter I,

3Gallegos, "La pura mujer sobre la tierra," loc.
cit., p. 412, This essay also deals extensively with a
self-analysis of the author's symbolic method.

uGallegos, "Cémo conoci a dofia Birbara,'" loc. cit.,
p. 530.
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of local color and customs, nor is it merely to describe the

limited actioné and characters of the reallstic and natural-

istic novelists:

Por exigenclas de ml temperamento yo no podia
limitarme a una pintura de singularildades indivi-
duales que compusieran caracteres puros, sino que-
necesitaba eleglr mis personajes entre las criatu-
ras reales que fuesin causas o hechuras del infor-
tunio de mi pals...

Filrmly rooted in reality, Gallegos carries character,
setting and situation to a further level of significance

in his constant analysis of the problemitica venezolana.

In the final stage of his symbolic process, those human
protagonists who have come to symbolize the natural forces
which surround them ultimately symbolize a more universal
aspect of the national circumstance. Thus the "mujer sim-
bolizadora de aquella naturaleza" becomes symbolic of the
"predominio de barbarie y de violencia" not only of a par-
ticular region but of the country as a whole:

Pero hay que advertir, para que mejor se entien-
da lo que luego viene, que eso de barbarle imperante
no era sélo cosa de los Llanos, sino tragedia de
Venezuela entera bajo una dictadura oprobilosa, di-
manante de las guerras fratricidas queedurante lar-
gos afios hablan ensangrentado el pais.

At this level of meaning, Gallegos' symbols become syntheses
of the human and natural reality which 1s the basis of his
inspiration, and, carried a step further when symbol and

reality interfuse, symbol becomes theme:

11pid., p. 532.

2Gallegos, "La pura mujer sobre la tierra," loc.
cit., pp. U413-414,
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Unos 1libros con diversa fortuna, bonisima la de
Dofia Bdrbara, sin duda por lo que contiene de sin-
Tesls de un drama fundamental de mil tierra, de nues=
.tras tlerras indoamericanas, donde barbarie y civi--
lizacién todavia se disputan el alma de su gente, y
por el hallazgo fortulto en la realidad de persona]jes
en cuyas condiciones individuales e histéricas pudiera
apoyarse ese conflicto que de otro modo habrfa quedado
flotando 2n el aire de_las invenclones puras o de los
simbolos abstractos...l

Gallegos' dominant symbol in Dofia Bdrbara has emerged
from his primary preoccupatlion of the early essays. Lilke '
Sarmiento, whose terms he paraphrased,2 Gallegos sees the
basic political, economic, social and moral problems of his
country in the conflict of two antithetical poles. As early
as 1912, in his essay "Necesidad de valores culturales," the
author diagnosed one of the most fundamental Venezuelan pro-
blems--"y el m4s importante de todos quizéds'--in these "tér-
minos antitéticos": '

... la ciudad y el monte, con lo que determina-
riamos, no sélo los lugares en que suelen suceder,
sino también su naturaleza propla, las circunstan-
cias que los producen, el espiritu y las tendencias

que los animan, que es como declr: civilizacién y
barbarie.

From this early point in his career his fight against bar-
barle constitutes Gallegos' literary endeavor and his 1life.
A1l of his great thematic constants stem from and revolve

around his implacable fight against this destructive force.

'lGallegos, "Lo justiclero se ha dejado dominar por
lo generoso," Novedades (México), No. 292 (24 de octubre .de

1954), p. 1.
®Dunham, Vida y obra, p. 233.

3Gallegos, Una posicién en la vida, p. 84.
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In this essay he underlined the need for cultural values and
moral principles in the face of "la clega voluntad popular";
clvilization must halt '"los impulsos del instinto popular y
aun a los méviles del interés material econémico."! For
Gallegos civilization implies progress, education and a
growing sense of public morals. Civilization 1s the chan-
neling of individuval and national efforts toward the break-
ing down of machlsmo and the fatallstic habit of‘accepting
oné caudillo after another. Réinaldo Solar, the author's
first novelistlc protagonist, was the epitome of the bala“
perdlda who echoed a plea for a tomorrow, "euando les haya-
mos construido canales régulares,"e in which wasted efforts
might flbw in unisén'toward a strong nation. Hilario Guanipa,
as a mestizo both in blood and spirit, dominated the forces
of barbarle within him to emerge as another plea for a
racially united nation in the march toward civilization.

These first two protagonists were analyses of con-
stants of national character which contribute to the presence

of barbarie and hold back civilizacién. In Dofia B4rbara the

author abandons such ramifications of the problem to settle
on the basic conflict, and in so doing attalns a new unity
of form and meaning. Gallegos continues to force the reader
to concentrate on the meéning of his work, but not didacti-
cally in the ordinary sense, because his theme 1s his sym-

'bol, the total simultaneous shape of his novel.

1Ibid., p. 94. °Ipid., p. 97.
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The world which Gallegos depicts in Dofia Birbara is

a mestizo world torn by two great bloodlines and two con-
flicting moral currents. Human belngs and nature reflect
this conflict, this duallity, and the author's manner of
presentation is accordingly based on contrasts. Contrasts
are so profuse, from those of the largest and most general
kind, down to contrasts between in&ividual motifs, that one
1s led to fix on this principle as the governing structural
principle of Gallegos' novelisﬁic technique. And from this
it follows, given the basically symbolic bent of the author's
novels, that a system of contrasts forms the basis for his
symbol-making. In his earlier novels Gallegos had already
found that "the most productive kind of compariéon is one 1n
which similarity is balanced by dissimilarity,"l and had con-
' sistently shown preference for the "double image" or "double

character,” i.e., the strong versus weak character combina-

tions mentioned in preceding chapters. In Dofia Birbara this
system of contrasts takes the form of antithetical or quér—
relling elements 1n one type of Juxtaposition or another,

and serves not only to delineate character, but also to set
the tone, establish narrative impetus and to form the total
structure of the -novel., Again there appear the crucial 1ldeas

of reality and relationship in the symbol, which "takes on

lPindall, op. cit., p. 212. This critic also states
that in the comparaEIve process, the symbol is unitive: "By
uniting the separate it can organize experience into a kind
of order and, revealing the complex relationships among seem-
ingly divided things, confer peace." (p. 16)
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more than literal significance by being what 1t literally is
and by being related to other things," as "an object which
embodles speciallsignificance as the result of the way it
acts upon or is acted upon by other objects. . . "1 The
interactions of symbolic characters and elements in Dofia
Bérbara result in the ultimate defeat of barbarle. This de-
feat 1s the optimistic message of Gallegos, the ultimate
symbol of "el novelista y el sofiador, sl no el procurador de
tiempos mejores para mi pais."?

How then does duality in the form of a system of con-
trasts function in this novel?: 1) in the two anthetical
factions of his majJor symbol, 2) in the choice of natural
setting, 3) in the duality of his protagonists as they in-
carnate both individually and in reaction to each other the
great overall conflict. The characters are symbolic indi-
vidually, but in thelr relationship they become part of the
greaﬁer composite symbol which they unify. And this pene-
trating study of inner human conflict 1s their greatest de-
fense as masterful creations. The very duality of their
nature, both within the lndividual characters and in their
respective conflicts, makes them real and palpable, sivés
them depth. Gallegos' protagonists are psychologically com-

plex and bellevable human beings who are not weakened by
their symbolic roles, As Prof, Rateliff states: "The

1panziger and Johnson, op. cit., p. 30.

2Gallegos, "Lo jJusticiero se ha dejado dominar por
lo generoso," loc, cit,
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symbolic nature of the work mlght easlly have been allowed
to sap the vitality of the two principal characters. The
very name Birbara carries with 1t the threat of making the
novel a mere allegory."l But Gallegos' protagonists are not
the flat, cardboard characters of an allegofy; there is no
simple one-to-one relationship in thelr interpretation. Ga-
llegos sets hié characters up with a dval nature springing
from their inner conflicts (and their conflicts with others),
and then moves back to a "post of observation" to allow them
to act so as to imply their own significance, to allow them
freedom to work thelr problems out, and to arrive, as it
were, at the final solution without his interference. Dofia
Bdrbara 1s an especlally subtle, complex and varled creation.
She is a symbol of barbarism and yet at the same time a pro-
duct and victim of it against her will.® In her supersti-
tious, passionate nature, Dofia Birbara is the incarnation of
many aspects of Venezuelan character. The author himself
says that she 1s not all of a plece anymore than "el alma

tenebrosa" of her real life counterpart: "¢Que de dénde

lRateliff, op. cit., p. 289,

2Gallegos'is insistent upon this point. Dofia Birba-
ra's life might have been different, but she is living proof
that violence 1s the only product of violence: "Eso y aquel
comienzo de vida bArbaramente maltratada. Aquel amor de As-
drébal frustrado por el crimen y aquel festfn de doncellez,
a orillas del Orinoco, lejos el bronco mugido de los raudales
de Atures, cuando cantéd el yacabéd., Porque violencia sélo de
violencia puede naturalmente provenir y odio implacable debe
tener origen en dafio monstruoso sufrido." "La pura mujer
sobre la tierra," loc. cit., p. 414,
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saqué esta monstruosa criatura, que no es hombre, que no pa-
rece mujer, que deberia ser abominable, y sin embargo inte-
resa y seduce?"! Desplte her evil nature, Dofia Birbara 1s a
sympathetic character whose appeal, even for her creator,
stems from a certain fascination for the forces of evil which
she lncarnates, a fascination to which Gallegos attributes a
great portion of his novel's success:

No resisto la tentaclén de preguntarme si tan ex-

traordinaria fortuna en un libro venezolana ... no

se deberd tanto al casual acierto con que describi

ml palsaje llanero y tracé los rasgos caracteristi-

cos de la psicologfa de mi gente, como a la recén-

dita fascinaclén que aun estén ejerciendo en el

dnimo humano las ejecutorlas de la barbarie.

The structure and choice of setting for the novel
are 1n perfect harmony with the characterization of the human
protagonists. Symbolic per se, they fuse to reinforce thelr
individual symbolism. The structure of the novel 1s bullt
around the war between the forces of civilization, captalned
by Santos Luzardo, and the forces of barbarism, led by Dofia
Bdrbara. The battle lines are clearly drawn. The ranches
of "EllMiedo" and "Altamira," whose names signify their
partido, are battle headquarters with a type of no-man's
land in between, "lLa Chusmita," significantly inhabited by
Marisela. She 1s torn between both factions, and her even-

tual alliance with Santos will symbollze, as much as the re-
treat of Dofla Bdrbara, the ultimate triumph of the forces

11pi4., p. 410,

2Gallegos, "Lo Justiciero se ha dejado dominar por 1lo
generoso," loc. cilt,
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of civilization.

The setting of the novel in the Venezuelan llano is
dictated by the ruling system of contrasts: the llano is
the geographic region of greatest physical extremes in Vene-
zuela,1 subject to long perilods of drought followed by total
innundation. The llano, aléo because of distance and 1its
immense extension 1s isolated in the extreme; a deslerto, it
is the perfect stronghold of barbarism and its human expo-
nents. Virtually untouched by civilization and the law, it
is la ley del llano which rules there, and the spirit of

personalism and caciquismo make a Dofia B4rbara possible,

Geographically, then, the llano 1s the perfect choice of
setting for thils struggle of antithetical principles.
While the narrative action moves ahead as a series
of battles between these principles, the duality of the
natural setting 1is developed, with 1ts backdrop of lyric
beauty opposed to 1ts sinister, brooding force. For the

lGallegos' innate sense of the dramatic leads him to
choose extremes in amblente, and these extremes, in turn,
give rise to the exceptlonal person: "é¢Quién ha de llamarse
escritor pleno, sino aquel que muestra lo auténtico de su
lar, de sus gentes, de su—-tiempo? S6lo que, para el cumpli-
miento del arte, hay que deformar esas realidades, hacilén-
dolas purificarse en el sentido de acentuar unos rasgos...
Tal la razén para que Gallegos haya creado sus figuras y
haya construlido sus escenarios, llevando situaclones y per-
sonajes a un prodigio de esfuerzo, y casi dirfase a bilen
calculado efectismo. No altera, sino que hace crecer: 1las
pasiones, o las virtudes, el crimen o &l sofiar poético, 1la
barbarie o la cultura. Se agiganta todo eso a manera de
drboles sin desprenderse de la entrafia terrestre y sin pre-
ocuparse por las ramas chicas de los drboles 1nmensos, nil
por las minucilas de los temperamentos vigorosos.'" Alfonso
Rumazo Gonz4lez, "E1 Ser de Gallegos," El Universal (Caracas),

(2 de agosto de 1959), p. 4.
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1llano is no more all of a plece than the human protagonists
which personify it: 1t can be a "llanura bdrbara" as well as
"toda horizontes como la esSperanza, toda caminos como la vo-
luntad": "El llano es todo eso: inmensidad, bravura y me- .
lancolfa."l Above all the 1llano is deceptive; man must beware

2

the espejismos in its "remoto confin circular."® But there

is also a kind of magnetlic attraction in this duallty:

El Llano asusta; pero el miedo del Llano no
enfrfa el corazén; es caliente como el gran viento
de su soleada Iinmensidad, como la fiebre de sus
esteros.

El Llano enloquece y la locura del hombre dg
la tierra ancha y libre es ser llanero siempre.

The greater structure of the llano 1s circular--an effect
which can bring about the impression of vast limitlessness
(freedom) or confinement, confusion and loss of equilibrium:

El anillo de espejismos que circunda la sabana se
ha puesto a girar sobre el eje del vértigo. El
viento silba en los oidos, el pajonal se abre y se
clerra en segulda, el juncal chaparrea y corta las
carnes; pero el cuerpo no siente golpes nl herida.
A veces no hay tlerra bajJo las patas del caballo;
pero bombas y saltanejas son pellgros de muerte
sobre los cuales se pasa volando. El galope es un
redoblante que llena el dmbito de la llanura. iAn-
cha tlerra para correr, K dias enteros! ;{Siempre habré
més llano por delante !

Within the circular aspect of the setting (and the novel as
well), there is a "o&rbaro ritmo" which is constantly felt;

lGallegos, "Cémo conoci a dofia B4rbara," loc. cit.,
p. 527.

2Dofta Bdrbara, p. 37.

31bid., pp. 63-64,

ulbid., p. 70.
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the pendulous movement of 1ife on the llano is a precarious
balance between "vida hermosa" and "muerte atroz.," It 1s as
methodically measqred out as.the extreme change of seésons:
"iLa muerte es como un péndulo que se mueve sobre la llanura,
de la inundacién a la sequfa y de la sequfa a la inundacién."l
This pendulum 1s ever-present: 1life-death, rains-drought,
crimes-vengeance.2 The'emphasis on this pendulous rhythm 1is
paralleled psychologically throughout the course of the novel
in the recilprocal gravitational pull of the protagonists to-
ward one another and in their inner conflicts as they sway
toward one extreme of action or another. Geographically,
the pendulum breaks the expanse of the "llano sin fin" and
fixes attention on a specific area of physical action as 1t
swings between the warring camps of "Altamira'" and "E1l Mie-
do." The rhythm of the pendulum constantly swaying to and
for measures out the gravitating conflicts of the novel., It
has a certain lulling effect, which, coupled with light im-

agery, functions to soften the novel's moral lesson., This

is characteristic of the author's new style in Dofia Bérbara,

the harmony and subordination of message to artistry. The
novel 1is not entirely 1lit by the harsh noonday light of the
1lano, but often is softened by a cloudy, nebulous lighting

l1b14., p. 270.

2This pendulum is employed significantly in a simile
describing the dead body of E1 Brujeador slung over his
horse: "... la bestia decidib encaminarse al caney sillero,
paso a paso como para no sSentir el trdgico péndulo que lle-
vaba encima." The horse, like the llanero, must bear this
ever-present burden.



82

which on many occaslions fades to moonlight or the flickering,
eerie light of a candle or an oil lamp. The lighting effects
contribute greatly to soften the focus of the novel, to re-
move harsh reality a greater distance from the world of fic-
tion, to lend abstract value to the‘symbolism and to reduce
its direct moral nature. The pendulous movement works at the
same time to relieve a traditional formalism in recounting
the story; 1t breaks the straight line of narrative and dis-
turbs a certain rational balance of things at propititious
moments--for there 1s much of the irrational in this novel
whose final message is a plea for the rational, for cool -
reasoning in the face of unbridled passions, By this dis-
turbing of the senses (or the reader's equilibrium),'the
pendulous movement carries us with 1ts impetus into an area
of mystery and superstition which forms such an important
element of the novel, and it 1s a major device for establish-
ing tone and for focusing attentlon. |

Each chapter is a unit within itself in the greater

structural framework of the novel, Already in la trepadora

Gallegos had given symbolic subtitles to each of the three
parts, In Dofia Birbara (also in three parts) each chapter

bears a title which, when repeated in the closing llnes of
the chapter, synthesizes its meaning., The titular words,

thus repeated, 'se asoman cargadas de un sentido simbélico,

conseguido en el trascurso del capitulo mismo."l This device

lUlrich ILeo, Rémulo Gallegos: estudio sobre el arte
de novelar, p. 25.
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1s one which Gallegos wlll continue throughout the rest of

his novels.

The very flrst chapter of the novel serves as an ex-
’ample of the multiple meanings which the title may take on
through its development untll the end of the chapter. In 1t
Gallegos utilizes the folklore of the region in the gregunta
ritual of the boatmen, who, as théy abandon shore with--"éCon
quién vamos?'"--, awailt an answer of --"iCon Dios y con la

Virgen!'"--which wards off the evil spirit, El Viejlto. But

. this literal level of meaning 1s superseded by a further
meaning, for both maln protagonists are introduced in this
first chapter: Santos, who 1s traveling down the Apure into
the heart of the llggg, and Dofia B4drbara, who is introduced
indirectly (both through the tales of the bongueros and the
presence of Melqufades). From the opening lines of the novel
there is a growing crescendo of tension, even a spirit of
esplonage, for Dofia B4rbara has sent out a spy. As Santos
progresses deeper and deeper into the llano, the physical
surroundings are gradually introduced in parallel fashion,
While the city grows distant and the ambiente becomes more
striking, even oppressive, "la abrumadora impresién del
desierto'" arouses contrary sentiments in Santos' mind. From
the moment of his internment in the llano certain factors
will engender a conflict wlthin him, His mind is flooded
with memories of his youth in "la llanura semibdrbara, 'tie-

rra de los hombres machos.'"! Santos Luzardo, despite his

1pofia Birbara, p. 47.
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doctorai diploma and long contact with the city, will struggle

throughout the novel to overcome his dormant tendencles toward

machlsmo:

-

" La vida del Llano, esa fuerza 1irresistible con
que atrae su imponente rudeza, ese exagerado senti-
miento de la hombrifa producido por el simple hecho
de ir a caballo a través de la sabana inmensa, pon-
dria en peligro la obra de sus meJores afios, consa-
grados al empefio de sofocar las bédrbaras tendencilas
del hombre de armas tomar, latente en é1.1
Santos had begun the Journey with the idea of restor-
ing his inheritance to 1ts former value and then selling it
to travel to Europe. But even by the end of this first chap-
ter he is caught by the "fuerza irresistible" of the land.
He decides to change course, to fight the mysterious adver-
sary he has yet to meet, because, "luchar con dofia B4rbara,
criatura y personificaclén de los tiempos que corrfan, no
serfa solamente salvar Altamira, sino contribuir a la des-
truccibn de las fuerzas retardatorias de la prosperidad del
Llano.”e Thus, on a second level of meaning, the author has
utilized the questlon of the title to introduce the emotion-
al changes and conflicts in his protagonist. The reader,
who might have asked himself as he began the novel, "iCon
quién vamos?", has now been introduced to the natural set-
ting, to the woman who personifies it, and to the character
of Santos and the nature of the battle he'is about to begin,
The chapter ends with this insight:

Ya Santos Luzardo conocfa la pregunta sacra-
mental de los bongueros del Apure; pero ahora

11p14, 2Tpid., p. 23.
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también podfa aplicédrsela a sf mismo, pues habfa

emprendido aquel viaje con un propbsito y ya fsta-

ba abrazidndose a otro, completamente opuesto.
By the chapter's close, the symbolism of the title has not
only taken on a new meaning for the reader, but a similar
process has occurred in the mind of the protagonist himself.2

The symbolid chapter title is an important device

for strengthening structural unity. In Dofia Birbara, the

author has abandoned the confusion of incidents and digres-
sive conversatlons whilch weakened the first two novels, With
a new harmony of thematic substance, narrative action and
mode of presentation, even the interlude takes on symbolic
welght and serves to reinforce structure. Gallegos fllls
these interludes with tales of the‘superstitious llanero,

with hls coplas and pasajes; but the folklore of the region

is not employed at random as a manner of giving a note of
authgnticity to the novel. Every interlude 1s sklllfully
Integrated 1nto the framework of the novel and has an active

function., As an example, the chapter entitled "E1l familiar,"

11pid., p. 16.

2The most common use of the symbollc chapter title
1s that in which the double level of meaning of the title
refers first to a physical phenomenon and 1s later transferred
to a second level referring to a human counterpart. In "Los
Amansadores," Carmelito tames a wild mare, "la Catira,'" des-
tined for Marisela. Carmelito himself notes the parallel
in Santos' continued attempts to educate the sometimes im-
patient and spirited Marisela. The chapter ends with both
men making progress 1n thelr respective tasks: '"--{Ah
doctor! Como que no somos tan malos amansadores, usted y
yo. Véale el paso a la Catira, por lo que a mf me corre-
spgnge. Que tocante a la obra de usted...,". (Ibid., p.
12 L] N
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recounts the practice of burying an animal alive at the en- '
trance of a ranch to glve it a protecting splrit; at the same
time it functions to advance plot, to develop character, and
to foreshadow future events. In this incident, Pajarote
‘tells the men of Altamira that he has seen the familiar of
Altamira, "el Cotizudo.? In doing so he reveals (as do the
men in their acceptance of the story) his faith in Santos,
his loyalty to him, and the belief that "la aparicién anun-
cilaba la vuelta de los buenos tlempos con la llegada de

Santos."l

This 1s another manner of saying that the arrival
of Santos and the simultaﬁeous appearance of ﬁhe familiar
foreshadow the end of Dofia Birbara's reign of power: "Y

eso de que esté apareciendo otra vuelta el 'familiar' sig-
nifica que ya se le van a acabar los poderes'é la bruja y
que ahora nos toca a nosotros los altamireMos echar suertes."©.
The author gives no indicationvgs to whether or not Pajarote
really saw, or even thinks he saw, the familiar. One rather
thinks that his telling the story 1s a means of showing his
loyalty to Santos and a way of encouraging the men to give
thelrs to thelr new boss. There 1s also a certaln residual
build-up of meaning in this interlude, for the reader has
already learned that Dofia Bdrbara, in burying her familiér,
1ncluded.tﬁe body of a murdered foreman for whom she no

longer had any use. Thus thls interlude functions, though

it deals at a conscious level with the familiar of Altamira,

11b14., p. 56. 2Ipid., p. 60.
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to evoke at a subconscious level the connotation of crime

2

associated with DoMa Bérbara and the familiar of "E1 Miedo."!

The direct narrative action is 1nitiated with Santos'
final decision to stay and confront the forces of barbarie.
His entry into the struggle is symbolized by the withdrawal
of the sword which his father had plunged into the wall after
killing Santos' older brother 1n a violent outburst. He re-
moves the symbol of bloodshed and hatred as a gesture of
having dedicated himseif to bringing progress and civiliza-
tlon to the llano.

Santos' civilizing plans are developed in the chapter
"Algén dfa serd verdad." As a lawyer, he is first drawn to
the legal aspect of combating Dofia Bérbara, to the reform of
the so-called Ley del Llano, which he soon dlscovers is noth-

ing more than the Ley de dofia Birbara: '"Porque dicen que ella

pagbd para que se la hicieran a la medida."? Throughout the

novel Santos seeks to reform thls unjJust law through orderly

11n other symbollc Interludes Gallegos continues to
interweave elements of folklore and superstition around a
secondary level of meaning. Thus "ILa Doma" shows Santos
assuming authority over his men through their respect as he
tames a wild horse. The killing of an alligator supposedly
protected by Birbara's charms parallels the decline of her
powers ("El Espanto del 'Bramador'"), The cruel Mr. Danger's
frolics with his cunaguaro are later paralleled in his dead-
ly toying with BalbIno Paiba ("Los retozos de MIster Dan-
ger"). A story told by No Pernalete summarizes not only the
corrupt local government but that of the country as a whole
("Los puntos sobre las haches"), The description of "Los
Rebullones," more than a method of probing Juan Primito's
madness is a metaphorical way of referring to the "malos
instintos de dofka B4rbara."

2Doﬁa Birbara, p. 92,
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legal process. The greatest factor on Dofia Birbara's side,
besides the corrupt officials, 1s the lack of definite bound-
ary lines which resulted from the ambiguous terminology in
the agreement which originally divided the land between the
Iuzardos and the Barqueros. In the owner's absenbe, Dofia
B4rbara had used varlous ruses to encroach on Luzardo land

and freely encouraged the practices of cachilapiar (the ¢laim-

ing of unbranded cattle which wandered onto her property) and

trasnochear (rustling). In the face of this, Santos sees the

necesslity of fencing off the llano as the primary step toward

bringing law, order and progress:

... Luzardo se quedd pensando en la necesidad de
implantar la costumbre de la cerca., Por ella
empezaria la civilizacién de la llanura: la cerca
serfa el derecho contra la acciédn todopoderosa de
la fuerza, la necesaria limitacién del hombre ante

los principlos.,
Ya tenla, puei, una verdadera obra, propla de

un civilizador...

Santos' declsion to construct the fence functions as
a focal point for his conflict with Dofia Birbara, the point
over which he will bring her law to account. Around this

fence 1is bullt the imagery of Santos el civilizador, who by

act and principle will combat the vast, open domain of the
1lano, will break up 1ts horizon with the orderly rows of
fence; this fence, in its stationary aspect, counters the
"casa en plernas" which Dofia Bdrbara has employed to advance

her boundaries "Altamira adentro":

1
Ibid., p. 95.
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El hilo de los alambrados, la linea recta del
hombre dentro de la 1lfinea curva de la Naturaleza,
demarcarfia en la tierra de los lnnumerables cami-
nos, por donde hace tlempo se plerden, rumbeando,
las esperanzas errantes, uno solo y derecho hacla
el porvenir,

This idea parallels the chapter "Uno solo y mil caminos dis-
tintos," and gives further significance to the title., The
"solo" refers to unified action, orderly progress toward the
betterment of the llano; the "mil caminos" refer to 1ndi§

viduval action, cacilquismo, and the countless ways in which

Dofia Birbara has broken as well as interpreted the law to
her own advantage.
Throughout Part I the figures of both "armies" are

introduced: the altamirefios (Antonio Sandoval, Marfa Nieves,

Pajarito) and the miedosos (Juan Primito, El Brujeador, Bal-
bino Paiba, los Mondragones). All are vividly drawn and are
remarkable syntheses of national and regional types, without
losing their individual value as characterizations. Among
the secondary figures of greatest impact are No Pernalete,

the jefe civil whose ldea of the law is as primitive as the

sword of authority he keeps hanging on his office wall (the
ever-present symbol of the machete type of law enforcement);
his sniveling secretary, Mujiquita, who lacks the courage to
speak up for what he belleves in; and Mister Danger, the yan-
kee adventurer, "conquistador de tierras mal defendidas."®

The presentation of Dofia Birbara herself is masterful.

~

1Tpi4. °Ibid., p. 106.
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Although it is Santos Luzardo on whom attention 1s focused
in the opening pages of the novel, Dofia Bérbara is vividly
present, surrounded by an aura of mystery and fear in even
the mentlon of her name. In the protagonist's mind the image

of Dofia B4rbara and the tilerra b&rbara fuse as he contem-

plates the threatening, turbulent waters. The author gives
an almost mythical quality to his direct presentation of "la
devoradora de hombres." With ominous and measured rhythm,
he assigns‘her origin to no specific place, but merely to

iDe mds alld del Cunaviche, de mds alla del
Cinaruco, de mids alld del Meta! De mids lejos que
m4s nunca...

De alld vino la trdgica guaricha. PFruto en-
gendrado por la violencia del blanco aventurero

en la sombrfia sensuallidad de la india, su origen
se perdfa en el dramitico misterio de las tlerras

virgenes,t .

Qur first vision of the young Barbarita 1s among a
brutal band of river pilrates. A young passenger 1s taken
aboard the piragua in which they travel the .rivers, Asdrébal,
who teaches Barbarita to read and write, His kindness and
attentions spark the first pure’love of the young girl, but
this love is cut short when Asdrdbal 1s killed by the band
after having discovered that they plan to séll the girl to a
sadistic, leprous Syrian trader. The boy's death and the
chant of the yacabd bird are significantly confused in the

girl's mind:

De pronto canté el "yacabd"., Campanadas fune-
rales en el sllenclo desolador del crepdsculo de

1Ipid., pp. 23-24, TItalics mine.
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la selva, que hielan el corazén del viajero,
--Ya-cabb. Ya-cabb.,..
i, Fue el canto agorero ?el ave o el proplo
gemido mortal de Asdr@bal?
AsdrGbal's horrible death and "el festin de su doncellez" by
the rebellious crew are the formative incidents of Bdrbara's
life, Even iater, when she 1s taken by the o0ld pilot of the
boat to live with her mother's tribe, Birbara cannot tear
this memory nor her growing hatred for men from her mind.

Reflejos de hogueras empurpuraban la oscuri-
dad de la noche... Es la caza del gavdn, Los
indios enclenden fogatas de paja en torno a los
pantanos inaccesibles, el ave levanta el vuelo,
asustada por la algarabifa ... pero, de pronto,
los cazadores enmudecen y apagan rédpidamente las
hogueras, y el ave, encandilada, cae indefensa al
alcance de las manos.

Algo semejante ha acontecido en la vida de

Barbarita. El amor de Asdrfibal fue un vuelo

breve, un aletazo apenas a los destellos del

primer sentimiento puro que se albergd en su

corazén, brutalmente apagado para siempre por la

violencia de los hombres, cazadores de placer,2
As hatred grows 1in the young girl's heart, she 1s initiated
into the "tenebrosa sabidurla" of the Indians. Her sensual
beauty becomes a perturbing factor once again, and she is

forced out of the tribe--but she takes with her a knowledge
of brujerfas when she leaves the Jungle to enter the llano.

There 1s an ever-present comparison of the young
girl with the natural elements that have spawned and formed
her:

El Orinoco es un rifo de ondas leonadas; el
Guanfa las arrastra negras. En el corazén de la

11pid., p. 27. ®Ibid., p. 28.
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selva, aguas de aquél se retinen con las de éste; mas
por largo trecho corren sin mezclarse, conservando
cada cual su pecullar coloracién. Asi, en el alma

de la mestiza tardaron varios afios en confundirse 1la
hirviente sensualidad y el tenebroso aborrecimiento

al varén, _
In this simile the author has synthesized the dominant natu-
ral image of the first chapters of the novel, the river (on
which both Santos and Dofia Birbara enter the novel). Like
the two turbulent rivers that lace the Jungle, the dual con-
flicts within Dofla B4irbara finally merge into one black"
river of hatred which will be the motivating force of her
life until she meets Santos Luzardo.

The most vivid product of Dofia Bdrbara's hatred is
in the person of Lorenzo Barquero, whom she at first loved
because he reminded her of Asdr@bal, But this love quickly
turned to disgust and Lorenzo found himself exiled to a
small plot of land, "La Chusmita,"® with the daughter that
Dofia Bérbara refused to recognize., His brilliant career

destroyed, hls lands lost to hls former lover, Lorenzo sinks

11pid., p. 29.

2"Ta Chusmita" 1s characterized significantly as "una
vasta depresién de la sabana... Era un lugar maldito: un si-
lencio impresionante, numerosas palmeras carbonizadas por
el rayo y en el centro un tremedal donde perecla, sorbido por
el lodo, cuanto ser vivienfe Se_aventurara a atravesario.

P. allcs mine. remeda 8 an excellent example
of the recurring image which takes on symbolic force, At
first it would seem to point only to Lorenzo's emotional,
spiritual and physical state. But repeated references to the
tremedal throughout the course of the novel charge it with

er significance until 1t reaches the stature of a symbol
of the sinister forces of the l1llano in the culminating scene
of the steer and the serpent. ~As Dofia B4rbara witnesses the
scene, 1ts significance is all too clear with regard to her
own life.
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into a quagmlire of hallucilnation and alcoholism from which
the "animal" that he has become pours out, in moments of
feverish outbursts, the remnants of a brilliant and rational
mind. Iorehzo, Santos' cousin, 1s the only remalning de-
scendant of his family, one with a long history of feuding
antagonism with the Luzardos. Santos, as a gesture of ending
this hatred, seeks Lorenzo out. The encounter of the two'is
further significant in that 1t takes place before Santos has
met Dofia BArbara, and thus forces upon him more vividly the
nature of his adversary.

As Santos tries to communicate with the drunken
Lorenzo, he is reminded of his first meeting with his cousin.
Santos' father was praising the boy as being "bueno de a
caballo," and Lorenzo had angrily declared: "Es necesario
matar al centauro que todos los llaneros llevamos por den-
tro." Unable to understand the sighificance of this out-
burst, Santos had later read a brilliant discourse by Loren-
20 in which he proclaimed: "El centauro es la barbarie y,
por consiguiente, hay que acabar con €1."? Here the vehicle
of the metaphor is brilliantly in accord with not only the
natural scene, but with the novel as a whole: the double
meaning of the word centauro as 1) a horseman of note (the
most highly regarded ability of the llanero), and 2) the
mythical significance of half man, half horse. The second

meaning reinforces the dual nature of the novel's protagonists,

lIbid., p. 80. 2Ibid., p. 81.
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particularly the llanero (and‘by extension the Venezuelan),
torn by his duality; the half man, half animal signifying in
one creature human and animal tendencies (once again civi-
lized and barbarous tendencies). In Lorenzo's confused state
of mind, the centaur is a 1living, palpable reality, a factor
present not only in the llano, but throughout the country:

--iMatar al centauro! [Je! idJe!
iNo seas 1diota, Santos Luzardo! ¢ Crees que eso del
centauro es pura retérica? Yo te aseguro que existe.
Io he ofdo relinchar. Todas las nochas pasa por aqui,
Y no solamente aquf: all4, en Caracas, también, Y més
lejos todavia. Dondequiera que esté uno de nosotros,
los que llevamos en las venas sangre de Luzardos, oye
relinchar el centauro. Ya t6 también lo has ofdo y
por eso estds aquf. éQuién ha dicho que es posible
matar al centauro? &Yo? Esclpeme la cara, Santos
Luzardo. El centauro es una entelequla. Cilen afios 1
lleva galopando por esta tierra y pasar4n otros cien.

l1bid., pp. 83-84. TItalics mine.

This second definition of the centaur (the first
simply as barbarie) again reinforces the duality involved,
both on the personal level of Lorenzo and on the national
level. The completed realization of Lorenzo, now a total
loss of a man, 1s diametrically opposed to '"su Jjuventud
brillante, el porvenir, todo promesas, las esperanzas pues-
tas en é1..." (p. 81) Lorenzo presents, in more vivid
extremes this same entelechy of character which Gallegos
first probed in the person of Reinaldo Solar, the same piti-
ful actuality of the completed realization of a human (or
national) life as opposed to original potentiality., Through
Lorenzo the author again volces a plea for the channeling of
"energlas y aptitudes intelectuales que poseemos," ("Necesi-
dad de valores culturales," loc. cit., p. 91), the need to
search for the one right road among "los mil y unos distin-
tos," so that "maflana, cuando les hayamos construido canales
regulares se deslizardn por ellos aguas claras y sosegadas,
a cuyas orillas se pueden plantar sin peligro villas y
plantfos." (Ibid., p. 97)

Once again we see the main preoccupation of Gallegos
leading back to the ultimate problem: the defeat of the en-
telechy within his people, the defeat of their duality of
character, which when unified into one stream of civilized
progress will result in the defeat of the fuerzas bédrbaras,
and in the ultimate triumph of civilization,
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Lorenzo 1s a vivid example of the man who did not
follow his own advice, of the man who has regressed to the
animal state.l It is Lorenzo, "el ex hombre," who warns
Santos against falling into barbarie's clutches; and in his
feverish outburst which wavers between rationality and hal-
lucination, he begins with a warning of the power of the
land: "Esta tierra no perdona. T@é también has ofdo ya la
llamada de la devoradora de hombres. Ya te veré caer entre
sus brazos."® But his tortured mind confuses the land,
"llené de espejismos," with its human counterpart who caused
his destruction. In his confusion, in his personification
of the destructive forces of the land, he describes it as a
woman loved, as a deceptive 1llusion of warmth and tender-
ness whose arms eventually close around 1ts victim to destroy
1t with fatal caresses:
Ya te veré caer entre sus brazos y enloquecer

por una caricia suya. Y te dari con el ple, y

cuando tG le digas: "Estoy dispuesto a casarme

contigo", se reird de tu miseria y...

--1La devoradora de hombres! ...
--i1la llanura! ;la maldita llanura, devoradora

de hombres!
--iSantos Luzardo! ;Mirate en mf! ;Esta tierra
no perdona!3
With this warning, ominous both through word and ex-
ample, Santos encounters a further product of his yet unseen

opponent, as the tenslon mounts toward the actual meeting of

lThere'is emphasis throughout the novel on the dehu-
manizing of Lorenzo 1in the repeated references to him as the
"ex hombre," "el espectro de un hombre"; he himself refers to
his miserable hut at "ILa Chusmita" as "el cubil de una bes-

tia." (p. 78)
°Ibid., p. 82. 3Ibid., pp. 84-85.



96

the two, Marisela, ﬁoﬁa B4rbara's daughter, is '"La Bella
Durmiente" of the novel; she is the "alma dormidah par ex-
cellence of the Gallegan novel. Deserted by her mother and
left in the care of her sick, drunk father, she grows up in
the wilderness of the 1solated "La Chusmita." Her one con-
tact with the outside world and her only means of susténance
are the visits of Birbara's servant-messenger, Juan Primito,
Juan, though pitifully dedicated to the girl, 1s a bobo, if
not over the brink of insanity.

Marisela 1s a virgin spirit on which Santos can ini-
tiate, as he has begun to do with the land, his civilizing
enterprise. When he meets her she is pitiful in appearance,
"grefiuda, mugrienta, descalza y mal cubierta por un traje
vuelto jirones,"l although the rigors of her existence have
not dulled "un rostro de facciones perfectas,"2 Her speech,
untempered by contact with others, is barely more than embar-
rassed phrases punctuated with a frequent "Gui." But when
Santos reproaches her manner of talkling, she does, signifi-
cantly, display interest in the words he uses and shows
spirit. He 1s encouraged to probe beneath the outer layer
of grime to find out whether she has possibilities. He
coaxes the naive girl into looking at him (under the pretext
that she 1s Qiggg), and she reveals ”los hermosos 0Jjos que
eran lo mis bello de su rostro."3 Struck by the innate

beauty of the girl, Santos undertakes the first lesson of

l1pid., p. 85. 2Ipid., p. 87. 3Ibid., p. 88.
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civilization as he washes hef facé. This is the first of a
series of acts which will signify the salvation of Marisela;
it begins the relationshlp of the two charécters of the novel

who are not'draWn from real life but were invented by the

-

author to function in unison as a counterbalance to the

forces of barbar'ie:1

... € Inventé a Santos Luzardo y a Marisela, las
nicas figuras totalmente mias: la ldea-voluntad
civilizadora de la barbarle y el fruto inocente de
los contubernios culpables, que no debia perderse
tamblén en el tremedal de las depravaciones. Ila >
posibilidad de acclén y la indestructible esperanza.

Santos' effect on the girl 1s remarkable., She is
"la Bella Durmiente" whose Prince Charming has left, instead
of a kiss, the freshness of the water on her cheeks_and the
first bit of tenderness in her life in "unas palabras nunca
ofdas hasta entonces."3 As new emotions ﬁaké'hold of her,

the author translates the awakening of her "alma dormida"

lyarious critics have lamented the too elemental sym-
bolism in the name of the protagonist., Ricardo Montilla re-
ports in a recent article that there was no such conscious
intent on the part of the author: "E1 apellido Luzardo se ha
prestado para que algunos exégetas de la novela crean encon-
trar una intenclén simbolista en su composicién: luz ardo,
luz ardlente, 1o que en reallidad aspiraba a ser Santos en las
concienclas. Pero Gallegos me ha confesado que lo extrajo de
un plano topogridfico que le mostraron, donde aparecia una
'mata' con el nombre de 'Luzardera', sin poner en la esco-
gencia propésitos simbolistas., Misterios del subconsclente...
El nombre de Marisela era hasta entonces el de un ‘'pasaje’
llanero." "Algunas noticias sobre Dofia B4rbara," E1l Farol
ﬁCaracas), Afio XX, No. 179 (noviembre-dlclembre de 1958),

2Gallegos, an interview quoted 1ﬁ Montilla, "Algunas
noticias sobre Dofia Birbara," loc. cit.

3Dofia B&rbara, p. 87.
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into beautifully appropriate similes which parallel the re-
awakening or reblrth of natural phenomena: -
iS1, se siente la belleza! ...
Asi debe de sentir el 4rbol, en la corteza endure-
clda y rugosa, la' ternura de los retofios que de
pronto le reventaron. As! debe de estremecerse la

sabana, cuando, un dfa, después de las quemas de
marzo, siente que ha amanecido toda verde.l

These poetic comparisons in parallel constructlions are struc-
turally similar to the description of Dofila Birbara's emotion-
al reactions after the death of Asdrdbal: "En el corazén de
la selva, aguas de aqﬁél se refinen con las de éste... Asi

en el alma de la mestiza tardaron en confundirse la hirviente
sensualidad y el tenebroso aborrecimiento."® Ulrich Leo has

pointed out that in this type of construction,

«+o. tal yuxtaposicién de dos frases gramaticalmente
independientes da m4s lugar a la descripcién dete-
nida, facilita con eso la evocacién del objeto en-
cargado de pintar poéticamente el otro objeto...
As! tal forma de comparacién, renunciando & la ex-
actitud 16gica del "como ... asi", trueca por ella
un avance en la cualidad y expresividad poéticas.
Los modelos de esa forma, menos racional y mds vital
que la ordinaria no se hallan en la prosa légica
8ino en los poetas. Tenemos en ella indudablemente
uno de los numerosos elementos 1lfricos del estilo
prosaico de Gallegos.3

These comparisons, apart from the stylistic quality,
reveal a éareful selection of imagery which harmonizes per-

fectly with the immediate situation, the natural setting and

l1pid4., p. 89. Italics mine.
2Ibid., p. 29. Italics mine.

3Leo, op. cit., p. 20.
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the particular emotion the author wlshes to convey., This 1s
especlally significant in the last example, where the compar;
ison between B4rbara's dual emotional currents and the rivers
carries symbolic welght: first, because of its sense of im-
mediacy and proximity to both the dominant natural lmage of
the éarly pages of the novel, and second, because of the re-
current symbolism of the river 1tself in Dofia Birbara's mind
as the scene of her early life aﬁd of Asdrébal's death,
Throughout the novel, such comparisons and water images re-
cur as a device for establishing and justifying Dofia B4rbara's
character. 1In her mind, water imagery and the c&all of_the
yacab$ are the constant reminders of the horrifying incident
which channeled her 1life into a new course. An interesting
example of the fuslon of these two images occurs as El
Brujeador brings Birbara a report on the arrival of Santos.
She 1is sitting at the dinner table wlth her foreman:

Acababa de servirse un vaso de agua y se lo llevaba

a los labios, cuando, haclendo un gesto de sorpresa,

eché atrds la cara y se quedd luego mirando fijamente

el contenido del envase suspendido a la altura de sus

ojos. En segulda la expresién de extrafieza fue reem-
plazada por otra, de asombro.l

Her surprise 1is caused by the appearance of the image of
Santos in the water--'"que ha querido dejarse ver." As El

Brujeador and Balbino Palba mentally recognize this as an

attempt to have them belleve in her supernatural powers,
Dofia Birbara's "trdcala" backfires on her:

Entretanto, dofia Bidrbara habla depositado el vaso
sobre la mesa, sin llevdrselo a los lablos, asaltada

1posia Bédrbara, p. 53.
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por un recuerdo repentino que le ensombrecid la faz:
"Era a bordo de una piragua... Lejos, en el
profundo silencio, se ofa el bronco mugldo de los 1
raudales de Atures... De pronto canté el yacabéb...
As the others leave and the lamp’dims, Dofia B4rbara remains

at the table, "su pensamiento inmévil, torvo, sombrio, en

aquel momento atroz de su pasado.'?

It i1s also interesting to note here that in her filrst
"vision" of Santos, even before she comes face to face with
him, that she has already begunvto associate him with Asdrd-
bal. This assoclatlon will form the basis of her inner drama
as Asdrﬁbal and Santos fuse into one person in her mind. She
1s 1irrestlbly drawn to Santos, who 1s both hated enemy and
deslred lover. Thé resulting conflict will account for the
remarkable "mudanzas" of Dofia Bérbara.

) This significance of water in the mind of Dofia B4rbara
builds throughout the novel untll 1t becomes charged with
symbollc connotations when it 1s further developed in one of
the final chapters of the novel, "Ia Hija de los rios."
Bdrbara, hav;ng vowed to "entregar las obras,'" has traveled
to San Fernaﬁdo to personally insure that Santos will receive
full payment for the stolen plumes. She is filled with the
11luslon that a new l1life can be hers, that she can win-San-
tos' love. These dreams are interrupted by a sudden reali-
zation that her 1llusions are hopeless--like birds captured
in blind flight, "asf su corazén, deslumbrado ya por las
luminosas llusiones, se le ha quedado repentinamente clego

para el vuelo del suefio."3 As she walks .at nightfall, she

11p14. 2Ibid., p. 54. 3Ibid., p. 268.

.....
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is drawn to the riverbank: "Una necesidad invencible y
obscura la llevaba hacla el palsaje fluvial; la hija de los
rfos empezaba a sentir la misteriosa atraceién."l Dofia Bér-
v'bara has never been more alone; her "historia" has cut her
off from Santos' love in the same way that the inhabltants
of the riverbank shut their doors against the night, "apa-
gando asi 1los reflejos de las lédmparas sobre el r10."® The
darkness of the night is as abysmal as that of her soul; no
voice 1s directed to her. There 1s only the sound of the
boatmen: "y su charla es algo tan lento como la corriente
del rfo por la horlzontalidad de la tierra, como la marcha
de la noche sofiolienta de brumas, como los pasos de dofia
B4rbara, sombra errante y silenciosa a lo largo del ribazo."3

All the recurrent thematic images connected with the

figure of Dofia Birbara are united in this sequence: the
river, "el rio que viene de arriba," a bird, "el graznido

de un chicuaco," and the sinister voices of men whispering

in the darkness, '"la conversacién de los bogas con los pa-

lanqueros: cosas terribles que han sucedido en los rfos que
atraviesan los 1llanos." The description is elliptical, as
though reflecting the wandering and turbulent thoughts of

the silent protagonist. But from this collocation of ele-
ments, sensations and memories, there arises a kind of name-
less horror and fatality which fixes our understanding of the

formative phase of Birbara's life,

11pi4. 21pi4d.
31bid., pp. 268-269.
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She walks further into the shadows of the night, and,

as she retraces her steps, the same elements are presented
with a slight change of detail. This "variacién de lo idén-
tico"l suggests both a lapse of time and the non-variable
aspect of nature (and of Bdrbara's life):

Esto, cuando dofia B4rbara vliene, lenta, bajo la

tenue sombra azul que proyectan los 4rboles. Y

esto mismo cuando se revuelve: ... la noche calla-

da, el rfio que se desliza sin ruido hacia otro rfo

lejano, el graznido del pdjaro insomne ... y la

charla sofiolienta de los palanqueros con 1los bogas:

cosas graves que han acontecido en las tilerras b4r-

baras de anchos y misteriosos rfos...2

The montage of significant lmagery and the lapse of

time, coupled with subtle change of detall, summarize magnif-
lcently the course of Dofia Bdrbara's existence: her link
with the river, the fateful bird, the formative incident of
Asdr@ibal's death ("cosas terribles que han sucedido en los
rfos") and the course of her later life ('"cosas graves que
han acontecido en las tierras b4drbaras'"). Now all human
sounds cease as Dofia Birbara contemplates the river:

... 86lo atlende a 1o que, de pronto, se le ha

aduefiado del alma: la fascinacién del paisaje

fluvial, la intempestiva atraccién de los mis-

teriosos rfos donde comenzé su historia..., IEl

amarillo_Orinoco, el rojJo Atabapo, el negro
Guainfa!

Only the sounds of nature are heard: "Cantan los gallos;

ladran los perros de la poblacién. Luego se restablece el

lLeo, op. cit., p. 36.

2Dofia Birbara, p. 269.

31bid.
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silencio y se oye volar 1las lechuzas."1 But of all of these
non-human elements, it 1s, significantly, the water which
replaces the "speech" of the boatmen: "Pero el rlo se ha
puest6 a cuchichear con las negras piraguas."2 And as she
stops and listens, 1t is the water which whilspers her epil-
taph: "Las cosas vuelven al lugar de donde salieron."3

The sequence closes wilth this leltmotiv of the novel,
prophetically heard in the night, at the shore of the river
on which Birbara entered and will exit the novel. The sub-
theties of this passage have been Jjustly pralsed by Leo as
"ia expresién insuperable del m4s profundo sentimiento sim-
b6lico."* It might be added that nowhere in the novels of
Gallegos 1s montage as symbol more effectively employed.

Throughout Part I of the novel the stage for the
major conflict has been carefully prepared., Part II begins
with the inevitable confrontation of Santos and Dofia Bérbara.
Although warned by Mujiquita that the theory and practice
" of the law are two different things, and knowing that No
Pernalete is in league with Bdrbara, Santos insists on
pressing the letter of the law. Finally Bdrbara has met a
man who stands up to her, a man of inner strength and princ-
iple, and in her unexpected admiration of him, she senses
"la intuicién fulminante del drama final de su vida."> From

their first meeting, Dofia Bidrbara is another woman, and her

l1bi4. 21pi4. 31bid.

4Leo, op. cit., p. 35. SDofia Bérbara, p. 115.
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every encounter with Santos increases her remarkable admira-
tion for him and her opposite effect on him. Their first
meetling also sets 1n motion an inverse pendulous movement
whose momentum will carry Dqﬁa B4rbara toward Santos in a
desire to renounce her past and gain his love, and which will
carry a frustrated Santos toward the solutions of barbarie.
Dofia B4rbara's lnner struggle 1s a mixture of passion, super-
stitlon, and a growing sense of nobllity unknown to her be-
fore., PFamous for her mlserliness, she even gives a bonus to
her workers--an act so unusual, desplte her noticeable
changes, that they blite the gold coins to see if they are
real. The immense pride of this hombruna of the plains van-
ishes before her desire to belong to Santos, "aunque tuviera
que ser como le pertenecilan a &1 las reses que llevaban gra-
bado a fuego en los costillares el hierro altamirefio."l Her
increasing nobllity is witnessed as she toys with the idea
of recurring to her "supernatural'" powers, of asking her fa-
miliar, "el Socio," to aid her in capturing Santos' heart--
"pero inmedliatamente rechazé la l1dea con una repugnancia
1nexplicable."2 And as she 1s experlencing these inner con-
flicts, her tortured mind transposes the image of her first

love to Santos. When she looks wistfully toward "Altamira,"

she sees Asdr@Gbal and remembers his words, '"que la hicileron
sentir el primer estremecimiento de esta ansia de bilen, que

ahora querfa aduefilrsele del corazén hastiado de violencias."3

l1pid., p. 145. °Ibid., p. 146. 31bid.
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From her first meeting with Santos, Dofia Birbara
follows a path of no return. Her assoclation with him 18,
however, tragically a serles of genuine attempts to redeem
herself in his eyes; but Santos 1s uncompromising, and even
her genuine, and at times nalve, efforts are thwarted. When
she offers to return the lands that she has swindled from
him, she makes the ultimate gesture. Nowhere 1s Dofia Birbara
more human nor more sympathetically portrayed than when she
tells Santos: "sil yo me hublera encontrado en ml camino con
hombres como usted, otra serfa mi historia."l This confes-
sion is the summary of her life, "un alma en una frase."®
It is, at the same time, an indlictment of civilization, a
plea for understanding the protagonist as a human being; for
Dofia Bdrbara 1s a product of the very barbarie that she has
come to personify. She 1s a soul which, having come into
contact with a representative of civilizatlon, is trylng
desperately to redeem herself. She 1is as dual in nature as
is "la llanura donde se agitaba," and Santos can only wonder
if perhaps the abyss of her soul might also contain, like

the llano, "sus frescos refuglos de sombra y sus plé4cidos

remansos, alguna escondida regién incontaminada, de donde

. salleran, de improviso aquellas palabras que éran, a la vez,
una confesién y una protesta."3 But even this fleeting rap-
prochement of the two 1s interrupted when Santos rejects her

offer and asks instead the return of Marisela's lands. Dofia

11pid., p. 149. 21pid. 31pid.
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B4rbara, furious and lncreasingly Jjealous, grabs a revolﬁer,
but she cannot fire 1t. A change has come about in her
life that cannot be undone, and yet the very cause of that
change 1s inaccessible to her: '"--No matards. Ya td no
eres la misma."! Prom this point the decline of Dofia B4r-
bara is inevitable.

Dofia Birbara's emotional crisis 1s treated 1n a
chapter, "Ia dafiera y su sombra," which reveals Gallegos as
a master of psychological symbolism. BArbara, having com-
pletely reverted to her primitive, superstitious bellefs,
has managed to obtain a cord measurement which 1s the exact
length of Santos' height. With this object in her possession,
she belleves that she can work a spell which will finally
bring Santos within her power. Marisela, horrified at this
possibility, confronts her mother (for the first and only
time in the novel), and struggles to get the cord. Santos
suddenly appears in the doorway, and while B4rbara stands by
paralyzed with emotion, he removes Marisela, who has managed
to retrieve the cord. What follows this dramatic confronta-
tion of the three principal protagonists is one of the most
masterful scenes in the novel. Dofia Birbara is left alone
amid scattered objects of her "brujerifas." In a state of
emotional shock and autosuggestion, her inner crisis is ex-
teriorized in material form before our eyes. The author

1lluminates the scene with the single, flickering light of a

11pb1gd., p. 150.
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votive candle which Marisela had knocked over in the struggle.
The flickering light 1s the materialization of B4rbara's soul
as she attempts to conjure up "el Socio": "... éste no acu-
dfa a presentédrsele porque, éomo en la mecha de la lamparilla,
también habfa inconciliables cosas mezclaaas en el pensa-
miento que lo invocaba."l But suddenly the familiar seems
to be present, though not yet visible: "Y en seguida la
impresién de haber o;do una frase que ella no habla llegado
a pronuncilar:--Ias cosas vuelven al lugar de donde salieron. "2
The voice of "E1l Socio" speaking these words '"con esa entona-
cibébn familiar y extrafia, a la vez, que tiene la propia voz
devuelta por el eco,"3 is nothing more than the materialiéa-
tion of Bdrbara's own volce, her own inner thoughts. And
then, suddenly, the familiar "appears':

Dofia Birbara levanté la mirada y advirtié que en el

sitio que hasta allf ocupara su sombra, proyectada

en la pared por la luz temblorosa de la lamparilla,

estaba ahora la negra silueta de "el Socio". Como

de costumbre, no pudo distinguirle el rostro, pero

se lo sintié contraidﬁ por aquella mueca fea y triste

de sonrisa frustrada.
Is the shadow which Birbara sees merely her own shadow as
the title implies? Birbara herself 1s convinced of the
reality of her vislon. Here the author brings about a dia-
logge between this primitive woman and her familiar, which is
perhaps nothing more than the materializatlion of the other

portion of her "alma desdoblada':

11pia., p. 196. 2Ibid., pp. 196-197.
3Ibid., p. 197. b1pig.
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Convencida de haberlas percibido como emanadas
de aquel fantasma volvié a formular, ahora interro-
gativamente, las mismas palabras que, de tranquilli-
zadoras cuando ellas las pensé, se habfan trocado

en cabalfsticas al ser pronuncladas por aquél.
--¢slas cosas vuelven al lugar de donde salleron?

1
At this point the author seems to step back from his protag-
onist, placing himself beybnd a rational expianation of what
is taking place. He allows the conversation to continue,
but he gives no help to his confused protagonist, who searches
for a solution, for the imaginary point where she went astray:
"Y no se podfa decir cudndo interrogaba ella y replicaba 'el
Soclo!', porque ella misma no-sabia dénde habla perdido el
camino."? The solution comes from the familiar, or perhaps
from some inner recess so deep within her own soul that Bir-
bara cannot recognize the thought as her own and must attrib-
uté 1t to "el Socio": "--Si quieres que &1 venga a ti, en-
trega tus obras."3 And with these words, which will be the
motivating impetus of Dofia Birbara's actions throughout the
rest of the novel, the flickering lamp extingulshes the scene:
Alz6 de nuevo la mirada hacia la sombra que por

fin le decfa algo que ella no hublera pensado; pero

la lamparilla ﬁe habfa extinguido y todo era sombra

en torno suyo.

As Dofia Birbara attempts to "entregar las obras," and

consequently moves toward civilizacién, Santos' power of self

control diminishes, leading him toward the ways of‘barbarie.

He is thwarted at every turn (as is dofia Bidrbara): he

11p14. 21pid., p. 198.
31bid. b1pig.



109
quarrels with Marisela, and when she returns to "Ia Chusmita"
with her father, it seems that all attempts to educaté her;
are in vain. 1In fact, ail his attempts at progress seem
lost: the fence posts are destroyed and the heron plﬁmes
which will bring enough money to replace them are stolen.

The implacable ley del llano seems indestructible. Gradually

Santos succumbs to tﬁe psychology of barbarle and the call
of his past:
4¢No eres un Luzardo? Haz lo que slempre hicieron
todos los Luzardos... Los Luzardos no fueron sino
caclques y td no puedes ser otra cosa, por mds que
quleras. En esta tierra no se respeta sino a quien
ha matado1 No le tengas grima a la gloria roja del
homicida.

The event that sends Santos off along this road is
the burning of the pastures in which the fence posts are
destroyed. Although Dofla Birbara had nothing to do with it,
Santos interprets it "como signo de una guerra definitiva-

mente declarada," and she fatalistically interprets it "como

obra de los 'poderes' que la asistian."® With Marisela no
longer at his side,3 Santos succumbs to barbarie: "--Después

de todo-;se decfa--la barbarie tiene sus encantos, es algo

hermoso que vale la pena vivirlo, es la plenitud del hombre

rebelde a toda limitacién."4

11pid., pp. 160-161. 2Tpid., p. 161.
3Ga11egos emphasizes that Santos and Marisela have a

mutually good effect on each other: ".,. mientras é1 la iba
debastando de su condicién silvestre, Marisela le servia de
defensa contra la adaptacién a la rustiquez del medio." (p.

123,)
H1p14., p. 187.
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" A1l might have been lost had Marisela reacted differ-
ently. For while Santostmomentarily retrogresses, his '"pro-
duct" holds firm in the new ways of civilization: Marisela
finds that she cannot'éo backward, that she cannot returnzto
the old 1life at "la Chusmita." As she turns her horse out to
pésture, she knows that for her to return to her "monte" is
not so simple: "Mas sl la Catira podia volver a la libre
vida dél hatajo, no asf Marisela a la simplicidad de su anti-
gua condicién montaraz."l During this period Marisela de-
velops a tenderness formerly:lacking in her--"Marisela pa-
recfa tener selladas en el corazén las fuentes de la ternu-
ra”2-~, a deficiency which had always been a disturbing
factor in her relationship with Santos.

The withdrawal of Marisela, her rival, is hopefully
interpreted by Dofia Birbara as the fulfillment of "el Socio's"
warning: "Marisela, la rival que le quitaba el amor de Santos
Luzardo, regresando al rancho del palmar, eran las cosas Qque
debfan volver al lugar de donde salieron."3 The same fatal-
ism that allows Dofia Birbara continued hope, angers and de-
feats Santos in his ceaseless struggle with the law authori-
ties., He flnally declares that when he agaln encounters the
law, it will be '"con un machete en la mano... Que el atro-
pello me lanza a la violencia y que acepto el cam:Lno."l‘l Once

Santos decides on this path, "la gloria roja" 1s not far

11pid., p. 210. °Ipid., p. 183.
3Ibid., p. 220. H1b1g.
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away. He succeeds in driving out certain of Birbara's hench-
men, the Mondragones, and a break-up of her power soon fol-
lo;s: "E1l Brujeador" 1s shot, not by Santos as he first
. thinks, and Bdrbara herself betrays Balbino Paiba. Thinking
her accomplices in crime are now taken care of, she agaln
finds that all roads of redemption are closed to her, that
inevitably her plans go awry: "Hasta allf siempre habia
sldo para los demds la esfinge de la sabana; ahora lo es
también para s{ misma: sus proplos designios se la han vuel-
to 1mpenetrables."l

In his moment of emqtional crislis, Santos turns to
Marisela. At "La Chusmita" hé finds her weeping over the
body of her father, who died tortured by morbid hallucina-
tions of being pulled down into the tremedal. Santos, con-
vinced that Lorenzo's obsessive warning has been fulfilled,
feels that his criminal act brands him also as a victim of
"la devoradora de hombres," But Marisela, with her redeem-
ing falth in Santos, explains that he could not have been "El
Brujeador's" assassin, that because of the trajectory of the
bullet, Pajarote muét have committed the act. Marisela's
faith and her revelation not only relieve Santos' mind of
the burden of crime, but they bring to light the error of the
path of violence he had momentarily followed. He finally
realizes that all has not been in vain, that he has created

a lasting monument to civilization in the person of Marisela.

11pv14., p. 2%0.
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Most important, he discovers
las fuentes ocultas de la bondad de su tlerra y de
su gente--s8u obra, inconclusa y abandonada en un
momento de despecho, que le devolvia el bien reci-
bidoe, restituyéndolo a.la estimacién de si mismo...
porque, vinliendo de Marlsela, la tranquilizadora
.persuacién de aquellas palabras habfa brotado de la
confianza que ella tenfa en é1 y esta confianza era
algo suye, lo mejor de s{ mismo, puesto-en otro
corazén.

Dofia Birbara reaches her maximum emotional crisis when
she returns from San Fernando to find that her men have de-
serted her and that Santos will soon marry Marisela. She has
returned the stolen plumes, dilsengaged herself from her hench-
men (which to her way of thinking was a purifying act), and
protected Santos by insinuating to the law that Balbino Paiba
was "El Brujeador's" assassin. But all her "marchas forza-
das hacia el espejismo del amor imposiblé" have been in vain,
Her first reaction to the forthcoming marrlage is total re-
version to her former character. She repents of ever having
tried to "entregar las obras": '"Pues las recojo, otra vez,

y con ellas, ‘hasta 1la tumba!"? With this sinister thought,
she approaches "Altamira" in the darkness, and,'seeing Santos
and Marisela through the window, "despacio y con fruicién
asesina, sacé el arma de la cafionera de la montura y apunté
al pecho de la hija, que hacfa blanco a la luz de.la 14m-
para.“3 The moment which follows is one of crucial tension

in which the protagonist makes a climactic decision:

11phid., pp. 259-260. 2Ibid., p. 271.
3Ibid., p. 272.
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De pura luz de estrellas era la chispa que
brillaba en la mira, entre la tinlebla alevosa,
ayudando al ojo torvo a buscar el corazén de
Marisela; mas, como si en aquel diminuto deste-
l1lo gravitara todo el peso del astro de donde
irradiaba, el arma bajé sin haber disparado y,
lentamente, volvié a la cafionera de la montura.
Puesto el ojJo en la mira que apuntaba al corazén
de la muchacha embelesada, dofia BArbara se habia
visto, de pronto, a s misma, bahada en el resplan-
dor de una hoguera que ardla en una playa deslerta
y saIVaie, EenaienEe de las gaIaBras de Asdrabal,
y e oloroso recuerdo le amans a f'lereza.

Se qued6 contemplando, largo rato, a la hija
fellz, y aquella ansia de formas nuevas que tanto
la habia atormentado tomé cuerpo en una emocién
maternal, desconoclda para su corazén,

--Es tuyo. Que te haga feliz.l

Critics generally have dealt harshly with Dofia Bdrbara's
sudden decision not to kill Marilsela and to withdraw in de-
feat., However, 1n Interpreting Dofia Bidrbara's act, one must
keep 1n mind the violently changeable nature of the Gallegan
protagonist.2 Furthermore, the author has clearly established
the tortured conflicts of Dofia B4rbara's irrational mind.
Once before she had tried to kill when she thought she had
lost Santos, and she had also been unable to fire the gun.
Perhaps the best defense of this climactic scene, 1f one is
needed, is 1n the constantly emphasized fusion of the
Asdrdbal-Santos image in Birbara's mind. Giver her emotional
state, 1t does not seem incredible that she makes a further
(and logical) transference of herself to Marisela, as the

text clearly states: "... de pronto, se habla visto a sif

l1bid. Italics mine.

2See Dunham, op. cit., p. 232, for a discussion of
this point. 3
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misma." To have pulled the trigger would have been, in a
manner, the self-infliction of the same horrible separation
from Asdrébal, only this time as the result of her own death.
Given the thematlc substance of the novel, any other decision
on Dofia Bdrbara's part would have invalidated not only the
author's ultimate message but the Innate optimism which char-
acterizes all of his work. This 1s the Justification of Ga-
llegos himself:

... ¥y en vez de complacerme en el irremediable mal

que aquella vez le hicleron a la enamorada de As-

drbal, en vez de admitir como una fatalidad 1la

aridez definitiva de su corazén, ya sélo capaz de

odios implacables, le tomo a una estrella lejana,

temblorosa sobre la negrura de la noche llanera--

como los romdnticos, sf, con todo lo que ahora

mueva a sonrisa despectiva--una pequefia chispa de

su luz y la deposito sobre la mira del arma dis-

puesta al mids espantoso de los crimenes, a ver qué

pasa... Yo dejo ese pequefio destello de celestial

fulgor en las miras de todas las armas que en mi

tierra estén alzadas contra el derecho a la felici-

dad de mi gente.l

The circle of narrative action closes with a magnif-

icent synthesis of Dofia Bdrbara's defeat. As she rides away
from the scene of her former power, the natural spectacle
around her takes on a direct symbolic parallel with her own
exlistence. It 1s the dry season, and as the cattle lick the
parched earth with swollen tongues, "asf ella en su empefioso
afdn de saborearle dulzuras a aquel amor que la consumia."2

Further on she pauses to witness a violent drama of nature

1Gallegos, "la pura mujer sobre la tierra," loc.
cit., pp. B419-420.

2Dofia Birbara, p. 273.
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at the tremedal. A young steer 1is struggling with a water
snake and is finally pulled under. Very quickly the surface
returns to its "habituval calma trédgica," broken only by "pe-
quefias burbujas de gases':
Una m4s grande, se quedé a flor de agua dentro
de una ampolla amarillenta, como un ojo tefildo por
la ictericla de la célera.
Y aquel oJjo iracundo parecfa mirar a la mujer
cavilosa,..l
And while all sorts of aquatic birds fly overhead, "descri-
biendo circulos atormentados en torno a la charca," the tor-
mented circle of Dofia Bdrbara's 1ife as cacica of the Arauca
1s permanently closed. There 1s speculation that she com-
mitted suicide by throwing herself into the tremedal; some
say that more probably she was a passenger in "aquel bongo
qQue, navegando de noche, ya eran varilas las personas que lo
~habfan sentido pasar, Arauca abaJo..."2
Some critics, especlally in early reviews of the
novel, interpreted Dofia Bdrbara's outcome as an act of sui-
cide. The author allows a reader a degree of choice as to
the fate of hils protagonist. 1In a way that parallels the
mysterious indefiniteness of her origin ("de mds alld ... de
més lejos que mds nunca"), Gallegos states that he himself
is not sure of her fate: '"Dofia B4rbara desaparecié de la

noche llanera, después de aquella repentina iluminacién de

la madre frustrada y reprimida que llevaba en los abismos de

11b1d., p. 274.
2Tbid., p. 275.
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su corazén. Yo mismo no sé hacia dénde cogié camino entre

los innumerables de la sabana..."l

The leitmotiv ("las cosas vuelven al lugar de donde

salieron") is fulfilled, and the novel closes as it opened--

on the river, the entranceway to the novel's setting: un

bongo remonta el Arauca" is paralleled by "un bongo que

bajaba por el Arauca y en el cual alguien creyﬁ ver una mu-

Jer. ll2

Now nothing stands in the way of progress. Dofia Bér-
bara's henchmen desert the region, as does Mr. Danger. Even
the name of "E1 Miedo" disappears, and with the union of Ma-
risela and Santos, "todo vuelve a ser Altamira."

The novel ends on a note of hope as limitless as the
vast horizons of the

iLlanura venezolana! iPropicia para el esfuerzo,

como lo fue para la hazafia, tlerra de horizontes
ablertos donde una raza buena ama, sufre y espera!l...

1Gallegos, "La pura mujer sobre la tierra," loc.
cit., p. 420.

®Dofia Bdrbara, p. 1, p. 274, TItalics mine.

31pid., p. 275.



CHAPTER IV

CANTACLARO, 1934

The situatlion in Venezuela was precarious for Galle-

gos following the publication of Dofia B4rbara. Rumors of the

novel's symbollsm reached Gémez, who decided to ascertain
whether or not the novel might contain thinly velled attacks
on his regime. Professor Dunham relates the colorful episode
in which the dictator had the novel read to him at one sitting
and then exclaimed: "Eso no es contra mf porque eso es muy
bueno.“l Wishing to reward the'author, Gémez promptly.named
him Senator for the State of Apure, an act which eventually
necessitated Gallegos' voluntary exile rather than associat-
ing himself with the tyrant's regime., Thus, a scant two
years after the publication of the masterplece which had
brought him international acclaim, Gallegos found himself
forced into an exile which would last untll Gémez death in
1935.

Despite the financlal and spiritual hardships of the
following years, exile did not dim the fascination for the
1lano which had taken hold of the author. The same trip that

1punham, op. cit., p. 65.
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furnished him with the material for Dofia Birbara provided

more than adequate déta for another treatment of the llano:
the ambiente, the legendary figures, a voluminous collection
of coglas, and a deep psychological insight into the charac-
ter of the inhabltants of the llano. Thus, even as Gallegos
presents the great conflict between civilization and barbar-
ism, he reveals (through Santos Luzardo) a deep and lasting
admiration for the llanero, who in his duality of nature is
representative of the virtues and defects of hls race as a

whole:

Y vio que el hombre de la llanura era, ante la
vida, indémito y sufridor, indolente e infatigable;
en la lucha, impulsivo y astuto; ante el superior,
indisciplinado y leal; con el amigo, receloso y
abnegado; con la mujer, voluptuoso y 4spero; consigo
mismo, sensual y sobrio. En sus conversaciones,
malicloso e ingenuo, incrédulo y supersticioso; en
todo caso, alegre y melancédlico, positivista y fan-
taseador. Humilde a ple y soberblo a caballo. Todo
a la vez y sin estorbarse, como est4n los defectos y
las virtudes en las almas nuevas.l

In Dofia Birbara, Gallegos begins to develop the fig-

ure of the llanero as a synthesis of natlional character; at
the same time he fixes his attention on the essentially dra-
matic quality of the llano, scene of a deadly struggle be-

tween the forces of good and evil taking place in "las almas

nuevas" of his young nation. The llanura venezolana--'pro-

picia para el esfuerzo como lo fue para la hazana"®--1is a

1pofia B4rbara, p. 191. 1Italics mine. The author
incarnates these two qualities in the brothers of Cantaclaro:
Florentino, el fantaseador, and José Luis, el positivista.

2Tbid., p. 275.
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land of heroic proportions and heroic acts: "Es la vida
hermosa y fuerte de los grandes rios y las sabanas immensas,
por donde el hombre va siempre cantando entre el peligro.

Es la epopeya misma, "L

The perspective of Gallegos' eplc vision, limited in

Dofia Bdrbara to two opposing antithetical forces, broadens

in scope in hils second novel of the llano, Cantaclaro. Dur-

ing his first year in exlle, Gallegos delivered, in New York,
a lecture entitled "lLas Tierras de Dios."2 This work is
vital to the interpretation of Cantaclaro, for in it the

author expresses a new concept of the 1llano, which he calls
"las tierras de Dios,'" not because of divine predilection
but because these reglions have been formed last In the crea-

tive process:

Porque hay tlerras donde todavia trabaja Dios
y otras donde ya trabajan los hombres; tierras
donde afin relampaguea la tormenta creadora y tlerras
donde ya serend. Y es que 1los dlas de la creacién
fueron largos y el trabajo comenzaba con el alba y
duraba hasta la noche, y las tierras que aparecieron
en la mafiana ya han tenldo tiempo de madurar, mien-
tras que las que fueron creadas en la tarde estédn
verdes todavia. Por lo cual hay tlerras viejas y
tlerras Jévenes, unas donde el hombre ya ha tenldo
tiempo de hacer su obra, otras que estdn saliendo
apenas de las manos de Dios. Kstas, calientes to-
davia del calor de las manos creadoras...

Y es porque en esas tlerras nuestras, de im-
preslonante silencio y trdgica soledad, se siente
que todavi{a no ha terminado el dfa sexto del Géne-

SIS, que aun circula por ellas el 'SO?IO creador.
por eso las amo las erras ae os.

11bid., p. 188, 1Italics mine.

®Gallegos, Una posicién en la vida, pp. 112-144.

3Ibid., pp. 116-117. Italics mine.



120
In this lecture, delivered a scant three years before

the publlcatlon of Cantaclaro, the author presents the cen-

tral theme and lmagery of the novel: the splritual, politi-
cal and raciai genesls of Venezuela. In the novel this 1ldea
is voiced by Juan Parao: '"Varlas veces le he escuchado decir
al doctor Payara que Venezuela estd todavia en la madrugada
del primer dfa de la Creacién, cuando las cosas empezaron a

"l The land 1s in a continual metamorphosis

salf de 1la nada.
agitated by a "torbellino creador"; it is a virgin land whose
"influjJo satédnico" 1s the drive toward barbarism. But as the
land 1s recently created, so is the man who inhabits 1it:
"Porque asf{ como hay una tierra c4lida, del ardor de las
manos creadoras que atin trabajan sobre ella, hay un alma
recién salida de la fragua, puro fuego alardoso todavia."?
This newly formed man 1is characterized by two outstanding
tralts: "una/imaginacién inflamable y una flera propensién
al individualismo."3 As always, Gallegos denounces "la
accién individual sin control alguno" as the greatest threat
of hls nation's formative process:
$Que nuestro individuvalismo ha sido nuestro mal?

Es cilerto; mas por desorientados, como son peligros

todas las fuerzas de la naturaleza mientras no, se

encauzan y se subordlnan a una finalidad 01;11.4 :
It is thls flerce individualilsm which is the basis of dis-

orientation and fracaso.

lcantaclaro, p. 136.

2"las Tierras de Dios," loc. cit., p. 123.
3Ipid. 41b14., p. 1le,
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The author's purpose in Cantaclaro is to create the
%genesis eplc of his country, to probé the national psychology
in the turmoil of its formative prdcess. In doing so, Ga-
llegos re-examines the dominant constants which form fhe
thematic substance of his novels: the necessity of awakening

the alma dormida and of forming a unifiled socilal consclence;

the futllity of armed revolutlon; the need.for economic, po-
litical and social reforms; the betrayal of the people by a
comﬁosite of environmental factors, especlally thelr govern-
ment and those public officials who abuse their position of

trust.

Cantaclaro is, then, a creation myth translated into

the idiom of the llano, If the author's technique 1is to com-
plement hlis theme, his method must be distinct, and Canta-
claro does mark an abrupt departure from the overall style of

Dofia Bdrbara. This is the key to the brilliance of the novel—

its subtle subordination of theme to artistry. The novel's
structure, tone, and imagery and characterizations are in

perfect harmony with the author's message. Cantaclaro 1is

not technically inferior to Dofia Birbara; it 1is technically

distinct from that novel. The upheavals of a creative pro-
cess cannot be as methodlcally expounded as the definitive

battle between‘two opposing enemies. Gallegds' very purpose

in Cantaclaro 1s to capture the atmosphere of cosmic chaos,

frustration, isolation and death which are the theme, tone
and structure of his novel, Interpreted in this manner,

criticisms of lack of "artistica cohesiva" and "la seguridad
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técnica de Dofia Birbara"l reveal a misunderstanding of the

author's technique in Cantaclaro and of the novel's artistig

and symbolic unity.

The llano of Santos Luzardo's dream, neatly ordered

with rows of fence, has not yet come to pass in Cantaclaro.
Here the atmosphere is that of myth; one is never sure of
what 1s happening, of whether or not the apparitions which

dimly move about are real. Where in Dofia Bdrbara all was

traced with firm detail,

en Cantaclaro todo se esfuma, se vuelve borroso,
impreciso, difuso, todo parece inventado, imagi-
nario, irreal, fantasmagérico, remoto ... todo
cobra una personificacién singular, Gnica. Obra
tierna, 1lirica y mesiidnica que se contrapone a
Dofia Birbara como el estar desplerto al estar
sonando,<

The llano of Cantaclaro 1s one of metamorphosis and movement, -

of shadowed imagery still awailting the 1lluminating morning
light: '"Venezuela estd todavia en la madrugada del primer
dfa de la Creacién, cuando las cosas empezaron a salil de la
nada,"3

The author employs a wealth of folkloric detaills to
establish tone. The llano into which Cantaclaro rides is

populated with duendes, famillares, fantasmas, and mysterious

voices. Throughout the novel there 1s a palpitation of the

larturo Torres-Rioseco, "Rémulo Gallegos," in Grandes
novelistas de la América hispana (Berkeley: University ot
Callfornia Press, 1949), p. ©0D. :

2Liscano, op. cit., p. 113.
3cantaclaro, p. 136.




123
unknown which stems from a residual sinister force in the
land i1tself propitious for the superstitious bellefs which

glve substance to the many corridos and pasajes. The "llano

bello y terrible" of Dofia B4rbara has become "una inmensidad

misteriosa y obsesionante" 1n Cantaclaro. The llano has be-

come an eerie domain in which even words take on a myster-
ious slgnificance and power:

En estos sitios callados y desiertos estdn suspen-
didas en el alre, o meJor dicho en el silencio, a
orillas del camino, todas las palabras frustradas,
por no haber sido recogidas por el interlocutor
necesarlo en toda conversacién, que se pronunclaron
al altravesarlos pensando en alta voz. Estdn mudas,
pero sentimos que nos hablan, porque son palabras y
necesitan ser recogidas por oldos inteligentes,

Esas son las almas en pena .., que Se aparecen por
estos lugares pldiendo oraciones que las saquen del
purgatorio. Por estas tlerras vagan en el limbo del
silencio todas las palabras que van dejando por el
camino los que viajan hablando a solas,l

The copla, as well as the self-dlalogue, breaks the

monotonous silence of the llanero's lonely wanderings. Of

all the folkloric devices empioyed in Cantaclaro, the most
outstanding 1s the copla, a four llne verse‘closely akin to
the traditionai Spanish ballad. It is the llanefo's poetic
means of expressing himself and all he finds around him:
"... pues para cada cosa que se necesite decir hay en el
Llano una copla que ya lo tiene dicho y lo expresa mejor,
porque la vida es simple y desprovista de novedades, y por-
que 1los espiritus son propensos a las formas pintorescas de

la 1mag1nac16n,"2 The llanero, '"cantando en coplas sus amores,

1Ibid., pp. 22-23. 2Dofia Birbara, p. 167.




124
sus trabajos y sus bellaquerias," is both the author and the
audience of "la poesia naciendo, "
For Gallegos, the copla 1s the most authentic expres-
sion of the psychological and racial components of his people:
Algo de esto lo dejaban traslucir las coplas
donde el cantador llanero vierte la alegria Jjac-
tanciosa del andaluz, el fatalismo sonriente del
negro sumiso y la rebeldia melancélica del indio,
todos los rasgos pecullares de &as almas que han
contribuido a formar la suya...c

In Cantaclaro, the author personifies the poetic spir-

it of his race in the figure of Flo:entino Coronado, Canta-
claro, the coplero or wandering‘minstrel whose songs are the
product of "la musa ingenua y chispeante del hombre en con-
tacto con la naturaleza"S: "Los versos,estdh en las cosas
de la sabana; t6 te‘la quedas mirando y élla te los va di-
ciendo."u

The copla is a’synthesizing element which 1s symbolic
in 1tself, for it 1s a distillation or ‘condensation of mean-
ing within its four lines which leaves much to be filled in
?y the hearer's imagination. The same definition applied by
Pedro Salinas to the ballad may also be applied to the copla:
"It 1s a poem condensed into a small space and which expands

as 1t enters our soul."” In its potential of expansion into
multiple meanings, the copla is a symbolic device par excellence.

11pid. 2Tp4d., p. 191.
3Ipid. Ycantaclaro, p. 8.

SPedro Salinas (introductions) and Eleanor L, Turn-
bull (ed.), Ten Centuries of Spanish Poetry (New York: Grove
Press, 1959), p. 0.
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One of the most interesting characteristics of Canta-
claro is the diverse manners in which the author integrates

the copla into the artistic framework of the novel. 1Its pri-

mary function 1s as the "tema conductor de las diversas si-
tuaciones y conflictos.“l The copla, as a-synthesis, con-
stantly serves to summarize and reinforce. The major func-
tions of the copla may be categorized as the following:

1) To define character and accent individual and
collective psychological traits. In this function the copla
serves to summarize the baslic characteristics of the protag-
onists: the competitive and carefree spirit of the king of
the minstrels,

Desde el llano adentro vengo
tramoliando este cantar.
Cantaclaro me han llamado, o
¢Quién se atreve a replicar?
the isolation and self-sufficiency of Juan Criséstomo Payara,
Sobre la tierra la palma,
sobre la palma los clelos;
sobre mi caballo yo
y sobre yo mi sombrero.3
the hopeless soclal and economic situatlion of Juan, el ve-
guero, |
Hasta los palos del monte
tienen su separacién:

unos sirven para lefia I
y otros para hacer carbén.

lpardo Tovar, op. cit., p. 180.
2Cantaclaro, p. 1.
3Ibid., p. 65.

b1bi4., p. 31.
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and the humor, irony and tragedy in the trajectory of the
life of Juan Parao:
El del caballo Jjerrao
con el casquillo al revés,
pa que lo busquen po un.lﬁo
cuando po el otro se fue.

2) To present the state of mind of a protagonist in
his reaction to events and to others; in the following copla,
José Luis reveals not only his acceptance of Rosdngela, but
his growlng love for her:

Aquella tormenta flera
que anoche se desaté,

una preclosa Centella

en la casa nos deJé.

3) To reinforce plot by summarizing past action or
foreshadowing future events,3

4) To function as a repetitive symbolic element,
Many coplas, in whole or 1n part, take on new meaninss
through repetition and gradually become charged with symbolic
weight, Thue only a line will conjure up a character in the
reader's mind, or a characteristic attitude or event.

The extenslve use of folkloric material, especilally
the copla, then, rather than an interrupting or digressive
element, "pertenece al desarrollo mismo de la novela, y apa-
rece como fundlido en su acontecer. Brotado de la tlerra y

del hombre, surgido allf como lazo espiritual entre aquélla

1Tbid., p. 59. 2Ibid., p. 187.

3cf. notes 2 and 3, p. 130, for examples of this
point,
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y éste, lo folklérico expresa la tlerra y ayuda a conocer
al hombre que sobre ella canta, habla, cuenta, teme y espera,"l

The structure of Cantaclaro marks an abrupt departure

from the tightly organized narrative .of Dofia Bdrbara. In the

latter, the author moves sdrely and steadily through a care-
fully prepared chain of events toward a logical climax, the
defeat of barbarism., The nature of the figure whom Gallegos
selects as his central protagonist determines to a great ex-

tent the eplsodic structure of Cantaclaro. The legendary

figure known in Venezuela as Florentino, or Cantaclaro (whom
the Devil had nicknamed Catire Quitapesares), is closely akin
to Santos Vega, the payador who also faced the Devil in a

- famous contrapunteo:

Florentino el araucano, el gran cantador llanero

que de todo 1o dijo en coplas y a quien ni el mis-
mo diablo pudo ganarle la apuesta de a cudl impro-
visara mds, que una noche vino a hacerle disfrazado
de cristiano, porque aquél, cuando ya no le alcanza-
ba la voz, sobrédndole todavia el ingenio, y faltando
poco para que los gallos comenzasen a menudear, le
nombré en una copla las Tres Divinas Personas y lo
hizo vo%verse a sus inflernos, de cabeza con maracas
y todo.

Both the structure and the central protagonist of

Cantaclaro .are'defined in the title of the first chapter,

"La copla errante.'" Cantaclaro is, first, the copla: the
personification of the poetic, fanciful spirit of his people.

Second, he 1s errante: -the personification of the "espiritu

vagabundo" of his people. He opens the novel as a solitary,

laraugo, op. cit., p. 34,
®Dofia Bérbara, p. 168,
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wandering figure appearing suddenly on the llano and will
exlt the novel, alone, losing himself in the limitless ex-
panse of the land and the legend. But in his passing and in
his encounters along the way, he 1s a device for presenting
and analyzing different segments of Venezuelan soclety facing
the problems at hand. Each of these social segments 1s per-
sonified 1n an individual. The episodic structure of the
novel reinforces the isolation and frustratlion of these indi-
viduals who are searching for thelr spiritual definltion,
for a means of channellng themselves into a proper place in
thelr society. These individual figures are gradually united
through thelr relationship to Cantaclaro, who, as the unify-
ing force of the novel, draws seemlingly unrelated characters
and episodes into a total perspective from which there emerges
‘a composite symbol, |

Cantaclaro is the personification of the ggglg,‘and
as such, he 1s a synthesls of the interior drama of all those
around him, a reflection of the various facets of the soul
of his people. In the first chapter, he draws a vivid por-
trait of his psychological make-up through a series of the
coplas for which he 1s renowned.

His attitude toward danger and toward women is frivo-
lous, and he intends to stay free of encumbering responsi-
bilities:

Hoy te quiero y hoy te olvido
pa recordarte mafiana.

Que sl me quedo contigo 1
yo pilerdo y t6 nada ganas,.

lcantaclaro, p. 8.
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His poetic spirit finds expression in and inspiration
from all those things around him; as he explalns, the source
of his verse 1s in the very nature of the land: '"Los versos
estdn en las cosas de la sabana; té te la.quedas mirando y
ella te los va diciendo":1

La maflana est4 saliendo,
los caminos van andando
y Plorentino estd4d oyendo
sin que le estén conversando.

Materlal possessions rob Cantaclaro of hils freedom
as much as does a woman's love; both are to be enjoyed and
disposed of in good time. He may work months to earn money
only to gamble it away or lavish 1t quite generously on
parrandas for all to enjoy:

Dos cosas hay en el mundo
que no sirven pa viajar:
la plata, por lo que pesa,
Yy el no quererla gastar.

The wanderlust is supreme in his 1life. Desplte the
rational pleas of his brother, José Luis, el positivista,

Florentino 1is irresistibly drawn to the open llano: '"Porque
de mi te aseguro que no hay cosa mds sabrosa que un camino
largo por delante..."4
Thus, at the end of the first chapter, Florentino
has defined his own character, and, leaving his brother to
tend the land and care for thelr widowed mother, he sets the

narrative action in motion by undertaking a Jjourney--"Porque

11pi4. 21pid., p. 9..
31bid., p. 13.  Y1b14., p. 9.
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" le oyd cantar a un vaquero una copla de otros ladqs, obra de
un cantador que se reputaba invencible..."lﬁ-The novel opens
with.this search, apparently to encounter the legendafy rival,
but this quest takés on greater symbolic meaning as Floren-
tino comes to.forget the rival. In his interminable wander-
ing he will find precisely whét he was not looking for:

iAh, malhaya un trotecito

que no terminara nunca!

i Ah, malhaya quién hallara

aquello que nadie busca!
This copla synthesizes Florentlno's fate. He 1s actually,
though unknown to himself, departing on a journey which will
terminate in his Spirituél awakening. Por Florentino, the
collective spirlt of his race, "aquello que nadle busca'" is
the "curse'" of a responsible outlook on life, of a social
and patriotic consclence before unknbwn to him. The change
that gradually takes place in the protagonist 1s symbolized
by the loss of his gift of verse. Thus, the final ggglg of
the first chapter will be answered later in the course of
the novel by:

{Ah, malhaya quién pudiera

con esta soga enlazar

al viento, que se ha llevado

lo mejor de mi cantar:!3

Florentino's first encounter on his journey 1s sur-

rounded by an aura of mystery. He spends the nlght camped

with a guide and his client, a young man i1l with malaria

11pid., p. 14. 21pid.
31bid., p. 190, 238, )
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who refuses to give his name and is known only as "El Cara-
quefio, "1

Through this first encounter, Florentino is faced
with a cholce. The o0ld gulde, who knows the young minstrel
through hils reputation, senses that the object of his Journey
is to féce the "cantador nuevo ... que, seg@in cuentan, no es
propliamente un hombre, sino el mismo Diablo en flgura humana,
pues y que las maracas con que se acompafia se quedan lmpreg-
nadas de olor de azufre.”2 Buf Florentino's adventurous
spirit is captured by another "Devil." Already hls course
is changing as he listens to "E1 Caraquefio," in a feverish
delirium, describe Juan Criséstomo Payara, known to Floren-
tino through the many pasajes based on his explolts as "El
Diablo del Cunaviche." He momentarily forgets the purpose
of his Journey: "M4ds que el deseo de medir sus facultades
con el ya legendario cantador a quien iba a desafiar asi
fuese el mismo Diablo, como decfan, pudo la curilosidad del

enigma de Hato Viejo Payarefio y hacla alld cabalga esco-

tero..."3

liater we learn that "E1 Caraquefio" is Martin Salcedo,
a young student from Caracas on his way to meet with Dr. Pa-
yara. Inadvertently Florentino's wanderings will also bring
him into contact with Payara, where he will again meet Salce-
do. The final meeting of the two will take place over the
dead body of Juan Parao as both simultaneously give up the
idea of Joining the revolution and go thelr separate ways.
Already the narrative line of the novel is set in motion by

~what at first seem chance meetings, which later considered in

the total scheme of the novel are skillfully lnterwoven human
relationships. When brought together again at the propitious
moment, they create a total symbolic and artistic unity.

2cantaclaro, p. 18. 31bid., p. 28.
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ﬂWheh Florentino leaves the others behind, he advances
into a nebulous and melancholy landscape:

Humaredas de incendios lejanos que hace dias
enturbia la atmésfera de la sabana, m4s densas a
medida que se interna hacia el sur, hacen el aire
sofocante y penosa la marcha bajo el sol $in brisa

que 1o mitlgue...
Y la sabana por todas partes deslerta, inmensa

y melancélica bajo la luz espesa con que se desan-
graba el sol, degollado por el horizonte, entre la
bruma de la humareda.l
What Florentino encounters 1s a human vignette as brutally
devastating as the landécape. Only the barking of a mangey
dog and the slow movements of a man and his wife tilling
the barren soil animate the scene of complete misery. The

man, Juan, el veguero, is a typical case of the small farmer

or homesteader iIn whom the author synthesizes the slow ruin
and. destruction of a certain element of Venezuelén soclety:

Ia acclén embrutecedora del desierto, la vida
confinada al palmo de tierra de la vega perdida en
la inmensidad de la sabana, slervos solitarlos de
la gleba qQue sobre aquel mal terrén de ella nacieron
y en ella enterrarfan sus huesos, el funesto chin-
chorro siempre colgado, encurvando y reblandecidndo
las energfas, el rudimentario alimento del topocho
y de la yuca que degeneraban en la tlerra sin culti-
Vo del rastrojo y el agua pdétrida de la charca o del
Jagliey, carato de aquellas larvas que les hinchaban
los vientres y les chupaban las fuentes vitales, la

iseria sin 1limites pero sin horizontes, como la ~

- m D
anura en aquella tarde brumosa a ignorancla ab-
soluta, an hecho ae aque ombre Su mujer
uendes de S1 mismos, con cenizas de alma en la mi-

rada.<

Nowhere in the novels of Gallegos 1s there a more desolate

picture of the tragedy of "la vida campesina," of the total

11pi4.
271bid., pp. 29-30. Italics mine.
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waste of the isolation and ignorance, of the need for social,
scilentiflc and economic progress. These people, "duendgs de
s1 mismos," musﬁ be roused from their spiritual lethargy.
But 1t would seem that ﬂothing could rouse Jban--"Ni una
chispa de inteligencia prillaba en aquella mirada..."l The
Story which he tells Florentino is the tragedy of a lifetime
of hopelessness. His children dead of hunger, fever and
snakebite, he had fallen in debt to the "pulperia del hato"
and thence into the clutches of the local Jefe Civil, Coronel

Buitrago:

Se enamoré de lo mio--a ellos siempre les sucede
eso con 1lo ajeno--, y hoy con una multa, porque

las vacas y que andaban sueltas por la poblacién,

y maflana con un arresto por unos palos de m4s que
me pegué, como yo nunca tenfa plata pa pagd las
multas, me Jue montando una cuenta y un dla Jjue y
vino a embargarme dos vacas pa pagdrsela é1 mismo...
Y vendl 1o que me quedaba de 1lo mio y me vine a
trabaJ4d en lo ajeno... Y aqui me tiene, resignao

a mi suerte...2

The encounter wlth Juan, el veguero, 1s the first

preoccupation for the heretofore carefree spirit of Floren-
tino. From this moment, he begins t§ undergo a gradual
spiritual evolution, His Jubllant nature 1s dimmed, and he
begins to analyze both human and natural phenomena with a new
vision. The llano, mysterious but beautiful, heretofore the
scene of adventure and romantic conquest, 1s now also a place
of destruction. One must choose his way more carefully than

merely allowling his horse to select a path, for not all the

"caminos del 1lano'" are the same:

1pid., p. 29. 2Ibid., p. 32.
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Todos estdn listos para ponerlo en marcha y todes

son iguales: los que conducen y los que extravian,

Ia sabana los ofrece, como una mano sus rayas al

abrirse, pero no indica cuél es el mejor. Aunque

es ancha y llana la tlerra que cruzan, casi todos

son senderos angostos para un solo viajero... IY

son muchos estos camigos muertos por donde va mu-

riéndose el Liano!...

As Florentino rides away from Juan's hut, he carries

on a self-dlalogue, typical of the llanero who spends so much
time alone, "desdobldndose en el habitual interlocutor de sus

mondélogos dialogados."2

As he rides hour after hour.across
the deserted landscape, this self-dialogue reveals the grow-
ing separation of the duallties of Florentino's character.
This device allows the author a new technique of exploration
of character, a new manner of making concrete innér'conflict.
Heretofore the author had set at odds antagonistic personal-
ities; now he develops the "double-self," and as the self-
dialogue progresses from the rational to the non-rational
(for Florentino is failing 111 with sunstroke and fever),

the intenslity of hils separation of character becomes acute.
Once agaln the solitude and nebulous landscape are under-
scored: '"La atmésfera, saturada del humo de las quemas sofo-
ca y abrasa los pulmones... Por momento se va haclendo més
densa la niebla de humaredas que invade la llanura."S Flo--
rentino.1s becoming lost and he cries out to the land to show’

him the way:

11pid., pp. 33-34. - :
2Ipid., p. 33. 31b1d., p. 34.
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-~iLlano, "llano, llano, llano! ...

Cuatro veces te he mentado
y a ninguna has respondido.

Superficlally, we are led to belleve that Florentino 1s los-
ing his way because of the smoke and dust. Half singlng and
half talking, he shows a growing concern as opposed to his
habitual carefree, fearless spirilt:

--Agudrdate ahl, Florentino, que el caso no es
de cantar. ¢Que se hizo la queserita? ¢Cémo que
se la tragé la tierra? ... Completica vl la casa en
plernas y hasta distingul al quesero y ahora resulta .
que no hay sino banco de sabana pelada. Y no fue
hilacha de sombrero, porque ya se la habla arran-
cado... Espejismos los llaman, Florentino...2

- "Hls "happy self" tries to bolster his spirits as he urges
his horse on: '
Bueno, tripas, éestdn oyendo? Por el momento no hay
nada de lo dicho, Y apura el paso, retinto... iLla-
no! 'iLlano! &Por qué lo hiciste tan grande y tan
seco, Dios mfo? ...éVerdad, retinto, que no nos ven-
dr4d mal? Sels horas llevamos atravesando este reven-
tadero de sol sin una Jaciita de sombra. iLlano!
rlea.rIO! LN BN 1 ’
Cuatro veces te he mentado
vy a ninguna has respondido.

6Quién me manda a estar buscando
1o que no se me ha perdido?3

Now definitely lost, Florentino is becoming delirious; he
thinks he sees a figure but then is sure he 1s alone: "El
sol que me lleva ciego; --6Clego y viendo visiones?--por-
£16 el interlocutor ilusorio..."4

--,Qud te pasa, Florentino?

11pig. 2Tbid.
31bid., pp. 34-35. b1bi4., p. 35.
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Y la pregunta, materializando de nuevo al duende,
provoca otra vez la 4spera respuesta, con lo primero
que a mano le viene:

--Esta barba que me trae fastidiado., Me parece
que no soy yo cuando me siento tan peludo...

Laughter interrupts the self-dlalogue, almost as 1f coming
from another--this is the same technique employed in the

"Ila daflera y su sombra'" of Dofia B4drbara, where Bidrbara car-

ries on a self-dialogue with her "Socio," By making both
Bérbara and Florentino unsure as to whether or not they are
talking (or laughing), the reader is kept off balance. to
stimulate the mystery and fantasy of what is taking place.

Oye una risa socarrona y luego, dando rienda
suelta al didlogo, deliberadamente:

--No se afllja, compafiero ... ya debemos de
estar cerca... A menos que vayamos perdidos,
porque con esta humasera... iQué perdidos vamos
a 1r! Serd la primera vez que yo no llegue a .
donde me haya propuesto. Este es el camino, -
iArree y no se aflija!

-<6Afligirme yo? {Ah caramba, compafiero!
Usted como que no me conoce,

Finally the separation of character 1s so complete that 1t
becomes difficult for Florentino to identify with one or the

other:

Una brusca interrupcién pone fin al didlogo y
restablece la completa lucldez de su pensamiento:

--Ahora s que estoy de culdado. Se me han
revuelto los nombres y no sé cuando habla Floren-
tino y cuédndo Cantaclaro...s

The confusion here--delirium brought on by sunstroke and

fever--1is greater than at a literal level of meaning.

11pid. “Thalics mine. 2Ipid. Italics mine.

31p1d. 1Italics mine.



137 ‘
Cantaclaro and Florentino are becoming two separate entities,
the first standing for carefree lack of soclal responsibility,
and the latter gradually becoming a socially conscious man
who feels the necessity of orienting himself, weighlng his
decisions, In PFlorentino's own mind, the two, synonymous as
the novel opened, have begun to separate and to signify two
distinct ways of life.1
Now, in the culmination of this delirium, Florentino
comes to a fence, but as he prepares to dismount to open the
gate a volce answers: "--No se moleste, que ya lo hice."
Era un hombre de aspecto distinguido y acomo-
dado. Vestlfa de blanco, calzaba polainas de charol
y espuelas de plata y usaba un sombrero aludo bajo
el cual lo tnico que se le apreciaba del rostro era
la barba negra y tupida...?
Florentino cannot see the man's face, but "la voz no le era
desconocida y las palabras ya le parecfa haberlas ofdo
antes..."3 As he passes through the gate and turns to thank
the stranger, he finds that he is alone: '"La sabana estaba
sola., Un remolino de polvo al ras del suelo se alejaba por
el camino..."u Florentino 1s perplexed (as 1s the reader).
Did he meet a stranger or was 1t an apparition? Why was the

man's voice famlliar? Was he the stranger Florentino greeted

earlier on the road? The usually intreplid Florentino believes

1The separation of these dual aspects of his nature
are later recognized by the protagonist and are further empha-
sized: "iSe acabd Cantaclaro! .,. Hay que hacer algo m4s
serio, Florentino... Hay que hacer algo, Florentino," Cf,
note 3, p. 150.

2cantaclaro, p. 36. 31bi4. 41p14., p. 37.
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he has met an apparition:

Por ser la primera vez

que yo en estas tlerras canto,

me hago la cruz en la frente

por librarme del espanto,l
The mystery grows, and only later do we assoclate the "ap-
parition" dressed in white with the legendary "espanto" of
Dr. Payara's ranch, "E1l Blanco de Hato Viejo"--Payara him-
self. Throughout the novel the figures of Payara and "El
Blanco" are interfused in a method parallel to that of the
duality of Cantaclaro and Florentino.

Significantly, Florentino's next encounter with Paya-
ra is also in a confused mental state, when, after finding
his way to Hato VieJo, he is taken in by Payara's foreman,
Juan Parao. His horse dead of fever, Florentino himself
collapses in a state of delirium. As he comes to, he remem-
bers being tended (bled), and he makes a significant associ-
ation between 1) the Devil who has defied him and the Diablo
del Cunaviche, and 2) between Payara and the Blanco de Hato
Viejo:

Era el Diablo del Cunaviche ganidndole la porfia,

acosdndolo con sus coplas recién sacadas del infier-
no, rojas y quemantes, como la sangre del retinto,
como los medanales de la sabana, inmensa lengua seca
de tanto cantar ... como la sangre que le estaba
chupando de las venas ablertas el Blanco de Hato

Viejo, que se 1iba volviendo negro a medida que chu-
paba, que 8e 1ba poniendo rojo a medida qQue oscure-

cla,..
Now, even through this delirious vision, the author is clar-

ifying Florentino's encounter at the gate. The description

11pig. 2TIbid., p. 44,
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of Payara is the same: "--1Ese es el hombre que me abrié la
puerta del medanal!"l And when he is told that he 1s invited
to convalesce at Hato Viejo, Florentino's answer has the dou-
ble meaning of this new understanding: "=--As{ me ha dicho el

blanco... Ya van dos veces con ésta que me abre camino expe-

dito, "2

Juan Criséstomo Payara 1is a unique character in the
Gallegan novel. He represents an unbending moral code 1in a
soclety bound by compromlse., Hls 1ron will and fanatical
concept of justice have earned him the nickname of E1 Diablo
del Cunaviche. The entlire course of hils life 1s marked by
a gradual withdrawal from the soclety around him into an ab-
stract and hermetically sealed world. The soh of a wealthy
and landed famlly, he studled medicine only to renounce his
career when local officlals tried to force him to sign fraud-
ulent death notices for yellow fever victims by changing them
to a disease "de que podfan morirse p@iblicamente los vene-
zolanos,"3

From the practice of medicine, Payara retr;éted into
the pharmacy inherited from his father, "refuglado en un
margen penumbroso de su cienc:l.a..."LL But 1if he had physi-
cally retired from the struggle, intellectually he continued
to volce his rigid diagnosis of his country's 1lls: "ILa enfer-

medad de Venezuela no es para pafios calientes y b4lsamos

l1pid., p. 46. 27bid.
31bid., p. 66. b1bi4., p. 67.
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anodinos, sino para hierro de cirujano. El que quiera redi-
mir a este pails de sus males tiene que inmunizarse, primero
contra la compasién."l But Payara, like Unamuno's hero in

Nada menos que todo un hombre, 1s not immune to sentimental-

ity. Even with "aquel trdgico concepto de la vida," Payara
" "se asust® de la aridez sin brote de ternura, se vié al borde
de lé crueldad, ya empedernido, tuvo miedo de sI mismo y
pensé que le era necesaria la compafifa dulcificante de una
mujer."e

When Payara falls in love with Angela Rosa, the
daughter of his former teacher, his happiness 1is short lived.
He discovers her on the eve of thelr wedding about to drink
polson and forces the girl's pitiful confesslon of violated
honor and her subsequent mistreatment by the despicable
Carlos Jaramillo, son of a famlly with a long tradition of
antagonism with the Payara family. The impact of this con-
fession pushes Payara even further back into the recesses of
a fanatical concept of morals and Jjustice. He agrees to go
through with the marriage, but only to save the honor of the
girl's father,

Payara takes Angela Rosa to Hato Viejo, the country
home of his famlily around which 1s woven the legend of the
spirlit of 1ts bullder, who declared in his will that no wo-

man should ever live there. According to the legend, his

spirit,

11b14., p. 68. ®Ibid.
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... alin después de muerto vigilaba sobre la finca

para qQue en ella no se estableciesen nl se detu-

viesen mujeres, pues cuando, sin embargo, esto

sucedla, no tardaba. en aparecerse su fantasma a

no permitirles reposo.
In this tortured atmosphere, Angela Rosa lives onlyllong
enough to give birth to a baby daughter., She commits suif
cide by drinking a bottle of poison which, according to pop-
ular belief, was left within her reach by "E1 Blanco." Pa-
yara, although remorseful that he left the poison there, 1s
not able to declide whether or not he did 1t on purpose. This
thought does not long disturb him, for the same rigid con-
cept of Justice which led him to personally "execute" Carlos
Jaramillo, precludes his imagining any other fate for Angela
Rosa: "... pues contra este Payara tremendo no habila reac-
cién espiritual que pudlese atormentarlo, tan lleno como

estaba de s1 mismo que no admiti{a ni la imaginacién de otro

modo de ser y de entender la vida que fuese mds Jjusto que el

suyo."?

Following these tragic events, Payara left the child,
Rosdngela, with his sisters in the capital and disappeared
for more than three years. When he returned from this volun-
tary exile, supposedly spent with an Indlan tribe, he was
determined to enter the national cause: "No basta hacerse
la propia Jjustlcia; es necesario tratar de ejecutarla en todo
el pals. Vengo declidido a dedicarme a la guerra contra los

bandidos que se han aduefiado de Venezuela."3 But his faith

11pid., p. 77. 2Ipid., p. 78. 3Ibid., p. T79.



142
in the revolution is soon shattered as he finds himself alone
in his ideals, while those about him are fighting for person-
él galin:
"Voltear la tortilla', derrocar y sustituir a los
hombres de presa que se hablan apoderado del gobiler-

no, por otros iguales que luego harlfan 1o mismo que
aquéllos, era todi la ideologia de los revoluciona-

rios venezolanos.

Payaré abandons the revolutionary cause and returns
to Hato Viejo, accompanied by all his frustrated hopes and
ideals. He hopes to find the peace of total 1solation, but
when his sisters diéf Roséngela is left alone, and against
his better Judgément he allows the girl to come to live with
him at ﬁato Viejo. The}relationship between the young girl
and the man she belleves to be her father forms the most in-
tense human conflict of the novel. Both are tortured by the
relationship. Rosédngela realizes subsconciously that Payara
is not her father, but at the same time she consclously feels
guilty for loving him, Her constant declarations of--"si no
fueras mi padre, me enamoraria de ti'"--agitate Payara's inner
turmoil. He is torn by the lie that he has created and his
grqwing love for the girl. True to character, he attemps to
tell her the truth, but she stops him, afraid of this truth
and afrald of losing him, Theilr situatioh is hopeless, for
without the truth, their love is incestuous.

It 1s at the helght of this conflicﬁ that Florentino

comes to convalesce at Hato Viejo. It 1s obvious from the

11p14., p. 80.
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first meeting of the two that Payara and Flerentino are
Opposiée poles. Payara's entire 11fevhas been devoted to
his rigorous ldeals of Justice and to rational purposes, to
order and exactitude. Florentine, en the other hand, is the
epitome of the vagabond, 1ﬁeffensive and likeable; but his
existence 1s a type of barbarie simply through the wasting
of his talents and his lack of orlentatien. As such, he can
only be attacked by Payara: "Desde pequefiito ha sido usted
fanteaseador y por lo que lleva andado per tal camino me pa-
rece que ya no tendrd remedio."l

Payara 1s an existentlalist whose motto is: "... ca-
da cual es duefio de hacer de su capa un saye."a He cannot
understand the waste of energy that Florentino represents,

and hls acid comments agitate Florentino's spiritual evolu-

tion, begun with the encounter with Juan, el veguero.

Pero ¢no siente usted, alguna vez, necesidad de
contraer deberes y obligacliones que le impriman

a su vida el sentido y la razén de ser de Que
carece? Y no hablemes de las grandes obliga-
clones del hombre ante la humanidad y de ciuda-
dano ante su pafs, ya que no lo creo a usted ca-
paz de tamafias preocupaciones, sino de los deberes
mds inmediates y sencillos: casarse, tener hijos,
labrarles una fortuna. ¢Cree usted que a sus hi-
Jos, 81 es que los tlene o cuando les tenga, van a
serles ﬂtilgs sus coplas, fnica herencia que usted
les dejar4? : ,

Part II of the novel deals with Florentine's con-

tinued spiritual awakening spurred on by Payara and others
" he comes in contact with at Hato Viejo. Principal among

11bid., p. 49. 21p1d.
3Ibid., pp. 49-50.
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these figures 1s Juan Parao, who complements Juan, el veguero,

in that both are the personification of large masses of the
people who are waiting and vainly searching for a leader, for

orientation, Where Juan, el veguero, represents the white

and indigenous masées, Juan Parao represents the Negro. Albne
and without family, Juan Parao soon learned that hls lot was
to serve one master after another. He was taken in by the
Jaramlllos, and later falthfully served Carlos Jaramillo.
Carlos rewarded Juan by falling to help him defend himself
against a murder charge, and Juan fled to the llano. There

he lived as a cattle rustler until he became assoclated with
Payara, then General Payara, during the révolution.

When Florentlno meets Juan Parao, he 1s the aging
'bérbaro, "degenerado en caporal de sabana' within the con-
fines of Payara's ranch, In his youth, Juan's dream, his
"gran idea' was to be the great Negro liberator of his people.
Renowned for his feats during the revolution, he had followed
his general home to Hato Viejo. His dreams are all but for-
gotten until Florentino's arrival with his inevitable coplas
and corridos, and soon Juan's loyalty to Payara beglins to
weaken:

Era imposible que Juan Parao acertase a des-

cubrir que este comienzo de desligamiento ... ha-
bia comenzado antes cuando, a la llegada de Floren-
tino, cantador de sus antiguas hazafias, experimenté

las primeras nostalgias de sus tlempos de cuatrero
indémito...L

l1b1d., p. 120.
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Florentino seems to act as a catalytic agent on the
emotional state of all those around him., He has established
in his mind the relafioﬁship between Payara and the myster=
ious "E1 Blanco," whose frequent appearances accompanied by
fhe sound of hoofbeats in the night now dominate the envir-
ons of the ranch. Juan Parao and the servants have also be-
come aware of "esa manera de mird el doctor a la seforita.,."l
Now Roséngela overhears the servants repeating Florentino's
story of "El1 Blanco" who opened the gate of the ranch; they
interpret Florentino's arrival as a fortunate event, hoping
that the girl will fall in love with him: "... por eso fue
que el blanco corrié el tranquero; pa qQue vinilera a evité
10 que no debe de sucedé."2 Roséngela hears Payara coming
and going 1n the night, and she begins to understand the re-
lationshlp between him and "E1l Blanco":
,Qué relaciébn existiria entre aquellas furtivas
salldas nocturnas y las apariciones del duende de
Hato Viejo? ¢Por qué los peones de éste designaban
con el mismo nombre de "el blanco" a su padre y al
aparecido? ... la respuesta correspondfa a una inte-
rrogacién formulada en lo insondable del alma... Y ya
esto era como ante el paisaje, inmensidad misteriosa.3
It is Florentino who, in an indirect way, communicates
his suspicions, as well as those of the others, to Payara.
The two are inspecting the herd which Florentino is to pur-

chase, when they wiltness a phenomenon of the animal world

which has a direct parallel in the 1life of Payara:

11pb1d., p. 108. °Thid., p. 111.
31bid., pp. 112-113.
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El repudio de las potrancas ya aptas para el amor.
A coces y dentelladas las despedfa el padrote de
aquella yeguada, porque eran sus hijas y el instin-
to, veddndoselas, se las hacfa aborrecibles.

Y esto basté para que, de pronto tomase cuerpo
Yy contornos precisos un pensamiento, o sombra de
pensamiento, difuso a través de todas las reflexio-
nes de Florentino desde que se interesase en el
misterio de Hato Viejo y especialmente de las encon-
tradas inclinaciones que experimentaba respecto a
Payara.l

Whén Florentino expresses his comment at.the sight, Payara
is quick to understand the full implications of its double
significance: "El padrote echando a las hijas con las
cuales no se debe ayuntar., Hasta los animales respetan esa
1ey.”2 With this comment, Florentino has forced Payara to
face the s;tuation realistically: "... lejos de ofenderlo
con calumnia alevbsa, Florentino lo habifa despertado de B
aquel suefio de sf mismo, dédndole ocaslén para que se rein-
tegrase.”3

What the author is exploring in the second part of

the novel 1s the awakenling of the alma dormida of his central

protagonists. Parallel to their search for orientation, Ga-
llegos introduces a study of the Méssiah complex, skillfully
integrated into the total architecture of the novel. The

llano is the setting par excellence of the Messlianic appeal.

There the open spaces traditlionally have glven rise to a no-
‘madic existence. The symbolism is easily carried further to
the level of the national character of a psychologically no-

madic people who traditionally have searched for a leader or

11vid., p. 145. 2Ipbid. 31bid., p. 148.
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a channel for energiles.

Florentino's arrival at Hato Viejo had coincided
with the dry season, when, according to custom, the dry
lands are burned just before the rainy season to clear them
for new growth, As the thick clouds of smoke obscure the
landscape, it reflects the atmosphere of blind searching of
the human protagonists:

Una onda de inquletud se 1ba extendiendo por el

llano y en todas partes miradas recelosas explora-

ban el horizonte. Aquellas humaredas que hacila

dlas se deslizaban sobre la llanura, ya se volvian

tan densas que era casil imposible orientarse por

entre ellas, y como no podfan ser explicadas por

incendios de la sabana, no mayores aquel afio que

los acostumbrados por tal época, el 4nimo super-

sticloso del llanero tendfa a atribuirselas a

causas sobrenaturales.l
The atmosphere of superstlition which prevaills throughout the
novel 1s propltious for the appearance of one who can explailn
the causes of the humaredas, for the appearance of a 'pro-
phet": "Era un hombre vulgar, ya viejo, sin fulgor visiona-
rio en la mirada nl acento mesidnico en la voz. Quienes lo
conocleron no se explican cémo pudo fanatizar a tanta muche-
dumbre.”2

'~ The prophet's appeal is that of a Christ translated
into the idiom of the 1llano: "-—Llahero, abandona el tra-
bajo que te esclaviza al hombre, ensilla tu caballo y si-
gueme."3

Era una voz antigua, pero siempre oportuna, a
cuyo encuentro sallfa el alma del llanero: la voz

1Tpid., p. 114, 2Tpid., p. 123. 3Ibid., p. 127.
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de la sabana, del vasto horizonte ablerto al noma-
dismo... Pero quiz4 también la gran voz mesiédnico,

cuando algulen se le aparece y le dice, como decia

aquel visionario:
--S6lo yo_conozco el camino y el que me siga

serd salvo...

The appearance of the prophet, besides belng a device
for exploring a constant of natlonal character, advances the
emotional conflicts of all concerned and causes them to ana-
lyze themselves. Payara 1is forced to wonder whether he
should again approach "la realidad venezolana"; but Juan
Parao's appeal that Payara lead the forces grouped around
the prophet falls on deaf ears., Payara has turned his back
on his own soclety, convinced that the same vicious circle
to which he fell victim once before will be carried ouf again:
| ... cuando renunclé a la guerra ... no lo hice por

despecho, como algunos se habrdn imaginado, sino
por conviccién absoluta de que con este pueblo, con
ese rebafio que va detrds de ese ... hombre con esa

manada de bdrbaros no se guede ir sino a la barbarie,
que la llaman democracia,

Juan Parao turns to Florentino and tries to convince
him to Become the military leader of the prophet's band.
Once again Floréntino i1s questioned as to whether he intends
to do something concrete with his life, as Parao's words
echo Payara's: "¢(No le provoca a usté hacé una cosa grande,
de aqui p'alante en su vida?"3  Juan Parao knows that he can-
not be that leader--"Negro no llega a los postres, catire"--,
but where Payara had looked cynically on the prophet's band,

Juan, with the traditional hope he represents, interprets

11p14. 21bid., p. 126. 31bid., p. 134.
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the prophet's appearance'as opportune:
... porque sentfamos que algo dormfa en nuestro
corazén y tenfamos menester de que algunc, mis
aprendfo, nos lo dispertara... Esa gente 1o que 1
necesita y lo que en el fondo va buscando, es Jefe.

The appearance of the prophet colncides with a turn-
ing point in the protagonists' lives. Juan Parao joins the
prophet's band. Payara withdraws from the world and renounces
all causes. Rosdngela, gullt stricken at loving the man who
spiritually and before the world 1s her father, begs Floren-
tino to take her away with him. As the two leave Hato VieJjo,
Florentino sees a shadowy figure near the gate and under-
stands that Payara's presence 1s a mute consentment to his
taklng the glrl away by "... abriendo con sus propias manos
la puerta del medéhal, que blen podian ser las mismas que a

é1 se la abrieron ocho dias an'ces..."'2

Thus the Payara cycle
. closes as 1t began, with a fuslon of Payara the man and the
legendary "El Blanco," the materialization of his inner tur- -
moil as oppésed t§ the cold rationélity of the former.

The final chapter of Part II, "Recogiendo los pasos,"
might well serve as the theme of the third part of the no-
vel. Florentino's wanderings have introduced him to the
major protagonists of the novel., Now he begins an inverse

Journey which will carry him over the same path and back to

his home. As he passes back by the home of Juan, el veguero,

Florentino notices that another cross has been added to the

small graveyard which marks the scene of Juan's sad existence.

11p1d., p. 135. 21pid., p. 157.
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It is the grave of his wife, Eufemia, "pobre mujer del campo

venezolano siempre prefiada de muerte."l Juan, finally roused

from his spiritual lethargy, has burned his fields, hacked
his dog to death in a fit of rage and abandoned the place

forever.
The impact of all he has seen and experlenced opens

a new vista for Florentino, no longer the '"tenorio errante"
capable of taking advantage of the young girl 1in hls care:

Era como si la aventura del rapto de Rosédngela,
primera con la cual no perseguifa un propésito torpe
o mezquino o simplemente frivolo, le hubiese comuni-
cado a su existencia--hasta allf sin rumbo ni fina-
lidad 6Gtil, fuerza perdida como la del viento en la
sabana--una mejor razén de ser, abriéndole ya el alma
a otra mejor comprensién de la vida y en particular
de su tierra llanera y de la gente que sobre ella
amaba, sufria y esperaba.

Florentino now decides that he, like the others, must find
some direction, must take some action:
$Cémo es posible que yo ande cantando por la

tlerra donde suceden estas cosas? ... |Se acabd
Cantaclaro! Y se acabaron los amorcitos y 108

viaJes sin rumbo,., Hay que hacer algo mis serio,
Florentino... Hay que %ﬁcer algo para que en esta

que arrulnd a Juan el veguero... 3
y que cer algo, orentino.

From now on his life will have a new direction, a new road:
"No el camino de afuera, que ya lo conocia, sino el de aden-

tro, por donde un hombre va recogiendo sus pasos perdidos."u

l1bid., p. 160. 2Ipid., pp. 161-162,
3Ibid., p. 162. TItalics mine.
b1pbiga., p. 163.
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It is Florentino who must undertake the new road; Cantaclaro
is finished:

Ese cielo tan rosado

es que el dia est4 rompiendo.

Esta fiesta se ha acabado;

Cantaclaro se estd yendo.1

The third and final part of the novel concerns the

outcome of the protagonists who have resolved to take some
action to change the course of their lives. Florentino, true
to his change of heart, takes Rosdngela to the protection of
his mother's home. For the first time in his 1life he intends
to ‘settle down, to help his brother retain thelr land, now

threatened by Buitrago, the same Jefe Civil who ruined Juan,

el veguero, Florentino is honest in his attempt for a new

life, for he has genuilnely fallen in love with Rosédngela.
But he 1s not so reformed that he has lost all desire for
the vagabond freedom that means so much to him, Just as he
is about to utter "la palabra definitivamente compromete-
dora," he is stopped by the sound of a distant cowboy's voice
singing one of his own coglas.

Hoy te quiero y hoy te olvido

pa recordarte mafiana,

Que sl me quedo contigo
yo plerdo y t§ nada ganas.

2

The fatalism of his nature has not changed. He accepts this
as a sign and remains silent, thinking to himself: "--Lo me-
Jor es lo que sucede. Y después dicen que las coplas no

sirven para nada!"3

l1pid., p. 164, 2Tbid., p. 199. 31bid.
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José Luis, too, has been undergoing a spiritual crisis
which reaches a climax as the two brothers are indulging in
their favorite sport, hunting tigers with lassos, José Luis
falters almost too long before lassoling a tiger about to
kill his brother. As the two return home, José Luls tells
Florentino the story of twin brothers whose love of the same
girl caused one of the brothers to mufder the other during a
tiger hunt. This story, one of the best examples of the use‘
of an entire tale as symbolic explanation of an event in the
novels of Gallegos, 1s only too well understood by Floren-
tino. But more than the attempt on his l1life, 1t reveals José
Luils's love for Rosédngela and opens a way of repaying his
brother for the many years he has cared for him.

Leaving Roséngela in the care of his brother, Floren-
tino undertakes his last journey, the one which he interrupted
to reach Hato Viejo. Now the human character of Florentino
seems to dissolve. The legendary character has been set in
motion: ",.. y ahora las voces de los caminos parecifanle °
que le contaran, no su historia vivida, sino su leyenda
sofiada."l Now he is the figure who opened the novel wander-
ing across the llano: '"Pero ya Florentino cabalgaba otra vez
al azar de los caminos, por donde su historia se perderia en
la leyenda."®

Florentino's first stop 1s at a neighbor's house

where frlends are awaiting him at a fiesta. When he arrives

bi4., p. 222, 2Ibid., p. 223.
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he 1s told that a stranger 1s asking for him, but the stranger
has dlsappeared without belng seen. Florentino understands
the significance: "Ya sé quién era ese forastero misterioso.
Ese es el Diablo, el cantador que y que se estaba apareciendo
por los llanos de Barinas, que como yo no ful a buscarlo ha
venido por mi."l Florentino has once again become Cantaclaro,
yet he is somehow not the same self-confident mistrel sure of
defeating any rival; now he has the presentiment that he may
be defeated: "Pero ya volverd, después de las sels de 1la
tarde, cuando haya pasado el tiempo que el Seflor estuvo en
la cruz, y cargard conmigo..."2

When the news arrives of an armed uprising against
the government and of 1its Negro leader, Florentino leaves in
search of his friend, Juan Parao. The final chapter of the
novel is the author's strongest appeal against the horrors
and futility of the armed uprising as‘the solution to his
natlon's evils. Florentino, drunk and exclted, arrives at
the scene of the battle and 1s confronted by one living be-
ing in the scene of destructlon--a woman, who, having wit-
nessed another such holocaust years before, had gone mad. In
her delirious speech, she recreates the death of Builtrago,

a machetazos, at the hands of Juan, el veguero, who after the

death of his wife had joined first the prophet and later Juan

Parao. Juan, el veguero, "aquel hombre paciente y pacifico,

11pid., p. 225.
°Ipid. Italics mine. Cf. note 2, p. 156.



154

de hablar calmoso y mansa mirada bestial," had taken the
only path of action open to him by joining the revolution.
Buitrago's death at his hands 1s an act of revenge for a
whole lifetime of injustice from which he finally rebelled.
But his rebellion is without transcendence:

--Y cuando ya del Coronel no quedaba sino el olor

de carne chamuscd, solté el hombre fiero su machete

rabén, dié unos pasos, calambriao por la furla, se

eché en el suelo contra la paré de un rancho y se

quedé muerto como si tal cosa, M¥erto del todo y

sin dec! ni fRe, como un pajarito.

Thus died Juan, el veguero, betrayed by his nation, by those

entrusted to protect his rights. He had awakened too late
from his.Spiritual lethargy and in the wrong cause. He
-symbolizes a tragic waste of human potential:

Aquella ruina humana a quien primero sostuvo una
inmensa resignacién y luego una cédlera inmensa...

Porque en hablendo saclado su venganza ya aquella

ruina humana carecia de aliento que la sostuviese.

iJuan, el veguero, que habria sido un hombre bueno

¥y paclente hasta el fin, sl el destino y los hom-

bres lo hubiesen dejado vivir tranquilo, con su

mujer y sus hijos y sus cuatro vacas y sus dos

potrancas!

The way of revolution has been no kinder to Juan

Parao, mortally wounded when Florentino reaches his camp.
Like so many, he discovered too late that the prophet's cause
was no real attempt to better the country: "--Io del profe-
ta y la muchedumbre que lo seguila, realmente no era sino
pura supersticién, si no simple deseo de vagar un poco a la

aventura."3 Juan Parao's death, like that of Juan, el veguero,

11bi4., p. 231. 21bid. 31bid., p. 235.
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is a betrayal, a betrayal of Parao's '"gran ideal" and his
continual hope and search for a leader:

iNegro bueno, pobre negro de mi pueblo venezolano,
que supiste ser sufrido y rebelde al mismo tiempo!
... Una voz de tu sangre, religién de tu raza mesiéd-
nica, te hizo luego seguir a un hombre en quien
viste un jefe. iIPobre pueblo mfo que siempre andas
buscédndolo! ...iNegro bueno, sufrido y rebelde!
iPueblo mfio que lo llevas en tu sangre como una
verglienza y en tu pecho como una tormenta! ¢ Hasta
cudndo estards murlendo a los pies de tu Jefe?

Cantaclaro is, in the final analysis, a sharply pes-

simistlc novel populated with fracasados. The failures of

the protagonists represent two extremes in the collective
masses which they personify. One extreme 1s the road to
revolution which the two Juans have adopted as thelr solution
to the nation's 1lls. But this 1s not the answer: "--Este
rio es el camino; por aquif no saldremos nunca de la barbarie,"2
The useless sacrifice of "la rabia heroilca y tremenda de
Juan, el veguero," and "el candoroso ldealismo de Juan Parao"
is a plea for the orlentation of the traglc waste of human
potential which they represent: '"Son dos fuerzas muy nues-
tras que es necesario desviar de este camino para siempre."3
Juan Criséstomo Payara embodies the other extreme:
total withdrawal, His fallure is the most tragic, for his
preparation and opportunlity to do something constructive were
greater than that of the others. Payara, who could have been

a Santos Luzardo, withdrew into a total and wasteful isolation.

11pid., pp. 237-238.

21pid., p. 238. 31bid.
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The figure of Florentino is a synthesls of the great
1hdividual and national fracaso. As the unifying force of
the novel and the '"lazo eépiritual" which relates the total
experience, Florentino is the one protagonist who could have
profited from all he had witnessed. But his spiritual evolu-
tion, which seemed so promising, is abortive. Florentino 1is
reabsorbed by Cantaclaro:
Florentino, que no llevaba ninguno [camino)] de-
terminado, siguild solo y se perdid en las desiertas
lejanfas de la sabana,
Y penetrd en 1la leyenda.l
But Gallegos' protagonist is not allowed the legendary de-
feat of the Devil. The triumph of Dofia Bdrbara is reversed
as the author warns that the satanic forces of barbarie can
defeat a people who cannot or will not conquer their spirit-
val disorientation and undertake a constructive and unified
path toward progress:

Tiempo después llegd a El Aposento la noticia.

--A PFlorentino se 10 llevé el Diablo...2

11p14.
27bid.



CHAPTER V
CANAIMA, 1935

Of Gallegos' three master works, the two which have
most consistently been compared as "obras gemelas" are Dofia

Bdrbara and Cantaclaro. Such a comparison is valid with re-

gard to the study of the llano region and its inhabitants;

but technically and thematically, Cantaclaro is much more

closely linked to Canaima, These two ndvels, written within
a year of each other, share the dominant thematlc constant of
the struggle between civilization and barbarism--but the
struggle is not that of DoMfa Bdrbara, where these two anti-

thetical principles, incarnated in Santos and Birbara, met in

the definitive battle. In Cantaclaro and Canaima, the au-. -

thor's vision of the epic strﬁssle is keyed to civilization
as the orlentation needed to channel the potential of his
raclial and national circumstance toward the progress he wants
for his country. Inversely, barbarism is seen as all those
factors which thwart such a p:oductive concentration of po-

tentlal,

Gallegos' vision in both Cantaclaro and Canaima is that

previously cited in his essay, "Las tierras de Dios": the

creatlive process of his young nation is still in the throes

157
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of a time of genesls, where the forces of good and evil
(eivilization and barbarism) are struggling in a primitive
scene, in

una tierra sobre la cual todavia se aglitaba el

torbellino de donde surgleron el agua, el viento

y el rayo ... de un mundo sacudido por las co?-

vulslones del parto de los abismos creadores.

To complement the genesls epic of the llano setting

of Cantaclaro, Gallegos moves to the most virgin of his coun-

try's regions, the Guayana Jungle of Western Venezuela. Here
he finds the most intense of the inherent geographical dramas
of Venezuela, abundant with material for another great epic:
El drama de la selva virgen ... grandioso panorama
de epopeya ... las calamidades de aquella regién
sustraida al progreso y abandonada al satdnico im-

perio de 1la violenciaé eran de la naturaleza de las
maldiclones bfblicas.

Cantaclaro had as its theme the waste of human poten-

tial (national human resources), lost or sacrificed uselessly
through lack of orientation or adequate leadership. 1In
Canaima Gallegos 1ncorporates, in symbolic parallel, the
waste of natural resources 1n the fabulously wealthy Guayana
region., Nowhere in the novels of: Gallegos 1s the author's
symbolic setting more intrinsically coordinated with his cen-
tral theme than in Canaima. The Guayana region, in its un-
tapped potential and inherent dangers, 1intensifies the search

for orlentation; it 1s the reglon of man's greatest struggle

1Canaima, pp. 209-210. Cf., Chapter IV, notes 2 & 3,
p. 119.

®Ibid., pp. 6u-65.
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precisely because Nature 1s at its strongest here.

Thus the theme of the bala perdida, the man seeking

orientation in 1ife, becomes more intensely dramatic as the
struggle between man and nature intensifies. If man felt
himself "empequefiecido" by the vast expanse of the llano,
the jungle threatens to swallow him. The "uno solo y mil ca-
minos distintos" of the llano become a deadly maze of tribu-
taries and cafios that thread the jungle: "... laberintos de
corrientes y contracorrientes estrepltosas por entre gargan-
‘tas de granito sembradas de escollos."! Above this bewilder-
ing labyrinth rises the Jjungle, a pagan ané primeval temple,
dark and foreboding, where no orienting 1light may penetrate:
... la selva virgen, que es como un templo de mi-
llones de columnas, limpio de matojos el suelo
hasta donde la fronda apretada no deja llegar los
rayos solares, solemne y sumida en penumbra mis-
teriosa, con profundas perspectivas alucinantes.®
In this pagan temple, the pendulum swings between the
forces of good and evil, incarnated 1n the primitive Indian
gods: Canalma, the evil deity who looses the arms of nature
against man and invades his spirit as '"el mal de la selva,"
and Cajufia, god of good, who is consistently defeated in the
-titanic struggle of the two:
--iCanaima?
El maligno, la sombria divinidad de los guaicas
y mariquitares, el dios frenético, principio del

mal y causa de todos los males, qQue le disputa el
mundo a Cajufia el bueno., Lo demonfaco sin forma

determinada capaz de adoptar cualquler aparien-
cla, vieJo n redivivo en rica.

11pid., p. 168. 21p14.
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Es é1 quien ahuyenta las manadas de dantas, que
corren arrolldndolo y destrozdndolo todo a su paso;
quien enciende de cédlera los ojos como ascuas de la
arafiamona, excita la furla ponzofiosa del cangasapo,
del veinticuatro y de la cuaina del veneno veloz,
azuza el celo agresivo y el hambre sangulnaria de
las fieras, derriba de un soplo los 4rboles inmensos,
el méds alevoso de todos los peligros de la selva, y
descencadena en el corazén gel hombre la tempestad de
los elementos infrahumanos.

The myth of Canaima is the primary nucleus of the
novel. It 1s the basls for a great metaphor or vast analogy
in which the conflict between the forces of good and evil in
‘the human protagonists is a continuation of the struggle be-
tween the "divinidades selvdticas.'" The mysterious influence
of Canaima 1s the incarnation of the primitive and barbéric
region he dominates. His power struggle with Cajufia 1s un-
leashed 1n the human spirits which penetrate his domain in
two manners: 1) in the inner turmoil arising from the con-
flict of good and evil impulses, and 2) in the conflict be-
tween the individual and the forces of nature (Canaima), be-
tween lo humano and lo salvaje.

A complex of subsidlary metaphors and similes is
bullt on the concept of the multiple forms of nature which
Canaima 1s capable of adOpting.' Principal among these is the
metaphorical analogy of the course of the rivers which domi-
nate the novel and the course of human life, As the rivers
merge to form the great Orinoco, so Marcos Vargas becomes a

human synthesis of his raclal disorientation: both are

"aguas perdidas" representative of an enormous flux of

11pid4., p. 170. Italics mine.
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energles which are lost to the nation.

As the author fuses man and river 1in symbolic paral-
lel throughout Ehe course of -the novel,'the balance of power
swings toward nature, as the latter 1s humanized or personi-
fied and man is inversely dehumanized until by the novel's
end Nature has become the most powerful protagonist. This
process of persoﬁification of nature 1s inltiated with the
first passage of the novel, as the reader penetrates the
world of Canaima crossing the threshold or "pértico"l of the
Orinoco, entranceway to the Jungle reéioﬁ. The passage 1s a
litany to the Orinoco in which each paragraﬁh (or stanza)
ends with the refrain of the boatmen calling out the depth
of the water: |

Barra del Orinoco., El serviola de estribor

lanza el escandallo y comlenza a vocear el son-
daJei-n’Nueve ples! {Fondo duro!

Bocas del Orinoco, Puertas, apenas entor-

nadas todavla, de una regién donde imperan
tiempos de violencla y de aventura...

--i0Ocho pies! {Fondo blando!?

The course of the boat marks the passage of one day
on the Orinoco, a day depicted in the nature imagery charac-
teristic of the novel. The sunrise 1s painted first through

a vegetal metaphor,

lThe title of the first segment of Chapter 1. 1In
Canaima Gallegos divides each chapter into three or four seg-
ments giving each an individual title; these are employed in
much the same manner as the individual chapter titles of
Dofia Bdrbara and Cantaclaro. Although some go beyond a 1lit-
gral meaning, the majority are not employed with symbolic in-
ent.

2Canaima, p. 9.
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Una ceja de man§lares flotantes, negros, es
el turbio amanecer,

and then through an animal metaphor which relates both ele-

ments, ave-amanecer:

Bandadas de aves marinas que vienen del Sur,
rosarios del alba en el silencio lejano.2

The Jjungle dawn 1s suggested, rather than described,

through the colors of blrd plummage:

De la tilerra, todavia sofiolienta, hacia el mar
desplerto con el ojo fdlgldo al ras del horizon-
te, contindan saliendo las bandadas de pédJjaros.
Los que madrugaron ya revolotean sobre aguas cen-
telleantes: los alcagrises, que nunca se sacilan;
las pardas cotfias, que slempre se atragantan; las
blancas gaviotas voraces del 4spero grito; las
negras_tljeretas de ojo certero en la flecha del
plco.3

Not only does the author employ the colors of the birds to

paint the dawn, but he characterizes each of the birds with
a pecullar instinct, thus adding to his Jungle setting a
sense of the voraclousness of hungry bilrds of prey.

As the sun rises the river comes into full view. Now
begins an extensive metaphor in which the Orinoco, from its
birth until its emptying into the ocean, 1s personified as
the father-river whose waters separate at the delta and flow
into the ocean like many sons sent out into the great sea of
life:

Término fecundo de una larga jornada que atn no

se sabe precisamente dénde empezéd, el rfo nifio de
los alegres regatos al ple de la Parima, el rlo

11pi4. 21pid.

3Ibid. Italics mine.
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oven de los alardosos escarceos de los pequefios
raudales, el rfo macho de los lracundos bramidos
de Maipures y Atures, ya viejo y majestuoso sobre
el vértice del Delta, reparte sus caudales y des-
pide sus hijos hacila la gran aventura del mar,l

The passage ends with the river, now personified, as
a synthesis of Gallegos' symbolic theme: the Orinoco is im-
mense and powerful; 1ts potential 1is unlimited:

i Agua de monte a monte! [Agua para la sed in-
saclable de las bocas ardidas por el yodo y la sal!
i Agua de mil y tantos rios y cafios por donde una
inmensa Eierra se exprime para que sea grande el
Orinoco!

But the theme of improperly channeled human and natural re-
sources transcends this particular river and fegion. As
always, Gallegos' purpose 1s to analyze hils theme not on an
isolated reglonal scale but rather related to the national
clrcumstance as a whole. Thus the river becomes an amalgama-
tlion of all the waters of Venezuela:

Las que manaron al ple de los pdramos andinos y
perdleron la cuenta de las Jornadas atravesando el
llano; las que vinleron desde la remota Parima, de
raudales en chorreras, de cataratas en remansos, a
través de la selva mlsterlosa, y las que acababan de
brotar por allf mismo, tiernas todavia, olorosas a
manantial, Todas estaban all{ extendidas, reposadas,
hondas, y eran todo el paisaje venezolano bajo un
trozo de su clelo.3

From this point, the dominant analogy throughout the
novel 1s that of the multiple rivers which, twisting and
turning tortuously, finally reach the Orinoco and pour fruit-

lessly into it. The multiple river imagery parallels the

1Tpid., pp. 9-10. Italics mine.
°1bid., p. 12. 3Ibid. Italics mine.
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multiple Canaimé concept: the many rivers, like the multiple
human types of the novel (who are expressions of Canaima's
evil in man), wander across the Venezuelan scene in a frus-
trating search for the proper outlet for thelr energles.

In the last stage of the river's personification, it
finally synthesizes the social criticism inherent in the
region in which 1t culminates. As the father-river prepares
to empty into the sea--"ya préximo al mar inevitable"--the
multiple rivers have become '"cuentas confusas" which the
Orinoco must put in order before dlviding the inheritance

(sus caudales) among his sons:

Término sereno, como el acabar de toda grandeza,
ya préximo al mar inevitable, el Orinoco se ensimis-
ma en los anchos remansos de las bolinas del Delta
para arreglar sus cuentas confusas, pues Jjunto con
1as proplas, que ya no eran muy limpias, trae revuel-
tas las que le rindleron los rlos que fue encontrando
a su paso. Rojas cuentas del Atabapo, como la sangre
de l1los caucheros aseslnados en sus rlberas; turblas
aguas del Caura, como las cuentas de los sarrapleros,
a fin de que fuese riqueza de los fuertes el trabaJjo
de los déblles por pobres y desamparados; negras
feas del Cunucunuma, que no es el @nico que as?l las
entrega; verdes del Ventuarl y del Inirida, que se
las rindi® el Cuaviare; revueltas del Meta y del
Apure, color de la piel del ledn; azules del Caroni,
que ya habfa explado sus culpas en 1os tumbos de los
saltos y con las desgarraduras de los rdpidos... To-
das estaban allf cavilosas.l

As the waters mingle like the turbulent currents of greed,
corruption and violence of the region, the day declines as
the Orinoco empties into the sea. Night falls on the deso-

late scene of wasted potential, of "vastos silencios para

11p14., Italics mine.
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inmensos rumores de pueblos futuros..;"l

The second segment of Chapter.I4introduces "Guayana
de los aventureros"} "La de los innumerables rios de igno;
tas fuentes que la atraviesan sin regarla--aguas perdidas
sobre la vasta tierra inculta..."? Here men and nature are
fused into one force with "rumbo incierto por donde debieran
ser ya los caminos bilen trazados..."3 The entire region 1s
a theater of contrasts, of contradictions as diametrically
opposed as the two primitive delties who dispute 1ts control.
The very wealth of natural resources forms the greatest para-
dox. The lands are .drought ridden in the midst of abundant
water. Even the gold, diamond and rubbef enterprises are
more a curse than a benefit to the natlion:

Al purguo y al oro lo llaman la bendicién de
esta tlerra, pero yo creo que son la maldicién.,
Despueblan los campos y no civilizan la selva,
deJjan las tierras sin brazos y las familias sin
apoyo y corrompen al hombre, desacostumbréndolo
‘del trabajo metéddico, pues todos nuestros campesi-
nos ambiclonan hacerse ricos en tres meses de
montana purguera y ya no quleren ocuparse en la
agricultura. Lo desmoralizan profundamente, pues
la tragedia del purguo--aqui, como el caucho en
Rionegro y la sarrapia en el Caura no consiste
sélo en que empresarios sin conciencla exploten
al peon por medio del sistema del avance--dinero
y bastimentos a cuenta de la goma que saquen--que
casl equivale a comprar un hombre por cuatro
reales y para toda la vida, sino también en que
el pedn le toma el gusto al venderse de ese modo
¥y cuando coge el dinero del avance no le importa
malgastarlo, pues ya estd pensando en el fraude
de la pledra dentro de la plancha de goma y en
fugarse de la montafia debiendo lo que se ha comi-
do... Eso de la riqueza que producen el oro X el
caucho sélo es verdad para los privilegiados.

11bid., p. 13. 27pid. 3Ibid.
uIbid.’ ppa 27"280
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The study of the Messiah complex is given an inter-
esting variation here. This racial trait is personified not

in a human figure, such as the "profeta" of Cantaclaro, but

in the region 1tself, "una tierra de promisién," land of the
fabulous E1 Dorado. The magnetic desire for quick fortune
parallels the hypnotic power which Canaima exerclises in his
Jungle domain--both have a devastating influence on man
caught in the dual spell of "el espectdculo mismo de la sel-
va antihumana, satdnica, de cuyo fascinante influjo ya més

no se libra quien la ha contemplado._.."1

The very name of the region 1s imbued with Messianic

"2--which arouse

connotations--"Guayana era una palabra mdgica
"emocién religiosa'" in the hearts of those who hand them-.
selves over to its power: '"Guayana era un tapete milagroso
donde un azar magnifico echaba los dados y todos los hombres
audaces querian ser de la partida.“3 The odds are against
man in this game of fate. He suffers the same traglc human
waste of the "manada de ovejas" who follcwed the prophet's
fanatical call and sacrificed themselves uselessly in Canta-
claro. There, the road to revolutlon channeled the band of
men, who, having lost all direction, found momentary legit-
imacy of being in the hopeless cause. The Guayana region
also seemingly offers a physical haven for those pleces of

human debris who are swept 1nto it, many of them escaping the

law. But Canalma attacks them furiously with the myriad of

11pi4., p. 14. 21bid. 31bid., p. 13.
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weapons he incarnates:

Porque junto al tesoro vigilaba el dragén., El
mortifero beriberl de los bajunbales caucheros, las
fiebres fulminantes que carbonizan la sangre, las
fleras, la arafiamona y el veinticuatro. de las mor-
deduras tremendas, la culebra cuaima del veneno
feroz, el raudal que trabuca y vuelve astillas la
frdgll curlara que se arriesga a correrlo,..

In the end, the Messlanic promise 1s once agailn the
road to destruction, - Those few who return from the Jungle
are only thé apparent victors of the great adventure. Thelr
tragic waste 1s that of the river which carriles them back to
the clty; 111 and strangely changed, they bear the signs of
Canaima's influence: ",.. los hombres'mismos, que ya eran

otros, con una extrafia manera de mirar, acostumbrados los

- 0Jos a la actitud recelosa ante los verdes ablsmos calla-

dos..."? Like the Orinoco, "ya arreglando sus cuentas,"

they squander thelr earnings before the dazzled eyes of those
who have not undertaken the adventure. The Orinoco is the
same kind‘of apparent victor; 1t shares theAterrible secret
(and trajectory) of i1ts human counterparts and continues to
flow enigmatically toward seeming promise. But 1t is a dis-
appointment to thdse who look to 1t expectantly as a guiding

force; 1ts potentlal wasted, it cannot divulge the "magic

answer' expected of it, "y retardando el secreto que querian
arrebatarle las miradas ansiosas, el gran rfo avanzaba solo,

callado y solemne ante la expectacién de la ciudad."3

l1pid. .2Ibid., p. 15.
31bid., p. 1b.
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The final part of Chapter I introduces the third of
the novel's major protagonists, Marcos Vargas. As the river
personifies the symbolic theme of the novel and the Guayana
region the violent natural theater where 1t 1s to be enacted,
so Marcos 1s the humén synthesis of both these natural pro-
tagonists., He 1s the 1living incarnation of the turbulent
currents which agitate the Guayana, where as a young boy the
power of the Jjungle had begun to put him under its captivat-
ing spell--"la geografia de la vasta regién que luego serfa
el escenario fugltivo de su vida de aventurero de todas las
aventuras,"d

Marcos' trajectory 1s impliclt from his first intro-
duction., Llke the sunrise which opened the novel, Marcos'
promise is deceptlvely bright. He 1is intelligent, imagina-
tive, a youthful leader of "su pandilla de chicos del pueblo,
caclque querido por su cardcter expansivo y franco, al par l
que respetado por la fuerza de sus puﬁos."2 Marcos, even as g
a young boy, 1s the prototype of the Guayana: adventuresome i
in spirit (corresponding to the promise and possibilities of |
the region) and ggggg (resulting from the violence of the
region), These two facets, adventure and the exalted sense
of mascullnity, are the culminating characteristics of his
personality--both involving the risk on which he thrives.
These factors instill a spirit of unrest in Marcos, an insat-

iable thirst for greater adventures, more daring exploits in

11v14., p. 16. ®Ibid., p. 18.
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which to prove his machismo. Finally he becomes a man driven
in anguished search for the maximum fulfillment of himself,
for the definitive spiritual essence of his being.

Marcos' symbolic Jjourney provides the theme, structure
and ultimate symbol of the novel. The course of his trajec-
tory parallels that of the rivers which dominate the imagery
of the novel. Like the rivers, which run a certain course
‘before twisting and flowing into the Jjungle depths, Marcos'
adventures do not carry him immediately into the Jungle.

Thus 1t 1s only when there 1s nothing left to conquer out-
side the Jungle that Marcos finally succumbs to its irresist-
ible attraction,

The episodic nature of the novel 1s dictated by Mar-
cos' continual movement, by the analogy of his course with
that of the rivers which form a frustrating labyrinth of
circular movement. There 1s constant emphasis on this circu-
lar movement in the novel--in the cirecling rivers, the circles
traced by the desperation of those lost in the Jungle, the
coming and going of the ships which bring supplies and slaves.

The tangled multitude of repeated circles and the confusion
of intersecting lines suggests a rendering of cosmic chaos,

of the elements concerting against man.

The more flexible episodic structure of both Canta-

claro and Canaima allows the,prinéiple protagonist a series

of symbolic encounters in his search for orientation; it re-
inforces the isolation of the wandering protagonist, and fi-

nally, it allows the author a means of introducing the
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collective character types which incarnate the theﬁgtic sub-
stance of his novels,

Marcos Vargas 1s launched on his tragic path by the
death of his father. The boy and his mother are left penni-
less, but Marcos strikes out without fear to make his fortune.
The circumstances of Marcos' first encounter offer a vivid
example of the maximum effectiveness of symbolic analogy
through Juxtaposition and syntactic parallelism: Marcos,
having arranged a meeting with Manuel Ladera to purchase a
fleet of frelght wagons, 1s traveling toward the designated
appointment. Suddenly he stops, fascinated by "la brusca
apariclén de uno de los espectdculos predilectos de su es-
piritu."l vIt is the Caronil, a river which he 1s seeing for
the first time, one of the many rivers of the Guayana which
had fascinated him from boyhood--

«.e., NO como simples cursos de agua, sino cual seres
dotados de una vida misteriosa... ‘

--iCaron{! TCEroniz i Asf tenia que ser el rfo de
los diamantes.

At the same moment, Ladera observes Marcos from a distance,
and exclaims on seeing ﬁim for the first time: "'Ese debe
de ser. Buen plantaje de hombre tiene el mozo!'"3

. Manuel ILadera 1is Marcos' first friend along the way.
Impressed by the young man's intrepid spirit and frankness,

Ladera agrees to sell him, on terms of credit, the wagons--

1bi4., p. 23. °Ibid. Italics mine.

31bid., p. 24. Italics mine.
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the baéis of a lucrative enterprise since all merchandise
must be painfully transported into the interlor. As the two
travel toward Upata, where the transaction 1s to take place,
Ladera points out Marcos' first vivid lesson in "la geogra-
f1a viva'" of the region:
Lo que venfa ... era una res destinada al con-

sumo de algln cacerfo vecino, atada a la cola de un

burrito por un cabo de soga que le traspasaba la

nariz perforada y sangrante y con la cabeza enfun-

dada... ILa conducla un hombre a ple, aunque en re-

alidad el conductor era el burrito que, adiestrado

para este oflclo, trotaba por delante de ella zig-

zagueando, para quitarle con el aturdimiento del

rumbo inclerto toda gana de cornearlo que pudilese
traer.l

The author makes his symbol all too clear (through Ladera);
"__Ah{f tiene la historia de Venezuela: un toro bravo, tapao-
Jeado y nariceado, conducido al matadero por un burrito be-

llaco. "8

Manuel Iadera is the voice of reason which mourns
the tragic waste of the spectacle ébout him: "--Imaginense
lo que significarifa para Guayana y qulzd para todo el pails
el aprovechamiento de estas cafdas de agua."3 But his com-
mentary falls on deaf ears, as Marcos significantly'Juxta-
poses hils own course and that of the river: "Si los saltos

del Caroni eran enormes fuerzas perdidas; también lo eran

11p14., p. 30.

Ibid Juan Liscano, op. cit., cltes thls passage as
the one which "hirié la suscepEEBIIIaad de los censores de la
dictadura," and which prohibited the novel's circulation in

Venezuela. (p. 126.)
3Ibid., p. 64.
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todavia sus vehementes inclinaciones hacia la aventura del
gran escenario: 1la selva sin fin, el vasto mundo del 1ltine-
rario gigantesco vislumbrado a través de los cuentos de los
caucheros, sembrado de hermosos peligros."1 The thought
which is beginning to dominate Marcos' trajectory is not that
of personal gain (although he is his mother's only means of
support), but of adventure for adventure's sake:

... la aventura del caucho y del oro tenfa otro as-

pecto, el de la aventura misma, que era algo apa-

sionante: el riesgo corrido, el temor superado y

aquello mismo de ir y volver a tirar el dinero, con

que el hombre degaflaba al Destino. Una flera medi-

da de hombria...
Marcos experiences the first of a series of such "fieras
medidas" when he arrives at Upéta and cbmes face to face
with the power of the local caclques, the Ardavines. Des-
pite the warning of Iadera, Marcos insists on challenging
José Francisco Ardavin, the most pathological member of the
~powerful family. Marcos confronts him in a memorable scene
where the two toss dice for the monopoly of trade with cer-
tain merchants whom Ardavin controls and without whose busi-
ness Marcos' enterprise will be destroyed. But 1t is not the
“ business which motivates Marcos as he faces the local tyraﬁt,
who 1s in a drunken rage--it 1is the voluptuous pleasure of
the danger involved in such a confrontation:

... para conocer a su peligroso competidor y para

someterse de una vez y cuanto antes a una experien-
cia inevitable: comprobar si en realidad serfa capaz,

11bid., p. 65. 2Tpid., p. 28.
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llegado el caso, de enffentarse con un hombre de las
condiciones de Ardavin.

Among those flgures who valnly attempt to temper Mar-
cos' suiéidal drive toward dangér, the most outstanding 1s
Gabriel Urefia, Like Marcos Vargas, Urefia had been fascinated
as a boy by "las palabras migicas" of the legends and lore of
the jungle region. But later, in contact with the region,
his sense of Justice and decency was shocked by all he saw
around, by the barbaric waste, by the machismo "que detesta-
ba de ella de una manifestacién de barbarie,.."?

Urefia, when Marcos meets him, is a marginal character

in many aspects. He, too, 1s a bala perdida. The relation-

ship of the two men 1s paradoxical: when they meet, Marcos
seemé full of promise in his search for orlentation while
Urefia has apparently given up the struggle. EVenAUreﬁa's
work is of a marginal nature--"..; allf estaba, telegrafista

por apatfa, por aceptacién de un modus vivendi en un sentido

de menor resistencia..."3 Both men are inwardly tormented
by the nostalgia '"de haber perdido el rumbo": Marcos de-
spises the monotonous "vida de negocios," while Urefia ob-
serves life from a distance, listenling to the messages which
pass through his office en route to their destination like
"las misteriosas sefiales del Destino."*

Urefia ultimately represents the opposite possibility

of Marcos' eventual waste. Urefila makes the decision to stay

11p14., p. 52. 21pid., p. 67.
3Ibid., p. 94. b1big., p. 93.
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in Upata, to shut his ears to the Messlanic promise of quick
fortune. His course 1s less flamboyant than that of Marcos,
but he eventually finds happiness in his marriage and famlly
and in his work. Urefia embodies the author's message that
no potential is wasted when applied to steadfast purpose and
honest work,

Marcos Vargas' own wavering on the edge of adventure
comes to a sudden end as he discovers the consequences of op-
posing the powers that be. Miguel Ladera 1s murdered by the
pald assassin of José Francisco Ardavin, Cholo Parima., Mar-
cos 1s doubly incensed by the act, for Parima had murdered
his brother years earlier. Like Santos Luzardo, Marcos seeks
recourse in the law, but when he denounces Ardavin as the

instigator of the murder, he finds that the local Jefe Civil

is only another employee of Ardavin,

Marcos' path, from the moment of this first bitter
deception, 1s toward isolation. Ladera's death and the burn-
ing of the wagons cut his link with the world outside the
Jungle. The path to adventurg is opened when he 1s offered
the Jjob of overseer in a rubber enterprise operated by the
father of his sweetheart, Aracelils Vellorini. Once again, it
is not thé money but the adventure that attracts Marcos:

"... por aquif met{ la cabeza y por aquf tengo que salir ade-
lante. En 6ltimo caso, y sl quedo endeudado, mientras haya

un rio por donde boguear..."l

11pi4., p. 116.



_ 175

In his comings and goings to and from the headquart-
ers of the enterprise, Marcos experlences a series of en-
counters with protagonists that incarnate the vices of the
area. They are syntheses of the human types that, once drawn
into the vassalage of the region, are living examples of the
destructive powers inherent in it. These characters are a de-
vice for indirectly personifying nature, for they are the
living incarnations of its varlous aspects in the human be-
ing. Marcos moves among them in the same capacity that Flo-
rentino did, as a catalyst, the "lazo espiritual' who ulti-
mately forms a synthesis within himself of all about him
through his own search for spiritual definition.

The gallery of characters who populate the region
forms an amalgamatlion of its complete subjugation of man.
The effects of the multiple aspects of Canaima, of his in-
vasion of man's soul'and the subsequent unleashing of bar-
baric instincts, is‘analyzed in multiple character studles of
not only the Venezuelan but the foreigner as well. Among the
latter group there are.representatives of forelgn commercial
interests, such as the Vellorini brothers for whom Marcos
works. Thelrs 1s an open exploltation of the country's wealth.

An equally insidious drain on the nation's energy is
represented by the North American, Mr, Davenport. He 1s the

forelgner who does not come to exploit, but neither does he
offer anything to the country. His home, "El Varadero" (ship-

yard) 1s his retreat from his own world to a marginal exist-

ence:



176
"El Varadero" denomindbase aquella casa y huer-
ta, nombre que le puso su deufio porque, segin la
usual frase criolla, &1 era uno de esos extranjeros
que, yendo a aquella tierra en plan temporal de
negoclo o de aventura, luego se "quedan varados" en
ella, sin forzoso motivo que lo Justifique, renunclan-
do a la propia, que por mds civilizada deblera serles
més atractiva.i
A less fortunate case is that of the young English
engineer Reed, who had come to the region with a mining com-
pany. When his jJob was finished, so was he: consumed by
tuberculosis and alcoholism, he refuses all offers of help
and retires to a semi-isolation from which he emerges 6n1y
for more alcohol. Davenport diagnoses Reed's case, and that
of all foreigners who fall under the region's spell, as a
disease more incurable than tuberculosis or alcoholism,

Davenport's analysis is a varilation of the alma dormida

theme transposed to the tropics, which reduces men to a men-

tal and physical stupor:

Se llama chinchorro, que es la enfermedad més trai-
dora de esta tierra... iel chinchorrito, el chin-
chorrito! Cuando yo digo esta cosa, quiero decir
todo 1o que significa el trépico para los hombres

que no hemos nacido en él1. T& decides marcharte,
porque ves que por adentro de ti ya no anda bilen 1la
cosa, y el trépico te dice suavecito en la oreja:
"DeJa eso para después, musid, Hay tiempo para todo.
Ademés, sl esto es muy sabrosito!" T te metes a-
dentro de tu chinchorro y vienen los mosquitos con su

musiquita y t@ te vas quedando dormido sabrosito.2

Conde Glaffaro is the most dramatic case among the
foreign protagonists, since he has given himself up completely
to the Jungle. Cultured, a world traveler, he followed the

l1pid., p. 134.
21pid., pp. 139-140. Italics mine.
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familiar pattern of returning to Europe several times only
to return after a shorter interval each time. Finally he
disappeared one day into the realm of the jungle. When Mar-
cos meets him after fifteen years of relative isolation, in
Giaffaro's character "... le presentaba la selva uno de sus
aspectos méds draméticos."l

Giaffaro has become a mysterious enigma of the Jungle.
He is seen only rarely, and then it is always "tumbado en la
curlara, moviendo continuamente la cabeza, silencioso y con
la mirada inmévil bajo la influencia embrutecedora de la len-
ta, penosa y monétona navegacién del rio interminable a través
del bosque sin fin.”2 The symbolism here is only too clear.
Giaffaro 1s a bala perdida who has been'irresistibly absorbed

by Canaima's magnetic power. He 1s a manlac whose tortured
digressions reveal the origin of the strange shouting which
the Indlans of the region attribute to Canalma:

--Trate usted su alma--prosiguld el extranjero--
como una caldera de vapor, viglle los aparatos regis-
tradores de la presién, y cuando advierta que ésta po-
ne en peligro la integridad de aquélla, tire del ob-
turador sin falsos escrf@pulos y 4brale la vdlvula de
escape al grito de Canaima.3

Glaffaro's manilacal shouting as he wanders through the Jjungle
is a concrete manifestation of Canaima's presence in him,
Giaffaro's whole being 1s, by extension, "el grito de Canaima."
As Marcos, fascilnated by this strange figure, ponders Giaffa-

ro's advice, he 1s unaware that he has actually experienced a

1rpid., p. 173. 21bid., p. 175.
3Ibid., p. 176. Italics mine.
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direct encounter with the force that will eventually subJju-
gate him, Canalma, through Glaffaro, has planted an insid-
fous and obsessive philosophy in Marcos' mind:
Y cuando volvié a atravesar el Guarampin para

regresar al campamento purgllero, de todo cuanto dijo
el conde en una sola cosa 1ba pensando: que la selva

era para que en ella se le abriese la vidlvula de
escape aI;griEo de Canalma.l

The above characters reflect the hypnotic and morally

disintegrating influence of the natural setting. Another as-
pect of the reaction to the milleu is incarnated in figures
who are representatives of machismo: the concept of indi-
vidual valor which 1s one of the Venezuelan soclal phenomena
most frequently analyzed in the novels of Gallegos:

Bordea lo patolégico y parece ser el resultado del

abrumador sentido del yo espafiol, junto con el

sentimiento de inferloridad profundamente arraigado

en el criollo. Para afirmar ese eco, para negar

ese complejo de inferioridad requiere de sf mismo

la demostracién de que es un hombre macho, preferi-

blemente mediante un acto de vIolencla que por_lo

general culmina en la muerte de un adversario,?

The concept of machismo 1s but another aspect of

Canaima--"lo demonfaco sin forma determinada'"--in the soul of

man, The hombre macho 1s a variation of the multiple living
counterparﬁs (or personifications) of the mythical god: "el
Hombre Macho, semidiés de las b4rbaras tierras, sin ley ni -
freno en el feudo de la violencia...."S He 1is a demi-god, a

tyrannical delty whom all worship:

11bid., p. 178. Italics mine.

2Dunham, op. cit., p. 245,
3Canaima, pp. 13-14,
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... aquella especile de divinidad sombria que reina-

ba en todos los espirlitus sobre aquella tierra: el
Hombre Macho que sabe Jugarse la vida en un momento

dado. !

In Guayana this delty 1s incarnated principally 1n
the Ardavin family, caudlllos of the regioﬁ, and those grouped
" around them: Cholo Parima and the Jefe Civil Alcaravidn., In
this region, on the margin of the law, these men are all-
powerful and are responsible only to thelr own desires; their
authority is based on the revolver.

The figure of José Francisco is Gallegos' most pene-
trating analysis of the pathological nature of the caudlllo.
José Francisco's torment 1is that he; a coward, must drive
himself to the extremes of drink, vice, and crime to prove
to others that he has the courage "sin lo cual nadie podfa
vivir .en la tierra de los Hombres Machos y menos un Arda-. .

n2 In his maniacal drive to create hombria in himself,

vin...
José Franclsco's cruelty and violence reach the extremes of
pointless excess. He terrorizes the local merchants, tyran-
nizes the woman whose love he might have conquered honestly
and forces her into a kind of "widdowhood" by killing any
prospective sultor who fails to heed his threats.

After ordering Miguel Ladera's death, José Francisco's
pathological mind turns his activities toward those of his

own family. 1In hils desire for total power, he treacherously

betrays his cousin, General Miguel Ardavin, for plotting a

revolution, Miguel's Imprisonment ends in the break-up of

11pi4., p. 106. 2Tbid., p. 50.
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the famil&'s power. José Francisco, tormented by the illusion
that he shot and killed Miguel, sinks into alcoholism. De-
stroyed financially and deserted by the Jefe Civlil, who all

too quickly realigns his alleglance, José Francisco wanders
pathetically through the region, a constant reminder that the
man who shows weakness can expect no allies here.

Marcos had first tasted the voluptuous pleasure of
machismo by facing José Francisco in the dice game. But Mar-
cos' cruclal test of hombrfa comes with the confrontation of
Cholo Parima. By killing the dreaded aésassin, Marcos attains

the rank of hombre macho, but Parima's death is the turning

point in Marcos' trajectory: he has taken the law into~his
own hands, and the act of violence has permanently isolated
him from the common soclial stream:

... la tremenda experlencia de si mismo recién ad-

quirida, parecfa haberlo desplazado fuera de todo

contacto con las cosas que hasta allf lo hubiesen

interesado, tanto las materlales como las del orden

afectivo o moral,..l

The defeat of Cholo Parima leaves Marcos no other

antagonist worthy of measuring himself against--other than
the Jungle itself, the maximum risk, Marcos' "call to the
Jungle" parallels Florentino's "call to the open road" of
the llano. In both men the waste of great potential is a
useless wandering through a seriles of adventures which become

a meaningless, barbaric way of life. Florentino's measure of

hombrfa was the facing of the Devil himself., Marcos, having

11b1d., p. 163.
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faced multiple obstacles, leaves the world of men where he
had conquered all, and begins the march toward his final
measure of machlismo: the encounter with Nature itself--with
the Jungle deity (Devil), Canaima.

From the moment of Marcos' internment in the Jjungle,
his fate is predestined, for Canaima "se asomd§ aquella noche
a la linde del bosque para conocer a Marcos Vargas, cuyo des-
tino ya estaba en sus manos..."1 The course of the novel now
begins an inverse pendulous movement. On the edge of the
jungle, Nature (Canaima) exercised his powers through the men
who were the incarnation of his violence; he exerclsed these
powers from a certain distance. Now Nature bécomes increas-
ingly felt as a living presence of tremendous magnetism, while
man (Marcos) is inversely dehumanized, h1§ vital energiles
sapped in contact with

la selva fascinante de cuyo'influjo ya miés no se
librarfa Marcos... La selva antihumana. Quienes

trasponen sus lindes ya empiezan a Ser algo Mas o
algo menos que hombres.<

The Jungle 1s significantly antihumana, not inhuman.

Within its "verdes abismos callados," the powers of man are
insignificant, useless. Here only "las fuerzas vegetales"
relgn supreme, above all the trees which line the banks of
the countless ggﬁgg_which thread the Jjungle like a labyrinth:

Negros 4rboles hostliles que por momentos parecen
ponerse en marcha sigilosa para cerrar aquel hueco

11pi4., p. 170.
°Tbid., p. 167. Italics mine.
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que abrieron los hombres intrusos, a_fin de que
todo amanezca selva tupida otra vez.

In these environs, the theme of disorientation takes
on more deadly, more dramatic connotations than when, for

example, Florentino symbolically lost his bearings on the

llano, There man felt himself empequefiecido, but here the
Jungle threatens to absorb him, Here the forces of Canaima
concert against man, isolate him from his fellow man, bestia-
lize him through fear. The desperation of the poor wretches
who find themselves lost in the jungle, tracing "circulos de
la desesperacién," 1s Gallegos' most vivid depiction of the
tragic plight of hls people:

El inflerno verde, por donde los extraviados
describen los circulos de la desesgeracidn, si-
guiendo sus proplas huellas una y otra y otra vez,
escoltados por las larvas del terror ancestral, sin
atreverse a mirarse unos a‘otros, hasta que de pron-
to resuena en el espantoso silenclo sin que ninguno
la haya pronunclado, la palabra tremenda que desen-
cadena la locura:

~--iPerdidos!

Y se rompe el circulo, cada cual buscando su
rumbo, ya totalmente desligaao del otro, pestia
seﬁera y dellrante, hasta “que vuelven a encontrarse
en el mismo sitio donde se dispersaron; pero ya no

se reconocen, porque unos momentos han bastado para
que el Instinto desande camino de Si1glos,2

Marcos, too, traces circles of desperation and frus-

tration in the jungle. As an overseer, he shares his men's
work, but hls benevolence 1s defeated by another flguration
of Canaima's 1loosling of evll in the hearts of men: the avance

system--"Deuda que ya nunca se pagarlfa, hipoteca del hombre

l1pid., p. 169. 2Tpid. TItalics mine.
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sin rescate que a veces pasaba de padres a hiJos"l-

~, another
of the dehumanizing processes of the jungle. Encarnacién

Damesano, a Juan, el veguero, of the Jjungle, is the incarna-

tion of this system and of 1its effect on all the men working
for the Vellinoris under Marcos' supervision. Encarnacién
is a pathetic figure of the man whose wife and children are
at home starving while he is slowly dying in the jungle wilth-
out hope of ever seeing them again., He 1s the '"pebn fatalis-

ta e irénico" whose rebellious attitude against the injus-

_tices of his enslavers is a lesson to Marcos: "... a &1 es-

taba ensefi4ndole ahora muchas cosas acerca del alma de su
pueblo, con su gran sentido de la realidad y su Intima rebel-
dfa bajo la total sumisién aparente.,,."2

Encarnaclén's agonizing death as a result of snake-
bite is another stimulus to Marcos' gradual movement toward

isolation and abandonment of his "sentimientos humanitarios."

Now he is more'separated than ever from the world of man by

"la tremenda injusticia que dividfa a los hombres en Vello-
rinis y Damesanos,"3 and by his disgust at his own role in
the vicious system: '"Desde el GuarampiIn hasta Rionegro todos
estaban haclendo lo mismo, &1 entre los opresores contra los
oprimidos, y ésta era la vida de la selva fascinante, tan
hermosamente sofiada."*

Up to this point, Marcos' life has been characterized

11p1d., p. 147. 2Ipid., p. 179.
3Ibid., p. 187. b1p14., p. 188.
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by a series of deceptions: the murder of his brother and
Miguel Ladera,.the corruption of the law, the crimes of Ar-
davin and Cholo Parima, the social injustices embodied in
the figure of Damesano. Marcos must now search for his spir-
itual definition and orlentatlion outside anythinglhe haé
.previously known. The jungle 1s spread before him as a kind
of primeval spiritual frontler in which to cleanse his soul

of iInner turmoil. Finally he ylelds to the obsession to give
himself up to the Jungle--

La obseslén de contemplarla a toda hora, de no
"poder apartar la mirada del monbétono especticulo de
un 4rbol y otro y otro, itodos iguales, todos ergui-
dos, todos inméviles, todos callados! ... La obse-
sién de internarse por ellos, errante como un duende,
despacio, en silencio, como quien crece..,. De mar-
charse totalmente de entre los hombres fuera de s1{
mismo, hasta perder la memoria de que a%guna vez Tue
hombre y quedarse parado bajo el chorro de sol del
calvero donde hierve la vida que ha de reemplazar al
glgante derribado, todo insensible y mudo por dentro,
la mitad hacla abajo, oscuro, creciendo en raices, 1la
mitad hacia arriba, despaclo, porque habria cien afos
para asomarse por encima de las copas mds altas y
otros ciento para estarse allfl, quieto, oyengo el
rumor del viento que nunca termina de pasar.

Marcos' subsequent internment in the most dense selvatic
region marks the final stage of his total waste as a human
being. Giving himself up to the Jungle 1s the final renun-
clation of his previous self. His spirit 1is being over-
powered by Canalima, by the mal de la selva: the mystic de-

sire to lose human 1dentificatioh and to be reilncarnated aé

another element of Nature, a tree.

l1pid., p. 189. Italics mine.
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Marcos' final encounter with a human counterpart
worthy of challenging his hombrfa is with Sute Clpira, the
Jungle caclque of deceiving outward appearance--'"pequefio,
flaco, enteco." Marcos ends Cépira's reign as undisputed
voverlord of the Jungle without even recurring to the violence
he had been forced to employ with Cholo Parima. But the
moral defeat of "aquel hombrecito, personificacién de la sel-
va monstruosa,"l leaves Marcos unsatisfied. He has success-
fully overcome all human obstacles. Now he 1s compelled to
face the greatest measure of himself by defying the very
forces of Nature.

The climactic chapter entitled "Tormenta'" is the cul-~
minatlon of Marcos' obsessive d:;ve'toward the maximum ad-
venture., Here, finally, he faces the inevitable desafio of
Canalma's superhuman powers, As Marcos advances into the
Jungle, the storm gathering around him parallels the climax
of his own inner "tormenta." The scene further fuses the
symbolic parallel between man and nature, for here they come
together--Marcos dehumanized and Nature at a height of person-
ification--until they meet on equal ground to battle the storm.

The scene beglns as Marcos, in a state of hallucina-
tion, advances into the Jjungle. He 1is completely along, over-
come by the obsession

que Yya se habla apoderado de su espiritu: la im-

presién de que por momentos iba a aparecerse ante
su vista, brotado de la soledad misma, en la

11b14., p. 193.
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sugestiva lejanfa, algén ser inédito, algo menos o
algo m4s que hombre, espiritu de la selva encarnado
en forma inimaginable, obra de las formidables poten-
clas que adin no habfan agotado la serie de las cria-

turas posibles.l

The "esplritu de la selva" i1s Canaima, "llamdndolo, desde

alld adentro."?

As Marcos stops and looks around him, we see him once

agaln as the prototype of the bala perdilda:

Estaba en la encruciljada de dos caminos igualmente

anchos y rectos y ya no supo por cudl de los cuatro

debia seguir, cudl era el que llevaba. Una repen-

tina ausencla de si misma lo habfa dejado ya a la

merced de la selva fascinante.
He characteristically makes no attempt to choose his way
carefully, but rather enjoys the voluptuous pleasure of the
fear of becoming lost:

Eligié al azar, abandondndose a la tremenda delicia

con que acababa de rozarlo el temor de extraviarse.

La primera emocién de miedo que llegaba a, experimentar.

Los abismos del pdnico que ya lo atrafan.4

As the storm continues to approach, all the forms of

nature seem to come alive, "las mil pupilas asombradas de la
extrafia claridad fosforescente lo contemplaban desde cada una
de las hojas de todas las ramas del bosque..."5 while Marcos
inversely 1s paralyzed by the fear that if he stops walking,
he will be completely dehumanized:

Lo sobrecogidé de pronto el miedo de detenerse in-

voluntariamente y para siempre y reanudé la marcha

normal, diciéndose en voz alta:
--Todavia no.

l1v14., p. 205. 2Ipid., p. 206.

31biq. U1p1d. 5Ibid.
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Luego rié a carcajadas y volvié a decilrse:

--jPues no he tomado yo en serlo lo de conver-

tirme en 4rbol!

Marcos' own fear 1is Ilnterrupted by a monstruous scene
which parallels the dehumanizing process he 1is struggling to
overcome. He comes upon a hut inhabited by two rubber workers;
one 1s about to amputate his own infected finger, while the
other looks on impassively as his companion masochistically
brandishes his machete, raising and lowerlng it, each time
coming closer to hils finger:

Tenifalo apoyado sobre un lefio mientras con la dere-

cha blandfa el arma afllada, alzdndola y bajéndola

repetidas veces, a cada una mds cerca del miembro

ya sobre el ara del dios frenético que perturbaba

‘todos los espiritus.®
Such an action 1s but another manifestation of the gritd de
Canaima as 1s also the rapidly approaching storm: "En torno
a ellos la selva antihumana ensanchaba sus &mbiltos para el

grito del bdrbara holocausto."3 Marcos disarms the man,

beats him mercilessly with the broadside of the machete,"...
totalmente fuera de si, negras como carbones las pupilas que
de ordinario las tenia claras y asl se las transformaba la
colera.”4 Transformed by rage, Marcos 1s momentarily freed
of the "influencla maléfica" of Canaima. Once again he is
full of self confidence, even superiority, as he sees the

Jjungle transformed in fear of the approaching storm:

11bi4. 27pid., p. 207.
31b1d. Italics mine.
H1p14.
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Y advirtié que la selva tenfa miedo. Los tron-
cos de los 4rboles se habfan cublerto de palidez
espectral ante la tinlebla dlurna que avanzaba por
entre ellos y las hojas temblaban en las ramas sin
que el alre se movlese...

--Es la tormenta. _Viene contra nosotros dos,
pero sélo t6& la temes.l

Finally, in the culminating moment of Marcos' drive
to measure himself against Nature, he removes his clothing
and advances, alone and entlrely nude, into the center of

the storm:

Querfa encontrar la medida de sf mismo ante la Natu-
raleza plena, y de cuanto fue cosa aprendlda entre
los hombres sélo una llevaba consigo: las palabras
del conde Glaffaro aconsejdndole intimidad hermética
y vdlvula de escape al grito de Canaima.

Amid the thunder and lightening of the storm, Marcos screams
the terrifying question which has motlvated his inner tor-
ment--"4Se es 0 no se es?"--and finally comes to experience
the dramatic impact of his defiance of nature:
Las racfces mds profundas de su ser se hundf{gn

en suelo tempestuoso, era todavia una tormenta el

choque de sus sangres en sus venas, la mds Iintima

esencla de su espiritu particlpaba de la naturaleza

de los elementos irascibles y en el espectdculo im-

ponente que ahora le ofrecfia la tierra satédnica se

hallaba a s{ mismo, hombre césmico, desnudo de his-

toria, reintegrgdo al paso inicial al borde del

ablsmo creador,
As Marcos faces the full onslaught of the storm, he seems to
find a new inner strength, a new direction: "Y ya habfa apa-
recido, en efecto, en la tormenta de la lra que acababa de

ennegrecerle las pupllas. {Ira, célera! ...iEso tenfa que

11pb1d., pp. 207-208.

2Tbid., p. 208. 31bid., p. 209.
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ser &1 -contra la iniquidad que no permltfa el optimismo en
el corazén generoso.’”l The stcrm symbolically arouses his
anger at the injustices that have populated his life. The
rain which beats at hls nude body quickens hls senses, clears
his muddled mind and shows the true nature of the Jungle
which had so fasclnated him:

La selva alevosa que maté a Encarnacién Demesano

en la hora mejor de su alma, la selva embrujadora

que habla puesto el arma filuda en la dilestra del

hombre acosado para que se mutilara. {Cémo re-

splandecfa ahora el arma_blandida por el brazo

vengador de la tormenta!?
Once again Marcos' spirit is invaded by the kind of mystic
soclalism which had always formed the opposite pole of his
life of adventure; this feellng, as well as his sense of
superiority over the fofbeé of nature, 1s symbolized by the
terrified monkey he protects from the storm:

El animalito temblaba y se acurrucaba mds, bus-:
cando el calor del pecho amigo, y Marcos Vargas ex-
perimenté que era bueno, después de haberse hallado
a 81 mismo fuerte en la tempestad de las iras satédni-
cas, encontrarse también protector en la bondad sen-
cilla, en la ternura generosa.3

Seemingly the Marcos Vargas who emerges from the

storm "ya no era el de antes": ".,. 61 mismo no estaba -muy
seguro de cuanto allf sucedié. Sabia, solamente, que alll
habfa recibido su vida un impulso que. lo desplazaba de su
trayectoria."4 But once again the victory 1s only apparent.

When hls mother dies, Marcos' last link with civilization has

11bid., p. 210. 2Tbig.
31bid., p. 212. 41b14., p. 222,
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been permanently severed. Even his friend Urefia, who has
found a productive orientation in life, cannot convince Mar-
cos that there is still time to remake his life. Urefia volces
‘the author's eternal plea for the channelizatlon of Marcos'

potentlal:

--No despilfarres tu fortuna... ILa vida te ha
dotado de condiciones quizi extraordinarias y es
menester que las emplees blen... Presenclaste 1la
iniquidad y hasta la has sufrido en ti mismo, tienes
el Impulso generoso que se necesita para consagrarse
a combatirla, puedes (déjame decirlo asi) recoger el
mensaje de la voz que clama en el deslerto y sélo te
falta prepararte intelectualmente. Lee un poco, cul-
tivate, civiliza esa fuerza bidrbara que hay en ti,
estudla los problemas de esta tlierra y asume la actl-
tud a que estids obligado., Cuando la vida da facul-
tades, y tfi las posees, repito, da junto con ellas
responsabilidades. Este pueblo todo lo espera de un
hombre, del Hombre Macho se dice ahora, y tG, ;por
que no?, puedes ser ese mesfas,l

Marcos' refusal to channel his life 1s symbolized by
Canaima's invasion of his spirlt, for Marcos 1s not ultimately
defeated 5y any external force. He has proved himself supe-
rior to man and nature and has defeated all the obstacies in

his péth, Marcos' greatest enemy 1s his own fuerza bdrbara,

which, stimulated by Canaima, takes control of hils actions.
When he turns his back on civilization and enters the jungle
never to emerge again, he, too, becomes another incarnation
of Canaima. He passés into the realm of legend, where, to-
tally‘dehumanized, his existence parallels that of Giaffaro.
Marcos' existence 1is the summary of the wasteful barbarity

that characterlzes the bala perdida: his unearthly cries

11p14., p. 237.
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(¢ritos de Canaima) symbolize the wasteful outlet of his ener-

gles as the boat traces his polntless trajectory:

Un grito sobre el bronco mugido del rédpido, alari-
do impresionante entre humano y bestial. Una curiara
que pasa sllbando raudal abajo y se plerde en la noche
hacia donde corren las aguas torrentosas bajo el re-
splandor lunar... Ese es Marcos Vargas, que corre los
raudalei las noches de luna como alma que lleva el
diablo.

Marcos, like Florentlno, has been ultimately defeated by the
Devilg or the demonic drives unleashed in him by Canaima.
Marcos is allowed one last chance to free his soul
of Canaima's influence when, after years of '"la fiebre de-
lirante y el errar continuo,”" he is taken in by the Indian
tribe of Ponchopire.2 His communion with the Indians reveals
to Marcos '"los negros abismos de la infinita tristeza del
indio ... el fondo atormentado del alma de la raza vencida,
despoJada y humillada..."3 Again Marcos feels that he can
begin a new life, and in his humanistic dream to help the

l1bid., p. 239. Italics mine.

2The circular structure of the novel beglins to reach
1ts completion here. It was significantly the same Ponchopire
who met Marcos as a young boy and recognized the fascination
for the Jjungle which would determine his inevitable trajectory:

""Cuando .t yendo alli, Ponchopire ensefidndote
las cosas...

--6Cémo sabilendo té que yo yendo all4d? inquirié
Marcos con emocibén de alma en el umbral del misterio.
( 18 )--Tﬁ yendo, tf yendo. Yo mirédndotelo en los oJjos."
p. . :

Ponchopire's prognostication has been fulfilled as Marcos,
having renounced the outside world, settles permanently with
the tribe.

31bid., p. 201.
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Indians, he feels that he has finally encountered the posi-
tive direction in l1life of which Urefia has spoken:

6 Serla posible--se preguntaba--sacar algo fuerte

de aquellos indios melancélicos? ¢Quedarfan rescol-
dos avivables de la antigua rebeldia rabiosa bajo
aquellas cenizas de sumisién fatalista? ...ino seria
é1l capaz de reunir bajo su mando todas aquellas comu-=
nidades dispersas en un vasto territorio y a la cabe-
za de ellas emprender aquella obra grande que una vez
le aconsejara Gabriel Urefia? Decirle al blanco explo-
tador:_  "iFuera de aqui!..." Y crear un gran pueblo
indio.1l :

The forces of good seem to be winning out at last--
"pareclan soplar por fin aires de Cajufia el bueno"--but once
agaln Canaima is the victor, as Marcos soon realizes that his
plan 1s impossible. The Indians' human potentlial, like his
own, cannot be salvaged: '"... la raza indfgena, degenerada
por enfermedades, sin cuidado ni precaucién y por falta de
cruzamientos y por alimentaclén insuficilente [era] algo total

"2 The Tndi-

y definitivamente perdido para la vida del pais.
ans are cut off from all hope of help by the same spiritual
barrier which separates Marcos from the Indian wife whose
love he cannot accept--once again the waste of physical and
spiritual potential is synthesized in water imagery: '"fren-
te a ellos, bajo la noche fosca, el Ventuari arrastraba su
inttil caudal. Aguas perdidas sobre la vasta tlerra incul-
ta, "3
The final chapter, "iEsto fue!", completes the cir-

cular structure and complements the river metaphor which .

11p1d., p. 267. 21pi4. 31bid., p. 268.
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opened the novel. The adventure is done, all is past, and
sti1ll the river rolls monotonously and wastefully on:

--iNueve ples! iFondo duro!

Bocas del Orinoco. Puertas, no bien despejadas
todavia, de una regién por donde pasé la aventura
que aridece el esfuerzo y donde clavd la violencla
sus hitos funestos. Aguas de tantos y tantos rios
por donde una inmensa tierra indtilmente se ha ex-
primido para que sea grande el Orinoco.

Guayana frustrada. ILa que todavia no ha sido
y la que ya no es. la de los caudalosos rfos de-
slertos por cuyas aguas sbélo navegan las sombras de
las nubes, de las inmensas energlas baldfas de los
fragorosos saltos desaprovechados, y la de los pue-
blos tristes, ruinosos, sin trédnsito por el dfa ni
luz por la noche, donde el guayanés suspira y dice
al forastero:

--1Esto fue!l

Like the rivers, like the whole Guayana region, Mar-
cos Vargas--"iAquella esperanza fallida!'"--is a part of the
past, But from his union with Aymara (Marcos' Indian wife),
a new Marcos Vargas 1s born., A generation of hope has been
devoured by the Jjungle, but from it another, stronger, EEEEET
2o generation springs forth. The symbolic parallel between
man and the father-river Orinoco 1is completed és Marcos sends
his son to be educated with those of Gabriel Urefia. Vargas,

the hombre macho, has become permanentiy fused with rio

macho: the Orlnoco, who continues to send his own sons to
the sea and now transports another son of the future:
Apoyado sobre la barandilla del puente de proa va o- -

tra vez Marcos Vargas ... Urefia 1o lleva a dejarlo en un
colegio de la capital donde ya estdn dos de sus hijos,

y es el Orinoco quien lo va sacando hacia de porve-
nir... Bl rio macho de los ilracundos bramidos de Mal-

pures y Atures,.., Ya le rinde sus cuentas al mar...<

11b1d., p. 269. 2Tpid., p. 271. Italics mine.



PART III, VARIATIONS ON THEMES



CHAPTER VI

THE LAST NOVELS

Pobre negro, 1937

The trajJectory of the Gallegan novel may be compared
to the dominant circular structure within the 1ndiv1dual'
novels themselves., With the publlcation of Canaima, general-
ly considered the 1ast of the master works, the cycle of
thematlc constants 1s completed. The novelé of the last pe-
riod introduce no new constants but are rather'comprised of

a serles of variaclones de temdtica characterlized by a spliral

method which takes the reader over the established temética
from a different altitude (or level of intensity), a different
angle or perspective. In this way, the final noveis comple-
ment the main outline of Gallegan fiction by re-analyzing the
dominant thematic motifs of the earller novels. Taken in this
perspective, each previous novel may be considered a kind of
reference work for those of the last perlod, beginning with.
Pobre negro, which "abre un nuevo rumbo a su tem&tica: el de
unos eplsodios nacionales venezolanos de los cuales la obra

de referencia serfa el primero,"l

IMauricio Magdaleno, "Imigenes politicas de Rémulo
Gallegos," Cuadernos Americanos, IX, No. 6 (Noviembre-Diciem-
bre, 1951), 257,
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Stylistically the last novels close the author's 1it-
erary cycle by approaching the novel-essay technique of the
first period. Unfortunately, many of the defects apparent in

the digressions in Relnaldo Solaf; as well as the direct use

of a protagonist to voice the author's message, are responsi-
ble for the adverse criticism of these final novels:

Pero en Pobre negro y aun mds en E1 forastero me
parece ver sacudido tal equilibrio estético ... en a-
quellos dos 6Gltimos vol@imenes el autor ha traspasado
la frontera que separa la novela como género litera-
rio, de otros géneros. Nos encontramos con una pre-
ponderancia tal del elemento psicolégico, de realidad
animica, polftica e histérica; y con un desculdo tal
del elemento de invencién como accién materlal y como
composicién artistica: que dichas dos obras parecen
haber conservado solamente exterlor y casl flctlcia-
mente el aspecto de novelas, mientras en el fondo de
su substancia son ensayos de realidad psicolégica:
histérica en Pobre negro, politica en El foras’cero.1

The "equilibrio estético” of the final novels is fur-
ther weakened by a withdrawal of the paisaje from a dominant
symbolic role. The natural setting continues to supply
ambiente, but little more than that. Nature no longer moti-
vates the springs of human action, which now stem from man
and his social circumstance. Gallegos' '"new concept" was ex-
plained by the author himself in an interview in 1936, pre-
cisely at the moment that he was at work on Pobre negro:

--Ahora trabajo en la préxima novela... Pen-

saba llamarla "Pobre negro"., Luego escogi el nom-
bre de "Maesanta". ... Afn es posible que sea otro
el titulo definitivo. ... Se trata de una evoca-
cién de los problemas raclales del mulato en los

tiempos més pintorescos que ese tema ofrece: desde
los Gltimos afios de la esclavitud hasta la Guerra

lreo, Estudio sobre el arte de novelar, p. 69.




197

Federal, en el ambiente de cacaotales de Barlovento.
.oo Aquil se modifica mi manera de entender la novela.

Me aparto del paisaje para penetrar en el Hogﬁre,
que es sintesls de nuestra mlsma nacturaleza.

Pobre negro, although set in the period lmmediately

preceding the abolition of slavery in Venezuela (1854) and
the subsequent years leading to the outbreak of the Guerra
Federal (1859-1863), is not a historical novel in the strict-
est sense. The fixing of a definite historic moment, unlike
other Gallegan novels, 1s a device which 1lncreases the dra-.

matic tension in Pobre negro and allows a vivid variation of

the social and psychological conflict already presented in
Ia trepadora: both novels treat the problem of mestlzaje,

the amalgamation of the diverse races that conpose Venezuela's
principal social problem. The central symbol of both novels

" lies chiefly in a mestizo protagonist whose actions signify
the triumph of the fruitful mixture of races; but where Vic-
toria Guanipa's triumph in the éapital over her racial dual-
ity signified the mestizo's ultimate soclal conquest, the
study of the young mulatto Pedro Miguel is that of a much

less advanced racial type. In Pobre negro, Gallegos with-
draws to the historical moment which fixes the 1n1tiation of o
the mestizaje process in order to examine it from its basic B
foundation: in the character of the Negro before and after i
abolition, and 1in the psychology of the mulatto, resentful -
insecure, torn between the still strictly divided worlds of

lruis Enrique Osorio, "Rémulo Gallegos," Democracia
en Venezuela (Bogotd, 1943), pp. 47-52, quoted in Araujo, op.
clt., p. 137.
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White and Black. The end product of the conflict of these
two groups 1s the war, whlch results from the breakdown of
conservative White supremacy and the soclal and economic
chaos brought on by the freedom of the slaves, whose en-
trance into the maln stream of Venezuelan soclety did not
g0 unopposed.

Structurally Pobre negro is divided into four Jor-

nadas,1 or major sections. Each Jornada functions in a sim-

ilar manner to the three main divisions of La Trepadora: such

divisions break the time-flow more than mere chapters would
and contribute to the temporal verisimilitude; each intro-
duces and develops, respectively, the majJor protagonlists of
the struggle. An outline of the novel, then, shows the fol-
lowing scheme: I, the Negro masses (birth of Pedro Miguel)
in the pre-abolition period; II, the white mantuanos (Alcorta
and Céspedes families) in the same period; III, the interre-
lation of these two soclal groups and the abolition declara-
tion; and IV, the culmination of the social conflicts in the
war and 1ts outcome.

The novel opens with a brief segment, "Tambor," which
like the "Pb6rtico" of Canaima introduces the reader to the
ambiente of the novel. The scene 1s the Barlovento valley on
the eve of the festival of San Juan. This and subsequent ré-

ligious festivals during the month of June are celebrated by

lEach Jornada 1s subsequently divided into three or
four individually titled segments.



199
the Negro in traditional drum dances (bailes de tambor), half

pagan, half Christian. The night 1is punctuated with the sen-
sual beat of the African drum and the shouts of "jAiré!"
which begin the dance:
Tam, tam, tam...
Tambor de San Juan, tambor de San Pedro, tam-
bor de la Virgen de la Coromoto.,.. All4 en Africa
se quedaron las divinidades bdrbaras, pero el alma
pagana aquf también celebra con danzas sensuales
las visperas santificadas. Y es un grito del Afri-
ca enigmdtica el que estremece las noches de Améri-
P iatrer 1airesl
The sensuality of the rhythm 1s extended to the dance, which
represents '"la pareja eterna, que se busca y se esquiva, la
danza vital que lanza a la hembra contra el macho."Z
Throughout the passage (and the novel), there is a
constant play on the contrast of black and white, the colors
which not only symbolize the two raclal components of the
novel, but the psychological duality of the ﬁﬁlatto protag-
onist whose dilemma is that he 1s torn between two diametric-
ally opposed worlds. The Negro bodles blend into the dark-
ness of the night, while the only visible color is the white
of starched petticoats, the white of "los ojos en éxtasis,"
the "reflejos de candiles en los rostros negros, vueltos
hacla las blancas estrellas ... entreablerta la boca toda
dientes blanqufsimos."3

As the "tambores frenéticos" continue, the Negro

1Pobre negro, p. 7.

21bid., p. 9. 31pid., p. 8.
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soul is synthesized in the dance, while nature reflects the
scene 1t witnesses:

Hierven arriba las estrellas de la noche del
trépico. Ia luz de los candiles pone reflejos
aluclnantes en los rostros enardecidos. Sube
hacla los silencios supremos de la noche ardorosa
el griterio de la sensualidad Jadeante. Sudan los
cuerpos y huele a negro todo el alre.

The element of sensuality in the drum dances is the
basis of the "extrafio mal" which the second chapter intro-
duces: "He aqui el abismo donde habia de sucumbir, presa
del vértigo, el alma atormentada de Ana Julia Alcorta."?
Here the author carefully develops the neurotic nature of
Ana Julia, the only daughter of the wealthy, slave owning
Alcorta family., The most Freudian of all Gallegan charac-

ters,3 Ana Julla 1s tormented by the gullt of her own sensual

l1bid., p. 9. 2Ibid., p. 10.

3The author has stated, regarding the character of
Ana Julia: "Aqu!l sf nadie puede librarme de las especula-
clones freudianas, porque con el auxilio de ellas le con-
strul complejo y le atormenté la vida." "La pura mujer so-

bre la tierra," loc. cit., p. 420,

It is inTeresting to note that Gallegos, usually ad-
verse to psycho-analytical interpretations of his character
creations (see below), has emphasized the Freudian implica-
tions in the tormented figure of Ana Julia. Such an inter-
pretation is especially relevant in Pobre negro, since the
author's ultimate message 1is that Ana Julla's "absurdo
abandono" can never initiate a true mestizaje process; this
is accomplished only through Lulsana's consclous knowledge
of the transcendence of her union with Pedro Miguel.

For a detalled study of Ana Julia, see 'Ra¥il Ramos
Calles, Los personajes de Rémulo Gallegos a través del psi-
coandlisTs (Caracas: Editorial Grarolit, 1947), pp. 155-157.
{Gallegos 1s undoubtedly referring to this work in the fol-
lowing statement: "Yo acabo de leer las interpretaciones
freudianas, un poco malabarilstas como las m4s de ellas, que
un compatriota mfo, de indiscutible ciencia en esos dominios
de perturbaciones espirituales, ha hecho a propésito de mis
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nature which brings on attacks of
una misteriosa fiebre errante que por momentos le
recorrfa todo el cuerpo, arreboldndole las mejillas,
atercilopeldndose los ojos. Un gran dolor dulcisimo
de punzantes lanzadas que le traspasaban el pecho,
de clavos ardientes que le taladraban las manos.
CongoJjas, ahogos y de pronto desmayos.

Her concerned parents attribute the young girl's
nervous state to the traumatic experiences of her tender
years: the War of Independence which broke out the year she
was born and the terror of the great earthquake of 1812, 1In
reality, Ana Julia's torment stems from an incldent, which,
buried in her unconscious memory, initiated her sexual ob-
sesslion. As a young child she saw "un negro de estatura
descomunal" dragged through the streets, stoned and beaten
by a crowd. As her father whispered to the mother the ter-
rible reason for the Negro's punishment--he had sexually
abused a white girl--,

Ana Julla, que por ahi andaba, oyé sin entender y
en segulda olvidé; pero sl alguien le hubiese son-
deado los ablsmos del alma, habria descubierto que
alll estaba escondida la instantdnea intuiciébn

atroz, que nunca debla ser recordada, de donde pro-
venia todo aquel extrafio embrujamiento.

personajes novelescos, y me han llenado de asombro, de estupor
0 incluso de miedo ... me aventuro a preguntarle desde aqui,
con todos mis respetos, sl no se explicarfan también algunos
de los ablsmos psiquicos de mis antedichos personajes, enfocén-
dolos desde el punto de vista de las deformaciones que el im-
perlio de la violencla y de la iniquidad en la historia de
nuestro paifs, ha tenido que causar en algunos espiritus y es-
peclalmente .en aquéllos que mejor me han servido para las ma-
terlalizaciones de mis inquietudes polftico-sociales. Que es
como .declir: los ples sobre la realidad. Por ahf nos dolia,
doctor. Y no tome, usted a mal, que no en la atormentada ca-
beza de Edipo." "Ia pura mujer sobre la tierra," loc. cit.
pp. 417-418,

lpobre negro, p. 10.
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Comenzé, desde aquel mismo dfa, por una aversién
a la comida que hublesen gulsado las esclavas del

serviclo doméstico, convirtléndose pronto en un asco
invencible por todo lo que hublesen tocado manos

negras.l

The girl's fear 1s complemented by a sense of gullt
instilled by her mother, who tells her to beg forgiveness
for her hatred of Negroes. But the obsession grows, until
one day in school she spllls 1nk, and the sight of the black
spots staining her hands causes her to fall 111 with fever.
During her illness she is tormented by a nightmare "en la -

que se vela ennegrecer por instantes, extravasada bajo su

piel blanca y fina una sangre inmunda, negra como la tinta. "2

It 1s as if Ana Julla 1is tormented by the premonition of her
destiny, of the mixture of bloods which will . occur within
her, and the subsequent "stain" on the family honor.

Her physical obsessions, intensified by puberty, are
accompanied by "una reaccién mistica," which heightens her

gullt feelings:

Recordé las palabras de la madre que le anunciaban
castigo de Dios por aquellas grimas, vio pecado de
soberbla en el amor de su blancura y su limpleza y
le pidié a Dlos, ardientemente, que le inspirase
amor a los negros, que la volviese negra a ella mis-
ma, como a Santa Efigenia. Y fue asi cédmo una no-
che, durante sus oraciones frenéticas, tuvo la pri-
mera vislta de aquella cosa negra que iba a echar-
sele enclma.o

The girl's parents take her, now a young woman, to

11pid., p. 12
21bid., p. 13. Italics mine.
31bid. Italics mine.
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"La Fundacién,”1 hoping to revive her health in the country-
slde and to dissuade her from entering a convent. The direct
narrative of the novel begins at "La Fundacién'" on an eve of
San Juan., The slave Negro Malo has-been forbldden, along
with the other slaves, to attend the festivities,:but he
slips out into the night, drawn by the beat of the drums.
Negro Malo 1s the opposite of what hls name Iimplies:
Mozo fornido, recio para el trabajo y slempre en
humor de bromas y Jugarretas--por 1o cual y no por
mala Indole d4dbanle sus compafieros el apodo--, bien
proporcionado, escultural la musculatura que lo em-
bellecla y de facclones extraordinariamente finas
para su tlipo raclal, este negro gozaba de undnimes
simpatias entre los esclavos de ILa Fundacién y el
amo lo estimaba mucho.?
Negro Malo is the embodiment of the superstitious and good
natured slave who unknowingly plays into the "great plan" of
mestizage as he wanders through the plantation following the
sound of the drums. It is truly a '"noche de embrujamientos,"
in which sounds and moonlight create halucinatory effects:
Abriéronse totalmente en el alma del negro los
abismos de la supersticién milenarla. Eran espantos
que se movian por entre los 4rboles, acaso almas en
pena de los antiguos esclavos de la finca, trabajan-
do todavia en ella...
Without knowing it, Negro Malo has lost his way and

suddenly finds himself near the main house: "--Pero éi(qué

1The Alcorta estate symbolizes the base or foundation
for a new racial beginning--the mestlzaje process. Through-
out the novel, 1t 1s the center o e action and exercises
a tremendous attractlon over Pedro Miguel. It is, signifi-
gintly, the only land spared from his torch when he enters
e war,

®pobre negro, p. 15. 31bid., p. 21.
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vengo buscando yo por aquf? Este es el camino de la Casa
Grande y ahora es que vengo a darme cuenta."l Here the
author underlines his message of the inevitability of the
encounter, of the "encantamiento" of this particular moment,
when both Negro Malo and Ana Julia have been drawn out 1into
the night by the sensuous beat of the drums. The poor fellow
is paralyzed with fear when he sees '"una sombra blanca'" ap-
pear before him in the darkness:
Lanzé un gemido la sombra y cayé por tlerra.
Negro Malo permanecié inmévil, conteniendo el
aliento., Luego murmurd sordamente:
--iEsclchala cémo se queja! Como una persona
rial. Avanzé contra su voluntad, ya bajo el in-

flujo del encantamlento, Sonaba el tambor mis-
Terloso en el latlr de sSusS slenes,

Then he discovers that the figure is "la Blanca," Ana Julia,
who, having suffered another attack, has also been irresisti-
bly drawn into the "embrujamiento" of the night:

Se habfa paseado largo rato por los corredores,
como un duende en el sllencio de la alta noche,
hasta de pronto se apoderé de su alma la atrac-
c1dn fascinante del bosque negro y mudo que Se
extendla en torno de la casa... Luego, ya in-
sensata, descendlé, atravesd el Jardin y se en-
caming al callején de los caobos gigantes. AllZf
vacilé un momento ... pero en seguida le acometié
el vértigo de los abismos de su mal, y allf esta-
ba ahora, ausente del alma, tendida en medio del
camino del esclavo temerario. Su semblante, fino
y pdlido al fulgor de la noche embrujadora, to-
davia expresaba una pena acerba, una tormenta
honda y recla...

The author is careful to emphasize the blamelessness

11pb14., p. 23. 27pid. Ttalics mine.

3Ibid., p. 24. Italics mine.
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of both parties, each advancing "contra su voluntad," each

powerless in the grasp of the embrujamiento of the night

accompanied by the drum beats that echo and re-echo through-
out the novel--the pulsating heartbeat of the negro masses
that cannot go unheard. Ana Julia, "la Blanca," is the fig-
ure of the mother-White race in whom, for Gallegos, the seed
of the new mestlzo race must inevitably be sown:

Confieso que me conduje como divinidad inexorable

que pidiera inmolacién de doncella blanca a la

exligente voluntad del mestizaje venezolano; mas

lo hice como para aplacar las cbleras de la tre-

menda guerra niveladora que ya estabi en las

puertas de la historia de Venezuela.

Negro Malo manages to escape, never to be heard from
again, and Ana Julla dies days after the birth of a son,
Pedro Miguel, her wavering emotional stability permanently
destroyed. True to the premonitions of her childhood night-
mare, the Alcorta family considers 1tself deeply dishonored.
Ana Julia's brother, Fermin, entrusts the chilld to a farm
couple giving them to believe that the boy 1s hls own ille-
gitimate son.

As the years pass, Pedro Miguel--el cachorro, Don

Nadie--grows up in the proximity of the family which has
cast him out. He early begins to suffer the inner torments
of his dual nature, though his origin is unknown to him, and
he distrusts the affection offered him by Fermin's children,
Lulsana and Cecilio el joven, as he distrusts all mantuanos.

lGallegos, "La pura mujer sobre la tierra," loc. cit.,

p. 421,
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His hatred for the class they represent is intensified by
the brutal lashing he receives from Antonio Céspedes, Lui-
sana's filancé. Throughout the course of the novel, Pedro
Miguel carries the scar in hils heart long after 1t has dis-
appeared from his face. .

.The boy might have been abandoned to a l1life of re-
sentment and hopeless confusion if not for the return of the
Alcortas' uncle, Cecilio el viejo (to distinguish him from
his.nephew, el Joven). An eccentric figure,l don Cecilio

belongs to the mantuanaje through blood, education and re-

finement, but he is a liberal in spirit. He 1s the "lazo
espiritual” of the novel, both structurally and thematically.
As the orlenting force of the novel's message, don Cecillio
voilces the author's philosophy by analyzing and defending the
equalizing processes which are taking hold of the nation.

His return after years of wandering 1initlates a perilod in
which he guides the family thought, educates the chilldren,
and éfadually creates a bond between Pedro Miguel and the

Alcortas.

1The figure of Cecilio el viejo is based on the ex-
traordinary Venezuelan humanist and man of letters, Lisandro
Alvarado (1858-1929): "It is not surprising that the fantas-
tic, even extravagant, personality of Lisandro Alvarado should
catch the fancy of a great novelist like Don Rémulo and as one
reads the novel Pobre Negro certain very distinct similarities
between the life ol the old humanist Cecilio el Viejo and Don
Lisandro appear. It was durling my research on Gallegos that I
noted this similarity and, in answer to a question submitted
to Gallegos in April 1952, he replied: "Efectivamente yo
pensé en Lisandro al 'construir' mi Cecilio el Viejo." ILowell
Dunham, "The Strange Case of Lisandro Alvarado," Hispania,
Vol. XL, No. 4 (December, 1957), 429,
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It i1s Cecilio el viejo who, having revealed Pedro
Miguel's origin to his cousins, rebukes the Alcortas for hav-
ing cast him out, and who voices a transcendent definition of

the young mulatto‘s significance as a human being:

... Un encuentro regido por la fatalidad le dio ori-
gen en circunstanclas verdaderamente repugnantes, pero
donde los demds sélo ven la mancha que por primera

vez cayd sobre nuestro nombre, yo creo descubrir la
manifestacién de una voluntad trascendente. Pedro
Miguel no es el fruto vulgar de unos apetitos ciegos
en ocasién propicia, ni sélo del trastorno de un alma

pura, sino la criatura dramidtica de un plan que tenia
que cumplirse, de una ldea que buscaba Su rorma.dl
Pedro Miguel is a true symbol of the times, of the changing
face of Venezuela (which is incomplete because mestizaje is

incomplete) to which the final features, "estos toques final-

es," would inevitably be added--through violence and blood-

shed:

Los tlempos eran realmente dramdticos pero de
tempestades creadoras... La Patria acababa de salilr
de las fraguas de la guerra y todavia no estaba com-
pletamente moldeada. Vuelta hacia el pasado tenfa
la faz tremenda que contemplé$ la sangre y el fuego,
pero mostraba inconcluso el rostro noble y sereno

que deblia mirar hacia el futuro era necesarilo
darle cuanto antes y de manera e%Icaz estos toques

TInales.<

The key words here are manera eficaz of applying the final
touches to the changing face of Venezuela. Gallegos' message
in Pobre negro is not so much the inevitability of the mestl-
zajJe process as the directlon 1t must take, and most impor-

tant, that the conscious effort on the part of both Negro and

1
Pobre negro, p. 54. Italics mine.

21pid., p. 69. Italics mine.
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White 1s necessary to frultfully channel the process.

Thus the novel's momentum bullds towérd another
"ocasién propicia" in the "great drama of mestizaje." The
years following Ana Jullia's fateful encounter see'the Alcor-
ta family scatter: Cecilio el viejo disappears into a nomad-
ic exlistence, Lulsana's sisters marry and move to the capl-

tal, Cecilio el Joven's studies carry him to Caracas and

then to Europe to initiate his displomatic career; the fam-
ily with whom Pedro Miguel lives (his origin 1s still unknown
to him) moves away for a time. The major protagonists are
in a constant state of flux which parallels the social and
political changes taking place in Venezuela. Gradually,
though, the scene is set again. "Ia Fundacién" has been
virtually uninhablted for years. But 1t 1is significantly
here--the site of the encounter which opened the novel (and
initiated the novelistic mestizage)--that the principals
must return to continue the process.

Of the Alcorta family, 1t i1s Cecilio el Joven who

shows greatest promise. But like the social class he repre-

sents, Cecillo is a punta de raza who 1s condemned "de per-
ténecer en vida al mundo de lds muertos.”l With his health
and brilliant career destroyed by leprosy, he retires to "IA
Fundacién" to be cared for by Luisana, who will share her
brother's isolation from the world: "... pues su mundo, de

allf en adelante, seria el inmenso y hermoso sacrificio."?®

Imid., p. 91.  21Ibid., p. 90.
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1Y

Cecilio el joven represents the physical decline of
his class, but also i1ts nobleness and refinement of spirit.
He complements Cecllio el viejo in his vision of the trans-
cendence of Pedro Miguel's racial significance and in his

paternal, generous attlitude toward the proper national duty

in the mestizaje process:

... consideraba la existencia de Pedro Miguel como
algo mds significativo que la suya propla, a la que
no habian contribufdo sino voluntades individuales

y por menos corrientes ... y en quien vefa no ya un
campo de lucha entre dos razas irreconciliables,
como antes llegé a temerlo, sino, por el contrario,
de armonla constructiva de una nacién que se enfren-

tara decidida ¥ vallente con su Eorvenir, aceEEanao
a plena conclencla e ecno consumado de su mestl-

zajJe.l

But a racial harmony, a consclous acceptance of 1ts racial
destiny by the natlon as a whole, must begin with the indi-
vidual. Cecillo el joven realizes that Pedro Miguel, "plan-
tado en la vida entre dos campos hostiles," cannot find his
direction nor release his pent-up hostilities until he faces
his position in 1ife. 1In reality, Pedro Miguel has long
suspected the secret of his origin:
--¢, Lo sospechabas?... Ya me lo esperaba yo.
--Lo sentld... Yo... {Qué sé yo lo que me
pasaba con eso! Ni tampoco 1o que ahora me sucede.
--Comprendo. Sentlas la mentira que te rodeaba
y eso te envenenaba la vida. Oye ahora, con calma,
la historia real y completa.2
Instead of clarifying Pedro Miguel's position in
life, the revelation only intensifies his sense of duality.

Before, he had been able to identify completely with the

11bid., pp. 97-98. Italics mine.  2Ibid., p. 115.
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Negro race, and his subsequent hatred for the mantuano had
been a way of 1life, an emotional directive. His Ilmmediate
reaction 1s the confusion and anguish of belonging to neither
race, the sense of total isolation that can be conquered only
by emotional (and racial) maturity:

--4Y ahora, Pedro Miguel?

--Ahora déjeme que me vaya solo, Usted habré
querido hacerme un blen, porque, la verdad sea
dicha, hasta ahora sus intenclones siempre han si-
do buenas para conmigo, mas por el momento no me
parece sino que me ha causado el mayor mal que es-
taba a su alcance. Yo tenla un odio de toda mi
vida, infundado segln me decfan los viejos Gé-
marez, aparte lo de una marca que mucho tiempo
llevé en la cara, pero estaba a gusto con é1. Aho-
ra podrla decir que era un rencor contra el man-
tuano que arrenegd de mi; pero eso no serfa nada
nuevo, sl a ver vamos. Lo grave, dicho sea con
palabras suyas de hace poco, es que ahora no sé
sl serdn dos rencores, por mengua de uno, los qQue
tendré que alimentar.i

The revelation which Pedro Miguel must face parallels
that of the slaves when abolition 1s declared. They Jjoyfully
disperse to shouts of "ahora tos semos iguales," only to find
that freedom brings a soclal and economic responsibility for
which they are unprepared. Again the drums beat throughout
the Barlovento valley, but this time they announce a decep-
tive message for the Negro:

Pronto, sin embargo, enmudecleron los tambores.

Al volver de su aturdimlento a la dura realidad,

los negros se hablan encontrado con el hambre y la
desnudez y la noche sin techo y el desamparo absolu-
to, porque el decreto famoso sélo habfa dicho:

--iEres libre!2

Now the slaves return to thelr former masters, hat in hand,

11b14., pp. 115-116. 21b1d., p. 120.
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desperately begging work only to be turned away by a class
which will not yet accept the responsibility of orienting
the free Negro:

Pero el propietarlo intransigente les respondié

que preferia que contlinuaran perdiéndose los frutos

de su tierra antes que recibir en ella como jornalero

"1ibre al que habla sido su esclavo.

Y comenzé la romerfia de la mendicidad y hubo

cunetas de caminos donde aparecleron negros muertos

de hambre, mientras los mds animosos andaban alzados

por los montes, viviendo del merodeo y de la rapiﬁa.l
The Negro, unprepared for freedom, has been betrayed by the
nation--"--Nos invitaron a una flesta; pero no nos reservaron
puesto."2 But the nation will pay for 1ts social crime, for
the Negro has begun to react violently, and roving bands of
hostile ex-slaves represent a force whose impetus toward
revolution cannot be stopped.

Just as the freed slaves reallzed thelr need of their
former masters, Pedro Miguel is drawn back to "Ia Fundacién"
after months of lonely wandering. He 1s made mayordomo of
the plantation, and under his just command, the former slaves
return to work. Outwardly Pedro Miguel has brought the ha-
tred that was his "finica razén de ser" under control: "Yo,
por lo menos, crefa que nunca podria vivir sin odiar; pero
de golpe he descublerto que también es bueno querer."3 But
the emotional habits of a lifetime cannot be overcome so

easlly. As he warns Cecilio el joven, his lnner torments are

not stilled and his outward calm is deceptive: "Porque yo

11pi4. 27bid. 3Ibid., p. 127.
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soy como las culebras, que después de haber mudado la plel
todavia se quedan adormecidas bajo el carapacho de la an-
tigua."?

Pedro Miguel's position as mayordomo brings him into
close contact with Lulsana, who 1s also experiencing emotion-
al upheavals. Her dying caste 1s symbollzed In her brother,
whose health 1s rapidly falling. She 1s forced to analyze
her purpose 1in l1life; her brother will soon die, and she faces
the possibllity of retirlng to a sterile existence with her
married sisters or finding a spiritual and physical emancil-
pation from the role of family enfermera and sacrificlal
lamb. The chapter entitled '"Las aleluyas de la enfermera"
describes Luisana's rebelllon, her vislon of the symbolic
mission she must undertake. As she walks 1In the countryside
near Casa Grande with Cecilio el viejo, she suddenly feels
freed from the atmosphere of death which has been surrounding
her at her brother's bedside: "... ahora se la sentfa inva-
dida por una ternura tumultuosa ... qQue empezaba ya por reju-
venecerla y transformarla, impulsdndola a ocurrencias inusi-

n2 Lulsana has been gradually falling in love with

tadas,..
Pedro Mliguel, although she has tried to stifle her emotions
realizing the problems involved in such a matéh. But now,
in a moment of abandon, she sheds her inhibitions:

Habfa por allf una gran pledra revestida de mus-

gos y liquenes, sobre la cual fue a treparse Lulsana,
y soltédndose del todo los cabellos despeinados por

11pid., p. 126. 2Tpid., p. 1h40.
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los saltos y las carreras, los sacudié con movimien-
tos de cabeza, acompafiados de los brazos al clelo
agltando las manos, a tlempo que en un grito salvaje
descargaba el resto de su fumultuosa alegria. Era
hermosa la cabellera suelta que la adornaba de femi-
nidad, los brazos alzados quedaron al desnudo, carne
emancipada de espiritu de sacrificlo, y en el aire
coloreado las_manos blancas hlcieron aleluyas de
resurreccién,

Here we see Luisana 1n a spirituval and sensual awakening.
Her movements and her "grito salvaje'" signify a freedom of
expression, a "tumultuwsa alegria" Which she has never known,
Cecilio sketches her lying on the rock, "la virgen tendida
en el ara" awaiting the sacrificial ritual. Lulsana will be
sacrificed--as her caste must sacriflice 1ts pure identity in
the amalgamation of the races--but it will be a sacrifice of
love. This is the author's message, volced by Cecilio el
viejo: llove is the only force capable of fusing the diverse
raclal currents which form fthe great river of 1life":

¢No es hoy dla de aleluyas? Pues tal dia sacéd el
Cristo del seno de Abraham, a los Jjustos que alll
padecfan, |Hermoso simbolo, muchacha!... ;No te
muevas! Cristo muerto regresa al seno de Abraham,
porque Abraham es la vida, el gran rio que corre
avanzando y retrocediendo, pero siempre hacla la
inmensidad del futuro perenne., Oye bien esas tres
aes que se van ensanchando: j(A-bra-ham! Es una
misma letra, la primera del abecedario, una vocal
ablerta desde el principlo... La primera aparece
sola en la silaba, como una aspiracién! ;Es la

vida que ya qulere ponerse en marcha! En la segunda
sflaba ya la acompafian dos letras que dan la idea de
que algo se ha desgarrado. {Brrr! ;Son los abismos
del Caos que ya se abren! Y en la tercera, entre
esa hache y esa eme, la vocal de la vida se prolon-
ga hasta el infinito. 70ye! [Hammm! ...;El gran
rfo del amor esparciendo sobre la tierra el linaje
humano!...2

11pid., p. 141. 2Tbid., pp. 142-143.
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Cecilio's ecstatlic flow of ideas awakens in Luisana "una
ansia que no tenfa forma determinada." She comes to the full
realization of her role in 1life: the symbolic mission of
completing the obra initiated by Ana Julia, of "redeeming"
her ancestor:

... complacfase en pensar que era la Blanca reapa-

recida. Para la memoria de Ana Julia Alcorta slem-

pre hubo en su alma compresién y piledad, pero ahora

algo m4s que acudfa a tomar forma en la voluntarila

ilusién de reproducirla. Ana Julia habla sido quizg

la mujJer mds femenina de su familia, al par que la

mis infortunada, y de ella queria tomar aquel espiri-

tu prestédndole su carne, a fin de que en ésta se ex-

tingulesen los Gltimos rugldos de aquella tempestad.

Luisana 1s the figuration of the sense of conscious

destiny and purpose necessary for the success of the mesti-
zaje process. Hers is not the role of "la hembra expuesta
al azar de los apetitos," to which Ana Julia had fallen vic-
tim. The key word 1n Lulsana's life 1s obra, and it is in
Pedro Miguel, product of Ana Julla's abandon, that she must
undertake a redemption of love, an orientation through in-
telligence and understanding:

... en Pedro Miguel habia todo un mundo por crear.

Ia materia prima era de callidad excelente... Obra

de entrafias maternales, que dan un fruto propio sin

reproduccién exacta. Y la madre postergada en la

enfermera, postergando a su vez a la novlia que no

era del caso, decidlé tomar el amor que ya era suyo

sin esperar a que se le declarase,?

"Luisana intuitively knows that Pedro Miguel loves

her, but 1t 1s Cecilio el viejo who forces him to a self-

realization of his love. Pedro Miguel's reaction is similar

11pid., pp. 146-147, 2Tpid., p. 184,
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to ghe imagery with which Cecllio had sketched Lulsana as a
virgin to be sacrificed. He feels himself a victim not only
of his emotion but of the role that destiny has planned for
him: |

Sinti6 que el destino insistia en escoger otra
victima para llevar adelante una obra ya inicla-
da, que su vida dejaba de pertenecerle desde

aquel momento para formar parte de un plan inelu-
dible, y se asusté de que esto ocurriese Junto con
un desbordamiento de dulzuras interiores nunca
Imaginadas. Y esto lo hizo emprender aquella fuga,
tan in6til como la de quien huye del rayo cuando
ya ha estallado,.ti

The author's message is clear; individual will cannot
defeat the "plan ineludible" no matter how desperate the
attempt. The class conflict which has been bullding through-
out the novel explodes in the Guerra Federal. Now the drums
beat again, this time the message of war: '"flesta de tambor,
como lo es la guerra..."® The war allows Pedro Miguel a
means of momentary escape, and like so many Gallegan pro-
tagonlsts, he takes the road to revolution in a desperate
attempt at orientation: "... que en esta guerra los hbmbres
se encontrarfan a sf mismos."3 And together with the faith-
ful Juan Coromoto, Pedro Miguel attempts ."aquella fuga indtil"
by Jjolning the revolutlionary forces.

The fourth and final Jornada opens with five segments
whose titles indlcate their symbolic content. Each one is a

vivid "cuadro de guerra" depicting various facets of the

1Ibid., p. 189. TItalics mine.
®Ibid., p. 169. 31bid., p. 188.
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tragic conflict:
"la furia," which is the relgn of terror hovefing
over the nation: '"Ya estaba en pie de guerra la Venezuela

cuartel."1

" Aquel silencio!", which falls after each bloody
battle and accents the useless massacre.

"Aquella visién atroz,” of a small boy who watches
" his mother brutally raped by a band of soldlers and later
hangs himself.

The "Fascinacién" of another youth, "una fascinacién
ejercida sobre su alma por el acero desnudo que simboliza

ne whose mother fatalistically watches him leave

la guerra,
for the war that has sacrificed her husband and other sons.
| The fifth segmeﬁt symbolizes not a singie horror of
the conflict, but "Venezuela," the plight of the nation as
a whole;' It is a brief allegory in which a mother, whose
husband has been killed in the war, valnly tries to protect
her sons from a band of soldlers. When they approach her
home at the edge of a river asking for the ferryman to row
them across, the mother lles, saying that she 1s alone with
the two small daughters who are clinging to her skirts. But
the soldiers discover the two sons and force the entire fam-

1ly to row the ferry across the river., There, the soldiers

force the mother to watch--"Y a bayonetazos vié que 1le

I1bid., p. 197.

2Tbid., p. 207.



217
mataban los hi,jos."1 The mother is left alone as the sol-
diers' laughter dles in the night:

Se incorporé la madre, que se habfa inclinado sobre
los cuerpos yacentes, con la sangre de todos sus
hijos, fria, en las manos sarmentosas... Pero ya
habfa perdido la razén y el uso de la palabra, que
para nada la servirfa en la soledad en que la habia
dejado la guerra, y empufiando una de las palancas,
retiré de la orilla la balsa trdgica donde chapo-
teaba el negro rfo, con un rumor de lengua que estu-
viese lamlendo algo.

The symbol is that of the mother-nation searching for a Qay

out of destruction like the mother adrift on the river, with
clouds of war covering the sky and the "reldmpagos' of dis-

tant guns breaking the stillness of her despalr:

Ia corriente se la fue llevando, poco a poco.
Grandes nubarrones cubrfan todo el cielo, y relém-
pagos lnmensos aleteaban sobre el agua tenebrosa...

De pie en la balsa, entre sus hljos muertos,
la madre, muda y trégica, hundfa de cuando en cuando
Ta palanca, cual 81 buscase un rumbpo.3

The despalr of this mother-Venezuela is echoed in
the heart of Pedro Miguel, who finds that the war 1s betray-
‘ing its very goal: "D4base cuenta de que los del exterminio
no podlan ser los caminos por donde se lograsen las reivindi-
caciones sociales, nebuloso objetivo de aquella guerra."u
He earns the title of General Candelas through the methodilc
burning of lands belonging to the mantuanos. Only too late
does he come to reallize that he has sunk to the kind of band-

itry that destroys the very sustenance of the race he 1is

11p1d4., p. 210, 2Ibid., p. 211.

31bid. Italics mine. b1pbi4., p. 215.
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fighting for; his destruction of the land can only mean that
his soldiers will go hungry after the war.
Finally, disillusloned with the revolutionary cause
but intent on facing his o0ld enemy, Comandante Céspedes,
Pedro Miguel joins forces with other leaders. The brutality

and outright bandolerismo of these leaders is exemplified“in

the figure of E1 Mapanare, whose cruelty reveals to Pedro

Miguel new abysses of barbarlty in the Negro soul, When he
discovers that El Maggnare is his half brother--son.of'Negro

Malo--his confusion of feelings adds to the "interminable
sucesién de tormentas espirituales" which has characterized
his 1life.

When the inevitable battle with Céspedes comes, Pedro
Miguel's forces are decimated even though he could have won
the battle. Pedro Miguel betrayed his men by thinking only
of himself, "con éi objJeto de medirse, cuerpo a cuerpo, ya
no con el jefe enemigo, sino con el hombre mismo que un dia
le infirié agravio inJusto."l

The reproaches of Juan Coromoto and the realization
that he has falled as a leader fill Pedro Miguel with hatred
for the Alcorta family, especlally Luisana} for in his twisted
reasoning she 1s responsible for his having entered the war
where he became "un bandolero mds." With hatred in his

heart, he and his men enter the confines of "Ia Fundacién.'

As Pedro Miguel starts toward the door of Casa Grande, sword

11p14., p. 238.
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drawn, Don Cecilio meets him with the news that Cecilio el
Joven has Just died. As the men watch the effect on Pedro
Miguel, the sinister El1 Mapanare reallizes that his general

wlll never be able to carry out his hateful vengeance, that

the band has lost its leader:

--idJm! S1 serd caso de que nos Jéigamos quedao
sin Jefe los pobres negros. Porque si ml vista no
me ha engafiao el hermano como que nos ha vuelto la
espalda al dentrd por esa puerta con to y su sombrero
en la mano.

Furious with this '"treason,' El Mapanare treacherously at-

tacks Pedro Miguel, wounding him and killing Juan Coromoto,
The death of his friend 1s the final blowAto Pedro Miguel's
wavering search for orientation; now he feels only guilt and
responsibility for the betrayal of this man, who, like Juan
Parao,2

no era un hombre, sino el pobre negro, que en todo

un pueblo, abandonado por é1 de espaldas al golpe

artero, pues sl é1 no gntra en la Casa Grande tal

vez no sucede aquello.

Pedro Miguel would have been destroyed both physi-

cally and spiritually except for Luilsana. She tends his

wounds and manages, with Cecilio el viejo's help, to take

him to the relative safety of a coastal fishing village.
The revolutionary forces have triumphed, but there 1is lmmed-

iate danger from the roving bands of ex-revolutionarigs who .

terrorlize the countryside. Cecllio arranges for Luisana and

l1bid., p. 246.
2¢f. note 1, p. 155.
31bid., p. 250.
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Pedro Miguel to be taken to the safety of the Island of
Margarita.

As their boat draws away, Ceclllo remains behind, a
symbol of the end of a way of life, the decline of a social
class. The future belongs to Lulsana and Pedro Miguel, who
turn thelr backs on the violence and prejudice of the past:
"Atrds se quedaban por fin la hechura de aquel mundo de 1deas
y sentimientos de otros."l Theirs is a new beginning, a
symbollec culmination of the consclous process of mestlzaje.
Pedro Miguel, oriented at last through Luisana's generous
love, unites his destiny with hers, "la Capitana, pero de su
amor, por fin, sin mezcla de sacrificio":

Ya el destino de aquella mujer estaba unido al su-
yo y ella misma desaflaba las posibles borrascas ex-
clamando: :

--iVenga viento!

El falucho abandoné la ensenada triste y traspuso
la 1linea de los escollos desprendidos de la montafia
inmensa. Ahora eran viento enfllado, més ablerto y
un ser nuevo mirando hacla adelante, hacla el hori-
zonte 1nalcanzable, en plena aventura. o

--Ya estdn cumplidas sus 6rdenes, capitana...

El forastero, 1942

El forastero has been aptly termed a "novela de ex-

cepcién."3 Begun in 1921 and finished the following year,
the politlcal situatlon was such that 1t was not published

until 1942, "rehecho en esa oportunidad pero pertenecilente en

l1bid., p. 225.
2Tpbid.,
3ArauJo, op. cit., p. 141,
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su inspiracién bdsica, al ciclo de E1l iltimo Solar."l 1Inso-

far as E1 forastero recreates and analyzes the asphyxiating

atmosphere of the Gémez regime, the novel does belong in its
"vasic inspiration" to the cycle of the early novels. How-
ever, the novel marks an abrupt change in style and technlque
which prohlbits i1ts being placed excluslively, as Liscano has--

"E1l forastero ... pertenece por entero a la época de Reinaldo

Solar"®--in the author's first period.
As the second of what may be considered the novels of

the last period, El forastero continues, to an even greater

degree than Pobre negro, the return to the novel-essay tech-

nique which characterized Gallegos' early works. But here
the similarity ends. Pobre negro, with its strongly felt
Negro masses, had signaled the author's transition from the
individuallistic to the collective concept of character study:
"Del protagonista aislado, que desde Reinaldo Solar hasta

Canaima sefiorea el desarrollo de los argumentos y somete cuan-
to le rodea a su propla estatura moral derivamos hacia el
protagonista colectivo..."3 This evolution 1s made patent

in E1 forastero, where the main protagonist is the town 1t-

self, The theme of the novel is the political-social analy-

sis of a dictator's reign over a small, unnamed town (and,

by extenslon, the entire nation), Since no one person is

lLiscano, op. cit., p. 161,

211scano, "Encuentro con Rémulo Gallegos," Cuadernos,
No. 6 (Mayo-Junio, 1954), p. 22, _—

3pardo Tovar, op. cit., p. 185,



222
individually the victim of the dictatorship, the author's

technique 1s that of singling out a character, analyzing
through him a particular effect of his political-social en-
vironment, and then disposing of him to continue the process:

... porque en realidad no existen personajes cen-
trales, en cuanto el ilustre escritor tiene buen
culdado de esfumar aquellas de sus crlaturas que
meJor se perfilan en los primeros capitulos de la
obra, para reemplazarlas por otros que, a su turno,
corren la misma suerte. Ldgrase asf un sabilo equi-
librio de las fuerzas dramdticas y psiquicas que
Juegan en el relato y, por consigulente, un predo-
minio total del elemento colectivo, que interviene
no a la manera del coro en la tragedla griega sino
a virtud de la eliminacién paulatina--como tales--
de los posibles protagonistas de la accién.l

Apart from the collective protagonist, the second
facet of Gallegos' abrupt change 1in style is characterized
by a strict condensation or economy of description and a
subsequent development of narrative action through dlalogue

more than event. Ulrich Leo has designated E1 forastero's

rapidly moving scenes and abrupt changes of focus as an

"estilo de pelicula":

Los capitulos resultan mds breves cada vez;
las introducclones descriptivas van aboliéndose;
las frases se cortan; se eliminan verbos, epitetos,
conjunciones. Al introducirse una nueva persona,
muchas veces no se dice el nombre sino que nos
encontramos con un "é1", "ella", como si el texto
no hiciera sino acompafiar el cuadro en la pantalla,
en donde se ve quien es "é1", o "ella". 1Ia evoca-
cidén, de tal modo, se hace cada vez m4s ligera,
esbozada, saltante, Cada vez mds parecen intere-
sarle al autor los elementos colectivos y fugiti-
vos, cada vez menos la individualizacién de aspec-
tos, caracteres, situacliones anImicas. Ya no quiere
mostrar la substancla sino la actitud--como lo hace

- 1lbid., pp. 185-186.
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la pelicula--.l

As a third manifestation of the change in style, we

see that Nature, which had disappeared as a major protago-

2

nist in Pobre negro,” although 1t continued to supply am-

blente, has totally vanished in E1 forastero.

El forastero i1s a variation on the treatment of the

personal drama of the youthful intellectuals of Reinaldo
Solar during the early days of the Gémez regime. The theme

of E1 forastero 1s the analysis of the collectlve drama of an

entire town under that same dictatorship. But where Reinaldo
Solar treated the effect of this perlod on one class and only
during the initiation of the dictatorship, the latter novel
is a study both in the psychology of the despotic mentality
as well as its effect on the downtrodden masses. The time
lapse 1s greater, embracing the period from the dictator's
rise tq power until his eventual fall.

Gallegos utilizes three major symbols which recur
throughout the novel as a leitmotif of the political-social
analysis. The first of these 1s introduced as the novel
opens with the return of Mariano Urquiza to the small, ruined
town of his childhood. His return emphasizes the change that
has come about 1n the once prosperous town, a change which
reflects the "angustias de Venezuela, Vuelve el alma contem-

plativa al espectdculo de su dolor y su mal: vastas regiones

lyirich Leo, "Rémulo Gallegos," Repertorio Americano,
XLVIII, No. 18 (Dic. 15, 1954), 283,

2¢cf, note 1, p. 197.
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desiertas, viejos pueblos tristes..."’ The anguish of this
particular town 1s symbollzed by the motionless clock which
dominates the town square--for here time stands still; prog-
ress and prosperity are forgotten %n an atmosphere as stifling
as the tropical heat. The entlre town 1s one vast élma dor-
Elﬁi to which Mariano, a self-confessed fracasado, has re-
turned in a hopeless gesture, "una forma de suicidio."

The symbol of the clock and its significance both
within the novel and the thought of the author have been
clarified by Gallegos himself. In 1921, the year that he
began El1 forastero, Gallegos was living in Los Teques, Just

outslde Caracas, and traveled dally to the capltal, where he
taught at the Colegio Andrés Bello. One day, having missed
the last morning train, he went to the Plaza Bolfvar, and

there, contemplating the clock above the square, he visual-

ized 1t as a symbol of the times:

Eran tiempos de opresién; Juan Vicente Gémez habia
consolidado su poder, que pesaba como losa sobre

todo el pafs. El tiempo en Venezuela parecia verda-
deramente haberse detenido; no habfa progreso; habia
solamente un orden determinado. Juan Vicente regia
el pals como un barén medieval, comprando cuanto
podfa o si no apropidndose de cualquier manera las
mejores haclendas y blenes del pals., Tales eran los
pensamientos que mortificaban a Gallegos cuando se
senté en la Plaza Bolivar aquel dfa de 1921, mientras
esperaba el tren que lo regresarfa a su casa, Fue
entonces cuando se le ocurrié la idea de emplear el
reloj de la torre, con sus manecillas detenidas a 1la
una en punto--detenidas por un tiro de revélver de_un
general--como un sfmbolo de la Venezuela de Gémez.

1 forastero, p. 7.

®Dunham, Rémulo Gallegos, vida y obra, pp. 264-265.
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The general of the novel is Hermenegildo Guaviare,
whose origin is legend in the small town where he was born,
His mother disgraced her prominent family by marrying the
ne'er-do-well Guaviare, who later fled the country (after
having gotten control of his wife's fortune) to escape big-
amy charges. As a boy, Hermenegildo early showed signs of
a "temperamento avasallador, puro instinto de presa, todo
envuelto en una desaforada alegrifa de causar dafio, de apurar-
se la 1ﬁpetuosa intimidad en la posesién de un gozo o0 un
bien que fuesen aJenos."1 The youth grew up, untamed, hils
adventurous spirit satisfled by long absences, from one of
which he returned to
lanzarse a otra aventura, de m&s funestas conse-
cuenclas: alzarse a la cabeza de las peonadas del
hato y de una haclenda de café que habfa heredado
de la madre, dando vivas a una revolucién armada
que venifa bajando de la cordillera a paso triunfal
y asi cayé sobre el pueblo, tom4ndolo de sorpresa,
a tiros entre carcajadas como de costumbre:
--iViva el General Hermenegildo Guaviare!
iCuaj, cuaj, cuaj! iViva la revolucién!
Luego descargé su revélver contra la muestra
del reloj de la torre, a punto de dar la una y
cuando observé que el minutero ya no se movia:
--iAsf! --exclambé--, Parado en la hora de mi
triunfo, para que todo el pueblo 1la tsnga siempre
ante los ojos y no la eche en olvido.
In the years which follow--"sin que en el reloj de
la torre las agujas se moviesen de la hora de Hermenegildo
Guaviare"3-—the general's barbaric influence overpowers the

entire town., Even his own family is not spared his bestial

1g1 forastero, p. 11.
21pid., p. 14. 31bid., p. 17.
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cruelty: Guaviare hag long been attracted to his cousin
Ef;genia; he has her husband murdered by his henchman, Come-
muertos, on thelr wedding night and then brutally takes ad-
vantage of the girl. That same night Guaviare murders the
lone witness who saw him enter Efigenia's house, Heliodoro
Urquiza, director of the only school in the town. Thus the
tyrant's passionate appetite has led to two murders, one of
which signals the abolishment of education and the closing
of the school.

Ten years have passed since these events when Ur-
qulza's grandson, Marlano, retufns. His reacqualntance
with the townspeople initiates the presentation of charac-
ter creatlons who reflect the result of the years»éf Guaf
viare's control, as well as those who form part of his
despotic regime.

Principal among the latter group is the Jefe Civil,

Parmenibén Manuel, whose trajectory 1s one of growing control
over the powers he supposedly administers loyally for the
aging and seml-retired Guaviare. Parmenién's figure comple-
ments that of Guaviare in the total psychological analeis

of the political caudillo.l

Guaviare represents the shame-
less brutality and violence of dictatorship, while Parmenién
synthesizes the astuteness and cunning of the semi-benign

tyrant who realizes that by loosening the iron grip he will

11108 caracteres de Hermenegildo Guaviare y Parmenién
Manuel se inspiran en el mismo G6émez." Dunham, Rémulo Ga-
llegos, vida y obra, p. 269. -
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be accepted by the people as the lesser of two evils.,

Dr, Basilio Daza, perhaps the most diabolical figure
of the novel, moves constantly between the figures of Gua-l
viare and Parmenién, manipulating them like pawns in a game
of chess. _The town Jjudge, he represents not only the cor-
ruption of the law in the service of the tyrant--"en este
pais el destino de los doctores es servifles de instrumento
a los generales"l-—but intelligence at the service of des-
potism for self gain.

Opposed to these figures, who represent the varied
aspects of tyranny, are all the other inhabltants of the
town. Their psychological composite is a living analysis
- of the people's reactlon to dlctatorship., All agree that
something should be done, but here thelr agreement ends.

Thelr relationships constitute interminable arguments as to
their proper course of action: "Y eran asf, destemplados,
irrascibles, porque as{ los habfa puesto la vida del pueblo."®

The town 1is not entirely deadened by the oppression:
"La plaza era el corazén del pueblo y todavia palpitaba un
poco.”3 The spirit of rebellion is kept alive by the pathet-
ic figure of Anterito Valdez: "Pero todo no habfa muerto en
aquel pueblo y en Anterito Valdez alentaba el espiritu de la
conspiracién. Era la conspiracién misma."u As a last repdrt,

for no one will join him in his schemes, he attempts to at

lgy forastero, p. 27.

°Ibid., p. 2L. 31b1d., p. 7. brpig., p. 20.
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least create the 1llusion of rebellion by entering the de-
serted houses that line the town square and making vain
noises in the night to convince the people that conspirators
are holding meetings.
Anterito's pathetic attempts to keep a spirit of re-

bellion alive are as futile as Aristides Velarde's

fe mesiédnica: esperando al hombre todo rectitud,

que de -un momento a otro debla de aparecer en

Venezuela, para librarla de 1los bribones que se
hablan apoderado de ella, y:

--Para encaminarla al solio de las naciones
civilizadas.l
The group 1s completed by the figures of Padre Romero
and Marcos Roger--'"el mfstico y el positivista'--whose in-
cessant ideological duels represent two dlametrically opposed
solutions to the problems at hand:
E1l uno [Romeroﬂ, penetrado de su conviccién cris-
tiana de que s6lo el espiritu de la verdad y de la.
Justicia debe reinar sobre la tlerra para que ésta
sea espirituvalmente habltable; el otro [Roger],
empefiado en que ademds--y de una manera especial
sobre la porcién de la tierra que eran su pals y
su pueblo--se llevasen al cabo reallzacilones posi-

tivag de bienestar, comodidad y aun buena aparien-
cia.

Of all the figures of the novel--characterized by
thelr static quality--Marcos Roger is the only one who under-
goes a psychological and ideologlcal evolution. As the novel
opens, he 1is a figure closely akin to Réinaldo Solar, an un-
compromising idealist whose attempts tq better the town have

ended in fracaso. Having been unable to conqﬁer the medilo

11pid., p. 21. 21bid., p. 2U.
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ambiente or the alma dormida of the people, he has retired to

a marginal existence, the frustrated
hombre de accién que por temperamento era y muchas
las obras que para bien del pueblo se habla pro-
puesto, como ninguna pudo realizar--aqui por incom-
prensién o indolencia de sus palsanos, alli porque
atentaba contra intereses creados, alld porque a la
autoridad omnipotente no le daban ganas de permitir
obras que de algfin modo se opusieran a su derecho
de gobernar atropellando con todo--se quité de procu-
rarlas mds y se metibd a sofiador, en sus tierras de
Camposolo, donde criaba chlvos, cultlvaba sanseviera,

apbricapa ladrillos y cacharros y lefa los clésicos
de varias lenguas.l
Such is the human panorama which Mariano Urquilza

finds upon his return., But he also discovers that the spir-
itual disorientation 1s not the only effect of the dictator-
ship. There 1s a concrete physlcal parallel 1n the river,
the most perfectly achieved symbol of the novel in 1ts multi-
plicity of functions. It is the embodiment of the "pueblo
muerto," the towﬁ dead both spiritually and finahcially.
The useless theft of the river by diverting 1lts course to
his own land (where heAalready had ample water supply) rein-
forces Guavliare's exploitation of the town not only for
pefsonal ends but through sheer malice and delight in his
power. The partiall& dry river bed, '"que antes fue cauce
de un rfo caudaloso, navegable por pequefias y hasta por me-

n2 is a constant

dianas embarcaciones que hasta allf llegaban,
reminder of the physical and spiriﬁual murder of the town:

"Que, por cierto, a €1 de nada le sirve, hablendo sido 1la

11big., p. 25. 21bid., p. 26.
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vida misma del pueblo."1

The river 1is intrinsically bound to the clock symbol:
as the motionless clock symbolizes the "hora del b4rbaro,"
s0 the river which has ceased to flow symbollzes the power
of one man to dlvert the course of history, to change the
very destiny of an entire town (and nation). These symbols
are often Jjuxtaposed in the total picture of desolation, the
odiferous rilver encarnating the stagnate moral atmosphere,
the clock dominating the town with a shadow as dark and die-
tatorial as that cast by the tyrant himself:

La luna menguante daba iluminacién espectral al

lamentable paisaje: charcas de mal olor, borales
que flotaban sobre ellas, intrincado matorral sil-
vestre mds alld, los tejados del pueblo recortados
en oscuro silencio contra el clielo medianamente lu-
mlnoso y al fondo, negra sombra ergulda, la torre
del reloj donde se habfa detenido el tiempo.2

Suddenly, unexpectedly, an event occurs which changes
the course of the town. The ever-hopeful Anterito discovers
"que al pueblo ha llegado un forastero":

No un hijo del pueblo que a éste regreséra al

cabo de tantos a cuantos afios de ausencia, como
Mariano Urquiza, ni un venezolano de otra parte
que por allf pasara de trdnsito o allf vinilera a
establecerse, sino un forastero auténtico, rubilo,

de ojos azules. Un extranjero. Misterioso, por
afladidura...3

The figure of the unnamed stranger 1s suggested
rather than described directly, for more than a physical vis-
itor to the town, he symbqlizes the arrival of ideas from the

11p14. Italics mine.
21p14. 31bid., p. 31.
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outside world, a breath of fresh air in the stifled commun-
ity. He passes through the novel like a shadow--appearing
and disappearing suddenly--, more significant through his
influence 6n others than by his own actions, which are mini-
mal,. Heltalks of the recent Russian revolutlion, loans books
which open the world of Russlan revolutionary literature to
the youth of the town, adorns his house with photographs of
the Kremlin, little more.

The forastero1

represents an influx of ideas which
motivate various reactions in the town., Parmenién, for
example, instinctively knows that the forastero "ya de algén
modo figuraba en su propia historia."® His premonition is
"una de tantas de la misma naturaleza que comenzaban a pro-
ducirse en el pueblo a causa de la llegada del forastero."3

It is Anterlto who sees the greatest significance in

the stranger's arrival and who is first moved to action. He

1Phe forastero is one of the few major characters in
the novels of Gallegos which has not been concretely identi-
fied. Juan Liscano states that his figure may represent the
Russian painter Ferdinandov, '"que, en aquel entonces, pasé
por Venezuela y sacudlé con sus excentricidades, el ambiente
aletargado de las artes, influyendo particularmente en Arman-
do Reverén..." Rémulo Gallegos y su tiempo, p. 59.

Professor Dunham relates that on questioning the
author as to his inspiration for this figure, Gallegos re-
plied that his forastero was based on a historical personnage,
the first man to bring Marxism into Venezuela, but he re-
fused to concretely ldentify him by name. Interview with
Lowell Dunham, May 3, 1964,

2E1 forastero, p. 38.

31bid., p. 47.
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and the forastero vislt the clock tower, where the latter
discovers the bullet lodged there for so many years:

Estaba alii y 2 ninguna de nosotros se nos habla
ocurrido nunca que allf pudlera estar todavia--,

"Una pequefia cdosita -~ me dijo-- para producir un
eTecto grande quitdndola de ahi',T

Anterito returns later in the night, understanding the

stranger's intencién. He removes the bullet and sets the
clock's mechanism in motion, significantly at the very hour

that 1t was stopped:

Y fue a la primera hora %usta de un dla que
acababa de desprenderse de 0 de medlanoche.
Un zumbldo lnusitado en el profundo silencio y
de pronto, cadenciosamente:

--Tam, tam, tam, tam...

iEl reloj de la torre!...

iIa una del dia que acababa de comenzar!®

The deathly stillness of the town is broken by the
peals which signi?y a new day, indeed a new era. The in-

credulous town awakens like a vast alma dormida aroused to

consclousness at last. The long night of the dictatorship
is suddenly a "dfa ya de un tiempo en marcha':

Ya era numeroso el grupo en el altozano mirando
hacia el reloj. 1iS1! No cabfa duda. No habfa sido
un suefio de los que dormfan, ni alucinacIdn de los
que consumlan alcohol, EI minutero, viejo tullildo
que de pronto sané, volvié a los pinicos dando salti-
tos de minuto en minuto,.

Y aquella noche, dla ya de un tiempo en marcha,
casi nadie durmié m4s en el pueblo: unos en el alto-
Zzano, otros en el par EEcIengo descorchar champafa,
otros en sus camas, pero todos oyendo los cuartos
y nombrando las horas que otra vez sonaban,3

The motion of the clock triggers the people to actlon,

1Ibid., p. 42. Italics mine.
2Ibid. Italics mine. 3Ibid. Italics mine.
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especially the younger generation headed by Martin Campos
and Ello Monegas, Marilano's nephew. They persuade Mariano
to re-open hils grandfather's school,1 which he agrees to do,
Inspired by thelr confidence in him and thelr desir=z to
learn, Thus, by the end of Part I of the novel; Guaviare'é
power 1s beginning to diminish, and the motion of the clock
parallels a "mechanism" of inquietude in the people: "Quedé
en movimiento la maquinaria detenida, en la torre del relo]

n2

y en los corazones inquietos. The town begins to talk open-

ly of the changes which are coming about:

--4Y qué le parecen los giros que va tomando la
politica? éSe fiJ6 en 1o del reloj? Eso es la
cafda del General Guaviare. &No le parece?,..

--Se glente en el alre el olorcito a tortilla

volteada.3

Part II deals with these political "giros" which the
clock has symbollically set in motion., Parmenién, like the
people, has sensed the waning power of Guaviare, who 1is grow-
ing old in the semi-retirement of hils country estate:

Sabana del Muerto no era por completo un refugilo de
mandarin holgazdn, amigo de baile y mujer fécil,
lance de cacerifa y comilona de terneras, sino la
resldencla natural de qulen ya habla alcanzado se-
gunda etapa de los apetltos de mando. Un hombre
que mandaba por si, Eura y simplemente. Un hombre
a quien se le temia.

Guaviare, secure in his power, entrusts more and more

1The re-opening of the school, which had been closed
as a result of another of Guavlare's bullets, complements
the clock as a concrete manifestation of the march of prog-
ress which has been set in motion once again.

2E1 forastero, p. 63.

3Ivid., p. 56. b1bid., p. 66.
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authority to Parmenién, who takes advantage of the tyrant's
abuse of his segundones. Parmenién, too, has sensed the

odor of "tortilla volteada,' and the Jefe Civlil has patient-

ly awalted his opportunity: '"Que Parmenién se le voltease
enemigo cuando la oportunidad le fuese proplcia, ya lo tenia
previsto y cémo prodeceria."l
Parmenibén's gradual rise to power 1s embodlied in the
third major symbol of the novel, the growth of the trini-
taria. The origin of this symbol, inspired in the very words
of the dictator himself, has been clarified by Gallegos. The
author had gone to ILas Delicias, Gémez's country estate, to

ask permission to re-open publication of the suspended Ac-

tualidades (which had suffered the same fate as Gallegos'

first literary enterprise, lLa Alborada):

Para 1lustrar determinado punto, Gémez sefialé una
planta de bugambilia que, al crecer, habla cublerto
casi totalmente un mango y dijo: "¥Ya la trinitaria
se le monté encima al mango, y ya no se .le apea
mas. Asl soy yo'.Z2

In the novel, the mango has become a laurel-ﬁatapalo

which adorns the courtyard of the Casa de Goblerno, dominat-
ing the view from Parmenién's office window as Guaviare has
so long dominated the town's political panorama from a dis-
tance. The comblnation of the two plants which Gallegos has
fused to symbolize Guaviare offers a vivid evocation of the

tyrant: the laurel, associated with trlumph, incarnates his

11pid.

2Dunham, Rémulo Gallegos, vida y obra, pp. 55-56.
Italics mine,
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power, while the matapalo,l a parasltic vine which wraps 1it-
self around a plant much llke a boa constrictor, incarnates
the method by which Guaviare came to power. He 1s the dicta-
tor triumphant, but his victory has been at the expense of
the town, crushed in his iron grasp. A true parasite, he
has devoured the town's wealth, 1ts best lands; he has ab-
sorbed the very life blood of the town by diverting its river,
thus draining the vitality of the people and the land llke a
true matapalo, which absorbs the vital sap of the plant 1t
drains and crushes,

Parmenién's ambition is symbolized by a new growth,
for despite the ilmposing size of the gigantic laurel-
matapalo, "habla logrado crecer una trinitaria que por la
verde y espesa copa ya le extendia sus gajos floridos...”2

Parmenién's words as he notes the growth of the trinitaria

are almost literally those of Gémez:

--Mire --dfjole una vez Parmenién a su secreta-
rio--, Ya la trinitarla se le est4d encaramando encima
a2l matapalo. Para no aplérsele més.

Y al cabo de gna pausa:

--Asi soy yo.

Parmenién sees in the trinitaria not only a parallel

of his own ambitions, but a manner of making them known to

his subordinates. The secretary, quick to understand his

1"Nombre vulgar de plantas pardsitas, principalmente
del género Ficus que, viviendo a expensas de otra, terminan
por matar a &sta." Francisco J. Santamarfa, Diccionario
general de americanismos (Mé&jico: Editorial Pedro Robredo,

19327, 11, 255.
2El forastero, p. 72. 31bid.
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Jefe's intentlions,

llamaba la atencibén de todos los subalternos de
Parmenién su complacida insistencia en contemplar
y compulsar los progresos del encaramamlento del
arbusto florido-sobre el 4rbol frondoso y hubo
escribiente que comenzb a ganar mejor sueldo, por
el cuidado de hacerle observar entre dias:

--Fijese, Jefe. Otro gajo.

A lo que Parmenién correspondia:

--1Y para arriba es que va! Esa trinitaria
es un acontecimiento.

At the same time, Parmenibén, angered by Guaviare's

high handed treatment, employs'the trinitaria to test the

loyalty of those under his command. One day, as the ingra-
tiating secretary points out arother gajo, Parmenién bursts
out with:
--No estamos ahora para tonterfas de florecitas.
Que le peguen el machete ahcra mismo a la trinita-
riz, para que no Jjorobe més.z
Y en esto sond el reloj.
Once again we see the Juxtaposition of two major symbols,
especially effective here. Previously the clock and river
symbols were frequently fused to reilnforce the picture of
Guaviare's power. Now the striking clock signifies the

tyrant's falling power and forms an effective contrast with

the growing trinitaria. The clock reminds Parmenidén of his

investigation of the suspected Anterito and his threat to
Jall him if it can be proved that he did start fhe clock,
because "el reloj estaba parado en la hora del compadre, co-
mo él1 decfa siempre, y esa hora no puede mancar en este pue-

blo."3 Now the poor secretary--"ya sudando frio"--cannot

l11p1d.  2Ibid., p. 73. 31pid.
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comprehend ﬁhe sudden changé in Parmenién, who contilnues:
"--81. Hay que cortarla. Muy bonita es, pero en una Casa
de Gobierno no tiene por qué haber flores. ¢No le parece,
compaﬁero"?1 With this simple interfogative, Parmenién makes

1t clear that a cholice must be made between his authority

Aénd that of Guaviare. The response of loyalty to Parmenién

15, of course, a refusal to cut down the trinltaria:

--S1, General; ni yo nl los que aquil estamos,
sus amigos ademds de subalternos disciplinados,
compartimos la 1dea de que no se compadecen flores
y casa de goblerno. Y venimos a pedlirle que levante
la orden dada a fin de que 1la trinltaria... o mejor
dicho, General --porque entre amigos estamos-- 1o que
la trinitaria significa, continfie prosperando y dan-
do sus flores dellcadas por encima de 10 que Signiti-
ca el matapalo, que ya aqul nadle quiere llamarlo
laurel, poraque...

--i Aguarde, aguarde! --atajé Parmenibn--. Si
se trata de matas con significados, mejor serd cor-
tarlas las 4oOsS., DPero vuélvanse a Sus puestos tran-
qullos, que ya aqui hemos comprendido y apreciado.

Parmenién's words contain the key to the total sym-

bol, for not only the growth of the trinitaria, but the

quality of this other "mata con significado" is vital to the
author's political analysis. The delicate flowers and beaut-

i1ful color of the trinitaria form a deceptive contrast with

the obviously parasitic matagalo, which is gradually obscured
as the people come to look toward Parmenién, "puestos en &1
los ojos esperanzados.'" Only later will they find that
merely the outward appearance of their situation has changed--

as the trinitaria flowers upon the matapalo, Parmenién's dic-

tatorship is based on that of his predecessor and 1ts effect

11bid., p. T74. 21bid., p. 90. TItalics mine.
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is equally as asphyxiating.

Another concrete signal of Parmenién's rising power
is the changed attitude of Marcos Roger. Roger, like Reinal-
do Solar, commits treason against his ideals in an attempt
to take some positive action--"¢e hacer; de ejecutar, a
cualquier precio." He decides to make a pact with Parmenién

to sell the Jefe clvil his land holdings at a fraction of

their cost in return for diverting the river back to 1ts
natural course. Roger's reasoning is that of the frustrado,
who, having failed to realize any actions because of his un-~

bending moral code, commits el pecado contra el ideal:

Pero si nunca logré el blen de su pueblo por em-
pefiarse en buscarlo por los caminos rectos, ahora

iba dispuesto a meterse por los tortuosos, aunque
entre sus marafias se le quedase en Jirones la digni-
dad., Si adulaciones y apafliamientos eran los instru-
mentos del tiempo en que le habla tocado vivir, por
€1 no se dirfa que a personales escrt@ipulos les fueron
sacrificadas las obras que de todos reclamaba la su-
prema necesidad del bien ptéblico.l

With these thoughts in mind, Marcos Roger enters
Parmenién's office, sacrifices his dignity, and offers the
Jefe civil his collaboration "para bien del pueblo." As the
two shake hands on the "pacto cerrado," Parmenién realizes
that the public collaboration of "el hombre puro y recto que

e signals

no quiso entenderse nunca con el General Guaviare"
his triumph over the leader of the strongest opposition ele-
ment: "Era imposible que a Parmenién no se le fuesen maqui-

nalmente los ojos hacia la trinitaria del patio y asi sucedié.'3

17bid., p. 99. 21bid., p. 107. 31bid., p. 102.
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Marcos Roger has been deceilved by appearances and will find
too late that only outwardly has the moral and political

situation changed: '"Volvié a sentarse Parmenién, con su

sonrisa desplegada y una vez mds cumpliéd la trinitaria del

patio su misién simbélica. "t

Roger's idea allows Parmenién the opportunity to
openly defy Guaviare "for the good of the town." He has a
decree drawn up stating that the river wlll be returned to
its natural course. When Parmenién is subsequently declared

Hijo Predilecto de la ciudad, a new era of corruption begins:

"Termind Guaviare, pero empieza Parmenién, el mismo mal con
distinto nombre, "2

The only hope for a genulne change in government lies
in the youth of the town, whose spirltual and political awak-
ening was insplred by the forastero and whose movement for
Justice had begun when they demanded the reopening of thelr
school. During the ceremonies honoring Parmenién, they take
the vallant step--they protest:

Era la voz reprimida hacfa afios, que por fin se
echaba a la calle. Era la Juventud en marcha, 1los
indiferentes y los remisos arrastrados por los de-
cididos.3

The students, though they are easily dispersed by

Parmenién's forces, offer "la mejor lecciébn de aquel dla'":

Cérceles y torturas bajo el Guaviare implacable ha-
bian producido la sumisibén de todo un pueblo y cuando

11p1d. TItalics mine. °Ibid., p. 122,

31 forastero, p. 122,
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por evitarlas todo se soportaba y se admitia, un

pufiado de muchachos, yendo a ellas voluntarlamente,

desvanecen de golpe el espantajo del miedo,l

Parmenién jails Anterito and places the étudentS'in

'foréed labor groups to clean out the river bed: "Era modo
de ahorro que é1 hacfa, para su bolsillo, del dinero péblico
erogado con cargo a las obras dél rio."2
Part II of the novel completes the symbolic growth

of the trinitaria. Parmenién, "complacido en el arropa-

miento total del laurel-matapalo por la trinitaria escar-
1ata,”3 now rules the town. Through the exploitation of the
students, he finally has the river diverted back to its-for-
.mer course. The river, a complex symbol, synthesizes two
types of dictatorships: (1) Guaviare's open and criminal
theft of the river--the arbitrary divérting of the historic

lIbid., p. 124, The historical basis for this inci-
dent was The student revolt against the Gémez regime which
took place in Caracas, 1928, Among the leaders of this re-
volt were many of Gallegos' former students, among them R§-
mulo Betancourt:

"Ellos habfan aprendido bien las lecciones del Maes-
tro, a quien conocian, El les habia imbufdo una nueva nocién
de decencia, no sélo en la vida péblica y sus deberes, sino
tamblén en cuanto a la responsabilidad social que cada ciuda-
dano debla asumir para hacer posible una Venezuela meJjor.
Ellos pagaban voluntariamente el precio de sus ideales."
Dunham, Rémulo Gallegos, vida y obra, pp. 84-85,

°E1 forastero, p. 12L4. Parmenién's punishment of
the student consplrators parallels that of Gémez, who placed
the arrested students in several concentration camps:

"Bolas y cadenas fueron atadas a las plernas de los
Jévenes que cada dfa, bajo guardia, eran llevados a traba-
gar en la construccibén de una carretera. Dunham, ibid., p.

31 forastero, p. 148,
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stream of a town (and nation), and (2) the seemingly benevo-
lent, but in reality more cunning exploitation of the Parme-
nién regime, As the river begins to flow again, history
repeats itself. Parmenién has managed to buy most of the
property that the river will run through, so that in a more

cunning manner he will continue to drain the wealth which

Guaviare openly exploited:'

Ya no eran los tiempos de la baladronada guapetona
nl del arresto temerario para sojuzgar a los hom-
bres. Arrebatarle el rfo a la ciudad fue el pro-
cedimiento de la época de Guaviare, el alarde del
hombrén que ella pedia para sus complacenclas, al
tono heroico del guerrear continuo; devolvérselo
era 1o que aconsejaba la suya: 1a mafia paciente
que dlera dominio irresistible.

The river comes flowing back through the thirsty

river bed, which is "como una boca de sediento pidiendo de

|12

por Dios una filnguita de agua. The people, thirsty for

justice, greet the river with wild enthusiasm:

--1El rfo! IEl rio!

A Ya venlan las aguas hinchadas, turbias, revuel-
tas con remolinos de espumas, toda la masa del caudal
llenando el cauce sedlento. Se alzaban a una y otra
orilla los brazos, echando a lo alto la alegrfa y
acompafiaba el fragor de la corriente la exclamacién
multitudinaria:

--1E1l rfo! {E1 rio!

Lo segufan las miradas atentas a la recuperacién
del cauce palmo a palmo, se tendfan por la anchura
que ya ocupaban las turblas aguas revueltas y eran
bosques de brazos alzados en las yermas riberas el
saludo de un pueblo.3

But the nalve enthuslasm of the town 1s merely another man-

ifestation that the deceptive trinltaria has blinded the

11bid., pp. 164-165. °Ibid., p. 166.
3Ibid., p. 167. h
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people. Parmenion imposes high watér taxes and monopolizes
the shipping trade. Thus the hope of the people and Marcos
Roger's betrayal of ideal have been in vain: "El pecado
contra el ideal es estéril, como las tlerras malditas, donde

nl

se slembra pero no se cosecha. When Anterito, the scape-

goat, 1s given an unjust prison term, the gran protesta he

had hopéd for is merely the slilence of a whole town which
has fallen back into the same pattern under another dicta-
tor. In the ultimate analysis, i1t is the people's lethargy
which has allowed the growth of the trinitaria:

Lo que, por afecto de perspicacla, le permitié
al secretario de Parmeniédn corroborar que, como la
trinitaria del patio, cuando su jefe se montaba en-
cima no se apeaba ficlilmente. Y esto era de todo
punto necesario que algulen lo comprobase y lo
atestiguase, sin 1o cual no prevalecerla Parmenién,
por aquello que todos trafan en la sangre, de dolen-
cla antligua y sSe expresaba clendo:

--Jefe es Jefe.
Y los amligos del orden inalterable, de Anterito

también casli todos, poco tlempo atrds, durmieron
aquella noche tranquilos y confilados.
sPodrla decirse, acaso, Que fuese de Parmenién
" toda la culpa?<

The growth of the trinitaria has gone unchallenged

by all except the students, but filnally Guaviare, haying
falled to enlist the help of former comrades, decides to
face the usurper of his power. The two meet in Parmenién's
office as the people gather in front of the Casa de Gobierno
like an army awaltling the decislion of single combat between

feudal war lords: "Afuera--la multitud en la plaza, pen-

diente la suerte de un pueblo de la rifa del aliento--era un

1Tpid., p. 172. 2Ibid., p. 174. Italics mine.
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silencio imponente, contenidas las iras, frenado el entu-

1 Simultaneous gunshots mark the death of Guaviare

siasmo..."
and the serious wounding of Parmenién. .
The outcome of this meetling 1s synthesized in the
title of the last chapter, "Sin embargo, angustia...":
De la grave herida quedé postrado Parmenién con

insegura suerte. Un dfa, que no daba esperanzas;
otro dfa que:
--%Caramba! Como que va a levantarse el hombre.
Esperanzas de unos; pero temor de otros, que eran

los mds.®

The novel closes leaving only a question mark as to
the future 6f fhe townf The dictatorships_have taken thelr
toll: Marcos Roger has withdrawn into total isolation, "otra
vez sofiador"; Father Romero, too, is totally disillusioned;
Aristides Velarde still awaits the "advenimiento del Hombre";
Anterito Valdez 1is serving his prison term, his heroic ef-
forts on behalf of the town forgotten--all are victims of
their times to one degree or another. »

Only the students, who have also been victimized, are
not broken in spirit. Ellio and Martin, the two student
leaders, have lost thelr lepras, the terrible insect bite in-
fections contracted in thelr forced labor on the river bed.

But though the scars have disappeared, the experlence has -
served 1ts purpose: "Tal vez alguna grave infeccién de nues-
tro pals se descargd por ellas, como sucede con los abscesos
de fijacién."3 The youth, the only ones who have not betrayed
their ideals, have been purged of the national disease through

11bid., p. 179. 2Ipig. 3Ipbid., p. 180.
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their "ensayo de hombre" to ready them for a tomorrow '"cuando
nos toque de veras y a fondo, se podréd comprobar."l It is in
such youth that -Gallegos sees the hope of the natlon--the
youth, "antena de la inquietud de un pueblo ... el rostro

transido de angustia.“2

Sobre la misma tierra, 1943

Sobre l1a misma tierra is another of Gallegos' studies

in the striking contrasts which characterize the social, geo-
graphic, political and economic complexion of Venezuela., The
novel presents "el violento contraste" lnherent in the geo-
graphic framework of the Guajira Peninsula and the adjoining
state of Zulia, where the misery and abandonment of the Gua-
Jiro Indlans are dramatically Juxtaposed to the lmmense wealth

of the o0il deposits around Lake Maracaibo. Nowhere else '"en
un mismo punto del horizonte venezolano" are the contrasts
between wealth and poverty, primitivism and progress so great:

No existen ... en el marco.de la Repfiblica, estos dos
tipos, el civilizado y el primitlivo, en formas tan
opuestas una a la otra, como acontece en el Zulla y
la Guajira. No hay en Venezuela, primitivismo mids
antiguo, costumbres y tradiclones mi&s concretamente
conservados que los de los indlos guaJiros, pintados
por Gallegos, de manera que, a veces, nos parece en-
contrarnos en plena vida precolombiana resuciltada...
Ni hay, por otra parte, civilizacién m4s "moderna"
que la importada por los empresarlos norteamericanos
a la reglén petrolera del Zulia.3

Above this paradox there arises a great %ragic parallel:

like the human resources which the Indians represent, the

1114, 2Tbi4,

3Leo, Estudio sobre el arte de novelar, p. 115,
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01l income, too, 1is belng lost to the nation. The money
passes to a few Venezuelan "privilegiados," but mainly to
forelgn enterprises whose ultra-modern faclilities stand
virtually side by side with the miserable huts of the Indi-
ans--inhabitants of the '"same earth" beneath whose surface
the immense fortune is being drained away: "--Ia estupenda
suerte 'ajena Junto al desculdado infortunlo propio, sobre

la misma tierra."l This titular phrase echoes throughout

the novel like a sad lament, the same one that the author ex-
pressed in Canalma: the riches of La Guayana have become the
oil of Zulia, but the barbaric trajectory of the protagonist,
the forelgn exploltation, the treatment of the Indlans are

the same. Given Gallegos' tendency toward variacién de te-

mética in his last period, Sobre la misma tlerra may be con-
sldered a thematic elaboration of Canaima.

Sobre la misma tlierra, llke all the novels of the

last perlod with the exception of Pobre Negro, is divided
into three approximately equal parts whose scheme 1s the
presentation of antithetical or contrasting poles in Parts I
and II, and the synthesis or solution in Part III.

The novel opens with an analysis of the cultural,
psychological and racial position of the Guajiro Indians
within the soclological framework of the nation as a whole.
The picture 1s of a once proud race, dwindling through its

own caste wars, droughts and sickness; a marginal people

lsobre la misma tierra, p. 133. 1Italics mine.
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whose racial regeneration must come from outside themselves,
whose desolatlon 1s synthesized in a recurrent image of the

‘Peninsula's characteristic vegetation: "El cardén, que

niega la sombra y prodiga la espina."l

The central figure of the diverse episodes of Part I
is Demetrio Montiel, another of the protagonists so charac-
teristic of the Gallegan novel. Through him the author con-
tinues the analysis begun with Relnaldo Solar and developed
in Florentino Coronado and Marcos Vargas: that of the bala
perdida whose barbaric waste of talents and energy in a use-
less trajectory 1s treason against self and nation.

Demetrio 1s more closely akin to Florentino than
Marcos. Where the latter was searching for a meaning and
direction of his 1life, Demetrio parallels Florentino in his
total lack of goal, and like him, he is described as a taram-.
bana, who from an early age

venia dispuesto a dar al traste con la circun-
speccién y la honorabilidad de los Montieles de
la Calle Derecha, en el corazén de Maracaibo,
pues con pasos quitados del camino de la escuela,
tirando por su calle hacla afuera, fue a caer en
E1l Saladillo plebeyo y pendenclero.,

Periquito a Ple, Ia Mala ley, Los Biombos, El
Manadador, sitlios borrascosos donde los corrillos
de muchachos en torno a las tertulias de los hom-
bres recoglan la tradicién del bravo arrabal mara-
calbero, lo oyeron presentarse fanfarronamente,
arrastrando ya por los suelos de plebe y hampa a
todos sus mayores:

—-Demetrio Montiel Montiel de los Montieles.Z2

11b1d., p. 164,
2Ibid., p. 9.
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Demetrio's boastful affirmation of self and even his

nickname--Diablo Contento--are reminiscent of Florentino

Quitapesares. But more vividly than the troubadour of the

llano, Demetrio represents that peculiar variety of barbar-
ity which is destructive not through premeditated cruelty
so much as an absolute lack of responsibility--"el fmpetu a
derrocharlo todo de una sola vez."t
The path of Demetrio's useless adventures 1s strewn
with violence, seductions énd 1llegitimate children. Before
he runs away from home to definitively take "el rumbo de los
cénfrabandistas," he sires a son by hls brother's flancée.
The chlld, Marco Aurello Peripatético, 1s later abandoned to
a childhood in the streets and an adulthood consumed in an
alcoholic attempt to escape the shame of his origin,
Demetrio's daughter, Remota, 1s the frult of his en-
counter with the Guajira caclca, '"Cantaralia la generosa, de

"2  When Cantaralia

cuya honestidad nadie pudo dudar nunca...
dies, Remota (her existence unknown to Demetrio) is left to
the care of her aunts, while Demetrio continues his pursult
of adventure. The earnings of his contraband activities be-
tween Colombia and Venezuela permit him to open a store in
Maralcabo, where he delights in his apparent respectabillity:

... le parecié divertido reforzar la fama que sus

azarosas andanzas de contrabandista, m4s a menos

vulgar, le habfan dado o su apodo de Diablo Conten-

to, con el sarcasmo de una aparente ocupacidn honesta
que comprobara una vez mids la verdad del proverbio

11p14. °Tbid., p. 23.
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de que tras de la cruz estd el dlablo, y puso en el
centro de Maracalbo, cerca del mercado, una tienda
de articulos de uso piladoso ... pero en cuya tras-

tienda se encontrase a la venta cuanto su Diablo
Contento metfa de contrabando por aquellos vericue-

Tos. T .

But to Demetrio, like Marcos Vargas, the world of.an
office and the restraints of a stable business are unbear-
able. He gilves the store to an employee, and, "libre de
preocupaciones burguesas," buys a boat which he names la

Arrepentida "para patentar sarcasmos una vez mds, puesto que

se proponfa destinarla al contrabando en gran escala desde
las Antillas vecinas."é

Contraband activities soon éive way to the slave
trade--buying and selling Guajiro Indians--, for Demetrio's
adventurous drive 1s not satisfied by profit so much as
flaunting the law in the most dangerous manner possible:
"Mas no ejercfa aquel trdfico inhumano tanto por el bene-
ficlo material, como cuanto por satisfacer la gana de aven-
tura en cosa hacedera contra las leyes..."3

Demetrio's slaving trips carry him back and forth
along the Catatumbo River, which empties into Lake Maracailbo,
to the plantation of Adridn Gadea, whose cruel practices re-
sult in a constant demand for slaves. The use of a river in
symbolic parallel to human course, a device particularly ef-

fective in the Gallegan novel, 1is manifested here. In Canai-

ma, the tortuous course of the Orinoco symbolized the un-

11v14., p. 45. 2Ibid., p. 49. 31b1d., p. 51.
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channeled flow of Marcos Vargas' potential; in Sobre la misma

tierra, the Catatumbo is literaliy the path of Demetrio's
barbaric trajectory: his suilcidal flirtation with the law
and his exploitation of the Guajiro Indlans,’

In conjunction with the river, the author utilizes
a natural phenomenon of the region which recurs throughout
every majJor eplsode untll by the novel's end it has become

charged with symbolic weight. Known as the Faro del Cata-

tumbo, 1t 1s

un curioso fenémeno que consiste en un reldmpago
que constantemente se produce, con brevisimas in-
termitencias, sobre la regién de selvas virgenes
por donde corre el rfo Catatumbo.l

This lightning, visible along the shores of ILake Maracaibo

and far down river, exercised an almost mystic influence on
Demetrio as a youth. In a significant scene, early in the

novel, he appealed to the Faro to "light his way," to show

him which path to take in life:

... & Orillas del lago sin brilsa, en cuyas aguas
se reflejaban en dorados cabrilleos las luces noc-
turnas de Maracalbo en la ribera opuesta, quitado
de la acostumbrada tertulla con los pescadores
contemplando el reldmpago del Catatumbo hacia é%
sur dilstante y oscuro, ya no le estaba agradando
aquello,

--5Pescador para toda la vida? -- se pregun-
taba-~-. Yo como que no nacf en ese mes... |Faro
del Catatumbo, alfimbrame este mal paso!...

Y en esto oyO que uno decla en la tertulia:

--Ese es el rumbo de los contrabandistas...2

Demetrio accepts this as a mystic sign and thus is launched

8 1Gallegos, "La pura mujer sobre la tierra," loc. cit.,
p. 423,

2Sobre la misma tierra, p. 14. Italics mine.
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on hls career as contrabandista and slave trader along the

river above which the Faro hovers in the atmpsphere, 1llum-
inating the two worlds contrasted in the novel and reflect-

ing thelr chaos.

The Faro del Catatumbo also reflects Demetrio's inner

torment and emphasizes the tiralo todo aspect of his charac-
ter. The chapter "Tirando Faros" ranks among the finest
examples 1n the Gallegan novel of the use of symbolic paral-
lel between natural phenomenon and human counterpart: as
the Faro del Catatumbo sheds 1ts intermittent flashes of
light (or energy), so Demetrio continues to flaunt his abuse
of the law, to take greater risks, to commit more violent
acts which reflect his outbursts of temper; like the light-
ning, his trips now become more frequent, the intervals be-
tween them dangerously shorter:
Porque ademés, ya estaba "tirando faros" por las

vueltas de aquellos rlos, como nadie podia hacerlo,

a marchas temerarlias. Acababa de sustitulr en la

Arrepentida por el de la hélice a motor el impulso

moroso del viento inclerto sobre el lago y de la

palanca desesperante por los rios y ya habfa experi-

mentado el reclo placer de la remontada nocturna por

el Escalante, gobernando el timén, a todo motor por
entre las vueltas azarosas y oscuras.l

The symbol 1s clearly that of a tiralo todo, who will not

heed any warnings--"Don Demetrio, no se Juegue asi con el
rio"--in the hazardous course both of the river and of his
own life:

Y pronto no hubo capitdn de embarcacién que al

11bid., p. 51. Italics mine.
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acercarse a la desembocadura del Catatumbo o del
Escalante, con la mano en el timén, é1 mismo, por
muy expertos que fueran sus timoneles, al divisar
en la oscuridad de la noche destellos violentos a
estra y sinlestra, segun las vueltas del rio; no
Se dl]ese:
--A114 viene Dfmetrio Montlel Jugédndose la

plragua y la vida.

Demetrio's imagination 1is captured by the possibili-
ties of another adventure, offered by the revelation of his
daughter's existence: "Era una vuelta azarosa por donde

"2 Airapta, Canta-

nunca habrla pensado tirar sus faros...
ralia's faithful slave, remembers Demetrio and seeks him
out when Remota's aunts promise her in marriage to a cruel
GuaJiro cacique. Intrigued by Airapfia's description of the
girl--"1la majayura [virgiﬁ] més bonita que ha formado en
GuaJjira'--, he agrees to help her escape. With Airapfa's

ald, Remota reaches lLa Arrepentida; when she comes aboard,

the night is still, and symbolically, the Faro del Catatumbo
18 not to be seen: "--iBonita noche!... ¢Por qué no serén
as{ todas las de navegar?... N1 siquiera se distingue el
Faro del Catatumbo en la claridad de la luna..."3 But as

the ship's captain, Venancio Navas, comments on the night,
Remotalappears on the moonlit deck. Demetrio, who has égreed
to help her escape "por hacer una travesura mds," is overcome
by the girl's beauty, and his incestuous desire for her 1s
paralleled by the change in the night:

lIbid. Italics milne.

2Ibid., p. 53. 31b14., p. 64.
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En efecto, densos nubarrones empujados por un
viento veloz, que afin no soplaba sobre el lago,
comenzaban a ocultar la luna ya cercana al hori-
zonte, y al ras de éste una mancha plomiza, nudo .
de los temporales reinantes en aquella reglén,
venia extendiéndose y ennegreciéndose, a tiempo
que el reldmpago del Catatumbo, fulgor de muda
tormenta .perenne, se hacla mMas 1ntenso y mas fre-

cuente, Ll

The scene 1s a montage of recurrent thematic images which
coﬁvey the violence of Demetrio's growing passion and Remo-
ta's approachlng danger:

Ya comenzaban a encresparse, en reallidad, los
marullos del lago y al resplandor intermitente del
relémpagp se divisaban, mids y mas cercanos, 10S pe-
ligrosos varaderos de los palos del rio, Pero

DemetrIo Montlel sonrela contemplandolos, sin dar
la orden de recortar la marcha,..?

Venancio Navas reallzes the danger, brings Demetrio to his
senses, and takes control of the ship, which he heads toward
Maracaibo and the home of Demetrio's sister. Significantly,
the lightning fades in the distance; the lake is calm: "Y
[Demetrio] sali6 a la cublerta de la embarcacién, que ya

dejaba atrds el dramidtico espectéculo de la’ tempestad perenne

y silenciosa."3

Remota finds "un mundo nuevo y raro" with Demetrio's
sister, Selmira, and her German husband, Alejandro Welmar.
The girl is accepted with love by the childless couple and
is re-christened Ludmila by Alejandro, who romantically en-

visions her a Valkyrie (since they are born fully formed):

11bid., p. 65. Italics mine.
2Tbid. Italics mine.

31bid., p. 66. Italics mine.



253
"--iLudmila Weimar! iPor fin va a nacer una walkiria en
Maracaibo! "l Thus, with a new name and identity, Remota
leaves the harsh world of the Guajira Peninsula and eventu-
- ally emigrates to New Ybrk with her adopted parents.

"2 the

Part II opens with "E1 Estupendo Hallazgo,
discovery of the rich oil deposits»around Lake Maracaibo,
and with 1t the treason of "la Nacién que ya se estd enten-
dlendo con los musifies."3 The author's criticism is Just,
for he emphasizes that forelgn explolitation could not take
place without the help of the "dictador omnipotente" and
the attitude of Venezuelans like Demetrio, who Jjoins "la
danza de los millones" with thoughts only of persoral gain.
Overnlght the barren Zulia landscape reflects the mad influx
of Venezuelans and foreigners, the immense changes which the
repercussion of the find brings about:

Locomotoras, camiones, tractores, grdas...

Toneladas de hlerro y acero ajenos que hacen re-

temblar la tierra venezolana y mdsculo venezolano

contraldo en recia actividad dirigida por palab-

ras inglesas, entre bocanadas de Rumo de tabaco

de Virginia, cachimba en la boca,
The "dance of millions" has begun, but not for the nation
nor the people as a whole: "Sobre el Zulia corrfan los rios
de la abundancia, mas como sobre terreno impermeable, todo

deslizédndose hacia afuera."?

1Ibid., p. T2, .
®Title of Chapter 1, Part II.

3Ipid., p. 82.
41vi4., p. 85. 5Ibid., p. 88.
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The brief chapter, "iMisericordia, Petréleo!," dram-
atizes this tragic paradox: the raging lust of a '"Venezuela
en marcha," the mad rush to share in the wealth, which is an
ephemeral promise for those who "pusieron el rumbo y el paso

hacia la [tierra] de promisién,"?

It 1s an excellent example
of the use of an entire chapter as symbol (and is strikingly
similar to the chapter entitled "Venezuela' in Pobre Negro):
The scene 1s a boomtown area filled with miserable
shacks where a multitude of people await work:
Lagunillas de Agua se habla quedado rezagada

en el camino de la Venezuela en marcha y estaba

aquella noche empefiada en hacer pintoresco un

rincén del lago, espejo de su miserla, y aunque

éste se hallaba empafiado por la ruptura de un

cafio de petréleo que se derramé sobre el agua,

se complacfa en mirarse en é1, entre .el cabrilleo

de sus 1luces mgstias, Junto al emporio de las

torres aJjenas. .
The town is symbolically located on a small island--"Hacina-
miento de barracas de madera y angostas pasarelas para el
trdnsito sobre-pilgtes dentro del agua, con una sola comu-
nicacién con lagunillas de Tierra"S--where the peopie, like
the natlion, are surrounded by a sea of o0il, the wealth so
visible, yet belonging to "las torres ajenas," This wealth
is capable of destroying the country unless i1t 1is controlled,
as ls symbolized byAthe terrifying tragedy of the 1little

town, which is suddenly shaken by the alarm:

1pi4., p. 83.
°Ibid., p. 88.
31p1d., pp. 88-89.
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~-~-iFuego!

Se estremecid toda la poblaciébn, se echd fuera
de las vivliendas de tablas y trapos y las plancha-
das retemblaron bajo el pdnico en carrera. Pero
aquello estaba hecho para las llamas, y esa noche,
ademids, se alzaba sobre cembustible flotante sobre
el agua y el incendld6 se lo apoderd de prisa. Se
hundié la planchada que comunicaba con tierra y la
poblaclén lacustre_quedé a la merced del fuego en
la isla de tablas.? -

As the town and the water flame, with the passage ways to
land lnaccessible, one cry rises above all the others,
"—~iMisericordia, petréleo!--'", that of the mother-nation:

Es una mujer que corre de aqul para alli con
su pequefio hijo en los brazos, oprimiéndolo contra
su pecho a fin de que no se 1o alcance el incendio.

Huye perseguida por una llamarada, otras le
salen al paso obligdndola a detenerse y otras suben
del lado del petréleo inflamado, a ambos lados de
la pasarela, advirtiéndole que por alll tampoco hay
salvacién posible.

Se revuelve, se encoge sobre su amor en:10s
brazos, se empina hacia el aire negado a su respiro
por los torbellinos del enrarecimiento, y cuando
va la tienen asfixidndose a su alcance, las llamas
se preclpltan sobre ella, la apresan por las faldas,
la cifien, la desnudan para el sacrificio ante la
negra divinIdad del eErBIeo, Te achicharran en los
brazos el tierno llanto del hijo, le apagan el alari-
do de todos sus dolores entre un zumbido Infernal,

la derriban, se encarnizgn y se saclan en ellos.
iTizones ella y el nifio!

The mother-nation falls victim to "la negra divinidad del
petréleo," stripped of her wealth: her human potential,
her sons, dralned from the farmlands and drawn to the oil

fields, to the industry whlch cannot sustain an entire

1Tbid., p. 89. Italics mine.
2Tbid. Italics mine.
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nation; her natural potential, the oil, more destructive
than good, creating slums at the edge of the foreign enter-
prise. In the end, only the people have suffered, have been
consumed, for when the smoke clears, the o0il derricks domi-
nate the landscape like monuments to the nation's plight:
De Lagunillas de Agua‘ya sélo quedaban tizones

humeando sobre el lago en la noche espantosa, brasas
que luego se extinguirlan...

Pero alll estaban en ple las torres Intactas,
para que continuasen Jaloneando el camino de 1la

Venezuela en marcha.

The symbolism of this chapter 1s reinforced by the
one which immediately follows, "{Si T Hubieras Querido!"
The shameful waste which the fire represents is paralleled
by the 1ndividual example of lost potential inherent in the
figure of Demetrlio Montiel, for whom the fire 1s another
adventure:

Aquella noche estuvo fondeada La Arrepentida

frente a Lagunillas y a Demetrio Montlel se le
vié desafiar, temerariamente, riesgos mortales, en
el salvamento de las victimas del incendio.

Fue el resplandor postrero y centelleante de
su vida famosa.2

The traglc symbol of both chapters 1s based on the tremen-
dous potential involved. Demetrio is not an ordinary man;
he is a flgure who has become a legend in his own time, a
man capable of rising to heroic.feats, of commanding the
respect and admiration of all:

... pero en el 4nimo impresionable de la gente

1Ibid., pp. 89-90.
2Ibid., p. 90. Italics mine.
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exitada por el espectdculo hermoso y tremendo, la
figura simp4dtica y gallarda todavia del contra-
bandista ingenioso y audaz, del jugador impédvido
ante quien hablan temblado los montes de dado y de
ruleta, adquirifé aquella noche contornos heroéicos.

Y fueron muchos los que le dijeron emocionada-
mente:

--iDemetrio Montiel, si td hubileras querido!...1

This 1s the summary of his 1life. Incapable of a sustained
effort, hls energles are dispersed like the Faro's brief
flashes of lightning which alternately 1lluminate the hori-
zon and then leave 1t in total darkness. Demetrio's promise,
like that of the oll, has been deceptive--both are burned
out 211 too quickly:

Cincuenta afios ya. Nada que vallera la pena al

cabo de ellos. Lo acompafi§ la fortuna, pero no

recorrid sino el camino de la desdicha. Gané,

perdib, lo tiré y lo despilfarréd todo. La gene-

rosa Juventud, la provechosa madurez... S6lo le

quedaba el triste descenso de all{i adelante.
Se quemé, &1 tambilén, en pocas horas.?

Desplite the reproaches of his friends, desplte the
realizatlion that his 1ife has been a total waste, Demetrio

cannot change his course:

¢ Ya, para qué? Por delante no le quedaban
sino los afios yermos del envejecimiento... Re-
solvié tirarlos de un todo.

Y desde aquella misma noche fueron ya comple-
tamente insensatos los interminables viajes sin
obJeto, Catatumbo arriba, Escalante abajo, tirando
faros por las vueltas azarosas y oscuras.

ero ahora se decla:
--A114 viene Demetrio Montiel, Diablo Sombrfo.3

11b14. 21pid. Italics mine.

31bid., p. 91. Italics mine.
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The Diablo Sombrfo ends his futile exlistence in the

ultimate act of self negation. His suiclide precipitates
Remota's return to Maracaibo after an absence of some eigh-
teen years spent in the Unlted States. Her adopted parents,
the Weimars, had only recenFly died when she recelved the
news that Demetrio had named her sole helr to his sizeable
estate.

A Remota's return initiates a spiritual evolution in
which the divislion between her two identities 1s increasing-
ly evident. Remota 1incarnates the duallty of the mestizo
more clearly than any otheriGallegan protagonist., As Lud-
mila Welmar, she has created a comfortable world for her-
self, but the foundations of that existence are shaken by
renewed contact with the world of her youth. As a child
she had been 1mpressed'by the melancholy aspect of her
dwindling race, but now, in the GuaJiro beggars who fill
Maracalbo, she sees the "eséombros de una raza'":

All{ languidecfa, desmoralizada, una brava éente.
Allf estaba extinguiéndose una fuerza original,
genuina de la tilerra, pero no incorporada toda-
via a la vida del pais, ni en_el espiritu ni para
ningéin esfuerzo constructivo,l
The tragedy of her people, of her own long forgotten rela-
tives, increases her growing sense of the falseness, "lo
postizo," of her Weimar identity: "Ludmila Weimar no era

sino un personaje de ficcién, obra de un carifioso disparate.

Remota Montiel, hechura de apetitos sensuales irresponsables,

l1pid., p. 104.
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es, en cambio, una realidad."!

It is significantly Hardman, the yankee oil driller,
who orlents Remota in the search for her reality. The fig-
ure of Hardman, a representative of the oll industry, offers
an Interesting study in the use of symbolic name. Outwardly,
"aquel hombre de apariencia férrea'" is not so much a human
being as "un superproducto de la industria de acero":

Un sujeto de formacidén no antigua todavia --

quizid unos cuarenta afios-- de rostro aristado,
sobre cuyas facclones no habria querido el ar-
tifice perder tiempo precioso en ternuras de
suavizamlentos, sino que lo echaria afuera apenas
fraguada y soldada la armadura interilor. para

mids completa y mejor apariencila de elaboracién de
altos hornos, tenla pupllas de acero taladrante.

Hardman in an example in inverse symbolism, for his
physical appearance is misleading; he is not so much "el
hombre duro" as "el hombre fuerte y sereno," The author
explores through his flgure the duallty of the oll indsutry,
whose steel derricks dominate the Venezuelan skyline. Hard-
man's presence, like the "torres ajenas," has been made pos-
sible through the nation's treason against itself: '"lLa ven-
ta de los hombres venales al mejor postor, que ha venido
siendo la compafifa petrolera."3

Hardman's brusque exterior synthesizes the mechani-
cal, physical control of forelgn exploitation; but in his

respect for the Venezuelan people and in his optimistic

11bid., p. 110.

 ®Ipid., p. 93. Italics mine.
3Ipid., p. 140.
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vision of the changes that the o0il industry is bringing
about, he presents the author's balanced soclal and economic

view. For if the oi1l industry has effected "males incalcu-

lables,;"

en cambio de ese dafio el obrero venezolano esté
adquliriendo un sentido de responsabilidad personal
de eficacia y una conclencia de clase, que es tam-
bién sentido de_responsabilidad social, que real-
mente no tenfa.l

Hardman's vision convinces Remota that she, like all
Venezuelans, must assume her responsibllities toward the
nation, The world of the Weimars had been an escape from
the cruel reallity of her orlgin. When, as Remota Montiel,
she accepts Demetrio's inheritance, it is symbolically an
acceptance not only of her mestizo identity but of the re-
sponsibility which she feels, as such, for her people:

Pero Ludmila Welmar, criatura de filccién, ya
estaba dispuesta a cederle el sitlo a Remota Mon-
tlel, la verdadera y dramdtica hechura de unas
circunstanclas deplorables y no era cosa de cam-
blarse solamente el nombre, sino de encararse to-
talmente con su realidad. Adn no sabfa hasta qué
extremos pudieran llevarla sus nuevas responsabili-
dades, pero se le alcanzaba que habla mé4s de un
destino -- gl suyo proplo-- pendlente de sus deter-
minaciones.

11bid., pp. 140-141,

EIbid., p. 144, 1Italics mine. The symbolism of the
Ludmila WeImar-Remota Montiel duality is clearly established
here. Welmar, the town, was the home of Goethe, Schiller,
et al., center of German Romanticism in the 19th century.
UIrIch Leo comments that as an "apellido personal, que, sea
dicho de paso, el que estas lineas escribe, no ha ofdo ni
una sola vez durante sus mds de 40 afios de permanencia en
Alemania." (Sobre el arte de novelar, p. 118.,) The name
Weimar would seem GO symbolize the heroine's flight from
reality as much as the name "'Ludmila' para 'simbolizar' su
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Remota's dedication to her new sense of mlssion 1is
shown as she rejects Hardman's offer of marriage, which would
take her back to the United States and definitively sever her
ties with Venezuela: |
Al114 irfa Hardman .., mas por su camino, a
disfrutar del ascenso bien merecido, dentro del

poderoso esfuerzo industrial a que pertenecia.
Iudmila Weimar, en cambio, de cara al reldm-

ago del Catatumbo, muda tormenta perenne, 1ba
EECI& gemofa Montiel, misterio EamEIEn, Tnquie-
tante. A

The resurgence of the Faro del Catatumbo now reflects the

multiple aspects of Remota's mission as she assumes wlth her
"inheritance'" the task of rectifying her father's crimes:
"... ya era, ante la ley, Remota Montiel. Ahora se disponia
a comenzar a serlo ante la vida, tal como se la entregaban,
disparatada, absurda, las culpas de su padre."2

Part III concerns Remota's return to the Guajira
Peninsula, where a legend has évolved around her figure’
since the time of her dlsappearance. Thus, she returns to
her people, "al mismo tiempo, una persona real y un persona-
Jje de leyenda de encantamiento;”3 For the Guajiros she 1s a
living symbol, "lLa Gran Madre,'" whose arrival is accepted as
a sign of new hope--'la noticia estupenda de la vuelta del

n

tiempo bueno con el regreso de la majayura encantada."

aspecto como miembro de la cilvilizacién urbana, y 'Remota’
para presentarla en su estado natural, como hlja de 1la
Guajira." (Ibid., p. 136.)

1Sobre la misma tierra, p. 144. 1Italics mine.

2Tpid., p. 145, 31bid., p. 174, ulbid., p. 175.
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Remota, as the embodiment of the social mission which
sﬁe has accepted, sets about tenaclously to overcome all ob-
stacles, to erase the 'negra herencia" which her father has
left. On an individuval basis this task concerns the rehabil-
itation of her brother, Marco Aurelio, and the young Guajira
prostitute, Marita, whom Demetrio had seduced and 1nitiated
to a life of vice. Through Remota, Venanclo Navas 1ls given
a chance to right the wrongs of hils service to Demetrio.

Remota's plan to meet the needs of the people as a
whole centers around the drainage of the Gran Eneal, the
swamp lands which her father had bought with the hope of
selling the oil royalties, and its conversion into pasture
lands for the Guajiros. To do this she must collect the
debts .owed her father by many of the plantation owners,
principally Adrlin Gadea.

The circular structure of the novel is completed as
Remota employs her father's boat, with Venancio again at the
helm, to mount the Catatumbo River toward Gadea's plantation,
The symbolic function of the river parallels that of the Ori-
noco in Canaima, where it transported the new Marcos Vargas
toward a constructive future in vindication of his father's

wasted potential. The promise of Canaima is fulfilled in
Remota, who also retraces her fathér's course, in the same

boat-- "jLa Arrepentida! Que realmente lo es ahora'--, with

the same '"resplandor frecuente del reldmpago del Catatumbo"
which 1it the way for Demetrio's illicit trips now parallel-

ing Remota's inspiration:
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‘El aleteo angustioso del resplandor del Faro
del Catatumbo, que se producia alternativamente
en dos puntos del clelo, cercanos al horlzonte y
entre negros nubarrones, no le daba descanso a la
noche sobre el lago, y era un espectdculo imponente
el de aquella lnagotable ira silenciosa, resto aca-
so de las tremendas céleras cédsmicas que produjeron
la formacién de la Tierra.

Remota se abandoné a la contemplacién del mis-
terioso fenémeno, ante el cual ya una vez se habla

decidido venturosamente su suerte, al borde de un

destlno dramatlico.l

When Remota reaches Gadea's plantation, she finds
many of the Indians which Demetrio had sold him are still
enslaved there, including Airapfa. She pretends to make
an agreement with Gadea (allowing him to believe that she
will submit to his physical desires), but sends Venancio
for the authorities, who arrest Gadea and set the slaves
free, . Thus the chapter "E1l Rescate,'" more than the rescue
of a few GuaJiros, is symbolic of the "rescue of the race"
which Remota has undertaken.

The.final chapter, "Destellos de Faro," complements
the earlier chapter "Tirando Faros," which synthesized
Demetrio}s mad course along the river (and his attitude to-
ward 1ife). Now the "destellos de Faro" light a different
course, one of renewed hope:

Ya 1ba el rescate en lLa Arrepentida, rfo abajo,
aleJdndose de Santa Birbara. M4s bocas para el ham-
bre que reinaba en la Guajlira, en vez de algdn dlnero
para aplacarla; pero ya estaba reparada, en 1o posi—
ble, la iniquidad de Demetrio Montilel...

Y ya la piragua estaba desembocando en el lago
bajo la noche estrellada.

1Ibid., p. 214, 1Italics mine. Cf. note 1, p. 261.
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Remota Montiel salié a la proa. La saludé_ba- -
tiendo sus resplandores el Faro del Catatumbo.

The symbolism of Remota at the prow of the ship which takes
the slaves to freedom is clear. They have been rescued from .
a seemingly hopeless exlistence by the vision and efforts of
"Ia Gran Madre," the figuration of a Venezuela overcoming

the violence of its origlin and the pecado contra el ideal

of the past generation. Remota symbolizes the new mestizo
generation whose "obra de revindicacién" tfanscends the geo-
graphic restrictions of the Guajira Peninsula: "La iﬁten-
cién del novelista se extiende a toda la patria, ya que
presenta una solucién local a la problematica'nacidnal.”a

As a once enslaved people--"en sus rostros un des-
pertar de humanidad recuperada'--travel toward a new future,
Remota stands at the prow of the boat as one of the most
firmly optimistic symbols of the Gallegan novel, the culmi-

nation of Gallegos' tesls civilizadora: "Todos los caminos

de la obra gallegulana conducen a esta figuracién."3 She
symbolizes the completion of Dofia B4rbara's frustrated desire

to "entregar las obras," the defeat of all the balas perdidas

who have contributed to the traglc waste pf human and natural
resources, the Venezuela which seeks and finds 1ts orienta-
tion in the responsible acceptance of 1its social and moral

destiny.

11bid., pp. 239-2l40,
2Damboriena, op. cit., p. 308.
3Liscano, Rémulo Gallegos y su tiempo, p. 168.
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Ia brizna de paja en el viento, 1952

The dramatic'conclusion of Sobre la misma tierra

" closes the author's cycle of Venezuelan novels on a note of
optimism, an optimism which was betrayed by the overthrow of
his government in 1948, Thus, after less than a year in the
Presidency, Gallegos found himself again in exile, fhis time
in Cuba. There his literary silence of almost ten years was
broken with thé appearance of his last publ;shed work to
date,1 Ia brizna de paja en el viento, 1952. The dedication

to the first editlon 1s significant in fixing this last novel
within the total scheme of Gallegos' literary endeavor:

Le entrego a Cuba este libro en las manos amigas
de Rafll Roa, gallarda figura de su intelectualidad,
a través de cuya alma ardlente y generosa me he aso-
mado a la angustia contemplada en sus pdginas; de
Sara Herndndez Cat4d, amiga cordial, quien Junto a
su fervorosa cubanidad, le ha brindado tlerna acogil-
da a mi mortificacibén venezolana, y, de manera es-
peclal, en las de los estudiantes unlversatarios,
que padecieron y superaron la tragedia de la cultura
que aquf comparto con ellos, en ml modo natural de
expresidn y en ejercicio de la fe que tengo puesta
en la Jjuventud Intelectual de 10S pueblos de Nuestro

espliritu y nuestra lengua.z

From this dedlcatlon we see that La brizna de paja

en el viento, although a Cuban novel 1n amblente, is still

within the main stream of Hispanic culture--"la tragedia de

lGallegos' last novel, unpublished as yet, 1s enti-

tled La brasa en el pico del cuervo. Written during that
portion ol his exlle which he spent in Mexico, the novel
deals with certaln aspects of that country's agrarian reform.

2la brizna de paja en el viento (1st ed.; La Habana:
Editorial Selecta, 1952), quoted In Dunham, Rémulo Gallegos,
vida y obra, p. 278. T

In a Seminar on Rémulo Gallegos offered at the Univer-
sity of Oklahoma, 1962, Prof. Dunham stated that the figure of
Professor Luclentes was based to a great extent on Rail Roa.
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la cultura que aqui comparto con ellos." What 1s the tragedy

of this culture? Gallegos syntheslzes it in one brief para-

graph:

De la siembra de violenclas hecha por la aven-
tura conquistadora en el suelo indoamericano, de
la complementaria sumisién a que acostumbré el
fraile adoctrinador, del apoderamliento de la riqueza
por unas cuantas manos aprovechadoras de trabajo
esclavo en la vasta tierra que debfa producirla, de
lo geogrdfico e incluso lo telfirico que tendlan a
construlr sobre ella un tipo de hombre de presa que
en ancho espacio pudlese campar por sus afueros: de
-todo eso, dentro de las modalidades proplas y de la
interesada complacencia imperialista del vecino
poderoso para quien atrasados y oprimidos pueblos
eran deseables mercados de sus industrias, provino
el dictador hispanoamericano, y Cuba lo padecid.]

The author had found in Cuba a situation which cap-
tured nls novelistic 1lmagination, a social problem in common
With his own Venezuelan ambiente. We have already noted Ga-

llegos' characteristic tendency toward variacién de temdtica

in his last period, and ILa brizna de paja en el viento 1s no
exception. As Liécano has stated of thls novel, and the same
migﬁt be said of all those since the master works, "Gallegos

2 The theme of La brizna de paja en el

ya no busca, repite."

viento i1s the same analyzed in El forastero: dictatorship

and the tragedy of the revolutlonarles who degenerate into
worse tyrants than those they defeat.
The historical nucleus of the novel is the student

movement organized in the Havana Universlty to combat -the

dictatorship of Gerardo Machado:

11a brizna de paja en el viento, p. 79. Itallics mine.

2Liscano, Rémulo Gallegos y su tiempo, p. 203.
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Un dfa de septiembre de 1930, Patio de los Lau-
reles. Animosa y numerosa reunién. "Somos una
fuerza pura, conviene aclarlo desde ahora y para
siempre", dirfa el manifiesto que allf se convino
en lanzar, como 81 se presintiera que en posibles
encrucijadas, camino adelante, se producirfan des-
viaciones. Conclufa el manifiesto pidlendo la re-
nuncla del dictador, y en la reunién se acordéd en-
tregdrselo al pueblo de Cuba en las manos de un ma-
estro de pensamiento y de conducta que por libertad
y dignidad cubanas tenla alzada la voz acusadora, ¥y
que a ello fuese_el estudiantado en masa absoluta-
mente desarmado.

The student revolt fails (as it did in E1l forastero). But

the cause finds its first martyr in Rafael Trejo, the student
of "el corazén ardiente," whose name becomes.a battlecry: :
"... 8u sacrificio galvaniza la conciencié popular y de punta
a punta todo Cuba se inflama en rebelién contra la dictaqura,
qQue ya no perduraré."2 The failing dictatorship must be re-
placed, but with what? This was the question posed at the
conclusion of El1 forastero, where a town and its herolc stu-

"dent leaders awailted their unknown fate. ILa brizna de paja

en el viento offers a solution to this question in the anal-

ysis of the Cuban youth in a similar moment of national crisis.
The university atmosphere 1is well suited to the
analysis at hand, for latin American students traditionally
have been involved in politics and are a force to be reckoned
with, The tragedy of the novel lies in the "desviacién" of
ideals which has generally resulted from the lLatin American

students' frustration:

1la brizna de paja en el viento, p. 80.

2Ibid., p. 81.
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Pero no hubo entonces una organizacién politica,
con ideologia bilen ventilada, que canallzara aquella
ideologla generosa lanzada al campo del sacrificio,
y a falta de ella surgieron, en las prisas de la an-
gustia ante la frustracién inminente del movimiento
revolucionario, los Grupos de Acciédn, y con ellos,
pistola en mano, quitada de libro, tomé&ndole aficién
a las eficacias del gatillo, no sélo se menoscabg
el ideal revolucionario, sino que también el espiri-
tu universitario se desvié de sus fines propilos.l

The youthful intellectuals, the hope of the nation, are
faced with the negatlion of thelr ldeals. Betrayed by lack
of orientation adequate to channel their "fuerza pura,"
thelr movement degenerates into a kind of gangsterism ffom
which there emerge new leaders eager for personal power;

Reinaba la confusién dentro y fuera de la
Universidad, y asi como las autoridades de ésta
se sentian cohibidas ante las arrogancias estu-
diantlles --sin que en realidad fuesen estu-
diantes todos los que las exhiblfan--, asi tam-
blén el acontecimiento desbordado perturbaba y
anulaba totalmente a veces el funcionamiento de
los mecanlsmos de goblerno administrativos y Jju-
diclales. En parte, por el temor que hablan
llegado a insplrar los Grupos de Acciédn, al am-
paro del pretexto de lucha politica, y en parte,
por el uso que de ellos hacfan o tuvieren que
hacer, desde los tiempos del régimen cuartelario,
los funcionarios pdblicos necesitados de respal-
do armado y con dineros del tesoro péblico, bajo
la apariencia de empleos remunerados, pero in-
exlstentes --las famosas '"botellas'"--, el gati-
llo alegre hacia sus agostos.2

Thus, the university campus becomes another battlefield for

the eternal struggle between civilizacién and barbarie.
The student, caught in an ideologlcal crossfire, drifts
in an environmental vacuum, a. "brizna de paja en el viento."

The ultimate solution lies in an enlightened university

11p14. °Ibid., p. 83.
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leadership, which must‘be a directing force for the natlion's
youth.

The soclal framework of the novel 1s explored 1n
Part I, which revolves around the family of Pablo Azcérate.
Don Pablo is dying as the navel opens, and, surrounded by |
"el alfabeto Azcdrate"--Alfonsoe, Bernardo, Clemente, Dionisio,
Eugenio and Florencia (Ia Mufeca)--, he charges his offspring
with his final wish:

Se acaba la vida en mi, pero en vosotres dejo la
mano Azcérate asentada sobre Cuba, no para opri-
mirla, sino para exprimirle, carifiosamente, la
riqueza que ella puede y debe dar. Cinco dedos
los hombres hechos y derechos, y la MuReca, tierna
¥ pequenia todavia mi linda mufiequita, pero en la
cual debe latir siempre el pulso de la Tamilia.

Us casareis, oS muIEEpIIcarEIs, pero unidos slem-
pre, hijos mfes. Indivises los bienes, mientras
la Mufleca sea menor de edad, y suya exclusivamente
esta casa, adonde en los momenteos diflfclles se
acuda a sentir las palgitaciones del pulso. Un
pufio de Mano Azcérate.

This metaphor of the "Mano Azcérate" dominates Part I in a
dual function: (1) structurally, it 1s a cohesive force, a
manner of uniting the multiple protagonists 1in a nucleus
(either of family members or those protagonlsts in contact
with them), and (2) thematically, it is a means of dramatiz-
ing the social chaos prevalent in the country. With the
death of Don Pablo, "El Fundador," a way of life has passed
on. A laborious and honest man, he had immigrated to Cuba
from Spain and had amassed a huge fortune. After his death
the union of his empire (and of the family) begins to break

l11pid., p. 14. Italics mine.
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up almest immediately. .Florencia is sent away to school in
the United States; the brothers assume the responsibilities
of their inheritance (each receilves a pilece of property cor-
responding to the various Cuban tobacco, sugar, dalry and

ranching industries).

As the brothers marry and become increasingly in-
volved in thelr individual business interests, they grow
apart: the "mano" begins to open, reflecting the destruc-
tive social forces at work in the environment. When Flo-
rencla returns, now a young woman, the famlly 1s reunited to
welcome her back, but she quickly senses the discord: "Pero
ya se habfa dicho lo suficiente para que Florencia se diera
cuenta de que entre los dedos de la Mano Azcdrate ya no rei-
naba la armonfa de antes."1 Florencla herself, a strong
willed and independent young woman, will contribute to the
famlly's internal dissension.

The very night of Florencia's return, she openly

opposes her brother, Dionlisio, whose personality is well
sulted to his name, His destructive irresponsibility is di-
ametrically opposed to hls father's creative energies and
represents a soclal and moral regression. He runs his sugar
cane plantation like a feudal overlord, underpaying his
workers (who stay on only through loyalty to the memory of

"El VieJo") and violating their daughters' honor. Dionisio
has arranged for a traveling circus to f€te the family and

11p14., p. 30.
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the workers. He has also arranged to play the part of the
lion ‘tamer, knowing that the animals are old and harmlesé;
Florencia, infuriated at the spectacle of her brother's at-
tempt to capitalize on this occasion to further impress his
future victims (the simple girls who watch stupified at his
"eourage'), throws the doors of the cage open and enters.
There, before the aghast audience and her horrified famlly,
she denounces Dionislo:
--iFarsante! ...iEspeculador de la ingenuildad

de la gente sencilla que te siembra la tierra y te

ordefia la vaca! jAtropellador de la .1luslonada

candidez de la guajira que estd enamorada de ti,

sin darse cuenta de que no podrds hacerla sino

desgraciada! Suelta ese 14tigo y sal de aqui,l

Thié act has symbolic reverberations both on an

individual and collective level of society. Among the
workers who return to their homes in silence, meditating
the significance of the scene which they have Just witnessed,
are Juan Marino and his family. It is his son, Juan Luls,
who volces the psychological repercussions in the minds of
all:

~--Y ahora, jqué harén los servidores de Dionisio
Azcérate, a quien le tenian miedo? Cuando se nos

arrebata de pronto el miedo con que se nos amasa-
do la vida Aos vedamoe tambaleando, VACL0S8 por
dentro 305 a8USLamos de Nnosotros miSmos Egn
IZEIEB‘EE'E&EaHE? BODre nuestras CaDezZas,?
The implications of this statement transcend the confines of

the immediate situation. The broader implications are those

l1pid., p. 35.
’QEELQ-, p. 37. Italics mine.
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of the national psychology in a similar critical moment,
For Dlonisio, at a local level, represents the same soclal
phenomenon as the dictator. Both wield the "1l4tigo de
domador'" to which the people are so accustomed that with-
out 1ts directing power they are filled with a sense of
emptiness. This 1s the basic factor in the psychology of
dictatorship--the people's fear of thelr own lnability to
govern themselves. And what happens when the people no
longer feel the sting of the lash? They search elsewhere
for the same violence that has characterized thelir lives.
Thus, when Juan Marlno accuses his daughters of having dis-
honored themselves with Dionisio, he flles into a rage and
beats them. His wife, trjing to protect the girls, asks why
her husband is reacting in this way. Juan Luils completes
the psychological explanation begun earlier by answering:
"__Porque cuando se nos arrebata el miedo nos enfurecemos.'"l
This 1s the psychological phenomenon which the novel as a
whole probes: the students, having lost their fear without
replacling 1t with some sort of productive direction, have
degenerated into forces as violent and brutal as that from
which they have Jjust found freedom.

The author builds up to the particular tragedy of
the university youth by exploring the emotional crisis of
two soclial extremes whose lives run parallel until they

finally meet 1In the soclal equalizer, the university. These

11b14., p. 39.
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extremes are personified 1n Florencla and Juan Luis, in love
with each other since childhood but separated by the vast
social breach that sets the "bonito'mundo" of the aristoc-
racy apart from the "mundo feo" of the humble working class.
Both rebel from their respective worlds, and the paths of
both lead toward the university in the search for orientation.
Juan Luls 1s another of Gallegos' optimistic figu-

rations of the young mestizo, idealistic, spiritual. His
aspirations to rise above the confines of his social posi-
tion are symbolized in hils 1incessant contemplation, as a
youth, of a particular specles of bird; noted for 1its daring
despite 1its timid appearance,

el pitirre es un pidjaro pequefio que en remontado

vuelo acostumbra atacar al aura tifiosa, plctoeédn-

dole la cabeza encarnizadamente hasta hacerla a-

batlir el altanero vuelo; pero serla muy aventurado

suponer que con ello persiguiera intencién del

orden moral de castigar elevamientos después de

hartazgos de inmundicias.

, Sin embargo, Juan Luls lo crefa, y todas las

simpatias de su espiritu se empinaban a complacerse

en lalcontemplacién de la hazafia del pequefio atre-
vido.

Despite hils parents' apprehensions for the soﬁ
"propenso a ‘'mirar para arriba,'" Juan Luis cannot share
thelr ingrained humility before the aristocratic class. For
this class stands 1n his way, blocking h;s path like the
dragon of his childhood fantasies. The most substantial
symbol of Juan Luils' soclal position is that of

el ancho y alto portalén abierto en el muro que

l1bid., p. 19.
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cerraba el fondo de la angosta calle ciega por
delante de la cual estaba su casa, en las goteras
de Guanabacoa. El tenfia unos cinco afios, y desde
el umbral de la puerta de aquélla miraba las in-
vitadoras lejanIas campeslinas, deseoso de corretear
" por los verdes prados sobre los cuales volaban bi-
Jiritas, tomeguines y sinsontes y de internarse en
los palmares profundos...
Pero en medlo de la angosta calle estaba siem-
pre echado un perro corpulento, de largas orejas y
seguramente de terribles colmillos, haclendo las
veces de dragén guardidn de pails encantado,_y nun-
ca se movié del umbral de la'contemplacién.l

But Juan Luis finally does lose his fear, and passes beyond
the threshold of contemplation and through the symbolic door
to freedom.

Florencla, too, must seek her orientation outside
her class, which Is Just as stifling, inversely, as that of
Juan Luls. She asplres to more in life than belng the
idolized "mufieca" of her aristocratic family., Just as Juan
Luls is deeply moved by the "funcién de circo,'" Florencia
herself returns home to seriously analyze her actions:

Lo importante, lo angustiosamente necesario, por
momentos, era analizar aquello de haberse encon=
trado al haberse salido de s{ misma y que se le
desvanecla de la intimidad consciente al tratar
de formuldrselo con pensamlientos discursivos,
quizéd porque no estaba perfectamente claro en su’
nocién de si propia qué era Florencia Azcérate.
El haberse acostumbrado a que la llamasen la
Mufieca podfa haberle creado una superposicién de
personalidades, mitad mujer, mitad Juguete.
In Florencia we see the author's vislion of the modern Hispan-
ic woman, whose role must be more realistic than that of an

overprotected Ibsenesque heroine, "mitad mujer, mitad juguete."

11bid., pp. 19-20. 21bid., p. ho.
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She, too, needs a new orienting force in her 1ife, but it
can only be attained by breaking the false and unrealistic
}image of her traditlional role in l1life. The symbolic act of
such an emancipation could not be clearer than in Florencla's
dramatic self-dlalogue before her mirror:

--46Qué te pasa? &Por qué me miras asf{? ¢Te me
he perdido?.,.. ¢&éQue no te gusto? A mi qué! Tu a
mi tampoco, porque no eres sino una nifia tonta, pre-
sumida... Farsante, td también. iMufleca! Nada
mids que mufleca... & Me has sacado la lengua? Vuelve
a hacerlo para romperte la cara.

Y coglendo del tocador el frasco de agua de
colonia, de cristal tallado, lo arrojé contra el
espejo, a la cara de su imagen.

Entraba en esto la negra Natividad, y exclamé:

--iMufieca! ¢Qué has hecho?

--Romper la mufieca. No se te ocurra decirme asi
otra vez. Qe acab® la Mufieca Azcérate.l

Florencia 1s determined to attend the university, where she
hopes to find the path to a useful role in soclety, and after
fruitless consultation, the family cedes to the demand of "la
voluntariosa"--"Se abrié el pufio de la Mano Azcérate."Z |

| The universlty toward which Florencia and Juan Luis
hopefully direct themselves is a battlefield, '"una cdtedra

de pistolerismo que le hace injurla a la institucién y
gravisimo dafio al pais."3 There, the tragic "desviacién"4
which the revolutionary i1deals have suffered is éersonified
in the figure of Justo Rigores, "E1l Caudillo." Like Juan
Luis, Justo is of humble origin (the illegitimate son of a

11p14., p. 41. Italics mine.

2
Tbid., p. 45. 3Ibid., p. 129.
Ypitie of Part II.



i 276

- simple pensién keeper), but he has sought to rise above his

soclal position by
desviando cada vez mi4s el espiritu del estudiantado
de sus fines proplos hacla los campos de la violen-
cla, ya no por motivos que puedan ampararse en ra-
zones pollticas, discutibles en todo caso, sino por
causas mds o menos inconfesables del order perso-
nal...l
.Posing under the guise of a "justiciero riguroso," from
which he takes his false name, he inltiates a reign of ter-
ror in which he and his "segundones" intimidate both students
and faculty.

The opposition is headed by Professor Rogelio Luci-
ente, whose name 1s significant of his enlightened attitude,
and the student Mauricio Leal. It 1s Professor Luclente who
voices the missioh of the university and who continually
struggles to orient those students either intimidated by the
"gatillo alegre'" or fascinated by the magnetic appeal of "E1l
Caudillo."

Juan Luls, upon contact with Rigores--"al acercarse
al Idolo"--, 1s completely disillusioned with his hero.
Gradually, through the influence of frbfessor I@ciente and
Florencila, Juan Luls seems removed from the danger of being
absorbed in Rigores' group. But even the strongest idealilst
can be swayed by a chaotic environment, and when Dionisio

seduces Juan Luils' sister, the youth's reaction 1is toward

violence as he straps on the gun "que ya formaba parte del

11pbid., pp. 129-130.
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1 Once agéin the symbol of the door is re-

nuevo Juan ILuis,"
called, and once again the dragon, Dionisio and all that he
represents, has blocked the.pasqageway-to a constructive
future. With his father 111 from a stroke brought on by
anger, Juan Luls must leave the university to assume familly
responsibilities, Brought back to the "calle cilega" of
harsh reality; his future 1ls as nebulous as the dlstant
countryside glimpsed through the doorway:
i AQuel bonito campo! <¢Podrfa acaso volver a
pasearse por é1 sin humillante pensamiento de
precio de honra? Que nunca mds se abriera aquel
portén, para que ningén otro contemplativo, mirando
las invitadoras lejanias del campo a que por é1l1 se
entraba, acarlclase deseos de trasponerlo.
Totally dislllusioned, unable to seek vengeance in
Dionisio (who has fled the country), Juan Luis- turns to
Justo Rigores--"A entregarle al viento la brizna de paja.'"3

nlt

The "Trdgico Encargo"’ which Juan Luis accepts refers not

"com-

so much to the "encargos de muerte" (assassination
missions") which Justo delegates to his cohorts as to that
which socliety has imposed through the betrayal of ideals.
Thus Juan Luls glves himself over to the road to violence,
as did Santos luzardo in a similar moment of emotional
crisis: "La vida me ha dado encargo de matar en ejercicio

de venganza personal contra Dionisio Azcérate..."?

Juan Luls 1s welcomes by Justo, whose power has

11bid4., p. 161. °Ibid., p. 17L4.
31bid., p. 176. 5Ibid., p. 177.

britile of Part III.
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begun to fade, taking with it his supply of funés from cor-
rupt government officlals who no longer conslider his protec-
tion a "good investment." Justo's plan is to use Juan Luls
as bait to induce Florencia into a trap and to hold her for
ransom. Professor Luclente, aware not only of the youth's
current affiliation with Rigores but also of his role in
the tragic national drama, tries desperately to dissuade
him from his sulcidal path:
--S{ --repuso Luciente--. Se te aconsejé no
ser brizna de paja en el viento y fulste a reali-
zarlo, tal vez sélo por el efecto que te produjo
la frase de Mauricio Leal. {Qué dramdtica situa-
cibn! iQué interesante ser personaje de un drama
de destino trigico! Todo Cuba debe de estar pen-
diente de 1o que vaya a hacer el viento con la
brizna de paja. ¢Dbnde la arrojard? --se pregun-
tar4d toda ella, consternada...--." En un basurero, -
respondo yo.l _ :
But more than the provocative probing of Luciente (whose
often sarcastic manner is reminiscent of Cecilio el Viego),
it is Florencia who, through a gesture of generous love,
offers to walk iInto the trap, thus bringing Juan Luis to g
his senses. When he refuses to help kidnap Florencia,
Rigores threatens him:
Y ya tenfa la pistola en la mano homicida.
Sacé la suya Juan Luls, sin levantarse del
asiento. Sonaron dos disparos. Cay® Rigores,
muerto ya. Y Juan Luls, sin levantarse del
asiento, murmuré con voz sombria:
--Yo tenfa encargo de matar.?

Like the "pitirre atrévido," Juan Luis has attacked and

11pid., p. 197.
2Ip1d., p. 204.
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defeated the "aura tiﬁosa."1 Through his act, Luciente's
ldealism and Florencila's love triumph., Juan Luls pays
the price of his ideals with a prison term, but Florencia--
"la pura mujer sobre la tierra"--will be waiting for him.
The novel closes with a symbolic parallel between
the now peaceful soclety and the "tiempo muerto," the time
of rest following the sugar milling. The crushing, grinding
mechanisms (of the mills and society) have ceased, and the
land reposes awalting the promise of the future harvest:
Entraron las Gltimas cafias entre las mazas de
los molinos y corrié el turbio Jugo hacla su destino
de azfGcar. Cesé el estruendo del hierro y luego el
zumbldo del Tuego; regresd e razo Jornalero a la
diversa ocupaclidn habitual durante el tiempo muerto

¥y entre las guardarrayas, desnuda, la Ilncansable
tierra se tendid a esperar que volvlesen a surcarla

"y a sembrarla.?2

le. note 1, p. 273.
2
Ibid., p. 204, Italics mine.



CHAPTER VII

CONCLUSION

I first met Rémulo Gallegos at his home in Caracas 1n
November of 1959.' Ricardo Montilla, in arranging my inter-
view, had explained to the writer the purpose of my visit,
When Sr., Gallegos asked the exact area of the study that I
intended to make, I replied that I wished to analyze the func-
tion of symbol in his novels. "TAh!," he sighed, ”?MeAcansan
todos estos doctorcitos que encuentran tantos_simbolos en mi
obra!" He then went on to explain that he considered the
symbol important, as he had pointed out in several works of
self-criticism, but that he felt that the critics were making
too much of it.

Two years later, in a conversation W1th Professor
and Mrs. Dunham, Sr. Gallegos revealed that further study of
critical interpretations of his work had led him to conclude
that he must, in fact, have utilized symbols beyond thé scope

of his conscious creativity.1

Gallegos' statements bear out the contention that a

lInterview at Playa Azul, Venezuela, October, 1961,
Related to me by Professor and Mrs. Dunham.
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writer's use of symbol may be both an unconsclous and a con-
scious act. It follows that in the author's evaluation of
his own work, he is often aware of certain symbols (those
which he has intentionally plotted) and yet unaware of those
symbols which arise through unconscilous repetitions, juxta-
positions, analogles and allusions. The use of symbol can be
so much a part of the author's creative process that 1t be-
comes automatic. In this context William Faulkner has told
an Interviewer:
I'm just a writer., Not a literary man, . . .

Maybe all sorts of symbols and images get in. I

don't know. When a good carpenter bullds something,

he puts the nails where they belong. Maybe they

make a fancy pattern when he's through, but that's

not why he put them in that way.l

Whether purposefully or lnadvertently, Gallegos has

constructed symbols and we must determine their function,
For aid we may consult his Intention and the circumstances of
time and place. But we must look beyond these factors, for

though [an author] be perfectly conscious of the art

of writing, conscious of selecting a certain kind of

imagery to reinforce a certain kind of ‘mood, etc., he

cannot possibly be conscious of the interrelationships
among all these equations.?

It has been our purpose, therefore, to analyze not
only those symbols which Gallegos has himself defined in
critlcal writings, but also to establish the function and

1Pindall, op. eit., p. 1.

2Kenneth Burke, The Philosophy of Symbolic Forms:
Studies in Symbolic Action (New YorE: Vintage Books, 1057),

p. 18,
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interrelationship of those less tangible symbollic elements
both in their individual contexts and in their role as sym-
bolic constants throughout thé entire cycle of his novels.
From this analyslis 1t can be determined that the Gallegan
symbol functions in four major capacitles:

I. Symbol functions as a vision of reality.

Gallegos 1is a man who thinks symbolically and who
sees symbolic value in all that surrounds him, In hls novels,
the symbol is a device for creating a particular vision of
"la realidad circundante" and submitting it to our apprehen-
sion. This '"reallidad circundante" is composed of two vast

fields, naturaleza and personaje (geographic and sociological

reality), which, after having been individually established,
are fused to form a more unlversal aspect of the national
circumstance,

We have already spoken of the author's symbolic pro-
cess 1n which the first step 1s the selection of the natural
setting, the geographic framework. Within this framework,
the elements of nature are humanized and—rise to a principal
role, elther at a protagonist level or éé elements of lelt-
motiv in the form of recurring images or metaphors.

In the second stage of the author's selective process,
he moves beyond a mere description of Nature and chooses, to
persdnify the geographic setting, those human figures who are

significant "no dentro de lo puramente individual y por con-

siguiente accldental, sino en comunicacibdn directa, consus-
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tanciacién con el medio vital que lo produce y rodea.”l

As a final development, the author fuses Nature and
the human protagonists, and from thelr interaction elevates
character, sefting, and situation to a higher level of sig-
hificance. In this stage of his symbolic process, those
characters who have come to symbolize the natural forces
which surround them ultimately represent a more universal as-
pect of the national circumstance., At this level of meaning,
Gallegos' symbols become syntheses of the human and hatural
reality which 1s the basls of his inspiration, and, carried
a step fu?ther when symbol and reality interfuse, symbol be-
comes theme. This fusion arises from a symbollc parallel 1n
which Nature serves as an outward, concrete device for pre-
senting the inner state (psychological, soclial or moral
analysis) of the protagonist.

Reflections of this symbolic process are everywhere
evident in Gallegos' novels. The llano, setting for two of
the master works, is one of hls major nature symbols. As the

scene of the struggle between civilizacibdn and barbarie, the

"bdrbaro ritmo" is constantly felt, for the pendulous movement

of 1life on the llano as seen in Dofia Birbara is a precarilous

balance between "vida hermosa" and "muerte atroz." It is as’
methodically measured out as the extreme change of seasons.

This pendulum 1s ever-present: life-death, rains-drought,

crimes vengeance. Its rhythm 1s paralleled psychologically

lGa}legos, "La pura mujer sobre la tierra," loc.
cit., p. 404,
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througnout the course of the novel in the reciprocal gravi-
tational pull of the protagonists toward one another and in
their inner conflicts as they waver between the opposing |

forces.

In Cantaclaro other aspects of the llano are re-

flected 1n the psychological portrait of the protagonist.

Here the inmensidad and melancollfa of the llano permeate the

setting for the genesis myth of a natlon, a race searching
for its direction among the "mil y un caminos" of the llano.
The llanero, as he reacts to his natural environment, is
personified in Cantaclaro, symbol of the poetic soul of his
people, the psychologically nomadic race which has tradition-
ally searched for a leader or a channel for 1ts energies.

The selva, temple of Canaima, is anothér of Gallegos'
symbolic natural backdrops. Here, more than in any other
novel, we see Nature humanized until 1t becomes a principal
protagonist. All its elements come alive, and as weapons in
Canaima's struggle, are turned against man as he invades the
Jungle;

Of all the major nature symbols, Gallegos endowed the
river with the greatest range of symbolic value. It is a re-

current motiv in Dofia Bdrbara, the vehicle of her entrance

and exit as well as the scene of the motivating incident of

her 1life. The rivers of Canalma and Sobre la misma tierra

parallel the meaningless trajectories of Marcos Vargas and
Demetrio Montiel, and subsequently serve to channel theilr

offspring to a new future., The river of El1 forastero symbol-
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izes the exploitation of political leaders and the dive?sion
of the historical course of the town (and the nation).
Within the framework of these major geographic sym-
bols, we find a number of lesser natural elements which be-
come charged with symbolic weight. Notable among these are:
the tremedal in Dofia BdArbara; the melancholy chant of the

soisola on the llano of Cantaclaro; the death call of the

Xacabé, and the fantastic rebullones of Juan Primitos' de-

mented imagination which are concrete manifestations of

Dofia Birbara's evil; the symbolic vines of ILa trepadora and

El forastero.

II. Symbol functions in character creation.

Gallegos' use of symbol reaches maximum height
in the creation of character. We have stated that almost all
his characters are based on real persons, persons 1ln whom the
author has sensed an immediacy or vitallty which relates them
to thelr natural setting: "... el impulso creador me viene
slempre del hallazgo del personaje ya significativo, dentro

1 The ultimate signiflcance of

de la realidad circundante."
Gallegos' characters goes far beyond the symbolic names of
which he 1s so fond. Flgures such as Dofa Birbara, Santos- -
Luzardo or Cantaclaro far transcend the limited connotations
which théir names suggest, for before they have attained their
symbolic stature, they have been made complex and credible

human beings. This in no way lessens their symbolic value, for

11pig.
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symbols are organic units of consciousness with a
life of thelr own., . . . They stand for units of

human feeling, human experience. A complex of
emotional experience is a symbol. And the power

of the symbol is to arouse the deep emotional self,
and the dynamic self, beyond comprehension, 1

Gallegan protagonists functlion not élone, but in re-
lationship to one another. Operating in a framework of
contrasts, for they incarnate antithetical or quarreling
elements, his human protagonists are symbolic individually;
but in their relationship they become part of the greater
composite symbol, the sum of their parts as individuals.
Gallegos' protagonists are forced to confront one another,
and in this confrontation, they awaken, they find themselves,
and undergo the catharsis through which Gallegos envisages
the salvation of his people. -

Gallegos uses this confrontation as both a positive
and negative didactic element. Thus Adelaida tempers the.
primitive instinet of Hllarilo, awakens his dormant nobility
and is consequently herself aroused from her state of "volun-
tad abolida." Santos Luzardo discovers the strength of his
civiliéing mission in the face of the combat with Doha Birba-

ra, and succeeds 1n awakening the "alma dormida" of Marisela

(and Dofa B4rbara herself). As examples of lessons in re-

verse, we see Juan Parao and Juan, el veguero, awaken from

their lethargy to react against the lnjustices of Coronel
Buitrago; their tragedy, like that of Marcos Vafgas, is that

1D. H. Lawrence, "The Dragon of the Apocalypse,"
Literary Symbolism, ed. Maurice Beebe (San Francisco: Wads-
worth Publlishing Co., 1960), pp. 31-32,
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they are impelled in the wrong direction and ultimately sac-

rifice their lives uselessly.
III, Symbol functions as message.

We have fixed Gallegos within the traditional

Latin American pattern of the escritor responsable acting in

the novelistic framework of a "literatura comprometida en su

conjunto." The raison d'€tre of Gallegos' symbols lies in

thelr instructive nature, and it is because of this that he
often states his symbol directly. Through the symbol he
analyzes, interprets, offers solutions. The symbol is a
means of organizing and incarnating the lesson he wishes to
teach. By means of the symbol, based on the concrete, the
understandable, he has "implied" the abstract concepts so
difficult to instill in a people saturated in the political,
moral and ethnic chaos around them.

We have discussed symbol as a vision of reality, but
when symbol functions as message, 1t is put to a higher task,
for "dissatisfied with what 1is, the author may use symbol to
create something vetter. "L Symbol set to this purpose is
Gallegos' principal communicator:

The complexity of meanings that [an artist] can
evoke with a rich symbol is little short of miracu-
lous; and even more remarkable than the complexity
is the clearness and precilsion of communication
through symbols. Symbols are the artist's means of
creating patterns of thought and emotion which did

not previously exlst and of communicating what had
previously been ineifable.c

lTindall, op. cit., p. 15.

2Charles Child Walcutt, "Interpreting the Symbol,"
Literary Symbolism, ed. Beebe, p. 42,
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The "patterns of thought" which.Gallegos“has created are em-
bodied in the thematic constants which form a cycle within
his work. Evolving from a search begun in the essays and
continued throughout the entirety of his literary endeavor,
all of these thematic constants revolve around the author's

analysis of the problemdtica venezolana in its multiple as-

pects:

A. The struggle between civilizacidén and barbarie:

incarnated in Santos and B4rbara, all of the author's subse-
quent thematic preoccupatlions may be considered extensions or

varlations of this basic struggle.
B. The fuerza desorlentada with 1ts implications of

the fracasado: the lncapacity, both individual and national,
to find a constructive direction as seen in the figures of
Reinaldo Solar, Florentino, Marcos Vargas and Demetrio Montiel.

C. The alma dormida and the corollary function of

awakening it: this theme 1s analyzed both 1n individuals--

"Adelaida, Marisela, Juan Parao and Juan, el veguero--and- in

the collective tragedy of the entire town in El1 forastero.

D. The conflicts ﬁrovoked by mestizajes: figures

such as Victoria Guanlipa, Pedro Miguel, Remota Montiel and
Juan Luis Marino, despite the inner torments arising from
thelr racial duality, ultimately transcend thelr mestizo
nature to symbolize the author's vision of thelr significance

in his nation's racial destiny.

E. The pecado contra el ideal: the treason against

1dea1 (and ultimately against self) which, as seen in Reinaldo
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Solar and Marcos Roger, can only result in destruction or a

sterile sacrifice of principle.

IV. Symbol functions as a universalizing agent.

The two major criticisms most consistently}vbiced
agalnst Gallegos are that his sympols are too elemental and
that his technique is antiquated in the light of 20th century
literature. In answer to the first of these, we have tried
‘to show that Gallegos' symbols are far more subtle and com-
plex than their di: . statement implies. Gallegos is a
writer whose symbols are clearly expressed because he means
them as communicators. The very act of writing has, for Ga-
1legos;.a transcendent function. 1In this context, his role

as an author may be equated to the term symbolic action, em-

ployed by Kenneth Burke to designate the unconscious or con-
scious "ritual" which the writer undergoes in the creation of
a literary work and which he embodies within it:

There is no need to "supply" motives. The inter-

relationships themselves are his motives. For they

are his situation; and sifuation is but another word

for motives., The motivation out of which he writes

is synonymous with the structural way in which he

puts events and values together when he writes,

Gallegos' motivation as an author has determined his

artistic function and form. It has also determined the
selectlon and function of his symbols, whose aesthetic value
lies 1n the author's abllity to transcend reglonal and tem-
poral barriers, to elevate to a more unlversal level those

characters, circumstances, actions and values which he takes

1Burke, op. cit., p. 18.
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from material reallity:

A través de lo circunstancial de esta temdtica,
Gallegos ascendid hacla un tlempo novelesco puro
en que, superando cualquler 'ismo' y 'actualismo'
literarios, se puso a ahondar en la pasién humana.
Su obra marca un determinado tlempo pero mds que
éste, mids que una cronologia exacta, es tiempo mis-
mo de ficeidn, es época. Ella nos entrega la cro-
nica, el retrato, el relato, las costumbres, pero
mis que todo eso, la imagen de Venezuela andando y
desandando tiempos psicolbdglcos. Imagen que logra
la abﬁtraccién por la sintesis hasta volverse gim-
bolo.

_ In reflecting "la condicién humana venezolana," Ga-
llegos' creative artistry has carried his symbols beyond the
confines of any certain litérary'teéhhidue, beyond even the
confines of his national barriers, for as a creator of sym-
bols, he has crystalized and glven definitive form to the
archtypes of hils cultural heritage'

The discovery of new symbols 1s not the only func-
tion of a wrlter, but the writer who carés about
this must be fascinated by reallty ltself, as a
butterfly collector 1ls fascinated by the glimpse
of a new. specimen. Such a speclmen was Mme. Bovary
or M, Homals or M, de Charlus or Juplen; these spec-
imens were preclous to their discoverers, not be-
cause they repeated an age-o0ld pattern but because
thelr markings were new. Once the specimen has been
described, the public lnstantly spots other examples
of the kind, and the world seems suddenly full of
?abbitts and Charlus, where none had been noted be-
ore,

This has been Gallegos' role--that of the discoverer,
of the keen observer with his sensitivity attuned to his own
reality, a reality which he has been able to immortalize

1Liscano, og.»cit., p. 216,

2Mary McCarthy, "Settling the Colonel's Hash," Lit-
eragyg;zmbolism, ed. Beebe, p. 48.
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through a dramatic vislion of his natlional panorama. He has
been, 1like the author described by Mary McCarthy,

a listener and observer, who can pay attention to
reallty, like an obedlent pupil, and who is will-
ing, always, to be surprised by the messages reallty
is sending through to him, And 1f he gets the mes-
sages correctly he will not have to go back and put
in the symbols; he will find that the symbols are
there, staring at him significantly from the common-

place.l

In the commonplace of his own ambiente, Gallégos has recog-
nized the symbolic potential available to him, and.in breath-
ing symbolic 1life into his surround;ngs has awakened in the
reader the conscilousness of the.Venezuelan exlstence in a

unlversal function.

11pid., p. 54.
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