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PREFACE

Rubég Darfo's artistry in creating a desired atmosphere
through the enumeration of details conveying such an Impres-
sion first interested me. On reading some selections from
his works, I noticed a variety of trends, and a similarity
of reflections in both French and Spanish writers. I decided
to follow these currents more closely through Rubén Darfo's
collections. The purpose of this study is to indicate cer-
tain literary influences reflected in the prose and poetry
of the Nicaraguan,

I wish to express my appreciation to Dr. Rebécca Switzer
and Dr. Jerome Moore for their inspiration, their helpful sug-
gestions, and criticism.

I also wish to thank Miss Maude Wallin for reading my

thesis and for offering helpful suggestions.,
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CHAPTER I

THE LIFE OF RUBEN DARTO

Felix Rubén Garcfa Sarmiento, known to the world as
Ruben Darib, was born in Metapa, Nicaragua, in January, 1867.
As the marriasge of his father and mother was unsuccessful,
Rubeﬁ Derfo lived with a great aunt, Bernarda Sarmiento de
Ramf%ez, whom he believed until later years to be his own
mother. Tater Ruben Darfo 1ived with his father's sister,
cona Rita de Alvarado, wife of the consul of Costa Rica.

As a child he wes imaginative and precocious. The
stories told by the servants and his aunts made a vivid im-
pression on the mind of the child. The o0ld house was filled
with mysterious sounds at night; frightful visions troubled
him; he felt unseen hands pushing him into the unknown. Dark-
ness and death filled him with vague fears. J3Since he lived
in this atmosphere, surrounded as he was by older people, who,
for the greater part, were women, Rubén Darfo grew up lacking
the normal experiences of boyhood.

| Although Rubeh Darfo was sent to public and private

schools, the education he received was of a rather desultory
nature. His early reading gave him the background for his
later literary production. While he was employed in the
National Library of lanagua, he read the work of classic
authors of Spanish literature.

The art of writing poetry seems to have been innate in

1
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the boy. He was known throughout Central America as "el poeta

o ]

nino. His talent was recognized, and plans for sending him

to Europe to study were being conslidered. At a banquet that
was given by those interested in this project, Rubéh perfo
read some poems of an anti—feligious nature. The president,
Pedro Joaquin Chamorro, thought it unwise to send a young boy
with such tendencies to where he would learn worse things.

In 1881 the young poet was 1in lManagua, where Antonio
Aragdﬁ, an 0ld poet and director of the library, became
interested in him. This friendship and that of Francisco
Gavidia with whom he studied Irench, meant much to the
Nicaraguan. It is here, also, as a boy of fourteen, that
Rubén Darfo decided to marry.

His friends, understanding the folly of his intentions,
gave him money and persuaded hin to go to El Salvador. In
1884 Rubén Darfo returned to Nicaragua, where he began his

journalistic experiences. He was given a position in the

‘g

governmental offices, but was permitted to spend much of his
tine writing poetry, wandering through the forests, lying
on.the shore of the lake, listening to the splashing water,

thinking

and dreaming. The following cquotation shows the
nature of this inner reflection:

Reveleciones subitas de algo que estd en el mis-
terio de los corazones y en la reconditez de nuestrecs
mentess conversacicn con las cosas en un lenguaje
sin férmula, vibraciones inesperadas de nuestras -
timas Ffilbras, . . . .t

£ Dap{ . R .
- 1Rubén Darfo, Autobiograffa (lladrid: Taitorial
"iundo Latino," 1920), pp. 45-46.
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After another disappointment in love in 1886, Ruben
Darfo resolved to leave Nicaragua. His choice was to go to
the United States. However, through the influence of General
Juan Cdﬁas, a poet, soldier, adventurer, and diplomat, he
went to Chile. In Santiago de Chile he was able to secure a
position on the staff of.gglgéggg. His literary reputation
and letters of introduction from influential friends made
this possible.

Some of the disappointments and bitterness experienced
in Santiago, where the awkward, shabbily dressed youth of
Nicaragua mingled with the social and intellectual éiite,
are reflected in Abrojos. His stay in Santiago had a broad-
ening influence from a cultural standpoint. The Nicaraguan
assoclated with people of broad cosmopolitan interest and
culture. The luxury in which they lived was a new. experi-
ence. His interest in French literature, the study of which
he had begun in San Salvador, was heightened in the Chilean
capital, where many of his friends were zealous admirers of
contemporary French literature. Azul, which reflects the
greatest French influence, was written at this time.

Before returning to Nicaragua in 1889, Rubéﬁ Darfo
secured, through his friendship with Eduardo la Barra and
his father-in-law, José Victorino Lastarrie, a position as
correspondent on the staff of La Nacich of Buenos Aires.

As this position was retained the rest of his life, the con-

tributions to this paper form the bulk of his writings.



Although he weas a correspondent on the staff of La
Nacioﬁ, the next four years were spent in Nicaragua and other
Central American countries, where he engaged in journalistic
work. The young journalist was a friend of General Francisco
Menéhdez, president of El1 Sealvador, who then advocated union
of all Central American countries. Rubéh Darfo was the di-
rector of La Unidh, a newspaper founded by llenehdez. Some
of the best contemporary writers of the country were collab-
oretors on this paper. After the assassination of Menéndez
by General Ezeta, Rubén Darfo left Bl Salvador for Guatemalsa,
4 semi-official newspaper, of which the poet was the director,
was founded. This later became a literary magazine. IHere
the religious ceremony of his marriage to Rafaela Contreras
took place in 1891. The civil ceremony had taken place in
El Salvador some six months before. From Guatemala Ruben
Dar{o and his wife went to San José de Costa Rica where they
lived for a short time. In 1892 Rubén Darfo was named
Nicaragua's delegate to the celebration of the four hundredth
anniversary of the discovery of America.

His stay in Spain was a round of welcome by well-known
writers. Some of those whom Rubéh Darfo mentions are Juan
Valera, José/Zorrilla, Gaspar Miflez de Arce, Ramén de Campoamor,
and Emilia Pardo Bazen.

Upon returning to Leoh from Spain Rubén Darfo received
news of his wife's death. Although he had been none too

devoted to her, her death was onc of his greatest sorrows.



The following quotation shows the depth of his sorrow:
’ s : X g 2
P Y alll me encerre en mi hab1tac1oq’a llorar
la perdida de guien era para ml consolacion y apoyo
morel. . . . 2
In lManagua while waiting to be appointed Colombia's
consul to Buenos Aires, a second marriage took place, one
. . o ~
which he regretted the rest of his life, "el caso mds nove-
lesco y fatal de mi vica."®
& -~
The expected appointment was made in 1893. Ruben Darfo
set out for Buenos Aires by way of New York and Faris, the
city of which he had dreamed, "the city of Art, Beauty, Glory,

and TLove."%

His stay in Paris was short, but he formed the
friendship of such men as Alexander Sawa, Charles lMaurice,
Jean Moréﬁs, Verlaine, and others.
- ~

In the newspapers, La Nacion ané La Eppca, as well
as in the literary circles in Buenos Aires, Rubeéh Darfo was
welcomed. His travels in Spain and France, his recognition
by the literati gave him added prestige among the people who
were already familiar with his writings. In this favorable
atmosphere when Buenos Aires was rapldly becoming a cosmo-
politan city, his genius and personallty were able to expand.
Some of his best known poetry and prose were published during

his first stay in Buenos Aires from 1893 to 1898. ILos raros,

critical essays of contemporary writers, appeared in the

2Rubeh Darfo, Autobiograffé, p. 106,

S1pid., p. 107.

41pid., p. 113.
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columns of La Nacion. Frosas profanas was published in 1896

and confirmed his right to be considered the leader of the

modernista poets.

After the death of Rafael Nﬁﬁez, statesman and writer
of Colombisa, Ruben Darfo had to live exclusively from his pen.
He wrote for La Tribuna and El Tiempo, as well as for La Nacich.
After the defeat of Spain by the United States in 1898, Ruben
Darfo was sent to Madrid as correspondent. His articles con-
cerning Spain, published in La Nacidh, were later collected

and published in 1901 under the title of Expana contemporéﬁea.

From Spain La Nacion sent its correspondent to Paris
to cover the Exposition of 1900. Rubéh Darfo was able to
satisfy a life-long desire to live in Paris. He held various
diplomatic posts while there, but was also able to travel
through Italy, Germany, Belgium, Austria-Hungary, and England.

Nicaragua appointed Rubén Dario as secretary of its
delegation to the Pan-American Conference which took place
in Rfo de Janeiro in 1906. The following year he again re-
presented his native country in Spain, where Alfonso was to
act as arbiter in a dispute between Honduras eand Nicaragua.
iis political activities did not take all his time, however,
for various collections of poems appeared from time to time:

Cantos de vida y esperanza in 1905, 0da a lMiitre in 1906, El

canto errante and Poema del otoflo y otros poemass in 1807,

and Canto a la Argentina in 1910. Rubén Derfo's career as

a poet ends with the date of the publication of this last



poem. His Historia de mi vida and Historia de mis libros

were published in 1912.

The remaining years of the Nicaraguan's 1life are filled
with his journalistic and diplomatic duties and his travels.
In 1911 he founded in Paris a literary review, El Mundial.

After the outbreak of the World War its publication
was suspended. He came to the United States for a lecture
tour, but because of illness, returned to his native land,
where he died February 6, 1916.

Such is the life of Rubeh Darfo, a complex and rare
personality, who retained much of his native Nicaragua, but
whose influence brought about many literary innovations in
Spain and South America. He 1s a nationalist as well as a
true Hispanist, but a cosmopolite, too. He is,a man whose
vision was not bound by the past and its accomplishments,
but one whose life was enriched by constantly enlarged hori-
zons. The later poems of Rubén Darfo reflect his interest
in comtemporary affairs of Spanish America, a note not per-
ceptible in his earlier poems. Since he 18 a master and
worshiper of beauty, French culture appealed to him. IHe
commanded attention in literary circles wherever he went.

He 1s a sensitive artist whose poems reflect all the colors,
"desde la sangre de los labios que es pasidﬁ, la puTpurs de
la sangre que es fuerza, hasta el azul suave de la esperanza

v del ensueifo."® He is a poet of harmony and rhythm, =

SLuis H. Debayle, "Héroes de paz en las Américas,"
Boletin de la Unidh Panamericana, IXX (1936), 140.
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writer of musical prose, who selects from his rich vocabulary
words or phrases that glive the desired 1ilt or nuance. In
the technical perfection of his varied metrical forms, Ruben
Darfo shows the precision and skill of a sculptor. The port-
folio, the 1lily, rhythm, and the blue sky symbolizing the
poet, the sculptor, the musician, and the painter, all com=-

bined into one represent the muse of Rubén Darib.6

Sandnimo, "Rubéh Darfo," Revista de la Universidad
de Buenos Ailres, lMayo, 1931, p. 498,




CHAPTER IT
- %
ROMANTIC TENDENCIES FOUND IN THE POETRY OF RUBEN DARIO

Spanish poetry during the Golden Age reached great
height of perfection under such poets as Garcilasso de la
Vega (1503-1536), Fernando de Herrera (1534-1597), Fray Luils
de Ledn (1528-15¢1), and Lope de Vega Carplo (1562-1635).

In the following decades under the iInfluence of Francisco de
Quevedo (1580-1645) and Luis de Gongora (1561-1627) poetry
became formal and obscure to a marked degree. No definite

date can be given for the birth of culteranismo and conceptism,

for these are natural elements of poetry. It 1s only the
abuse of these principles that is objectionable. The abuses
of the Gongorists lead to a reaction, the neo-classic move-
ment, with the result that Ignacio de Luzéﬁ (1702-1754) pro-
posed, in his Poé%ica, that Spanish prosody be subjected to
the strict rules of the French classicists of the seventeenth
century. While Spanish neo-classicism, with 1ts adherence to
rigidity and perfection of form with its insistence upon ob-
jeétivity and its preference for classic antiquity, was domi-
nating letters under the leadership of Manuel JoséﬂQuintana
(1772-1857), a new movement, romanticism, was sweeping
through England, France, and Germany. Romanticism contra-
dicted the neo-classic principles and advocated freedom in
art and subjectivity instead of objectivity. It also showed

a preference for the Middle Ages with its chivalric ideals
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instead of classical antiquity.

To the establishment of romanticism in Spain two fac-
tors contributed much: (1) the influence of the literatures
of France, England, and Germany, where the new movement was
held in favor, and (2) the influence of the old romances or
ballads. In these ballads could be seen the principles that
formed the basis of romanticism: an unbridled fancy, medi-
evalism with its chivalric ideals, and its stress upon the
religious element .’

The influence of foreign literature was felt in Spain
through the return of men of liberal political views who had
left Spain during the reign of Ferdinand VII (1814-1833).
Although they were classicists on leaving Spain, their views
were changed after coming in contact with the men of letters
already imbued with the spirit of romanticism in'these‘various
countries.

Thus it is that their return after 1833 gave an im-
petus to the new movement. The age of romanticism in Spain
is approximately from 1830-1850. The DTuque de Rivas (1791-
1865), José de Espronceda (1808-1842), and Jose  Zorrilla
(1817-1893) are some of Spain's best romentic poets. Although
Rubén Darfo's life falls entirely outside the period of roman-
ticism, the influence of some of these Spanish rocmanticists
is seen in his poetry.

The beauty of the classic form and the depth of classic

7J. M. D. Ford, Main Currents of Spanish Literature
(New York: IHenry Holt and Company, 1919), pp. 190-192.
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observation cannot be denied; nor can 1t be denied that the
note of inner reflection or of individual emotion of the ro-
manticist gives an added appeal to poetry. The test of the
poet is his ability to feel beyond the realm of others, to
feel when others are untouched. In the opinion of the roman=-
ticist, the poet is not bound by the material; he strives to
express the fantastic, the mysterious, and the infinite.®
For the romanticist, art is an outpouring of emotion, whether
it is love, hatred, despair, or joy. Poetry to be artistic
in the romantic sense must add that intangible element from
the artist's brain. The appeal to reason of the classicists
was replaced by the subjective or sentimental element. This
expression of the emotions is one of the characteristics of
romanticism most obvious in the poetry of Rubén Darfo:

Recieh casado con Lucila bella,

€1 la 1dolatra, y ella
tamblen le quiere con amor profundo.
‘Unidh de dos amantes corazones

henchidos de ilusiones!
He aqui la uUnica dicha de este mundo.
Y por eso una tarde el santo viejo
arrugs el entrecejo
cuando encontrd la casa triste, y cuando
vid a 1la mujer en la tosca 311]a
la mano en la mejilla,
ojerosa, abatida y sollozando.g

C
Rubén Darfo cannot be called a poet of gloom and de-

spalr because Jjoy and sorrow alike find expression in his

8annie E. Dodds, The Romantic Theory of Poetry (New

e

York: TLongmen's, Green and Company, 1926), Dp. 1-7.

9Rub&h Darfo, "La nube de vc”aﬁo," E 1otolas ¥ poemas
(Madrid: TImp. G. Herndhdez y Galo Sdez, . )}, pp. 117-121.
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poetrys

jAlewrla sus arpas pulsa el viento.
Dice un ave en un arbol: <« soy dichosal>>
¥, rojos, dejan escapar su_aliento
los labios de la rosa.-

Here the poet secems to be expressing his own personal
experiences in these musical verses:

Lo que habla en el silencio de ml vida

de voz, can01on llemeda, trino o queja,

no lo oird va Deooemona dormlda

porgque ya el ruiseflor no estd en la reja;
.

abarcando en mi afdn el universo,

todo eso lo he exprimido, y lo he b{indado

en sacrificlo, inspiracidn y verso.

Loving France and lIrench culture as he did, Rubeh
Darfo regretted deeply the death of Victor Hugo, whom he
admired so much. In parts of this poem the poet expresses
a resentment and bitterness for his loss: '

. L . L]

10h Tumba! no te lleves nuestro csndido amor.

Céfiro no murmura, las flores palidecen;

los infantes no rfen; las aves se entristecen;

no hay aroma, no hay eco, no hay brisa, no hay rumor.>>

»»Nosotros, que agitamos la arena del Sahara;
nosostros, que vivimos de estruendo y de algazara;
nosotros, que al ablsmo lanzamos nuestra voz,
Austro, Aquildn y Boreas, y todos los que vamos
sobre los altos montes; nosotros protestamo
ante la ley que impone la voluntad de Dios. is

The above quotations show a mingling of love and

.

10Rupén Darfo, "Loetitla," Beladas y canciones (Madrid:
Imp. G. Hernfndez y Galo sdez, s, f. l, D. Bl,

11Rubéh Darfo, "Soneto a Fabio Fiallo,"™ Baladas, 0o.
95-96. i

12Rubén Der{o, "Victor Hugo y la tumba,' ' Epfstolas,
N 1B 195, -
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jealousy, of sadness and happiness, of pensiveness and exal-
tation. This combination or mixture of opposing emotions is
often found in the works of romanticists. However, the poetry
of Rubén Darfo does not give expression to that deep sorrow
and anxious longing for death found in the poetry of Spanish
American poets immediately preceding him. In "Para entonces"
llenuel Gutiérrez Né}era, one of the precursors of modernism
in Spanish America, expresses the desire to die early, when
life still says "soy tuya.®ld
The freedom of the romanticists in the use of metrical

“ }
forms is repeated in Ruben Darfo. 1In hisAﬁgf%tolas Y poemas,

published in 1889, he uses forms ranging from the tercet to
the long eE{étola without any regular division.

The "Epfstola a Emilio Ferrari" uses the sextina com-
posed of four octosyllabic verses and two hendecasyllablic
verses with no definite rhyme scheme.,

La Fama sopla altiva

la regia trompa de oro,

y publica de Iberia

los nombres gloriosos.
América es muy Jjusta, y a esos nombres
les quema incienso y les ofrece tronos.

" contains one hun-

The "Epfstola a Ricardo Contreras
dred forty-three tercets of hendecasyllabic verses with the

a b a rhyme scheme:

Sitanuel Cutidrrez Najera, "Para entonces," An Anthol-
ogy of the lModernlista lMovement in Spanish Amerlca ed. Alfred
Coester (Boston: Ginn and Co., 1924), p. 16.

14h

Rubén Darfo, "Epfstola a Emilio Ferrari," Epfstolas,
p.43.
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e , Ld .

Hoy respondo a tu critica, Ricardo:
v al comenzar dire€ de esta manera, 15
con la palabra de un antiguo bardo: . . . .

The stanzas of the poemas of the collection are of
irregular length, even within one poem, and are made up of
heptasyllabic lines:

Irg uid el anvel la faz encantadora,
v respondlo. «Sefior, yo soy la aurora.

Cual caristide enorme que fulgura,
soy, destacada en el inmenso espacilo,
con los brazos tendldos a la altura,
la columna mejor de tu palacio.
e L

Y luego Pan, con la armoniosa flauta,

la dulce flauta de oro;
¥ un unlvorso en gigantesca pauta
a su mel{fluo son formando COTro.
La nueva humanidad vese que aclama
tu divino poder en toda parte;
purifica su ser v1v1da llama; 16
tiene por sola religich el Arte.

Another example of the combination of heptasyllabic
and hendecasyllabic verses in stanzas of varying length 1is
seen in "Poema IX":

Y el Sehor se vela
més radiante que el sol del medio dfa.
DlJO. ‘Dendlta seal
Y ungio al género humano
con €l 0leo divino de su idea.

En fiesta’pniversal estremecida
la creacion de gozo adormecida,
del Porvenir sentfa el beso blando,

18Rubén Derfo, "Epfstola a Ricardo Contreras," Epfstolas,
p. 49.

16rubén Darfo, "El porvenir VII," Epfstolas, pp. 95-96.
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vy por la inmensa boveda rodando
se oyo en eco profundo:
«jhmerica es el porvenir del mundo sl 7

Octosyllabic décimas are found in "La cabeza de Rawi"

with this rhyme scheme, a b b a, ac ¢, d d c:

iCuentos quieres, nina bella?
Tengo muchos de contar:

de una sirena del mar,

de un ruisefior y una estrella,
de una candida doncella

que robd un encantador,

de un gallardo trovador

y de una odalisca mora,

con sus perlas de Bassora

vy sus chales de Lahor,l8

Throughout the poem, "El Arte," quatrains in octosyl-

labic verses occur rhymed as follows, a b b a:s

Dios, que con su poderfo,

lleno de infinito anhelo,

riega auroras en el cielo 19
y echa mundos al vacfo: . . .. .

Combined with the a a b ¢ ¢ b rhyme scheme the sextina

in fourteen syllable lines occurs in "Victor Hugo y la tumba."

Iba a morir el Genio. <« Pasol>>dijo a la Tumba
con voz que en el espacio misteriosa retumba,
produciendo infinita suprema conmocich.

La tumba, inexorable siempre, ruda y severa,
contemplando al coloso gigante, dijo:/«j%Spera!,
ignoro si tu puedes entrar en mi region.$;

5 7
TLike a true romanticist Rubén Darfo has a love for

nature in its more primitive and tempestuous form. The

Po

167.

17Rubén Darto,
18rubén DariB,
19Rubén Darfa,

20Ruben Darfo,

"E1l porvenir IX," Epfstolas, p. 104.
"La cabeza de Rawi," Epistolas, p. 105.
"El Arte," Epfstolas, p. 189.

"Victor Hugo y la tumba,"™ Epfstolas,
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romanticist prefers a virgin forest, a river with its rush-
ing, plunging water and cataracts to landscape planned by
man. The power and violence of nature appeal to him. The
many descriptions of ruins found in works of romenticists
convey the idea of the strength and fury of nature. One of
the most violent and tempestuous phases of nature found in
Rubén Darfo's poetry occurs in "Victor Hugo y la tumba."

It is an appalling, awe-inspiring nature filled with the
fury and blast of volcanoes:
q:on pido la palabral>» dijo Etna.—~Chimborazo,
estirado a la altura como fornido brazo,
arguye que la América debe primero hablar.
Vesubio alza la frente con altivo rimbombo,

R 7
y en medio a,dos Oceanos se eleva lMomotombo,
diciendo es el quien debe su acento levantar.

Y luego Chimborazo «/Que vival >, dijo; y luego,

Cotopaxi, cubierto de un penacho de fuego,

movio su enorme cresta como una ardiente crin;

y el coro de volcanes del mundo americano

levanto” a una un grito potente, soberano, o1

que atrono” del planeta uno y otro confin. . . . .

Untamed nature, with its ferocious wild animals, dull
and lethargic under the tropical sun 1s described in the poem,
"El porvenir."™ Luxurious, vast Asia, "en donde todo es grande,"
where numberless armies have struggled and in whose forests
the baobad trees interlace their branches,--forests through
which roam the sacred elephant, the brutal hippopotamus, and
the fierce rhinoceros--these are described. The horizon

embraces sunbaked Africa also:

2lRubén Darfo, "Victor Hugo y la tumba,™ Epfstolas,
pp. 179-180.
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el Africa tostada
va de antiguo sombrfa, aletargada,
donde el fiero lech sangriento ruge,
bate el ala el simoun y vuela y muge; . . . .

22
"Terremoto" pictures a large villa, lying in peaceful
silence at dawn, suddenly awakened by an earthquake which
moves the old houses and sends people half-dressed into the
patios and streets, praying, calling upon God and the saints
for protection. There is a note of melancholy, of the myste-

rious, of the omlnous. or foreboding:

e o « o« La tierra tiembla a cada momento,
Algo de apocalfptico mano invisible vierte . . . .

La atmSsfera es pesada como plomo. No hay viento
Y se dirfa que ha pasado la MNuerte i
ante la impasibilidad del firmamento.=9

A nature less ruthless and cruel, but of an imposing,
impressive aspect is seen in "Al partir Mayorga Rivas":

. - /
| E1 gran, ronco, océano sonoro
sonard por ti son triunfal;

L] e ° L] . e e e ° L] . L] ] ] ®

Con cenefas blancas de espuma
ornado la onda de a%yl agua,
te ofrecera la vision suma
del bicolor de Nicaragua.24
The romenticist makes frequent references to night,
to the moon, and to solitude. The following poem describes
first the night as calm and peaceful, the ocean stilled, the

fury of the hurricane spent. Later it is aroused to anger:

22Rubén Darfo, "El porvenir VII," Epfstolas, p. 99.

25Rubéh Darfo, "Terremoto," Baladas, pp. 105-106.

24Ruben Darfo, "Al partir Mayorga Rivas," Baladas,
p. 142,
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En tanto, en las alturas las mil constelaciones
bordaban los cambiantes de sus fulguraciones

en el velo lmpalpable del esplendente azur .
Callaba el Oc€ano, y sobre los volcanes
altfsimos, dormlan los grandes huracanes

del Este, del Oeste, y del Norte y del Sur.
KjQue no muera!l > Orion dijo desde su limpia esfera.
Bl coro de los astros repltlo. & jQue no mueral>>
v resond ese grito por el inmenso azur;

sobre las altas cumbres de los altos volcanes

al eco, despertdronse los grandes huracanes

del Este, del Oeste, y del Norte y del Sur.9

Another characteristic of the romanticists is thelr
deep religious sentiment, which is closely connected with
their love for nature. This explains the power of nature,
since throughout everything there is diffused the active
spirit of God. That intimate feeling or consciousness of
the existence of a Supreme Beilng, who rules over all, who
is the lMaster of the universe, pervades the poetry of Rubeh
Darfo:

De entre una claridad incomprensible
va a brotar la palabra del Eterno:
brota y conmueve todo lo sensible
vy alumbra lo invisible y lo visible
como el rayo las nubes del invierno.<%
His faith and belief in God, as the source of a broader,

richer 1life, are expressed in the two selections that follow:

Y Dios gue mil esplendor supremo absorbe

y que ha dado la ley de mi progreso, . . . .27

25Rubén Darfo, "Victor Hugo y la tumba," Epfstolas,
pp. 168.

26Rubén Darfo, "E1 porvenir IIT," Epfstolas, p. 78.

“7Rubén Darfo, "El porvenir VII," Epfstolss, p. 102.
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Ten muy presente que en este mundo
sin Dios no hay vida, ni existe ser; . . . .

28
God's omnipotent power in the creation of the universe

is expressed in "El Arte." It is a God who governs the heavens,
and hurls worlds into space anda abysses beneath and above Him,
a God who fills the newly-born earth with 1life and covers it
with a blue mantle, and who crowns His creation with man:

Dios derramd en la conciencia

la simiente del pensar

y la simiente de amar

del corazoh en la esencia <9

Other similarities both in form and content exist in

the poetry of the Spanish romanticists and Ruben Darfo. In
the poetry of the Nicaraguan is seen the exaltation of the
individual in the expression of heartfelt emotions, in the
expression of elementary passions and everyday' affections
in which love plays a dominant r8le. There is also dis-
cernible that sensitivity to environment, a mixture of deep
religious feeling and medieval paganism. The sensitivity
to natural phenomena was heightened in Rubeh Darfo by his
youth spent in the tropical splendor of Nicaragua, and by
the tales and stories saturated with superstitious fear
that Rubén Darfo heard as a child. The poet seems to
experience a feeling of awe in the presence of an all-

powerful nature. The Nicarasguan poet exercises that free-

dom of choice in the variety of metrical forms which

28Rruben Darfb, "Wersos ocasionales a Salvadorita
Debayle," Baladas, p. 127.

29Ruben Derfo, "E1 Arte," Epfstolas, p. 152.



characterizes the romenticist. The nature of the subject
metter, whether it is to be light and 1lilting or heavy and

prosaic, determines the poetic forms.

20



CHAPTER TIII

THE FRENCH INFLUENCE SEEN IN AZUL

The history of French literature since the nineteenth
century has been one of reaction and counter-reaction against
some established school. During the first half of the century
there existed the conflict between the classicists with their
strict adherence to reason and the romanticists, who advocated
free play of the imagination and personal feeling. TUnder the
leadership of Alphonse de Lamartine (1790-1869), Victor Hugo
(1802-1885), Alfred de lNusset (1810-1857), and Alfred de
Vigny (1797-1863) the romenticists succeeded in establishing
their school which was, in turn, followed by a.reaction
against the loose manner of construction and the subjectivity
of the romanticists.

Thé%phile Gautier (1811-1872), first an ardent roman-
ticist, later advocated "1 ‘'art pour 1' art" and wrote poems
that reminded oné of statues in their marmoreal perfection.
He was the forerunner of the Parnassian School. 1In 1866 Le

Parnasse Contemporain, containing the work of some forty

young French poets, was published. This anthology was
followed in 1871 and 1879 by two others. From this title
came the name of the school. The bond uniting these poets
was their 'hatred of poetic disorderliness and their obe-

dlence to the beauty of an unfailing precision.so

30rierre D. de BRcourt snd J. W. Cunliffe, French
Literature during the Last Half- Century (New York‘ “The Nac-

millen Co., 1923), pp. 251-253.
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The Parnassian movement did not break completely with
the romantic movement. It was a reaction against the excesses
and displeasing extravagances of the romanticists and a sub-
stitution of an objective poetry for the personal poetry of
the romanticists. Two essential characteristics of the
Parnassians were their -objectivity and their worship of an
artistic form. Thus the movement was both a reaction against
romanticism and a return to classicism. Its adherents were
more concerned with rhyme, rhythm, and skillful technique
than they were with content. Since, in their opinion, beauty
was the sole purpose for the existence of art in any form,
their poetry became something of an approach to the plastiec
arts, rather than an approach to music.3l The poetry of
the Parnassians was pleasing to the eye; it had brilliance,
although it may have failed to touch the reader because of
lack of feeling and life.

The poets of this school insisted upon form and aimed
above all at being precise and exact, at saying, rather than
suggesting, what they had to say, so completely that they
left nothing for the reader to divine. Parnassianism was
similar to realism and naturalism in that the three had the
same objectivity, careful observation, pessimistic outlook,
and philosophy of life.

Among the Parnassians should be mentioned Leconte de

Lisle (1818-1894), Jose Marfe de Heredia (1803-1839), and

1
= René Lalou, French Contemporary Litersture (New York:
Alfred A. Knopf, 1924), pp. 17, 28.
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Catulle Mendds (1841-1909). Leconte de Lisle, the recognized
leader of the movement, was opposed to the romanticists!'
interpretation of nature? their lignorance of sclences, their
subjectivity, and carelessness of construction. He objected
to poetry that was merely a public confession of anguish of
heart. Since he considered personal feeling a changeable
thing, he sought something more lasting.52 His attitude
toward nature was scientific; he followed the laws of science
which were in harmony with his desire for order, exactness,
and objectivity; he chose words carefully, end balanced his
rhythms in order to present a forceful picture. His words
were chosen with such precision that they often had a metallic
sonority which savored of romantic suggestiveness.33

Catulle Mendds was able to assimilate all that with
which he came in contact. HHe inherited from Thébphile
Gautier (1811-1872) and Théodore Faullaein de Banville (1823~
1891) a remarkable flexibility. Imitation was natural with
him. As he was imaginative and a painter of superficial
plctures, he wrote rhythmic poetry with the greatest ease.34

Jos€ Marfa de Heredia (1803-1839) a Cuban by birth,

aimed at lasting perfection. He was master of rhythm,

32charles Le Goffic, La Littérature frangeise aux XIX®
et XX© sidcles (Paris: BibliothSque Larousse, 1919), II, p. 9.

53Wm. A. Nitze and B, Preston Dargen, A History of
French Literature (New York: Henry Holt and Co., 19 2)
pp. 606-609,

54Lalou, op. cit., p. 21.
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cadence and consonance. He veilled his idea with some exter-
nal ornament. The Cuban did not possess the pessimism of
Leconte de Lisle, but he did possess the latter's literary

ideal. His literary ambition was to write a Lééende des

. : : . . s
Siecles expressing each episode in a sonnet. Les Trophees

presented vividly and artistically the pages of the history
of Greece, Rome, and the liiddle Ages. He was without a rival
in portraying a heroic figure of an epoch in a sonnet. His
learning gave him a broad perspective, and his superior
ability in the use of rhythmic effects gave his poetry a
vivid coloring.35

Such was the French poetry that Ruben Darfo knew during
those early years of his career as a writer, the poetry whose
masters were guardians of rules and who followed Gautier in
his cult of art for art's sake, who rescued poetry from the
careless construction of the romanticists, and attained such
periection of form. This was the influence reflected in the
Nicaraguan's first work of importance, Azul, which was pub-
lished in 1888. This book came at a time when the cosmo-
politan influence was needed in Spanish American letters to
relieve the "eterno clise espafiol del Siglo de Oro y su

indecisiva poesfa moderna."36

7 . . . .
Rubén Darfo's interest in and appreciation of French

35)Marcel Braunschvig, La Littérature francaise contem=-
poraine (Paris: Libraire Armand Colfn, 1928), pp. 1-7.

36runeh Darfo, "Historia de mis llbros," Selections
from the Prose and Poetry of Rubén Der? 1o, ed. George W.
Umphrey and Carlos Garcla Prada (Lew York: The liacmillan
Co., 1928), p. 77.
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literature began in San Salvador when he and Francisco Gavidisa

read Victor Hugo together. In his Historia de mis libros,

Rubén Darfo recognized this French influence, stating that
the origin of Azul was his recent acquaintance with French
authors snd that Catulle llendés was his real initiator.®’
After reading the works of Thébphile Gautier, Gustave Flaubert,
and Catulle Mend%s, Rubéh Darfo decided to apply their verbal
art to Spanish. Although the greater psrt of the book is in
prose, it is an artistic prose so much in vogue among French
authors of that period. The author gave the book the title
of Azul because that to him represented the color of art, the
color of happiness and of dreams, the color of the sky and of
oceans.o8

The book attracted the attention of the Spanish critic,
Juan Valera, who was interested in Spanish American letters,
His comment upon the collection, found in the preface of
Azul, was both favorable and unfavorable. In Valera's opinion
the book is saturated with the "mds flemente literatura
francesa," yet it shows the originality of the author who is
neither romanticist, naturalist, symbolist, nor Pernsssian.®9
The spirit of France 1s reflected in Azul more than in any

other Spanish work. In regard to the style of Ruben Derfb,

37 ruben Darfo, "Historia de mis libros," Selections,
P. 75,

38Rubéh Derfo, "Historia de mis libros," Seclections,
pp. 77-78,

39Rubén Lerfo, Azul (Buenos Alres: Biblioteca "Tas
Grandes Obras," s. f.), p. x.
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Valera states that the Nicaraguan expresses himself 1in a con=-

. , - Pg o % .
cise manner "a la moda de Parfs, con tanto chic," and that
he shows singular artistic talent .40 Everything in the prose
s well as in the poetry is written or even engraved with the
painsteking eifort seen in the flawless Flaubert or the most
careful Parnassian.4l

& n / \ / . - - e -

In Azul Ruben Dario is the aloof artist who incloses
nimself in 2 marble tower, who creates a desired atmosphere
in colorful, musical prose, and not a narrator of events.

e gives us fantastic, idealistic impressions, rather than
stories. THence his style is of greatest importance. Short
sentences offset long sentences, which tend to fall into
parts nearly equal in length. This device accentuates the
rhythmic quality of the prose selection in Azul. The follow-
K " h) . - ™ _/ 1 poes 2 e . | ’ el —_
ing examples show Ruben Dario's skill in the use of this
artistic scheme:
Sefior, ha tiempo que yo canto el verbo del por-
venir. He tendido mis alas al hurecan, he nacido en el
tiempo de la aurora: busco la raza escogida que debe

esperar, con €l himno en la boci2 y la lira en la mano,
la salida del gran sol. « « + o

In addition to his use of this device for heightening
y 7 : : :
his artistry, Ruben Derfo uses it to set forth his topic

sentence in a2 concilse form ancd then develops the idea.

- 7 - . .
40Ruben Darfo, Azul, Prefacio, p. xi.

4l1pid.

421514., p. 34.
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Cantemos el oro, amarillo como la muerte .
Cantemos el oro, Callflcho de vil por los
hambrientos; hermano del Carbon, oro negro que incuba
el diamante; rey de la mina, donde el hombre lucha ¥y
la rosa se desgarra; poderoso en el poniente, donde se
tifle en sangre; carne de {dolo, tela de que Fidias
hace el traje de liinerva.

Rubén Darfo augments the musical quality of his prose
by the repetition of vowel sounds which replaces the effect
of consonantal rhythm or assonance, usually characteristic
of poetry. In the example given below there is noted the

repetition of f-a sounds:

“s
Cuando Orfeo tanfa su llra hab{a sonrisa en el
rostro apolfheo. Demeter sentfa gozo. . . . .44

Here the repetition of o-a, 6é-a, and g-o0 sounds is
observed:
. +« « oY las rosas, y las hojas verdes y frescas,
7 .
vy los pédjaros, en cuyos buches entra el grano y brota
el gorjeo, y el campo todo, saludaban al sol y a la
primavera fragrante.45
Another musical device that the Nicaraguan employs is
the use of onomatopoetic words that suggest images. To
imitate the sound of the hand organ, Rubén Derfo uses "tirir-
146

e 7 s s PRI s g2 s e o
irin, tiriririn, and such combinations as "tiiiiiiirit,

rrfrrrtch, £11i" to give the effect of a bird singing.?7

43Rubén Darfo, "La cancidh del oro," Azul, p. 71.
44Rubén Darfo, "El sdtiro sordo," Azul, p. 41.

’
45Ruben Darfb, "E1l rubf," Azul, p. 77.

46Rubén Darfo, "E1l rey burgués," Azul, p. 36.

7
ons "47Ruben Darfo, "La muerte de la emperatriz de la
ina,” Azul, p. 126.
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Striking contrasts which increase the effect of a
desired atmosphere are introduced frequently. In "La cancion
del oro," a beggar, ragged and hungry, pauses underneath the
poplars near a palatial home of onyx, marble, and jasper.
As he stands there the vision of all the beggars, the drunkards,
the afflicted, in all theilr misery and wretchedness, flashes
through his mind, followed by the vision of a happy throng,
dressed in satin and laces, bedecked with jewels, to whom
gold coins are like grains of sand. The beggar, hungry and
shivering from cold, chants the hymn of gold, as he takes
from his pocket a piece of hard bread.48
In "La muerte de la emperatriz de la China" and "E1
rey burgué%" the artist who loves beauty in art is seen in
contrast to the masses who appreciate none of its treasures.49
Ruben Darfo revels in the use of color, thus vivifying
his scenes with a luxurious splendor. He refers to the blue
"velo de los dulces suehos, que hacen ver la vida del color
de rosa,"5o to the "tapiz purpurado y lleno de oro,"°l the

l,"52

"velo opaco de las nubes roto por el so and a "resplan-

dor crepuscular."53 Ruben Darlo often uses a series of

48Rubén Darfo, "La cancicn del oro," Azul, pp. 67-69.

49Ruben Derfo, "La muerte de la emperatriz de la
China," "E1 rey burbues," Azul, pp. 123-132, 31-37.

50Rubén Derfo, "E1l velo de la reina Mab,"™ Azul, p. 65.
S1lruben Darfo, "La cancioch de oro," Azul, p. 67.

S2Rubén Darfo, "Paisaje III," Azul, p. 111.

9%Rubén Darfo, "Paisaje XI," Azul, p. 121.
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phrases to accentuate the effect of a color.

Predominabae la nota amarilla. Toda la gama, oro,
fuego, ocre de oriente, hoja de oto¥o, hasta el pdlido

que agonlza fundido en la blancura En el centro, sobre
un pedest%% dorado y negro, se alaaba riendo la exdtica
imperial.

There 1s seen more novelty and richness due to French
influence in the prose than in the poetry of Azul. The form
of the poetry is more influenced by Spanish masters than by
the French. However, Rubén Darfo does use the alexandrine
in some of his sonnets, among which are "De invierno," "Leconte
de Lisle," "J. J. Palma," and "Caupolicgn." 1In thése are
found fourteen syllable verses with the caesural pause in the
middle and the rhythmic stress on the third syllable of each
hemistich. There is some variance in the rhyme scheme, but
generally the a b a b, a b ab, cc d, e e d pian is seen.
Rubén Darib, like Victor Hugo and Verleaine, shifted the
caesurel pauvse at will, thus making the alexandrine more
flexible. The following sonnet e%emplifies the alexandrine
under the pen of the Nicaraguans

Es algo formidable que vio la vieja razas
robusto tronco de €rbol al hombro de un cempech

salvaje y aguerrido, cuya fornida maza .
blendiera el brazo de Hércules o el brazo de Sanson.

55
The naturalists, who were reallists in extreme form,
did for prose what the Parnassians did for poetry. They were

accurate in the observation and recording of details. A

54rubeh Darfo, "La muerte de la emperatriz de la
Chine," Agzul, p. 129,

55Rubeh Derfo, "Caupoliceh,"™ Azul, p. 171.
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pessimism, brought out by the enumeration of the morbid and
disagreeable, characterizes their writings. Emile Zola (1840-

* b
1902) 1is the master of French naturalism. Ruben Darfo had
read some of Zola's works and was influenced by Zola in
"El fardo':

+ « . .Acababa de conocer algunas obras de Zola,
y el reflejo fue inmediato; mas no correspondiengo tal
modo a2 mil temperamento ni a mi fantasfa, no volv{ a in-
currir en tales desvfos.:

"El fardo" describes the toilsome life of the men on
the wateriront, their life of privation in the tenement dis-
trict, and finally the tragic death of the son of one of
these workmen. Rubéh Darfo climexes the enumeration of
unpleasant and sad details with this picture:

Aquel dfa no hubo pan ni medicinas en casa del
tfo Lucas, sino el muchacho destrozado, al que se
abrazaba llorando el reumatico, entre la griterfg de
la mujer y de lgs chicos, cuando llevaban el cadaver
al cementerio.°

As a reasction against the Parnassians and naturalists,
there arose a new group, the symbolists. For them natural-
ism was too concrete and Parnassianism too clear-cut and
concise to satisfy. The object of the symbolists was to

suggest, not to name a thing.58 Symbolism is based on a

correspondence between two objects, one in the physical

56Rubén Darfo, "Historia de mis libros," Selections,
pp. 783-79,

STrubéh Derfo, "El fardo," Azul, p. 59.

S8"gymbolism," Encyclopaedia Eritannica, 1l4th ed.,
XXI, 701.
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world, the other in the spiritual world. The poetry of the
symbolists may be likened to music, since it expresses feel-
ing and emotions which cannot be analyzed.59

The use of symbolism occurs in Azul. In "El odjaro
azul," the blue bird is symbolic of poetic inspiration.
Suzette in "La muerte de la emperatriz de la China" represents
woman's interference with man's creative or artistic nature.
"El rubf" is symbolic of the reproductive power of the earth.
In "E1l afio 1frico! each season represents the different
periods of a man's life, youth, maturity, and old age.

In addition to the reflection of the Parnassian,
naturalistic, and symbolistic movements in Azul, Rubén Darfo
shows the extent to which he was saturated with the spirit
of France by many references to French artists.and writers.,
The "liedallones™ contain two sonnets to French poets, Leconte
de Lisle and Catulle Mendbs. He also uses French words

occasionally, such as Suzette, chailse-longue, chartreuse,

or unusual Spanish words, derived from French, such as

plefdn or parlanchfhn
Al L]

Azul, in which are seen French art, Parnassian love
of color and precision, a trace of French naturalism and
symbolism, was for Rubéﬁ Darfo like an enchanted boat or the
maglc carpet of Oriental stories. It opened up the future

for him. With its pages replete with marble, jasper, onyx,

59"3

ymbolisme," Nouveau Larousse Illustre, lst ed.,
VII, 877.
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and alabaster, he erected an "observatory toward the horizons
of art" to which the young writers of Spanish America hast-
ened. With Azul Spanish poems in prose were realized for
the first time. Rubéﬁ Darfo's style, wrought with the deli-
cacy and beauty characteristic of the French Parnassians,
interested the Spanish speaking world, heretofore admirers
of Calderdn de la Barca, Quintana, Nihez de Arce, and
Espronceda.6o Azul elso announced still greater changes

that were to be found in the next collection, Prosas profanas.

60roberto Brenes-Mesen, "Rubén Darfo," Foro, XIIT
(1917), 332-339. i



CHAPTER IV

THE MODERNIST INFLUENCE SEEN IN PROSAS PROFANAS

As previously stated the Parnassian movement came
into vogue in France about 1866, as a reaction against the
careless writing and subjectivity of the romanticists. Its
proponents advocated two essentials, perfection in form and
objectivity. In prose literature there was a similar re-
action which produced the realistic movement.

During the last quarter of the nineteenth century a
reaction was initiated by a group of writers who rebelled
against the impersonal attituce, the isolation,;and realism
of the Parnassians and realists. These exponents of complete
personal freedom in choice of material, as well as in manner
of expression, characteristics earlier seen in eighteenth
century romanticism, were called decadents. Like the earlier
romanticists, they cultivated the morbld, the morose, and the
neurotic.

A new movement reviving the value of symbolism came
into existence about 1885. The belief of Stébhane Mallarme
(1842-1892) that naming an object took away the greater part
of the delight in the poem,61 or Joubert's statement that

"Beautiful verses are those that exhale themselves like

61Ludwig Lewisohn, The Poets of Nodern France
(New York: B. W. Huebsch, 1919), p. 19.
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sounds and perfumes" well illustrates what the symbolist
sdvocated. DBaudelaire (1821-1867) expressed his theory of
poetry in the words of the following quotation:

Comme de longs &chos gqui de loin se confondent. .
Les perfums, les couleurs, et les sons se r&ponden

£ .62
lusicel verses, delicate tints and hues, freedom of
form, independence in rhythm, even to the use of free verse
that is scarcely distinguishable from prose, and freedom from
pompous words were characteristics of the symbolists.
llodernism was derived from the joint influence of
Parnassiesns and poets of the symbolist-decadent group. It
resulted in the combination of these principles with certain
well-established principles of an older Spanish literature.
Tt waes & slow and self-conscious change in literary practices.
It was an artistic as well as an intellectual reaction which
brought about Spanish America's participation in LEuropean
literary trends. It was eclectic in character. From the
Pernassians it sought beauty of form and visual appeal, from
the decadent-symbolist group, a deeper consciousness ol the
musical possibility of words and metrical freedom, from the
romanticists and mystics a consciousness of an indwelling
spirit, and from the Gongorists, richness ol 1anguage.65
The poet's own sense of precision and beauty served him as
a guilde. Modernism was the expression of the unrest and

dissatisfaction with the existing material success of the

62Lalou, pp. cit.

—_—

p. 95.

651g5aac Goldberg, Studies in Spanish American Liter-
ature (New York: Brentano's, 1920), p. 11.
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alist felt himself thrown into
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that feeling of unre

The spirit of renovation, of freedom from old forms
and traditions wes felt by writers in meny countries. Ibsen
(1828-1906) in the Scandansvian peninsula, T' Annunzio
(18e3- ) in Ttaly, Walt Whitman (1819-1892) in the United
Stetes, Kipling (1865-1936), Swinburne (1837-1509), Wilde
(1856-12000), and others of En

-
i

Jos€ vart{ (1853-1895) of Cuba, Gutierrez Néﬁera (1859-1395)

of lexico, as well as Spanish and French writers embracecd the
new tendencies. Literature was to be produced.by men with a
broad cosmopoliten outlook, those familiar with contemporary
literatures, who were endowed with the ability to select

from the world that which was best suited to thelir needs.

They needed also the ability to give to the whole an indi-

vidual touoh.65

- P / AT & 3
Ruben Dario was Nicaraguen, yet the term "ciudadano

o)

L] / . L] . .
hisoanico” well suilted him, for he felt equally at home in
all Hdispanic countries. Furthermore he considered France

'y

nis "patria adoptive." All races, Oriental, Occidental
2 2 2

54¢. Dundas Crailg, The iodernist Trends in Spanish
American Literature (Berkley: TUnilversity of Celifornie
Press, 1934), p. 3.

%%¢o1dberg, op. cit., po. 6-12.
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and Africen, had left their stamp on him, It is not sur-
prising that a man of such cosmopolitan interests became the
leader of this new movement in Spain and Spanish America,
and that he was able to ilmpress his personality upon writers
of two continents.

The title given the new collection, Prosas profanas,

published in 1896 in Buenos Alres, attracted the attention

of critics no less than that of Azul. To one who understands
he innovations and the etymology of the term, the title
seems fitting. George W. Umphrey and Carlos Garéfa Prada
explain the etymology and meaning of the title in the intro-

o | . . ,
duction to Selections from the Prose and Poetry of Ruben Darfo.

Rubeﬁ Durfo was familiar with‘fhe use of the word prosa in

the sense of "poems in the vernacular," as well as proses which
resulted from setting words to music following the Alleluia

in the liturgy of the Roman Catholic Church. The word

profanas, not sacred, indicated that these sacred proses

suggested the title. Then just as the proses broke away
from the meter of the Latin verses and depended upon accent

for their rhythm, so did the profane proses break with con-

ventional adherence to form and content .07
From the viewpoint of the modernist poet, the rhythm

of each line and stanza and the rhythm of the poem as a whole

- 'S s . .
66Rubén Darfo, "Historia de mis libros," Selections,

p. 143,

67Rubén Darfo, Selections, Preface, p. xxiii.
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are more Ilmportant than uniformity in the length of the lines.
In the innovations of the modernists the number ol syllables
in each verse may vary and lines of varying length and rhyth-
mical arrangement may be used in one poem. The following
: " & -~ e "
selections serve to show the variety of Ruben DPario's metri-
cal forms. "Era un aire suave" consists of cuartetas of
twelve syllable lines:
Ers un aire su%ye, de pausados gilros;
E1l hada Ilarmonfa ritmaba sus vuelos;
E 1ban frases vagas y tenues suspiros
Entre los sollozos de los violoncelos.©C
: . .
"Bl faisén" consists of monorrhymed tercets of
twelve syllable lines:
- & . . / o}
Dijo sus secretos el faisan de orol--
J

En el gabinete mi blanco tesoro,
De sus claras rosas el 4Alvino ' Ccoro. « « «

69
Cd .
In "El pafs de sol" Ruben Darfo uses a mixture of
prose and poetry:
- 4 P . o "
En el jardin del rey de la islse de Oro—(,oh, mi
ensueno que adorol)--fuera mejor que td, harrmoniosa
hermana,lamaestrases tus eladas flautas, tus sonoras
arpas; tu que naciste donde més lindos nacen el clavel
de sangre y la rosa de arrebol, -
en el pafs del 501170
it t €%, 1 PR .
Para una cubana" and "Mia" are written in sonnets
ol octosyllabic and hexasyllabic lines respectively. BEoth

have different rhyme schemes in the last two stanzas:

-~ " .
, 68Rubén Darfo, "Era un eire suave," Proses profanas,
(Parf{s: Librerfa de la Vda de Ch. Bouret, 1925), p. 51.

P4 7 X R P i
69Rubén Derfo, "E1 faisan," Prosas profanas, p. 75.

e 7 - K
7ORruben Dario, "El pais de sol," Prosas profanas,

De 79,
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Poesfa dulce y mf%tica,
Busca a 1la Q}anca cubana
Que se asomo &, la ventana 71
Como una vision artfstica. . . . .
nfas %§1 te 1lamas.
dwue m&s harmonfa?
ifa: luz del dfa,
ufa: rosas, llamas. « « . 72

A combination of eight couplets and one tercet with
verses ranging from two to fourteen syllables occur in

Ve
"Heraldos"

Helenal 73
TLa anuncia el blancor de un cisn€. o« « o o

In "Sonatina," the poet uses a sextina of six
alexandrines with a definite caesura in the middle and reg-
uler stress on the third syllable of esch hemistich:

La princesa estd triste. . . . équé tendri’la princesa?
Los suspiros se escapan de su boca de fresa,

Que ha perdido la risa, que ha perdido el color

La princesa estd pallaa en su sillla de oro,

Tstd mudo el teclado de su clave sonoro;

Y en un vaso olvidada se desmaya una flor. . . 4

The tendency toward the use of free meter is seen 1in
/ .
"La pdgina blanca®:

Este lleva
una carga
De dolores y augustias antlguas,
Angustias de pueblos, dolores de razas;
Lolores y angustlas dque sufren los Crlstos
Que vienen al mundo de victimas tredgicas! 75

Another characteristic of modernist writers is their

71Rubén Darfo, "Para una cubena," Prosas profanas, p. 72.

L
72Ruben Darf%, "N{2," Prosas profanas, p. 82.

73Rubén Darfo, "Héraldos," Prosas profanas, p. 84,

< - .
74Ruben Darfo, "Sonatina," Prosas profenss, p. 61.

- ”’ ”
i 75Ruben Derfo, "La pegina blanca," Proses profanas,
P .
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wealth of musical and pictorial lansuage. Ruben Dario's
mastery in the choilce of words is seen in "Bouquet," which
was written in honor of Guatier, the author of "3ymphonie
en blanc majeur." He repeats words end also uses the adjec-
tive after and before the nouns

Cirios, cirios blancos, blancos, blancos lirios,

Cuellos de los cisnes, margarita en flor,

~@Galas de la espuma, ceras ¢e los ciriog
Y estrellas celestes tienen tu color.
The languor of the tropical regions is pictured in

cris mayor." Weeriness and monotony are ex-

i
<o

"Sinfonfa en
preszed by the enumeration of colorless objects as well as
by the regular recurrence of the amphibrachic rhythm, and
by the repetition of o and a sounds, and also by the monoto-

. . 7 . .
nous assonance in 13

/ . . ] .

a tropica. Ta vieja cigarra
u ronca guitarrs senil,

) I
Y el (glllo Drpludla su so%p monotono
ica cuerda due esta en su violfa. . . . .

Rubén Derfo has been called the "swan poet" because
of his numerous references to that bird. He describes the

classic beauty, the grace, and the purity of the swan in

o

¢ o ik ;
"Blasén." The adjectives are well chosen; those used in a

figurative sense are placed before the noun:
El 0111pﬂco cisne de nieve
Con el dgata rosa del pico
Lustra el ala eucaristica y breve
Que gbre al sol como un casto sbanico. . . . /(S

g e " "
76Rubén Darfo, "Bouquet," FProsas profanas, p. 74.

- 7z o 7 . -
"Trubén Darfo, "Sinfonfa en pris mayor," Prosas
profanas, p. 116, . o

78, " -
] " P S . .
uben quwo Blason,"” Irosas profanas, p. 63.
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The obsession for death is another distingulshing
traeit of the modernists, obviously borrowed from eighteenth
century romenticism. As a child the tolling of the cathe-
dral bells, announcing the death of a perishioner, impressed
him. The following quotations show the extent to which Ruben
Derfo's mind dwelt on death:

Y en una tarde triste de 1los mes dulces dfés,

La Nuerte, la celosa, por ver sl me queries

Como & una margerita de amor, te deshoj61 . .. W19

Rubén Derfo personifies death, anc describes her as
"la Reina invencible," 80 g quite attractive being. He does
not regard death as something to be feared, but as the
"sister of 1life," "the v ctory of the humean race":81
| La Muerte! Yo la he visto. No es demacrada y mustia

. ~ . .
Ni ase corva guadena, nl tiene faz de angustia.
Es semejante a Diana, casta y virgen como ellaj. . . .

82
The other two characteristics of modernism, an in-

tense individualism and the ability to create metrical forms

are the natural sequence of the first two discussed, freedom

of choice in poetic forms and a wealth of musical and pic-

torial language. Rubén Darfo's statement "Mi musa es mfa

en mf{" exemplifies his intense individualism. Juan Valera

mentions this trait in his criticism of Rubeéh Darfo, and

79Rubén Darfo, "Margarita," Prosas profanas, p. 8l.

I 80Rubén Darfo, "la pagina blanca," Prosas profanas,
p‘ 2. '

81
Rubén Darf{o, "Coloquio de los centauros," Frosas

profanas, p. 96.

82Ruben Darfo, "Coloquio de los centauros," Prosas
profanas, p. 96,
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foresees for the Nicaraguan a great future in letters:

En mi sentir, hay en usted una poderosa Iindilv }
dualidad de escr1t0r, va bien marcacda, y gue, Dilos de
usted la salud que le deseo y larga v1da ha de desen-
volverse y senalarse me’s con el tilempo en obras que sean
gloria de las letras hispanoamericanas.”

The modernists are charccterized by the (1) variety
of metrical innovations or renovations, ranging from the
couplet to free verse, (2) a morbid obsession for ceath, and
lack of humen barriers, and the desire to live 1life to the
utmost, (3) a wealth of musical and pictorial language,

(4) fondness for richness and brilliancy of effect, (5) an

intense individualism,84 and (6) an ability to create theilr

own forms .89

Prosas profanas contains many experimepts for metrical
freedom and new or revised poetic forms. Rubeh Darfo knows
the secret of harmony and of contrest; he appeals to the eye
throuch the use of color asnd splendor of effects. Through
the use of alliteration and repetition, he gives his verse
a refined and musical quality. Although the work contains
no?hing profound or transcendental, it is artistic. It was

conceived in pleasure in order to gilve pleasure .86

83Ruben Darfo, Azul, Prefacio, p. x.

_ S4prturo Torres-Rfoseco, Precursores del lodernismo
(Madrid: Talleres Calpe, 1925), pp. 16-30.

854 -~ -
Federico de Onis y Seghichez Antologia de la poesTa
espahola e hispano-americana (mudrld: " Imp. de 1z Lib. y Casa
Editorial Hernando, 1034), p. 146.

. 86 Andhimo, "Rubeén Darfo," Revista de la Universidad
de Buenos Aires, pp. 503-504., I




CHAPTER V

P 7/
THE INFLUENCE OF SPANISH LETTZRS SEEN IN RUBEN DARIO

Spain's cultural influence had long been established
in Spanish America, for along with the explorers and con-
querors Spain sent out priests, whose duty it was to instruct
the natives. The aborigines had no literature, and as the
Spaniards were faced with problems of a material nature,
their thourhts were not turned toward letters. The culture
of Spain exerted a strong influence over Spanish America
for a number of years. Ruben Darfo was one of the greatest
exponents of the Spanish language and literature. Through-
out his works his appreciation of and love for Spain, her
people, her language, and culture, sre reflected. From
eerly childhood Rub€n Dar{o knew some of the classic works
of Spain, notably a volume of classical comedies, some of
loratfn's plays, and the immortael don \;guijote.87 Leter in
lhanagua the poet spent months in the library reading works
of 'the clessic literature of Spain. It is to this reading

that he owed his knowledge of the letras castizas. The

Nicaraguan's Primeras notas, the first of his productions

87Rubeh Darfo, Autoblograffa, p. 1l.
_ SBrubeén Darfo, Autobiograffa, pp. 53-34, (Cf. huben
Darfo, Obras de Jjuventud (Seantiago, 1927), 350: "En cuanto
al procedimiento técnico nacieron de las Humoradas de
Campoamor, y, sobre todo, de las Saetas de Leopoldo Cano."

10

to be published, shows the influence of these Spanish masters.®

©
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Many poems reflect Rubén Darfo's pride in Spain and
her accomplishments in the past. "Salutacidn del optimista®
was written after the defeat of Spain in the Spanish American
Wer, in which Spain lost the last of her possessions in the
Western Hemisphere. In this poem Rubén Darfo expresses his
faith and belief in Spain's future. He urges her to return
to her former spirit and enthusiasm that had made her mis-
tress of a vast empire:

Latina estirpe vera la gran alba futura,

en un trueno de musica wlowqosa mlllones de labios
saludardén la espléndida luz que vendrd del Oriente,
Oriente augusto en donde todo lo cambia y renueva

la eternlfao de Dios, la act3v1ouc infinita.

_Y;a31 sea espeian%g lae visich permanente en nosotros.

| Inclitas razas uberrimas, sangre de Lispania fecundalt®

Spain's heroes are immortalized in "Canto a la
Argentina." The mixture of races and blood has strengthened
Spain, thus contributing to her success, althoug<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>