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Preface

HE INTENTION of this Dictionary is to provide a record and signed
evaluations of the chief books of the important literary artists of all
continental Europe—in the twentieth century and the immediately
preceding and closely related decades. It would have made no sense to bow in
mechanical respect to chronology, but 1870 or 1880 proved in many instances
to be points of departure corresponding to the realities of literary and cultural
and political history. Victor Hugo who died in 188p is not included because he
represents earlier generations and moods; Baudelaire who died in 1867 is
treated because much of later European poetry stems from him.

The contributors have read the books in the languages in which these were
written, ranging from the vernacular of Albania to that of the Ukraine. Thirty-
one literatures are represented because that is how many there are, and 239
specialists have done the work because that is how many were qualified and
available for what inevitably became a complicated and patience-taxing group
enterprise.

The total number of articles is 116, but here one cannot say blithely because
that is how many there are. When is an author important, and why, and to
whom, and for how long? In a recent lively and provocative consideration
of the problem, Writers and Their Critics, a Study of Misunderstanding, Henri
Peyre notes that dictionaries are among the least revolutionary of human activi-
ties and, in their nature, self-perpetuating. We were indeed less likely in the
present instance to turn for authoritative selection of leading writers to earlier
compilations of the same scope because these are virtually nonexistent, yet
editor, consultants, and contributors might have been tempted to go through
the numerous current manuals and perpetuate the choices found there. We
encouraged each other not to do so. A Dictionary of Received Ideas is not the
object. The constant attitude has been experimental. Collaborators were urged
from the very beginning to be bold, free, direct, respectful only of the original
documents. In given cases, particularly of course with the extensive literatures
of the great and so frequently articulate cultural powers, a number of con
sultants, all with special experience and knowledge, were invited to draw up
independently of each other lists of contemporary writers who were in their
minds outstanding. Correspondence within each group was carried on until
what could fairly be called a consensus was reached. Five appraisers are not
necessarily more right than one, and five conjectures, if you wish to call them
that, or five hundred, do not make a certainty. At any rate the lists—Ilet us not
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say final but those we have ended by using—are honestly representative of
common views of thoughtful experts of today.

We did not play the game of quotas. Anyone would agree that there are
more writers in Russia important to the whole twentieth-century world than
there are in the Faeroe Islands, and neither the principals nor any others are
likely to be shocked that the general article on Russian literature runs to
10,000 words and the one on the literature of the Faeroe Islands to g§50 words.
This is how much Professors Simmons and Einarsson wrote on these subjects.
But there were no neatly defined initial pre-assignments, and no scholar, no
critic, not even any superhistorian or Supreme Court of Cultural Values could
have made them. Names multiplied and distribution of space began to take on
a certain pattern as the project grew. Cross references made by contributors
in one field to authors in another field reminded us sharply of lacunae. It
eventually worked out, to give sample statistics in round numbers, that we
have included 200 French authors, 150 Germans, 100 Russians, 100 [talians,
100 Spaniards, 50 Poles, 40 Czechs. Some fields have received attention partly
in terms of newness, since no book in English had previously made information
about them accessible.

Most of the articles were written directly in English, even though certain
contributors more recently established in the United States had done their
first living, speaking, and writing in another European language. The English
of a man of foreign background and culture often has a freshness of flavor not
vouchsafed the native, and if the reader is occasionally startled in this volume
by an idiom less than orthodox this may have all the interest and value of shock.
Our specialists have been aided and abetted not only to give their own opinions
but to do this in their own style. The invaluable assistants of the editor, in
the offices of Columbia University Press, were understandably inclined to be
more respectful of traditional form; there have been occasions where the editor
in the presence of gentle and certainly defensible suggestions from the Press has
written firmly in the margin the vigorous four letters of the word “stet”—and
of course is responsible for the consequences. The editor favors the principle
of a forcign collcague who has learned to write an amazingly effective English:
try honestly and hard not to be original and then do not greatly mind if you are.
Or as another has put it, true originality is the kind you have in spite of yourself.

The individual manner of the contributor has not been resisted, and within
limits neither have his enthusiasms. Any specialist easily develops predilections.
Had all superlatives been kept they might have started to cancel each other
out, and perspective had to be maintained. But the constant policy has been
to choose contributors capable of a thrill about their subjects—even at times a
thrill of disagreement—and then not to frustrate them. Some of them as they
read this will glance towards the editor a little wryly—in terms of the practice
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about quotations. How many were eager to share with the reader the savor
of a beautifully appropriate and revealing passage! The Dictionary could have
expanded rapidly into an Anthology. But the very conditions of high concen-
tration in a single volume forbade this, and everybody finally accepted the
discipline of the genre.

To have read all the articles in typescript, revised typescript, proof, revised
proof, brings one to the well-known state of encyclopedic ignorance, not to say
comprehensive bewilderment. What does the whole thing prove, as the geom-
etrician said after hearing one of Racine’s plays. Two complementary observa-
tions are offered, for whatever they may be worth.

Issues of nationalism kept emerging, especially with certain less conspicuous
and by the same token more assertive countries. This local pride can be accepted
sympathetically, and also to our own advantage since the fervor throws light
on the real import of the local achievement. We have been told that to con-
sider literature as a document is one of the most fallacious heresies of our times,
but onc may prefer to remain something of a heretic—like Balzac with his
ambition to “faire concurrence a I'état civil.” We may still think there is merit
in Dorothy Thompson’s claim that one gets closer to the truth about American
small-town life in Sinclair Lewis’s Main Street than in the Lynds’ Middletown.
The reader eager to understand the ways of a particular European country in
our time will find significant leads in what the contributors have assembled
in this Dictionary.

On the other hand there are many cases where one returns to human nature
in the large. A critic said not long ago that whether we like it or not “this is a
world of particulars and the universal is buried under the specific.” After
examining details about more than a thousand individual writers and 1 know
not how many thousands of their books, I still doubt the world of particulars.
Santayana, who does not like his times, speaks of surrender of essence to
miscellany, and a dictionary is surely a miscellany, yet the surrender seems to
have been far from total. When we read here, to give only one example, that
Unamuno found himself and his Spain in Job and Pascal and Kierkegaard—
well, we may remember pleasantly and hopefully that Emerson said that Aris-
tophanes and Hafiz and Rabelais are full of American history. Some of the
most authoritative articles reveal such a fusion of the timely and the timeless.

There need be no great objection to being dated, a necessary way of being
identified. What is offered here may some day appear a quaint record of
contemporary taste; some earnest and painstaking scholar two hundred years
from now may make the book the subject of a learned communication to be
read before whatever is then the equivalent of a Modern Language Association.
We do not know how many of these authors will seem significant then. We have
simply done what we could to be faithful to our own values.
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Immediately following is a complete list of contributors, with a key to the
initials used at the end of each article. Some have written one piece, some
twenty, some thirty. I do not know how to select the persons to receive thanks
above all others; there is no particular point at which courtesy or justice would
permit me to stop. To them all, for industry, punctuality, patience, skill, tol-
erance of the editorial pencil—and to the staff of Columbia University Press
for the same qualities—I offer lasting gratitude.

HorATIO SMITH
Columbia University
June, 1946
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Aakjer, Jeppe (1866-1930, Danish novelist
and poet), was the son of poor peasants in
Jutland. e was hired out as a herd's boy
and cxpericnced himself some of the shock-
ing conditions which he afterwards described
in Bondens Sgn (18g9; The Peasant’s Son)
and Vredens Bgrn; et Tyendes Saga (1904;
Children of Wrath; the Saga of a Servant).
The boy had hardly any schooling, but at 18
went to Copenhagen to study and after 10
years, interrupted by absences in order to
earn money to go on, managed to pass the
entrance examinations to the university. He
then returncd to his own people and made
his living by writing and lecturing on social-
istic lines (which cost him a jail sentence). He
was first married, in 1893, to the novelist
Marie Bregendahl (q.v.), was divorced from
her, and later married the artist Nana Krog.
About the beginning of the present century
he was able to acquire a farm, which he
called Jenle (Alone). This he made, a little
paradoxically, into a center of folk life and
every midsummer held a sort of rustic
Chautauqua to which thousands of people
came in order to listen to lectures on political
and social questions, sing songs, and enjoy a
convivial time. Aakjer was not satisfied with
the knowledge of the Jutland peasants which
he had absorbed from childhood, but applicd
himself to study of their language, local
history, conditions of living, and attitude
toward life. He wrote a biography of the
leading Jutland writer of an older generation,
Steen Stecnscn Blicher. Aakjer's fiction is
strongly agitatorial, though somctimes his
short stories are gems of humor and sym-
pathetic understanding. There is no doubt
that he contributed to improving the lot of
the very poor. At the same time he inspired
the common pcople with a sensec of their
human worth and with love of the land. He
is most ncarly classic in his lyrics, which have
earned for him the name of the Danish
Burns. The best known are Rugens Sange
(1906; Songs of the Ryc). Written sometimes
in a Jutland dialect and dealing with the
nature and people of Jutland, they have
nevertheless become the property of the
whole Danish pcople and, set to music, are
sung wherever Dancs gather.

See: Waldemar Westergaard, “Jeppe Aak-
jer,” American-Scandinavian Review, XII
(1924), 665-6069.

H. A. L.

Aanrud, Hans (1863-, Norwegian writer of
short storics and plays), was born of a peasant
family in Gausdal in the central region of
the country. Sincc his début in 1887 he has
lived his most active years in Oslo as a
critic and literary man. He has written harsh
modern comedies on the life of the lower
middle class of the capital; but his fame rests
on short storics and children’s books pictur-
ing the peasants of his home valley before the
coming of industrialism. Aanrud’s horizon is
that of his farmers. His conception of society
is static, his psychology may have a touch of
conventionalism. But within his narrow field
he is a master: love makes him seeing. His
observation is that of the realist, but he ap-
proaches his subject with a respectful devo-
tion which links him to the contemporary
“home-soil novelists.” In his short stories the
valley is reborn with intimate preciscness of
detail; landscape, climate and atmosphere,
work and play, characters and situations, are
portrayed with striking clarity. Aanrud has
little interest in the somber and complicated
aspects of life. His chef-d’ccuvre, “En vin-
ternat” (Eng. tr., “A Winter Night,” Ameri-
can-Scandinavian Review, Vol. XVI, 1928,
PpP- 483-491), in En vinternat og andre
fortaellinger (1896), is a drama of passion and
tragedy compressed into a few pages of terrify-
ing reticence; a few of his other stories give
surprising glimpses into the subconscious. But
what he mostly loves to bring out are the
good, solid qualities of his pecople, their
simple wisdom, their patience and stalwart
health, described with mild humor and often
through a sun haze of memory. With special
tenderness he follows the fate of the weak
and humble—the old folks, the children, the
poor; his charming children’s books are pure
idyls, almost without a shadow (c.g., Sidsel
Sidsaerk, 1903, Sglve Solfeng, 1910; Eng. tr.
of both in Sidsel Longskirt and Solve Sun-
trap, Two Children of Norway, 1935). His
style springs {rom that of the popular tradi-
tion, terse, restrained, and suggestive. It is
Aanrud who has set the tone for the short
story of Norwegian farm life.

S. S.

Aasen, Ivar (1813-1896, Norwegian linguist
and poet), born in @rsta, Sunnmgre, was
the son of a tenant farmer. Self-taught, he
became the standard-bearer of the Norwegian
countryman’s movement towards cultural and
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linguistic self-expression. When 23 years old
he staked out his revolutionary life plan: to
create for Norway a truly national standard
language, based on the speech of the rural
districts, which should take the place of the
current Dano-Norwegian. He began his
dialect studies in 1838, and out of thesc grew
the first systematic grammars and dictionaries
of Norwegian dialects, Det norske folkesprogs
grammatik (1848; Grammar of the Norwegian
Popular Language) and Ordbog over det
norske folkesprog (1850; Dictionary of the
Norwegian Popular Language). But Aasen
did more than provide the outward structure
of the new language which he proposed for
his people in 1853 and called Landsmaal
(country language). He also proved by emi-
nent example that his language could be a
medium of poetry. The cream of his folk
lyrics are found in Symra (1863; The Anem-
one) and in his folk play Ervingen (1855; The
Heir). These works have become household
treasures in all Norway, particularly the
countryside. Their themes are drawn from
the homely, everyday feelings and expericnces
of the countryman, and they emphasize a
love of home and the native culture, a bit on
the bleak and sober side, but deeply human.

See: H. Koht, “Ivar Aasen, granskar og
maalreisar,” in Minneskrift (1913); E. Haugen,
“The Linguistic Development of Ivar Aasen’s
New Norse,” Publications of the Modern
Language Association, XLVIII (1933), 558-
597, and “Ivar Aasen as a Writer of Dano-
Norwegian,” Scandinavian Studies and Notes,
XIT (1932), 53-59-

E. H.

Abell, Kjeld (1go1-, Danish dramatist), born in
Ribe, southwest Jutland, is one of the few
really arresting Scandinavian dramatists of
our day. His early carcer seems to have been
about equally divided between a serious
interest in political science and a remarkable
flair for stage designing, the latter interest
ultimately leading to his dramatic authorship.
His first play, Melodien, der blev vaek (1935;
Eng. tr., The Melody That Got Lost, 1939),
with its delicate lyric touch, its gracious,
studied charm, and its remarkably skillful use
of modern theatrical “revue” techniques, was
an instantancous success in Denmark, where
the half-realistic, half-idyllic folk character
found the subtle indirections of form and senti-
ment in the play exactly to its taste. Five other
plays have come in rapid succession from
Abell’s pen, the most important of which is
the serious modern problem-play Anna
Sophie Hedvig (1939; Eng. tr. in Scandinavian

Plays of the Twentieth Century, Ser. 2, 1944).
Here Abell’s early penchant for theatrical
“modernism” in its most capricious forms
gives way to a much more sober, essentially
realistic form, and the subtle indirections of
dramatic sentiment so characteristic of most
of the earlier plays are transformed into
certain sharply focused ideas which bear un-
mistakably upon basic contcmporary political
problems. The central ethical problem of the
play—is it right to commit what society calls
“murder” in defense of one’s deepest moral
sentiments?—is posed specifically with refer-
ence to contemporary political developments.
Though the main action of the play takes
place within the limited confines of a school
world in a small Danish provincial town, the
obvious “message” of the play (that the indi-
vidual has the moral right to take a life when
his sense of justice has been outraged) is
aimed at the political doctrines and practices
of European Nazi and Fascist thought. The
play contains also a severe arraignment of a
modern bourgcois socicty as such, and the
positive position taken is strongly leftist if
not actually Communist in its ultimate social
and political implications. The Communist
thought is not, however, very clearly de-
veloped in the play, chiefly perhaps because
the play centers its dramatic focus most
sharply upon the theme of human protest in
its immediate psychological and ethical forms
rather than upon the broader concerns of
economic, social, and political theory and
programs. What the future has in store for
Abell as a dramatist is difficult to say. One
thing, however, seems clear at present: these
six plays bear indubitable witness to the fact
that no other living Scandinavian dramatist
has such an amazing control of the purely
technical resources of the modern stage. And
it may be added that such a play as Anna
Sophie Hedvig suggests that Abell’s genius
has in it rich reserves of dramatic material
which grow immediately and unafraid out
of the blood-soaked soil of a contemporary
world with all its brutal challenge to serious
modern thought.

Sce: Alrik Gustafson, “Introduction,” in
Scandinavian Plays of the Twentieth Century,

Ser. 2 (1944). A G

About, Edmond (1828-1885, French novelist,
playwright, and journalist), was born at Dieuze
in Lorraine. He attended the Lycée Charle-
magne in Paris, where he proved himself a
brilliant student, then entered the Ecole
Normale Supérieure, and in 1851 won a state



scholarship and spent the three next years at
the Ecole Francaise d’Athénes. Although very
erudite, he was not destined to remain a mere
scholar. On his return to Paris he published
a volume of bright, witty, and at times satiri-
cal reporting, La Gréce contemporaine (1854),
which opened to him the doors of the Revue
des deux mondes. In 1855, however, the novel
Tolla (Eng. tr., 1855; Tolla is apparently an
adaptation of Vittoria Savarelli’'s Storia del
secolo XIX, 1841) raised a tempest of indigna-
tion among critics, who accused him of
plagiarism; and the storm had not yet abated
when a three-act comedy of his, Guillery
(earlier title, L’Effronté), dismally failed after
two performances (1856). In a series of witty
and impertinent articles which appeared in
the Figaro above the signature Valentin de
Quévilly, About cheerfully flayed his de-
tractors. In the meanwhile, by his successful
Voyage a travers Exposition des Beaux-Arts
(1855) and a succession of amusing sketches in
the Moniteur, Mariages de Paris, he had fully
vindicated himself. His exuberance found an-
other outlet in four novels which to this day
are widely read: Le Roi des Montagnes (1856;
Eng. trs.,, The King of the Mountains, 1861,
1897, 1902), an amusing story of Greek bandits,
made into an opera in 1913 by Victor Léon,
Germaine (1857), Les Echasses de Maitre Pierre
(1857), and Trente et quarante (1858).

About had also traveled in Italy, sojourning
for a while in Rome, and had written a violent
satire against the temporal power of the pope,
La Question romaine (1859; Eng. tr., The
Roman Question, 1859), which was first pub-
lished in Brussels because permission to pub-
lish it in France was for a time withheld. He
continued his antipapal campaign through
weekly articles in the Opinion nationale,
which were then published under the general
title Lettres d’un bon jeune homme & sa
cousine Madeleine (1861) and of which a new
series appeared in 1868. In lighter mood he
offered in 1859 a one-act play, Risette, ou les
Millions de la mansarde, given at the Gymnase,
but at the same time he was writing a great
five-act drama containing very bold anti-
Roman implications. This piece, Gaetano, was
accepted by the Théitre Frangais but not pro-
duced there; the Odéon staged it in 1862, and
a storm of protests caused it to be withdrawn
after only four evenings; it was given re-
peatedly in provincial cities, never without
causing an uproar. About’s political activity
was kept up in articles, pamphlets, and books
(e.g., Le Progrés, 1864; L’ABC du travailleur,
1868) which have lost interest today. When
the Franco-Prussian War broke out, he went
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as a reporter to the battlefields. After the
armistice he joined the ranks of the Republi-
cans, supported Thiers, and together with
Sarcey (q.v.) and a few others founded the
Siécle (1871), which was characterized by
strong anticlerical and antimonarchistic senti-
ments. L’Alsace (1872) is a severe indictment
of the Bismarckian policy and a warning that
Alsace will prove to be a vulture tearing the
side of the German Empire. About never
ceased writing novels: L’Homme a Uloreille
cassée (1861), an amusing and fanciful episode
of the Napoleonic Wars, Le Nez d'un notaire
(1862), Le Cas de M. Guérin (1862), Madelon
(1868). Some of his earlier plays have been re-
published in a collection called Thédtre
impossible. In 1869 appeared Le Fellah: Sou-
venirs d’Egypte.

About presented himself for election to the
French Academy in 1870, but his political and
religious writings had deeply offended a ma-
jority of the members, who denied him their
votes. Fourteen years later, in 1884, he was
elected to the seat of Jules Sandeau, but died
before the official reception.

See: M. Thiébaut, Edmond About (1936).

A. Sz
Abromowitz, Sholem Yakob, see Mendele
mocher sforim.

Achard, Marcel (1899-, French dramatist), was
born at Lyon. His love of the theatre was re-
vealed very early; at the age of seven he told
the principal of the school he attended that he
would become a dramatist. At the age of 10 a
puppet play he wrote was produced. Critics
agree that Achard’s plays belong to the theatre
of fantasy. His first success was Voulez-vous
jouer avec mod (Atelier, 1928), in which the
characters are clowns and the action takes
place in a circus. The dialogue is clever and
charming. In La Vie est belle (Théatre de
la Madeleine, 1928) the hero is a character,
here named Charlemagne, whom Achard intro-
duces in several later plays—a sort of ‘‘beloved
vagabond.” The author throws together, in
improbable situations, characters who in ordi-
nary life would have little opportunity to
meet. The joy of living is the dominant note
of the play. Jean de la lune (Comédie des
Champs-Elysées, 1929) also enjoyed long popu-
larity as a play and as a film. The principal
male character is related to the Charlemagne
of La Vie est belle. He is an idealist, and
although he seems to be a dreamer, he under-
stands human psychology. His faith in the
woman he loves, despite her infidelity, tri-
umphs at the end and forces her to accept his
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philosophy. A more somber note is sounded in
La Bclle Mariniére (Comédie Franqaise, 1929).
Domino (Comédic des Champs-Elysées, 1932;
Eng. tr., 1932) was played in New York.

In his criticism of Pétrus (Comédie des
Champs-Elysées, 1934), Jacques Copeau (q.v.),
of the Théitre du Vieux Colombier, uses the
words fantasy, imagination, caprice, grace, en-
chantment, gayety, wit. Achard’s plays com-
bine all these traits.

See: L. Delpit, Paris—Thédtre contempo-
rain, 1 (1925), 111, I1 (19388), 127-130; P. R.
Morand, “Marcel Achard and the Modern
Stage,” Romanic Review, XVII (1926), 349-854.

H. H.

Adam, Paul (1862-1920, French novelist), was
born in Paris. His great-grandfather and his
grandfather were officers in Napoleon’s army,
and to them he is indebted for his interest in
men of action and power. In his first novel,
Chair molle (1885), Adam shows traces of the
naturalistic approach, but he was also closely
connected with the symbolists (see French
symbolism). He founded several magazines,
Carcan (with Jean Ajalbert), Symboliste (with
Gustave Kahn and Jean Moréas, qq.v.), Vogue
(with Kahn), and the second series of the
Revue indépendante. In collaboration with
Moréas he wrote Le Thé chez Miranda and
Les Demoiselles Joubert (both 1886). In the
year 1889 he actively supported the political
party of General Boulanger but, promptly
discouraged, he turned back to his literary
activities.

A prolific writer, Paul Adam conceived his
novels in groups. In a series of 16 volumes
entitled Le Temps et la vie are found a tale
of witchcraft and satanism in the manner of
Huysmans (q.v.), Etre, ou les Feux du Sabbat
(1888); an autobiographical story, Les Images
sentimentales (1893); a powerful tetralogy, La
Force (188q), L’Enfant d’Austerlitz (1902), La
Ruse (1903), Au soleil de juillet (1908); and
also Le Trust (1910) and Le Lion d’Arras
(1920). Another group, L’Epoque, consists of
20 novels. Besides these cyclic fictions, Paul
Adam published 18 volumes of essays (e.g.,
Vues d’Amérique, 1906; La Morale de la
France, 1908; La Morale de I’éducation, 1908),
four volumes inspired by the war of 1914, and
four dramas. Compact, sometimes overwritten
and confused, these works are impressive
manifestations of an unusually powerful cre-
ative genius. By his cosmic vision, by his ability
to analyze the soul of collectivities, to animate
crowds and groups of people, Paul Adam
appears as a forerunner of what Jules Romains
(g.v.) named unanimism.

See: Marcel Batilliat, Paul Adam (1903);
Louis Bertrand, “‘Le Mystére des foules’ et
I'ccuvre de Paul Adam,” Revue hebdomadaire,
Année XXX (1921), Tome I, pp. 133-159;
Camille Mauclair, Paul Adam (1921); W.
Scheifley, “An Epic Genius: Paul Adam,”
Sewanee Review, XXIX (1921), 76-8g.

M. E. C.

Adama van Scheltema, Carel Steven (1877-
1924, Dutch poet), was born at Amsterdam.
He attended the municipal Gymnasium,
studied medicine for a short time, went on the
stage, became an art dealer, and finally decided
to devote himself entirely to literature and to
the interests of the Social Democratic Labor
Party. His socialism made him an opponent of
the editors of De Nieuwe Gids (The New
Guide), self-centered adherents of “art for
art’s sake.” He was not of the school that
believes art to be a cult for the chosen few. To
him there could be no art that was not for the
many. In one of his songs he likened the hearts
of men to rippling brooks which all come to-
gether into one glittering stream, a stream of
beauty underneath life’s turmoil, which carries
the voices of all those hearts to the widc,
ocean-like, and infinite dream. The poet, in
other words, is not the interpreter of his own
self, but must, while giving utterance to his
emotions, voice in that utterance the feelings
that live inarticulate in the community of
men. Adama van Scheltema was, indced, a
singer for the people, and the people listened
and gave echo to his song. Each new book that
was published was seized upon by the com-
posers, who vied with one another in setting
his dittics to music. In a vigorously written
prose work entitled Grondslagen eener nieuwe
Poezie (1908; Foundations for a New Poetry)
he formulated his ideas of what this poetry for
the many should be, but his theory was less
effective than his practice. His songs will still
be living folk art when his prose is forgotten.
A.].B.

Ady, Endre (1877-1919, Hungarian poet and
writer), was born in Ermindszent and died in
Budapest. Among Ady’s ancestors there were
Calvinist ministers and also members of the
minor gentry. He went to secondary school in
Nagykdroly and Zilah and studied law in
Debrecen; he was a journalist in Debrecen and
Nagyvdrad. In this city he met a highly
cultured woman whom he apostrophized as
Léda; there was an exultant and pathetic tone
in this relationship. In 1915 Ady married
Berta Boncza, a woman much younger than
he. He traveled a great deal and often visited



the Riviera and Paris. His stories and articles
sent from Paris to Budapesti Naplé (Budapest
Ledger), a daily paper, and to Nyugat (West),
a progressive literary bimonthly, aroused con-
siderable discussion; conservative politicians
and publicists attacked him as a heretic. Ady
opposed the Hungarian ruling classes, their
complacency, their indifference to social prog-
ress. He also criticized their spiritual immo-
hility, their aesthetic insensitivencss, the wide
gulf between the literate and the illitcrate.
Hailing from a family of puritanic integrity
and surrounded by a world in which the profit
motive in business and callousness in politics
prevailed, he drew his inspiration from these
contrasts and expressed himself in a poetic
vernacular that irritated those who did not
possess his linguistic and creative insight.
Although his romantic self-centeredness pre-
vented him from touching the problems of
Hungary at every point, yet his basic visions
embraced many phases of Hungarian life,
rural conditions, urban complexities, class
struggles, the issues of the day, all found
apocalyptic expression in the rhythms of his
poetry. He was also aware of the problems of
the Danubian Valley; some of his poems show
the vastness of these problems and the poet’s
ability to approach them with tolerance and
understanding. In his strongly personal poems
he sang about love, voluptuousness, dissipa-
tion, materialism, mysticism, nature, death,
and God. His was a tormented soul; Baude-
laire’s (q.v.) battle with the evil spirit of human
destiny had its counterpart in Ady’s struggle;
no wonder that the French poet’s art affected
him somcwhat. Neverthcless his *“decadence”
was not that of a congenitally sick man but of
one whom the world sickened by its wicked-
ness, selfishness, stupidity, and thieving un-
scrupulousncss. By nature he was not a mis-
anthrope; he could love with a childlike
warmth, as was shown through his attachment
to his mother and to his birthplace. It is
reasonable to assume that if the ruling classes
of Hungary could have sympathized with his
spiritual quest, it would have been easier for
him to find a solution for his problems.

Ady’s major poems appeared in 11 volumes;
his essays, sketches, short stories, articles, in five
volumes. After his death, attempts were made
to publish his collected works; but the tragic
aftermath of the First World War, its desolate
accompaniment, a despoiled Hungary, did not
favor issuing the collected works of a poct.
Adapted editions of Ady’s work were pub-
lished; often political exigencies resulted in an
exploitation of Ady’s poetry that he would
have resented had he been alive. His depar-
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ture from conventional phrasing was recog-
nized as the prerogative of a poetic genius,
and it was also wisely observed that his
“modern” idiom echoed the biblical and rural
Hungarian language of the 16th, 17th, and
t8th centuries. At present Ady’s works, once so
unreal to many of his compatriots, appear
more authentic than those of any other
Hungarian poet of the 20th century; he sym-
bolizes an isolated nation’s instinct of self-
preservation, the need of change, the courage
of convictions, the inadequacy of stale tradi-
tions. For some time it was fashionable to
praise him without discrimination; recently,
however, readers have become more critical,
more selective. Some of his poetry sounds
rhetorical or trite because Ady was prone to
succumb too quickly to lyrical impulses;
nevertheless what is genuine in his poetry
suggests lasting value. No doubt Ady’s poetry
is better, more original, more exquisite, than
his prose. Vér és arany (1907; Blood and Gold),
Szeretném ha szeretnének (19og; 1 Should Like
to Be Loved), Ki ldtott engem? (1914; Who
Has Seen Me?), A halottak élén (1918; Leading
the Dead), and the rest of his poctic volumes
show the workings of a mind and of a heart
extremely sensitive and imaginative. His
images are unexpected and varied. Ady's
neurotic disgust with unfairness and plati-
tudes, his prophecy of horror and terror, his
pursuit of social and individual values are
served in their expression by the strength of a
skillful versifier who knew just how to blend
the visions and fears of his poetic personality.
It has proved difficult to translate Ady into
foreign tongues; in English, Watson Kirkcon-
nell, the Canadian poet, has becen the most
successful. Most translations do not reflect the
magic of Ady’s poetry. Many books and essays
were written about Ady; he has a school of
followers; however, he is so original that any
imitation immediately betrays the imitator’s
lack of originality.

Sce: J. Horvidth, Ady és a legujabb magyar
lira (1909); A. Schopflin, Magyar irdk (1917);
H. Horvath, Neue ungarische Lyrik (1918); J.
Horvdth, Aranytol Adyig (1921); W. Kirk-
connell, The Magyar Muse; an Anthology
(1988); J. Reményi, “Endre Ady, Hungary's
Apocalyptic Poet,” Slavonic Review, Vol.
XXIT (1944), Part I, pp. 84-105.

J- R.

Afinogenov, Alexander Nikolayevich (1go4-
1941, Russian dramatist), was brought up at
Yaroslavl on the Volga and, with a writer as a
father and a school teacher as a mother, turned
at an early age to literature. At 15 he started
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writing, at 16 he edited a paper, while still in
his teens he published three small books of
verse, and at 19 he began having his plays
produced at the Proletkult Theatre in
Moscow.

In his first three plays he turned for his
subject matter to labor struggles in other
countries and earlier periods. Robert Tim
(1923) dealt with a revolt of the weavers in
England in the early 1gth century. Po tu
storonu shcheli (1926; On the Other Side of
the Slot) was based on Jack London’s story
“South of the Slot,” about a strike among the
workers across the cable line on Market
Street in San Francisco during the early years
of the 20th century. Na perelome (1926; At
the Breaking Point) dramatized the unrest in
Germany at the end of the First World War.

In his next three plays Afinogenov turned to
the life that he found about him in the
Soviet Union. Glyadi v oba! (1927; Look with
Both Eyes!) emphasized the need for the
young Communist to keep his eyes open to
the snares laid by enemies of the Soviet Union.
Malinovoe varene (1927; Raspberry Jam)
showed the danger of a Red army leader car-
ing too much for the good things of life.
Volchya tropa (1927; The Trail of the Wolf)
depicted an engineer of the old regime trying
to cover up his tracks.

In the more mature plays which followed,
Afinogenov turned from these external con-
flicts in order to deal, like Chekhov (q.v.), with
the inner drama within the characters; but,
instead of showing the disintegration of a de-
caying society, he dealt rather with the birth
pangs of a new social order. He had the cour-
age to discuss boldly the problems that were
in the minds of his audiences. In Chudak
(1929; The Crank) he took as his hero a mis-
understood but enthusiastic and hard-working
non-Communist. In Strakh (1931; Eng. tr.,
Fear, 1984) he boldly tackled the theory that
the ruling force in the Soviet Union was fear,
showing up the fallacy of this belief. Passion-
ately discussed, acted in ggo theatres in the
Soviet Union and in those of England and
America, this was Afinogenov’s greatest suc-
cess. At this same time he published a book
discussing his theories of Soviet drama, called
Tvorcheski metod teatra (1931; The Creative
Method of the Theatre). Another play, Portret
(1934; Portrait), took up sympathetically the
efforts of a woman to break with the evil
traditions of her past and to advance with the
new socialist society.

During the following years Afinogenov
pointed out in his plays the growing menace
of fascist aggression. In Dalyokoe (1935; Eng.

trs., Remote, 1936, Distant Point, 1941) he
showed how important the morale of even a
remote Soviet village is to the defense of the
motherland. In Salyut Ispaniya! (1936; Salute,
Spainl!) he championed the struggle of the
Spanish Loyalists against the fascists and
donated his proceeds from the play to the
widows and children of the Loyalists killed in
the struggle. Mat svoikh detei (1940; The
Mother of Her Children) symbolized Mother
Russia and her devotion to her various
children. Mashenka (1941; performed by the
Harvard Dramatic Club in 1942 and in New
York in 1948 under the title Listen, Professor!)
showed a 1p-year-old girl awakening her
grandfather to an interest in the new gencra-
tion and the new Russia.

With the Nazi attack on the Soviet Union in
June, 1941, Afinogenov wrote Nakanune (per-
formed 1942; Eng. tr.,, On the Eve, in Seven
Soviet Plays, 1946), depicting a Russian
family on the eve of the invasion and their
transformation into active resistance imme-
diately afterwards. On November 5, 1941, less
than four and a half months after the be-
ginning of the invasion, Afinogenov, while on
duty as a member of the Soviet Information
Bureau, was killed on the Ilyinka in the heart
of Moscow by the explosion of a bomb
dropped in a Nazi air raid. He died, as he
himself would have said, “full of life.”

See: O “Strakhe” (1931), the opinions of 24
authors about Afinogenov’s Fear. H. W. L.
Dana, “Afinogenov,” Theatre Arts, XXVI
(1942), 169g-176.

H. W. L. D.

Akhmatova, Anna (pseud. of Anna Andre-
yevna Gorenko, 1888—, Russian poet), was born
near Odessa into the family of a merchant
marine officer. While still an infant she was
taken to Tsarskoye Selo, whither the family
moved, and her education began at the
Tsarskoye Selo Gymnasium. Before she had
finished the Gymnasium curriculum Akhma
tova was transferred first to the Smolny Insti
tute and then to Fundukleyev Gymnasium in
Kiev, and here she graduated. Subsequently
she enrolled in the Kiev College for Women in
the faculty of jurisprudence; she also attended
the Rayev historical-literary courses in St.
Petersburg, where she was a student of the
poet Annenski (¢.v.). In 1910 she marricd N.
S. Gumilyov (q.v.), also a poet, and traveled
with him in Italy, France, and Germany. In
1918 Akhmatova divorced Gumilyov and
married Vladimir Shileyko, an Assyriologist
and a poet in his own right. Her home is in
Leningrad.



Akhmatova belongs to the “Acmeist” school
of Russian poetry and occupies a distinctive
place in that group. Akhmatova’s genre is
lyrical poetry. Its form—with its brittle clarity
of description, the direct simplicity of narra-
tion, and the musical quality of language—
pioves an admirable foil for the subject
matter, which consists of personal, deeply
emotional, pessimistic, and often ironical love
lyrics.

Akhmatova began writing poetry before she
was 11. Her first published poem appeared in
the Russian miscellany Sirius (1907), issued in
Paris by Gumilyov. Her first book of verse,
Vecher (Evening), with a warm introduction
by the poet Kuzmin, was published in 1912.
Subsequent books of verse include the im-
menscly popular Chyotki (1914; gth ed., 1923;
Prayer Beads), Belaya staya (1917; The White
Flock), Podorozhnik (1921; The Buckthorn),
and Stikhi (1922; Verses). After 1922 Akhma-
tova was silent for the better part of two
decades, and only since the outbreak of the
Second World War has she returned to poetic
activity.

See: B. Eikhenbaum, A4nna Akhmatova
(1923); V. Vinogradov, Poezia Anny Akhma-

tovoy (1925). oo M

Alain, see Chartier, Emile.
Alain-Fournier, see Fournier.

Alarcén, Pedro Antonio de (1833-1891, Span-
ish novelist), was born in Guadix, Granada, of
a noble but impoverished family which
claimed a strain of Moorish blood. After re-
ceiving his education in the local seminary he
chosc journalism for his profession. In 1854
with a group of young liberals from Granada,
the Cuerda Granadina, he migrated to
Madrid, where he became editor of a radical
journal, the Ldtigo. Forced to fight a duel
with a champion of Queen Isabella II because
of his insults to the crown, he found himself
on the field of honor deserted by his radical
friends, his lifc spared only by the generosity
of his opponent, who fired into the air. The
experience led him to reconsider soberly his
political creed and to align himself thereafter
with the more conservative forces. When the
African war broke out in 1859 he went to
the front as the first great modern war cor-
respondent. His Diario de un testigo de la
guerra en Africa (1859-18G0), a best seller,
made him rich and famous. He traveled
through France and Italy, becoming con-
verted in Rome to a militant Catholicism.

ALARCON

From 1861 to 1873 he devoted himself to
politics as a member of the Unién Liberal, a
middle of the road party. Defeated in his
campaign for reelection to the Cortes by the
ultraconservative candidate, he again took up
his pen and during the next 10 years pro-
duced all his major works. In 1875 he was
elected a member of the Spanish Royal
Academy and in his inaugural discourse,
Sobre la moral en el arte, defended the thesis
that the artist cannot be indifferent to the
moral implications of his work. This was
heresy to the naturalists, and Alarcén found
himself outside the main literary current of
his day. His serious works found no favor
with the critics. Offended by what he thought
was their injustice, he resolved in 1832 never
to write another novel. In 1887 he suffered an
attack of apoplexy, and the last years of his
life were spent in complete scclusion.
Alarcon was an eclectic by temperament.
He belonged to no school, but wrote some-
times like a belated romantic, sometimes like
a costumbrista, sometimes like a disciple of
Balzac. There is no evidence of a consistent
development in his work. He had no gift for
inventing a plot or creating characters, but
he had great narrative talent. He is at his
best in the shorter forms of fiction and with
traditional plot material. His first novel, El
final de Norma (1855), a highly colored tale
with an exotic setting, is romantic trash. His
later serious novels—El escdndalo (1875),
which tells of the spiritual redemption of a
dissolute youth; E! nifio de la bola (1880),
which demonstrates the power of religious
faith over human passions; and La prddiga
(1882), which presents an unhappy mixture
of love and politics—are unrealistically con-
ceived, often melodramatic and lacking in
good taste. Some of his earlier stories, how-
cver, espccially those set in the background of
the Peninsular Wars, such as “El afranccsado”
and “El carbonero alcalde” (in Cuentos,
articulos y novelas, 1859, later reissucd in the
first of the three volumes of cuentos, His-
torietas nacionales, 1881, Cuentos amatorios,
1881, and Narraciones inverosimilcs, 1882), are
models of good storytelling. The unassuming
love story of a gruff soldier, El capitdn Veneno
(1882; Eng. tr., Captain Venom, 1914), is light-
hearted and charming. But Alarcon’s claim to
immortality is based chiefly upon his incom-
parable tale of the corregidor’s love for the
miller’s wife, El sombrero de tres picos (1874;
Eng. trs., The Three-cornered Hat, 1891, 1918,
1927) which has become the best-known work
of Spanish fiction since Don Quixote. In this
gay and witty story Alarcon perfectly and
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seemingly without effort fitted style to theme
and produced an almost faultless masterpiece.

In addition to his works of fiction, Alarcén
wrote a volume of poems, Poesias serias y
humoristicas (1870); a drama, El hijo prddigo
(produced in 1857); several books of travel,
De Madrid a Ndpoles (1861), La Alpujarra
(1874), Viajes por Espatia (1884); a collection
of essays, Juicios literarios y artisticos (1883);
and an autobiographical Historia de mis
libros (1884).

See: M. Catalina, “Biografia del autor,” in
Alarcon, Novelas cortas (1884), pp. v-xliii; C.
Barja, Literatura espafiola: Libros y autores
modernos, revised ed. (1933), pp. 253-258; E.
Pardo Bazdn, Alarcon; estudio biogrdfico
(n.d.).
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Alas, Lcopoldo (pseud. Clarin, 1852-19o1,
Spanish novclist, essayist, and literary critic),
was born at Zamora, but he belongs in every
respect to Asturias, where his ancestors came
from and where, first as a student, then as a
professor of law at the University of Oviedo,
he lived most of his life. Asturian also were
the basic traits of his literary personality—
the cosmopolitan intellectual outlook to-
gether with a deep scnse of attachment to the
regional, the subtle critical analysis, the
idealistic aspiration, and the ironic scnse of
humor.

It was as a literary critic in the field of
contemporary literature that Alas, under the
pseudonym Clarfn, became famous. For this
task of literary criticism he was well qualified,
adding to his natural gifts of a keen mind
and a refined taste the advantages of a broad
literary and philosophical background, plus
a spirit of wide-awake curiosity that kept him
always posted about the most recent cultural
developments. His clforts were not always as
fruitful as might otherwise have been the
case, however, due in part to the exigencies
of a daily journalistic task, in part also to
what sometimes was an excess of benevolence
and other times an excess of passion and of
moralistic zeal that caused his criticism to
degencerate into a bitter and more or less
personal satire. But even with these weak-
nesses, his criticism is always stimulating, and
his influence was among the most powerful
in the renovation of the Spanish literary at-
mosphere at the end of the 1gth century.
Examples of the author’s literary criticism
are Solos de Clarin (1881), the eight Folletos
literarios (1886-1891), Palique (1893), and
Benito Pérez Galdds (188g).

While the reputation of Alas as a critic

has suffered somewhat, his reputation as a
novelist, in spite of the small amount of
fiction that he wrote—two novels, two
volumes of short stories, and some three
volumes of cuentos—has constantly increased.
This novelistic production falls roughly into
two groups, corresponding to the two main
phases in the author’s literary career, first as a
naturalist, then as an idealist and a spiritual-
ist. An admirer of Zola (q.v.), Alas was for
years not only one of the most enthusiastic
exponents in Spain of the naturalistic doctrine
but also one of its most faithful practitioners,
as cvidenced by his long novel La Regenta (2
vols., 1884-1885), onc of the best novels pro-
duced in Spain in the past century. The pro-
vincial life of Oviedo (Vetusta in the novel)
is woven around a love story of which the
Regenta, a married woman, is the coveted
prize, the contenders being an unsuccessful
church dignitary and a finally successful local
Don Juan. The canvas here presented is
broad, objective, and minutcly detailed, re-
minding one in this case even more of Flau-
bert (q.v.) than of Zola. Traces of the natural-
istic influence are also to be found in the
author’s sccond full-length novel, Su wnico
hijo (1890), as well as in some of the short
storics of the volume Pipd (1886). Side by side
with the naturalistic influence, however, an
idealistic tendency begins noticeably to affirm
itself in these works, which thus appear as a
transition between the naturalism of La
Regenta and the idecalism of the author’s last
manner. The germs of this idealism were al-
ready present in what had always been a
romantic and moralistic disposition of the
temperament of Alas, and as the years went
by, especially under the influence of the idca
of decath, it tended to assume the form of a
religious spiritualism. This idcalism became
finally the main source of the author’s in-
spiration, and led by it, he wrote some of
his most delicate work, short storics such as
“Doiia Berta” (1892) and, above all, the col-
lections of cuentos in the volumes E! Sefior y
lo demds son cuentos (1892 or 1893), Cuentos
morales (1896), and E! gallo de Sdcrates (1go1).
Sec: Azorin, Cldsicos y modernos (1913), pp.
85—96; P. Sdinz Rodriguez, *“‘Clarin’ y su
obra,” Revista de las Espaiias, 11 (1927), go5-
311, 441-444, 536-538, 604-613. o B

Albanian literature. Literary works in Al-
banian, written and published on Albanian
soil, became possible only with the rise of a
free Albanian state following the Balkan
Wars of 1912 and 1918. Up to that time, and



throughout the more than four centuries of
Ottoman rule which preceded it, writing in
the native tongue had becn prohibited under
stern penaltics rigidly enforced by the Turk-
ish gendarmes. Only in Scutari, capital of
northern Albania, and there as a result of the
special privileges enjoyed by the Roman
Catholic clergy, was any exception to this
rule permitted.

Yet writing in the Albanian tongue was
begun long before 1913, and at first as a
conscquence of the folk cult which ac-
companicd 1gth-century romanticism. The
pioncer in this field was Girolamo de Rada
(1813-1g903), an Italian of Albanian parentage
who began his career by collecting the ballads
and songs of his countrymen living in Italy
and who turned later to writing original
verse in which he used the ballad themes as
his material. De Rada’s principal works are
The Song of Seraphina Thopia, Princess of
Zadrima (1843), an Albanian Lenore; The
Song of Milosaon (186G4), a tale of old Scutari;
Rapsodie albanesi (1866); and Skanderbeg
(1873), a song of Albania’s greatcst national
figure. The heir of De Rada on Italian soil
was the scholar and poet Giuseppe Schiré
(1865-1927), known in literary history for his
Kénga e Mirdités (1919; The Song of Mir-
dita) and for his research in Albanian
language and literature.

A great spur to literary activity among the
Albanians was afforded by the Congress of
Berlin (1878), with its high-handed partition
of the Albanian lands. Scarcely had the de-
cisions of the Congress been promulgated
when, in protest, a lcague was formed for the
defense of Albania’s political rights and the
promotion of her cultural advance. Soon
books in Albanian began to appear wherever
Albanians were to be found outside the home-
land. Religious differences, which cut deep
in Albania, dividing the Moslem from the
man of Orthodox faith and both alike from
the Roman Catholic, were put aside as repre-
sentatives of the three faiths met to agree on
the principles to be observed in the creation
of what scemed desirable to all, a truly
national Albanian culture.

One of the leaders in this movement was
the historian and patriot Sami Bey Frdshéri
(Sems-ed-Din Sami Fraferi), author of the
first Albanian drama, Besa (1goi; Pledge of
Honor). Another was Pasko Vasa Pasha
(pseud. Wassa Effendi, 1827-1892), a Roman
Catholic of Scutari who had served under the
Porte as governor of L.ebanon and the author
of Albania’s moving hymn of liberation, “Moj
Shqypni” (1881; O My Albania). The princi-
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pal literary figure produced by the movement
was Naim Frdshéri (1846-1900), brother of
the above-mentioned Sami. Scion of an aris-
tocratic southern Albanian family and a
mcmber of the powerful Bektashi (Bektasi)
sect, Naim Frishéri turned from the career of
scholar which lay open to him on completion
of his studies abroad to dcdicate his talents
to the Albanian muse. With the pastoral
idyl Bagéti e Bujqésija (1886; Shepherds and
Plowmen), published in Sofia and smuggled
into Albania by friendly caravans, Frishéri
won the hearts of his countrymen and made
himself their spokesman. Following this with
Fletore e Bektashinjet (1896; Book of the
Bektashis), Naim Frishéri turned finally to
the theme employed by almost every Albanian
writer at one time or another, the story of
Skanderbeg, producing a full-length biogra-
phy in verse—Istoria e Skénderbeut (1898;
The Story of Skanderbeg). Naim Frdshéri
died abroad in poverty. In 1937, however,
when Albania celebrated her first quarter
century of independence, his remains were
brought to Tirana, the Albanian capital, and
a monument was erected to his memory.
The first Albanian verse to be written on
Albanian soil was that of Gjergj Fishta (1856~
1941), an Albanian of humble Roman Catho-
lic parentage from the Zadrima highland of
Scutari. On account of the special conditions,
referrcd to above, which prevailed in the
Scutari region, Father Fishta was able to
publish his verses, besides his literary review
in Albanian (Hylli i Drités; Star of Light), a
whole gencration before such a thing was
possible anywhere else in the realm. Through
the publishing house of the Franciscan Order,
to which he belonged, Father Fishta was able
to serve the Albanian cause well. His princi-
pal work, and probably the most authentic
lyric note in Albanian literature thus far,
was Lahuta e Malcis (1899-1909; Highland
Strings). Taking its inspiration from popular
ballads, the poem links the modern knights
of the mountains with their prototypes in
the Middle Ages and thus makes all Albanian
history one in its heroic struggle for freedom
and independence. Fishta died in retirement
following the Italian invasion of Albania,
stubbornly refusing collaboration with the
Fascist “new order.” With the name of Fishta
is linked that of his fellow Franciscan and co-
worker, Ving¢énc Prenushi, best known for his
collection of northern Albanian folk poems,
Kdngé Popullore (1911; Popular Songs).
Two dramatists to be noted are Mihal
Grameno (1878-), an Orthodox Albanian of
Kor¢a (Koritza), the principal cultural center



ALBANIAN LITERATURE

of southern Albania, whose patriotic tragedy
Vdekja e Piros (1906; The Death of Pyrrhus)
immortalizes not only the great warrior him-
self but his wife Antigone, daughter of
Ptolemy, as well; and Kristo Floqi, also of
Kor¢a and also of the Orthodox faith, whose
drama Fé e Kombési (1912; Faith and
Patriotism) elaborates somewhat melodramati-
cally the popular theme of mixed marriage. A
lawyer by profession, Flogi is also a poet. His
Anthollogjia Shqipétare (1923; Albanian An-
thology), a collection of epic and lyric verse,
was used as a textbook in the schools of free
Albania.

The two Albanian writers best known
abroad are the essayist and critic Faik
Konitza (1875-1942), a member of the Bcek-
tashi scct, long editor of the review Albania
(1896-1909) in Brussels and London, and of
the newspaper Dielli (Sun), which was pub-
lished in Boston (19og-); and Fan S. Noli
(1881-), bishop of the Albanian Orthodox
Church in America. A native of Kyteza, ncar
Adrianople, Bishop Noli received his early edu-
cation in Turkcy and Fgypt. Later he came to
the United States and was graduated from Har-
vard University and the New England Con-
servatory of Music. In 1908 he founded the
Albanian Orthodox Church in Amecrica. Re-
turning to Albania in the early 20's, Noli
served his country as prime minister for six
months, only to be forced into exile as a
result of the opposition of the feudal lords
of the south who objected to his American
ideas. Of Bishop Noli’s literary works, exclu-
sive of translations, the most important are
Istoria e Skénderbeut (1921; The Story of
Skanderbeg), a biography; the three-act play
Israelite dhe Filistine (1907; Israelite and
Philistine); and Byzantin Symphony (1938;
The Byzantine Symphony). Probably Noli’s
greatest contribution to Albanian literature
has been his enrichment and expansion of the
language itself, through forcing it to express
the ideas and sentiments of such world figures
as Shakespeare and Ibsen (q.v.) and Blasco
Ibaitez (q.v.), to mention but a few of those
whose works he has translated.

To the present generation of Albanian
writers belong Alexander S. Drenova (pseud.
Asdrén), a native of Korca, with his Psalme
Murgu (1930; Psalms of a Monk), Rrézé

Dielli (1904; Facing the Sun), and Endéra e
Loté (1912; Dreams and Tears; and Al
Asllani with his Hanko Halla (Aunt Jane), a
series of poems full of the homely local wit
of Valona. Then there are Skéndér Bardhi,
an American of Albanian parentage, a journal-
ist, poet, and teacher, whose poems of the

Second World War echo the Albanian’s age-
old cry of liberty; and Andon Zako (pseud.
Gajupi), author of Babd Tomori, an anthology
of Albanian mountain songs. There is also
Midhat Frdshéri (pseud. Lumo Skéndo,
1830-), editor of the literary journal Diturija
(Education), founded in 1gog, and director
of the Lumo Skiéndo Library in Tirana,
whose translation of Schiller's Wilhelm Tell
has become well known.

Besides these, there are the poet Louis
Gurakuqi; Ramiz Harxhi, who wrote poems,
Déshirat e Zémérés (1917; Desires of the
Heart), in the idiom of Argyrocastra and
Kurveleshi of the south; and Hil Mosi, au-
thor of Zan’ i Atdheut (1913; Voice of the
Fatherland). Branko Merxhani, an essayist,
was the editor, up to the time of the Italian
invasion, of the literary review Pérjkekja
Shqiptare (The Albanian Endeavor), pub-
lished in Tirana. Foqiéon Postoli is remem-
bered for the popular novels Pér Mbrojtjen e
Atdheut (1921; In Defensc of the Fatherland)
and Lulja e Kujtimit (1924; The Flower of
Reminiscence), as well as for the sentimental
play Délyra e Mémés (1925; The Mother's
Duty). Ilo-Mitké Qafézezi has done much to
popularize biography. In Milto Sotir-Gurra,
a native of Opari, is secn the influence of
Maupassant (q.v.) and of Q. Henry, especially
in his Plagét e Kurbetit (1938; Wounds of an
Exile).

The 30's saw the meteoric rise of a poetic
talent in the person of Lasgush Poradeci
(1899-), often compared with the Rumanian
Mihail Eminescu (q.v.). He has been called
“a poet of the future”; opinion is divided as to
his worth. Like so much of Albanian writing,
a good deal of which has been produced
abroad, Poradeci’s verse has little contact
with the real people of Albania. For the true
spirit of the land of the Shqipetare, the land
of the eagle, as Albanians call their country,
one is obliged to turn to the two pioneers of
Albanian literature, Naim Frishéri and
Gjergj Fishta, and, in our own time, to the
works of Kristo Flogi.

See: J. Bourcart, “Le Mouvement littéraire
en Albanie,” Vie des peuples, XV (1925), 341~
362; S. Shundi, “Lasgush Poradeci,” Balkans,
IIT (1983), 502-504; X. Lefcoparidis, “L’Al-
banie intellectuelle,” Balkans, VI (1934), 79~
84; A. Klancar, “Modern Albanian Litera-
ture,” Books Abroad, XVI (1942), 20-23.

N. D.

Alberti, Rafael (19o2-, Spanish poet), was
born in Puerto de Santa Marfa, Cidiz, and
after studying in the Jesuit academy went to



Madrid in 1917. His book Marinero en tierra
won the National Prize for Literature in
1924. He has never engaged in any other
activity except the writing of poetry. During
the Spanish civil war he was a fervent sup-
porter of the republic. He has traveled in
Europe and visited Soviet Russia. At the end
of the civil war and after living some time in
Paris, he went to Buenos Aires, where he is
continuing his literary work.

Within the total unity of his production, a
unity characterized by spiritual grace and
technical dexterity, certain stages in his
poetry can be distinguished. His first three
books, Marinero en tierra (1925), La amante
(1926), and E! alba del alheli (1927), are a
renovation of the beauties and refinements of
the rhythmic poetry of the cancioneros of the
16th century, with application to modern and
personal themes. A refined treatment of folk
themes and a natural exquisiteness are their
distinguishing characteristics. In Cal y canto
(1927) he adds subjects from modern life,
represented by the elevator, the telegram,
railroad stations, and aviation and presented
in a Nco-Gongoristic language of dazzling
beauty and novelty of usage. In 1929 his most
significant book, Sobre los dngeles, was pub-
lished. Here he dcviates from the traditional
elements used previously; his angels personify
virtues, vices, places, and materials. Each
poem has an independent value, but in their
totality they convey an impression of distress,
of anguish, that is a product of the fatal inti-
macy between the most beautiful and the
most ugly, the most naive and the most per-
verse, in that imaginary world of the angels.
From that moment the satisfaction he had
found in graccfulness was changed to a con-
cern for amplitude and depth. As Alberti de-
clared in 1934, his poetry ceases to serve purely
aesthetic reason and now obeys revolutionary
reason. Poesia (1934) gathers all the afore-
mentioned books under one cover and initi-
ates the period of the social themes; Trece
bandas y cuarenta y ocho estrellas (Poema del
Mar Caribe) (1985) and De un momento a
otro (19%7) contain his poetry in defense of
the proletarian man in general and of the
Spaniard in a struggle for his liberty. His
books published since he has been living in
Buenos Aires, especially Entre el clavel y la
espada (1941), seem to temper the immediate
aspects of the political theme with a greater
insight into its poetical transcription. He has
also produced a book in prose, La arboleda
perdida (1942), which is a series of fanciful
recollections of his childhood.

During the first years of his writing Alberti

ALCOVER I MASPONS

combines with unsurpassed cleverness the two
imperatives of literature at the beginning of
the century—the folk theme, the essential
reality of things Spanish, and the refinements
of poetic form which were a part of the pro-
gram of modernista poetry. No one is more
skillful in putting into verses of Gongoresque
lineage not only the pecrceptible echo of a
historical style, but also the authentic
qualities of an entirely contemporary emo-
tion. As he sings of the streetcar ticket, the
bullfight, and the football player, all the
lyric magic of the baroque period comes to
life, vivified in these contemporary themes.
From this moment he discards all formal
striving for effect based on classic tradition.
His poetry is receptive to the torments and
incohcrences brought to literature by the
winds of surrealism. But it is never shapeless
or spiritually obscure. On the contrary it is
surprising how, even in the depth of his most
tortured poctic thought, there still survive
the grace and clarity which have characterized
his work from the very beginning. Even in
his violent and aggressive poems of the
modern period, there are continual glimmers
of tenderness and delicacy. His crudest mo-
ments of expression retain an incvitable
verbal charm which constitutes the essence of
his poetic personality.

Three of his dramatic works are known:
Fermin Galdn (1931), which exalts the figure
of the licutenant in rebellion against the
monarchy; El hombre deshabitado (1931), an
auto of modern thought, descended from the
Spanish auto thcatre; and La pdjara pinta, a
lyrico-farcical fantasy.

Sce: P. Salinas, Literatura espariola siglo
XX (1941), pp.- 277-289; E. Proll, *“‘Popu-
larismo’ and ‘Barroquismo’ in the Poectry of
Rafael Alberti,” Bulletin of Spanish Studies,
XIX (1942), 59-86.

P. S.

Albert i Paradis, Catalina, see Catala, Victor.

Alcover i Maspons, Joan (1854-1926, Cat-
alonian poet), was born in the city of Palma
de Mallorca, where he grew up and devoted
himself to the practice of law. He did not
start to write in Catalan until about 1goo;
then he found in this particular medium
exactly what he needed to produce a truly
vigorous literary work. Poems such as “La
creu” (The Cross), “Mallorca” (Majorca), “La
serra” (The Sierra), “Ramon Llull,” “Beetho-
ven,” and “Canco de la balanguera” (Song of
the Spinning Girl) attracted the attention of
critics. The solidarity existing among the
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Catalan-speaking countries was shown when
the society Rat Penat of Valencia, devoted to
the cultivation of literature in the native
tongue, made him an honorary member. A
deeply felt personal bereavement resulted in
elegies of consummate beauty. Manuel de
Montoliu has asscrted that Joan Alcover is
the most profoundly human poet of the Cat-
alonian Renaissance. In 1921 Alcover’s poems
were collected in a slender volume, Poesies.

Alcover has, like other poets of Majorca, a
true gift of form. Indeed it is curious that
poets so disimilar in regard to themes as
Alcover, Costa i Llobera, and Alomar (qq.v.)
should all show an instinctive Parnassianism.
This may be explained in part by the beautics
of the land of Majorca and also by the fact
that the island is at an intersection of
cultural highways running from Italy to
Valencia and from France to Barcclona. The
language of Joan Alcover has within it a
melodic quality difficult to define without
examples, and the poet’s sensibility is extra-
ordinary. In spite of the leisurely and gentle
flow of this verse, Joan Alcover was capable
of appreciating the literary rcvolution which
Rubén Dario had begun in Hispanic-American
literature and saluted him in notable lines.
The Illustracio Catalana has published the
complcte works of Alcover in three volumecs,
the first devoted to his poetry, the sccond to
literary-biographical sketches, and the third to
his speeches and articles.

See: M. de Montoliu, Estudis de literatura
catalana (1912); C. Riba, Escolis (1921); R.
Crossmann, Katalanische Lyrik der Gegen-
wart (1923); A. Schnecberger, Anthologie des
poétes catalans contemporains (1923); C.
Giardini, Antologia dei poeti catalani con-
temporanei, 1845-1925 (1926).

F. de P.

Aldanov, Mark Aleksandrovich (pseud. of Mark
Aleksandrovich Landau, 1886, Russian novel-
ist, biographer, and essayist), was born at Kiev,
of well-to-do parents, and took degrees in
chemistry and law at Kiev University. He left
Russia in 1919 and settled in Paris; after the
collapse of France he emigrated to the United
States (January, 1941). Nearly all of his work
has been done abroad.

Aldanov is best known for his historical
novels, beginning with the tetralogy, Myslitel
(The Thinker), which deals with the events of
1798-1821: Devyatoye termidora (1928; Eng.
tr., The Ninth Thermidor, 1926); Chortov
most (1925; Eng. tr., The Devil’s Bridge, 1928);
Zagovor (1927; The Conspiracy); Svyataya
Yelena, malenki ostrov (1928; Eng. tr., Saint
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Helena, Little Island, 1924). Symbolical devices
link the Myslitel series to a trilogy centering
about the personal problems brought into be-
ing by the forces of the Russian Revolution and
the attempts of the émigrés to cope with life
abroad: Klyuch (1930; Eng. tr., The Key, 1931);
Begstvo (1932; The Flight); Peshchera (2 vols.,
1934-1936; The Cave). Some of the themes
and one of the characters are carried over
into Nachalo kontsa (1939; Eng. tr., The Fifth
Seal, 1943), an interpretation of the general
frustration and disillusionment that preceded
the Second World War. Aldanov’s interest in
individual characters and social movements
places him squarely in the great tradition of
the Russian novel, but he interprets that
tradition after his own manner, blending
pessimism with irony, realism with symbolical
interpretation. A kinship with the 18th century
is manifest in the “symbolical tales”: the exqui-
site Desyataya simfoniya (1931; The Tenth
Symphony, which brings to life Beethoven and
the Vienna of his time and presents the eternal
problem of human unhappiness and unful-
fillment, and Mogila voina (1940; Eng. tr., For
Thee the Best, 1945), a tale of the last years
of Byron, of Castlercagh and other statcsmen,
with the activities of a minor political spy fur-
nishing the neccssary links as well as a fresh
perspective. The historical novelist’s manner
reappears in his biographical sketches of
significant political personalitics—Sovremen-
niki (1928; Contemporaries), Portrety (1931:
Portraits); there, too, the narrative is leisurely
and the canvas large.

Sce: Charles Ledré, Trois Romanciers russes
(1935)-

P. A. P,

Aleixandre, Vicente (1900-, Spanish poet),
born in Seville of a rich family, spent his
childhood in Andalusia. Later he moved to
Madrid, where he has remained and where
for a time he halfhcartedly studied law. He
has ncver engaged in any kind of professional
activity.

Aleixandre is intensely a poet, who feels
the irrcpressible urge to write poetry—
though he is far from voluminous. Ambito
(1928) gives evidence of a very personal
quality which develops into bitter lyricism
with Espadas como labios (1932). He belongs
to the Spanish generation, rich in good poets,
which underwent the literary evolution fol-
lowing the First World War and which
learned the lofty poetic discipline and exact-
ing standards of the master, Juan Ramoén
Jiménez (q.v.). Aleixandre’s work is less widely
known than that of many of his contem-



poraries, although he yields to none of them
in lyrical fervor. His limited appeal is due
perhaps to the fact that Aleixandre repre-
sents, to a greater degree than the others, a
type of poctry which, evolving by means of
unusual poetic associations (probably quite
conscious with Aleixandre), affords the reader
fecw means of intcrpreting the poem by any
logical criteria. The proccss of penetrating to
the dolcful essence of this verse is difficult,
not because Aleixandre is rclated to or sym-
pathetic with any esoteric group of poets, but
because of his own attitude of caution and
circumspection which makes him delight in
clothing the dramatic and ultimate meanings
of his human grief in the poetically mys-
terious. All the verse of Aleixandre forms a
sort of mighty elegy within the bounds of
desperation; the poet himself is not a victim
of this desperation but stoically acceptant.
The only thing which balances his ardent ro-
manticism is this willingness to fuse himself,
to become one with the mystery and gricf of
the world—from the light of the star to the
palpitation of the insect. The opposition be-
tween liberation and servitude, between de-
sire and reality, between poctry and life, are
indeed felt romantically; here is a struggle to
the death which leaves man and the poet
without justification. Love and death are
basal themes in his poetry and these naturally
have been fused. The constant elegiacal char-
acter of his work and thc recurrence of
certain poctic mannerisms impart a sustained
and uniform tone to his poetry which may
even obscure for the not completely alert
reader the richness of the elements in this
poetic world.

Aleixandre’s dramatic organization of re
ality is perfectly expressed in his last book,
La destruccion o el amor (1953), which won
the National Prize for Literaturc in 1934. If
we make allowances for what is merely con-
temporaneous, certain qualities in this work
suggest the great Spanish romantics.

Sce: P. Salinas, Literatura espatiola siglo
XX (1941).

F. G. L.

Aleramo, Sibilla (pseud. of Rina Faccio, 1879-,
Italian novelist and poet), was born in the city
of Alessandria. Her father, a university pro-
fessor, was forced because of financial diffi-
culties to take a position as director of a chemi-
cal factory in a small town in southern Italy.
There she spent her adolescent years and at 16
married one of the factory workers. Nine years
later she broke the bonds of her loveless mar-
riage, deserting both husband and child for
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what she thought would be a freer and fuller
life.

Sibilla Aleramo’s work is for the most part
autobiographical. A gifted and very beautiful
woman, she writes with fervor of the vicissi-
tudes of her emotional life. Ier first novel,
Una Donna (1906; Eng. tr., 4 WWoman at Bay,
1908), was received with much enthusiasm and
had great success in Italy and in many other
European countries. It has been translated
into French, German, Spanish, Swedish,
Russian, Polish, and Dutch, as well as English.
In this revelation of her youthful life the
author touches on various social problems of
the time, but is most outstanding in her plea
for a forceful assertion of the dignity of
womanhood and for woman'’s right to an exist-
cnce as a free agent in the social order. This
theme is further developed in Il Passaggio
(1921), but with less success as the author puts
too great an emphasis on her own particular
frustrations. Her other prose works—Andan-
do e stando (1921), Trasfigurazione (1922), Il
Mio Primo Amore (1924), and Amo, dunque
sono (1927)—are confessions of her innumera-
ble amorous experiences and are saturated
throughout with her extreme cgocentricity and
undiluted sensualism.

Sibilla Aleramo’s endeavors in the field of
poetry, Momenti (1921) and Poesie (1929), are
all in frce verse. They are brief exultations
and lamentations too limited and circum-
scribed by her personal conceit and sensuality
to attain any substantial spiritual quality, ex-
cept in rare instances when, despondent and
weary, she pens verses about the delusion and
vanity of transient carnal pleasure. Endimione
(1928) is a poetic drama dealing with one of
her many adventures. It was presented at the
Thcatre de I'Buvre, Paris, in 1924, but had
only an ephemeral success. More recent works
are Gioie d’occasione (1930) and the drama
Francesca Diamante (not published), but her
first novel, Una Donna, is still considered hes
best product.

See: L. Russo, I Narratori (1923), pp. 140-
141; C. Pavolini, “Sibilla Aleramo,” Italia che
scrive, V111 (1925), 133-134; G. Ravegnani, [/
Contemporanei (1930), pp. 60--66.

M. T.R.

Alexis, Paul (1847-1901, French journalist,
playwright, and novelist), was born at Aix-en-
Provence, where he early formed the attach-
ment for Emile Zola (q.v.) which was to domi-
nate his entire life. After attracting attention
by passing off some poems of his own as works
of Charles Baudelaire (q.v.), he entered the
world of Parisian journalism and soon found
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himself in a position to render effective aid to
the naturalists, to the impressionistic painters,
and to Antoine’s (gq.v.) Théatre Libre. Alexis
laid the foundations of his literary reputation
with a short story, “Aprés la bataille,” pub-
lished in the famous Soirées de Médan (1880),
an adaptation in the naturalistic manner of
the Matron of Ephesus legend. His talent for
the short story is, however, better revealed in
“La Fin de Lucie Pellegrin” (1880), based on
an incident recounted by George Moore, and
in such collections as Le Collage (18838), Trente
Romans (1894), and La Comtesse (1897). His
novels, Madame Meuriot (1891) and Vallobra
(1go1), and his plays, most of which conform
to the naturalistic pattern, have as their
milieu the Parisian demi-monde which Alexis,
a confirmed noctambulist, knew perhaps better
than any man of his time. His devotion to
Emile Zola, to whom he later remained faith-
ful in the darkest days of the Dreyfus case,
is reflected in his Emile Zola; notes d’un ami
(1882). Always serious and sincere, Alexis
wrote without the irony of the other natural-
ists; his pictures of life, all based on the docu-
ment humain, are rendered in a dry, incisive
style which often recalls Stendhal. His famous
telegram to Jules Huret, “Naturalisme pas
mort!” typifies his life and career: he sincerely
believed that the movement led by Zola was to
be deathless, and today it may fairly be said of
him that he was the only true and constantly
faithful naturalist.

See: ]J. Huret, Enquéte sur [évolution
littéraire (1891); R. Dumesnil, La Publication
des Soirées de Médan (1933); L. Deffoux and
E. Zavie, Le Groupe de Médan, 2d ed. (n.d.).

R.J.N.

Alibert, Frangois Paul (1873-, French poet),
was born at Carcassonne, where he has passed
nearly all his life, keeping aloof from literary
fads and quarrels and pursuing his own way of
perfection. Beginning with L’Arbre qui saigne
(1907), he has gone on quietly year after year
producing distinguished poetry which has
never won great popularity but has met with
universal respect. His early work was written
in melodious free verse, but he soon turned
to the classical forms and attitudes that have
caused him to be compared to Ronsard,
Chénier, and, in more modern times, Moréas
(g9v.) and Régnier (q.v.). His poetry in the
main alternates between the ample elegiac
and the lapidary epigram and in both styles is
marked by nobility, majesty, and great techni-
cal mastery. Perhaps it is at its best in his work
during the early 20%s, Odes (1922), Eglogues

(1928), and Elégies romaines (1923). Here,
though the classical spirit certainly predomi-
nates, it is to a marked degree influenced by
symbolism, and the individual line comes very
near the density of Mallarmé (q.v.) without
falling into unintelligibility. The only re-
proach that can be, and has been, made con-
cerning Alibert’s verse is that it is cold, too
deliberatc and intellectual, without ecstatic
vision. Certainly it is austere and marked by a
purity of thought and expression that perhaps
will not attract a romantic spirit. Nor can it
be denied that for the most part it is lacking
in “high spots.” In his longer poems Alibert’s
tone is restrained and even, his effect coming
rather from the spacious execution of a noble
concept than from the brilliance of an indi-
vidual line or stanza. Historically, however,
his place seems certain as one of the major
figures between Moréas and Valéry (q.v.) in
the classical renaissance.

Sce: Yves-Gérard Le Dantec, “l.e Mouve-
ment poétique,” Revue des deux mondes,
November 15, 1937, pp. 450-453; René Lalou,
Histoire de la littérature frangaise contem-
poraine, enlarged ed., Vol. 11 (1940).

C.w, Jr.

Alomar, Gabriel (1873-1941, Spanish poect
and essayist), born in Palma de Mallorca in
the Balearic Islands, died in Cairo, where
he had remained after service as Spanish
minister to Egypt. A poet and essayist, he
preferred the Catalan language for his poetry
and Spanish for his prose. As a poet, al-
though one of the first and most enthusiastic
Spanish proponents of futurism, he repre-
sents nevertheless a moment of transition be-
tween a quasi-French Parnassianism and
modernism; his constant concern is the form
and style of his compositions. In his essays he
manifests an ideology akin to the critical and
renovating spirit of the Generation of ’98
(see Spanish litcrature). Aware of contem-
porary European currents, he exerted a great
influence in the intellectual circles of the
castern regions of the Spanish Mediterrancan
(Balearic Islands, Catalonia, Valencia), who
saw in Alomar the standard-bearer of a new
literary and political faith. Although the
majority of his essays are scattered in journals
and newspapers, some of them were collected
in a volume entitled Verba (1917). His book
of Catalan poetry is entitled La columna de
foc (ca. 1911).

See: J. Mascard, “Gabriel Alomar,” Bulletin
of Spanish Studies, XX (1943), 48-54.

E. G. L.



Alonso, Amado (1897-, Spanish philologue
and critic), was born in Navarre. He received
his training at the Centro de Estudios His-
toricos in Madrid under Menéndez Pidal and
Navarro Tomds (qq.v.). With the latter he
spccialized in phonetics and continued in this
science in Germany, where he was lecturer in
Spanish at Hamburg. In 1927 he went to
Buenos Aires as director of the Instituto de
Filologia of the University of Buenos Aires,
where he now resides permanently. His early
work on phonctics and linguistic gcography—
noteworthy is the emendation of Meyer-
Liibke’s La subagrupacion romdnica del
catalin (1926)—acquired ncw scope and origi-
nality in America as he confronted in their
totality, and in part answecred, the complex
problems poscd by the Spanish language on
this continent. Problemas de dialectologia
hispanoamericana (1930), El problema de la
lengua en América (1935), Castellano, espariol,
idioma nacional (1938; 2d ed., 1943), numer-
ous articles on specific questions, together
with the work of Alonso’s collaborators and
students in the Instituto de Filologia de
Buenos Aires and in the Revista de filologia
hispdnica, of which he is editor, are of funda-
mental importance, not only for the study of
language in America, but for the gencral
history of Spanish. In addition to his study
of linguistic history and geography he has
devoted himself to problems of style in
language, spoken as well as literary. He is the
leading exponent in the field of Spanish of
the ideas and methods of the new philology
and literary criticism which are, in the main,
the création of Karl Vossler. Among his
studies in style as a method of literary in-
terpretation, most important by reason of
their perfection and depth are his article
“Estructura de las sonatas de Valle-Inclin”
(in Verbum, Buenos Aires, 1928) and his
books Poesia y estilo de Pablo Neruda (1940)
and Ensayo sobre la novela histdrica: El
modernismo en “La gloria de don Ramiro”
de Enrique Larreta (1942). He has also pub-
lished, with Pedro Henriquez Ureiia, an ex-
cellent Gramdtica castellana (1938-1939; 2d
ed., 1940-1941).

See: K. Vossler, review of El problema de
la lengua en Amcérica in Boletin de la
Academia Argentina de Letras, 111 (Buenos
Aires, 1935), 366-3Gg; L. E. Soto, Critica y
estimacion (1938), pp. 65-80.

F. de O.

Alonso, Dimaso (1898-, Spanish philologist,
critic, and literary historian), born in Madrid,

ALTAMIRA Y CREVEA

has devoted his life to the study of Spanish
philology and literature. He was trained in
the Centro de Estudios Histéricos, where
later he was both a collaborator and a pro-
fessor. He has taught in various European
and North American universitics and colleges,
such as Berlin, Cambridge, Oxford, Stanford,
and Columbia, and is a professor at the Uni-
versity of Madrid.

In the field of literary history and criticism
he is to be considered as the most important
commentator and critic of all time of Go6n-
gora’s poetry. In 1935 was published La
lengua poética de Gongora, a masterly study
of that poct’s poctic system. Alrcady in 1927
he had produced his edition of the Soledades
of Gongora, with a modern prose version,
a model of illuminating precision. Numerous
articles on different aspccts of this writer’s
poetry and style have appeared in periodicals,
principally the Revista de filologia. His short
book, La pocsia de San Juan de la Cruz, was
published in 1943. In this work he gives a
historical, stylistic, and poetical interpreta-
tion of the best poems of the 16th-century
mystic. His critical work is outstanding for its
preparatory and documental solidity, for the
rigor and precision of method, and especially
for its fine taste and deep literary sensibility.

Ddimaso Alonso brought to criticism and
literary history the gifts of the delicate and
original writer revealed in his Poemas puros:
Poemillas de la ciudad (1921) and in verse pub-
lished in magazines. Certain vivid narratives
by Alonso have appeared in literary reviews
of a distinctly modernistic tendency. In these
the strangeness of theme and a quality of
vision combined with a style perfectly organ-
ized and of high expressive potentialities pro-
vide some of the very best pages of modern
Spanish prosc.

See: A. Valbuena Prat, La poesia espaiiola
contempordnea (1930), pp. 105-109.

p. S.

Altamira y Crevea, Rafael (1866-, Spanish
critic, historian, jurist, and political scientist),
was born in Alicante. He has had a long and
distinguished academic career, ecspecially at
the University of Madrid. He has been presi-
dent of the Ibero-American Institute of
Comparative Law and of other important
international organizations and in 1922 was
appointed a judge of the Permanent Court of
International Justice. He is recognized as one
of the most enlightened citizens of modern
Spain. He has faced the problems of his
country with a realistic approach coupled
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with a sense of national and international
civic responsibility. Altamira’s work is char-
acterized by a sane combination of theory
and practice in the fields of history and law
and in their multitudinous connections and
ramifications. At the university of Oviedo
he was instrumental in the establishment of
the Extension Universitaria Espaiiola, whose
main object was to bring the university to
the workers of the surrounding region. His
earliest work of importance is the Historia
de la propiedad comunal (1880; revised ed.,
1929-). The Psicologia del pueblo espatiol
(1902; 2d ed., 1918) is a notable contribution
to the study of the historical events and
factors which have made the Spanish pcople
what they are today. Altamira is best known
for his solid and trustworthy Historia de la
civilizacion espatiola (8§ vols., 1901-1906; 4th
ed., 4 vols.,, 1928). His historical method is
based on extreme caution in generalizations
and on an objectivity properly limited by the
use of documentary cvidence. He can be con-
sidered one of the foremost historians of the
first half of the 20th century for his contribu-
tions in the history of Spanish law, Spanish
colonial history, and the teaching of history.
His name is widely known and respected in
international circles, and his lectures have
taken him to universities in Europe, the
United States, and Latin America. Although
living in exile today in Mexico, he continues
his researches against all odds, and one of his
latest publications is the Técnica de inves-
tigacion del derecho indiano (Mcxico, 1939).

Sce: Anonymous, “Notas sobre la vida y
obras de Rafael Altamira y Crevea,” Hispania,
XTI (1928), 400-406; Havelock Ellis, The Soul
of Spain, 1931 ed., pp. 8§99-401.

F.S.y E.

Altenberg, Peter (pscud. of Richard Eng-
linder, 1859-1919, Austrian writer of prose
sketches), was born in Vienna and died there.
Widely known as a bizarre character frequent-
ing literary cafés, he was also revered as the
friend of frank and free souls in the lower
walks of life. In his published works and in his
famous table talk alike he was a restless
apostle of beauty and health and a brilliant
philosophical humorist who adored nature
and Kindness and nonchalantly unmasked the
despicable ““bourgeois.”

Having, in his own words, fervently loved
ladies both noble and very ignoble, loitered in
the woods, been a law student and a medical
student, but never having actually studied
either law or medicine, Altenberg published
at the age of g7 his first book, Wie ich es sehe

(18g6). “How 1 see it”—with the stress on see
—was to be the approach also in his other
writings, the it always being “life itself” (Vita
ipsa, 1918), filled with most “real” fairy tales
(Mdrchen des Lebens, 1908) and pictures,
beautiful and revealing (Bilderbogen des
kleinen Lebens, 190g). Altenberg wanted to
give “extracts of life, dehydrated and canned
in two or three pages.” Whether these extracts
be descriptive or narrative, monologue or
dialogue, sublime or abusive, his bohemian
existence is their background, explicit or
implied. His impressions are submerged in the
effort to disclose the values he cared for and to
win his readers over to his enthusiastic beliefs
—that physiological perfection is the basis of
moral, intcllectual, acsthetic perfection; that
mental genius in men has its counterpart in
acsthetic perfection in women; that radical
“faithfulness to one's self,” accompanied by
unsclfishness, is the highest good. These con-
victions pcrvade the witty and melancholic,
shocking and delicate aphorisms, idyls, prose
poems and manifestoes of Altenberg’s remain-
ing books: Was der Tag mir zutrdgt (19o1),
Prodromos (19o6), Neues Altes (1911), Sem-
mering 1912 (1913), Fechsung (1915), Nach-
fechsung (1916), Mein Lebensabend (1919),
Der Nachlass (posthumous, 1925). He attacks
all that seems hypocritical in a vapid civiliza-
tion. He praises, with equal enthusiasm, noble-
ness of mind and of body, finding these in
the socially humblest creature as well as in a
famous actress. Animals, children, adolescent
girls—creatures nearer to nature than the bor-
ing world of man—are the preferred objects
of his admiration.

Altenberg has a supreme talent for convey-
ing impressions and implications with a mini-
mum of visible cffort in concentrated prose or
in a revealing dialogue of a few lines. Out-
standing is his gift for making silent things
resonant and for muflling the loud ones. His
last books are full of bitterness and misan-
thropy. Alone in his sickroom, he turned his
power of observation on himself, reflecting
upon his passing life, describing the inter-
mittent approach of death—until a few days
before the end.

See: E. Friedell, Ecce Poeta (1912); A. Polgar,
Der Nachlass von Peter Altenberg (1925), pp.
149-154-

F. H. M.

Altolaguirre, Manuel (1904?-, Spanish poet),
was born in Milaga, Andalusia, where he
spent his childhood and part of his youth
and where, in 1926, he made a start in litera-
ture with his book Las islas invitadas y otros



poemas. With Emilio Prados (q.v.) he edited
the journal litoral, which constitutes an im-
portant part of the productive effort of the
so-called Southern Group. His Ejemplo ap-
peared in 1927 as a supplement to litoral.
Later he lived in Madrid, Paris, and London
without interrupting his poetic production
or losing his connections with the new gen-
eration headed by Garcia Lorca (q.v.). Before
founding litoral he had founded the journal
Ambos, and later he ecstablished two others,
Poesia and Héroe. These undertakings reveal
a great interest in typography, which he
made a fine art and which became the favor-
ite occupation of his life. In 1936 the military
movement caught him in Madrid. He col-
laborated with the government, followed it
on its odyssey, expressed poetically and with
great emotion the feclings of popular hero-
ism, and at the triumph of Franco emigrated
to Havana. There he has written many more
works and founded the printing establish-
ment “La Verdnica.”

He has also cultivated lyrical biography
(Garcilaso, 1932), criticism, the drama, the
essay, and has lectured extensively. According
to his own declaration his poetry “reveals as
a principal influence that of Juan Ramén
Jiménez [q.v.], has been receptive to but not
overwhelmed by that of Gongora, and feels
itself to be a younger brother to that of
Salinas [q.v.]. Moreover, Aleixandre and Cer-
nuda [qq.v.] directly influenced his literary
and personal formation.” As with all of his
group, in Altolaguirre the traditionally Span-
ish elements are combined with all the in-
dependence of his own generation. There is
to be found in him, also, a gentle and tender
sensibility, a childlike uneasiness in the
presence of an immense unnamed grief which
result in pages deep and exquisite such as
those dedicated to his dead mother.

See: Gerardo Diego, Poesia espaiiola
(Antologia) (1934), pp- 536-552, 589; Laurel:
Antologia de la poesia moderna en lengua
espafiola (1941), pp. 1026-1048, 1133.

A L

Alvarez Quintero, Serafin (1871-1938) and
Joaquin (1873-1944; Spanish dramatists), were
born in Utrera, south of Seville, and were
Andalusian to the marrow of their bones,
not only in the scenes of most of their plays,
but also in their sunshiny humor, their zest
for life, and their great fecundity. In the
devclopment of the short play, the sainete,
they are definitely in the tradition of the
16th-century Lope de Rueda (pasos or curtain
raisers), of Cervantes and Quifiones de

ALVAREZ QUINTERO

Benavente (entremeses or interludes), and of
the 18th-century Ramoén de la Cruz (sainetes).
They continue the romantic tradition of in-
sistence on local color, of the costumbristas
of the 19th century such as Mesonero
Romanos and Estébanez Calderén. The Anda-
lusianism of these attractive brothers can be
somewhat more exactly defined by negatives:
the alluring region of their birth is not the
land of Carmen, not the country of blood,
passion, and tragedy described by the poet
Garcfa Lorca (q.v.), not the home of tired
descendants of superrefined Arabs with over-
delicate sensibilitics, and not merely the land
of guitars, castanets, gypsy dances, and bull-
fights. Least of all, to the Quinteros, is it a
region beset with dreadful and still unsolved
economic, social, and political difficulties, of
latifundia and oppressed peasantry. Andalusia
is all of those things, but Andalusians are
also as the Quinteros present them, a gay—
or sad—sentimental folk, with a usually
satisfactory adjustment of individual to
milieu, a truly splendid sense of humor. Not
all Andalusian servants are as amusing as
they appear in these plays, and not all Anda-
lusia is quite so picturesquely charming, but
spectators are not inclined to protest at artis-
tic heightening of scene or character when
the essence is true and valid. Nor do they
much mind, either, if the $uperficial is exalted
into the realm of dramatic art.

The Quinteros began in their teens to
write plays, which were acted in the patio of
their own house. They were still in their
teens when their farce called Esgrima y amor
was acted in the Teatro Cervantes in Seville
in 1839g. In that year they went to Madrid,
where for some time before they became suc-
cessful they struggled to support themselves
with small positions in the Treasury (Ha-
cienda) Department. El ojito derecho and La
reja (both 1897), one-act pieces, attracted
favorable attention. The musical comedy
(zarzuela) La buena sombra (1898) made them
well known. By 1900 they declared they had
51 plays in manuscript, and for a long time
they produced five or six a year. Los galeotes
(1900) is one of their more serious plays.
Based on the episode of the galley slaves in
Don Quixote (Part I, Ch. XXII), it is a study
of ingratitude, with the scene laid in a second-
hand bookshop in Madrid. The characters are
superior to the plot. El patio (1goo) and Las
flores (1go1) are among the authors’ most
successful Andalusian genre pictures. The ac-
tion is slight, the portrayal of types and back-
ground masterly. The patio and the flowers
acquire real personality of their own. Pepita
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Reyes (1903) studies a woman who is torn by
the lure of the stage and her love for home.
The conflict is left unsolved. El amor que
pasa (1904; Eng. tr., Love Passes By, in Four
Comedies, 1932) shows the scnsitive longings
of a romantic woman in a provincial town.
Masiana de sol (1905; Eng. tr., A Bright Morn-
ing, 1916) is a delightful curtain raiser (paso
de comedia) based on a dolora of Campoamor
(gv.). It has been translated into several
languages. In El genio alegre (19o6) an austere
household is transformed by the young
laughter of the pretty Andalusian heroine.
Las de Cain (19o8) recounts merrily how Pro-
fessor Cain manages to marry off his five
daughters. In its counterpart, Las de Abel
(1926), which is a better play, marriage is not
achieved. Doria Clarines (19og; Eng. tr. in
Four Comedies, 1932) is a scrious character
study of a blunt and slightly acidulous
woman, with a passion for truth and straight-
forwardness. Based on Bécquer (q.v.), La rima
eterna (1910) is delicate and poetic. Malvaloca
(1912; Eng. tr.,, 1916), dedicated to the great
scholar Menéndez y Pelayo (q.v.) and awarded
a prize by the Spanish Academy, is one of
the authors’ most serious and most famous
plays. It portrays the redemption, by a serious
Asturian, of the apparently gay and light-
hearted Andalusian Malvaloca, whose “life
has been a long novel.” The sentimental note
is highly emphasized. Puebla de las mujeres
(1912; Eng. tr.,, The Women Have Their
Way, in Four Plays, 1927), admirably con-
structed, is all Andalusian gayety and
laughter. Don Juan, buena persona (1918)
presents a new and highly amusing kind of
Don Juan, a most kindhearted fellow whose
former inamoratas kcep coming to him with
all their problems, so that he is, as he says,
“the slave of his female slaves.” He finally
marries an excellent woman named Amalia.
La prisa (1921) contrasts modern haste with
sweet Andalusian Icisure. If the Quinteros
added no new note in subsequent plays,
such as Lo que hablan las mujeres (1932),
El susto (1933), and La inglesa sevillana
(1935), they at least showed that their
humor did not diminish with age.

Sce: Helen and Harley Granville-Barker,
introductions to S. and J. Alvarez Quintero,
Four Plays (1927) and Four Comedies (1932);
A. F. G. Bell, Contemporary Spanish Litera-
ture, revised ed. (1933), pp. 180-184.

N. B. A,

Alvaro, Corrado (188g-, Italian novelist), was
born in Calabria. He has had what might be

called a typical literary career, having been an
editor of the Resto del Carlino and the Cor-
riere della sera. His first book of importance,
L'Uomo nel labirinto (1922), reveals some in-
fluence of Bontempelli (q.v.) as well as the
author’s own predilection for psychological
study. Without abandoning his interest in the
inner soul of man, he turned to a definite and
meticulously portrayed background for two of
his later—and still most highly regarded—
works, La Signora dell’isola and Gente in
Aspromonte. Both of these volumes appeared
in 1930, and the setting was the author’s
native Calabria. In Gente in Aspromonte
particularly, the nature of the background,
the type of character presented, and the
quality of tenseness and concision seemed to
indicate that Alvaro could be classified as the
Verga (q.v.) of his generation, and at this time
Italian critics were inclined to place Alvaro in
the group—for it is hardly a school—repre-
sented by Deledda and Tozzi (qq.v.) For this
group Pancrazi uses the phrase “lyric regional-
ism.” Actually however it would seem that
there remains in Alvaro, in spite of the natural
emotion which is apparent when he treats of
his native land, more of the purely intellectual
interest in the psychology of the individual
than is found in either of the other two
writers mentioned. Gente in Aspromonte was
such a competent piece of work and the author
was so obviously familiar with his background
that it was easy to lose sight of his primary
interest. With L’Uomo é forte (1938) he re-
turned to the vein that inspired L’'Uomo nel
labirinto. For this is a novel which is entirely
of the soul. The locale of the action is not
even specified; at the time of publication it
was politely assumed to be Russia, but it
would not have been hard to imagine another
setting. The novel is a study, made with pene-
tration and sympathy, of the mind of man
under totalitarian dictatorship. Its defect is an
inevitable by-product of the subject: a certain
lack of realism in the characters. But within
its limits L’Uomo ¢ forte is a fine work and
one of the few Italian novels of recent years
that will bear rereading. One who can write
two such books as Gente in Aspromonte and
L’Uomo é forte is a man of rare talent—and
promise, for an encouraging thing about
Alvaro is his steady growth and development.
It is not unlikely that, barring accident, he
will be one of the two or three really note-
worthy novelists of his generation.

See: Pietro Pancrazi, Scrittori italiani del
novecento (1934), pp. 186-191.

T. G. B.



Alverdes, Paul (1897-, German poet, story
writer, and essayist), was born in Strassburg,
where his father, a Prussian officer, was
stationed. At 17 he voluntecred for service in
the First World War, the course and end of
which aroused him to an awareness of all the
serious problems of individual and national
existence. His earliest imperfect efforts in
verse and prose, which give expression to his
rejection of the literary and political trends of
the early 1920’s and to his aspirations for the
immediate future, found an eager acceptance
among the German youth (Die Nordlichen,
1922; Kilian, 1922; Die Flucht, 1923; Die
feindlichen Briider, 1928). But with the ap-
pearance of the story Die Pfeiferstube (1929;
Eng. tr., The Whistlers’ Room, 1930) and the
volume of stories Reinhold oder die Ver-
wandelten (1931; Eng. tr., Changed Men, 1933)
Alverdes won his place among the younger
members of the group of leading figures
in contemporary German literature which
gathered annually for a week as the guests of
Hans Grimm (q.v.) at Lippoldsberg. For Die
Pfeiferstube he drew upon his own experience
to depict three Germans and one Englishman
‘all suffering from severe wounds in the larynx,
and he writes a touching memorial to the
comradeship of those men whose speech was
possible only by means of metal tubes—
“whistles”—in their throats. Reinhold oder
die Verwandelten shows the war itself and the
changes it wrought in those who went through
it with their whole devotion, as Alverdes him-
self had done. Between the early works and
these two volumes fall the Deutsches Anek-
dotenbuch (1927), which he edited together
with Hermann Rinn, and translations from
Irench and English including Cooper's The
Deerslayer. Subsequently he wrote two en-
chanting bedtime stories for his children, Das
Mdinnlein Mittentzwes (1937) and Das Schlaf-
tirlein (1938), and a number of dramatiza-
tions, imaginary conversations, and radio
plays, including Gesprich diber Goethes
Harzreise im Winter (1938).

In 1934 Alverdes together with Karl Benno
von Mechow (gq.v.) founded the monthly maga-
zine Das Innere Reich. Since then Alverdes’s
interests have centered in this journal, for the
editing of which his university training and
literary gifts and experience admirably fitted
him. Within its covers he has introduced to his
German readers many contemporary writers
of France and Italy, England and other
countries, recounting his visits among them
and their visits to Munich as his guests; here,
too, he has published his own recent works

AMEBRUS

and his numerous and excellent book reviews.

See Herbert Saekel, “Paul Alverdes” (with

biography and bibliography), Die schone

Literatur, XXVII (1926), 145-150; H. G.

Gopfert, “Paul Alverdes” (with bibliography),
Die neue Literatur, XXXVII (1936), 503~-518.
J.F.G.

Ambrus, Zoltin (1861-1933, Hungarian novel-
ist, short-story writer, and critic), was born in
Debrecen and died in Budapest. He studied
law, then went to Paris. There he learned
about French standards of literature, for
which he had a natural aptitude, and when
he returned to his native country, his critical
and creative activities showed a spirit willingly
influenced by French taste and clarity. His
novels, short stories, critical essays on French
writers, and theatrical criticisms displayed
acsthetic maturity. Though he was a solitary
figure in modern Hungarian literature—he
never had a large reading public—his literary
significance was never questioned. He received
many literary prizes and was a member of the
two leading literary societies of Hungary, the
Petéfi Tdrsasdg (Pet6fi Society) and the
Kisfaludy Tdrsasdg (Kisfaludy Society). His
collected works appeared in 20 volumes. From
1916 until 1922 he was the director of the
Hungarian National Theatre. As the trans-
lator of good French novels and stories he
helped to popularize French taste in the
Hungarian world. What Georg Brandes (q.v.)
as a critic and historian of modern European
literature set out to do for the propagation
of literature in general Ambrus did for French
literature in Hungary. His own art was not
faultless, but his realism and his irony seem
convincing even today, notwithstanding the
fact that much of his art has very little in
common with European and Hungarian prob-
lems that grew out of the First World War.
Ambrus was an echo of the French fin de
siecle, of Flaubert, Maupassant, Anatole
France (qq.v.).

Ambrus was one of the first Hungarian
writers who tried to formulate literary views
in which bon sens was the professed principle.
His reasonableness seemed strange in an en-
vironment in which successful authors in-
dulged in sentimentalism. His analytical keen-
ness overlooked nothing that was provocative
from an ironic point of view. Girofle és Girofia
(1901; Girofle and Girofla), Berzsenyi bdrd és
csalddja (1906; Baron Berzsenyi and His
Family), Midas kirdly (1906; King Midas), 4
tiirelmes Grizeldisz (19o7; The Patient Gri-
selda), Torpék és dridsok (1908; Midgets and
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Giants), and his other short stories and novels
were means through which Ambrus discovered
the frailties and fallacies of a world in which
the reader did not move, or if he did was apt
to observe much less than the author observed.
The critical works of Ambrus—Régi és uj
szinmiivek (1914; Old and New Plays), Szinhdzi
esték (1914; Theatre Nights), Vezeté elmék
(1914; Leading Spirits), Kolték és irdk (1924;
Poets and Writers)—show sharp intelligence
and a critical power to translate into lucid
sentences the understanding of characters,
ideas, and motives expressed and portrayed in
Hungarian and foreign creative works. Several
of his novels and stories have appeared in
French and German translations.
See: F. Szinnyei, Ambrus Zoltdn (1918).
J. R.

Amiel, Denys (1884-, French dramatist), was
born in Villegailhenc, Aude. For many years
he was secretary to the playwright Henry
Bataille (q.v.) and later wrote a critical biogra-
phy of him. The First World War interrupted
Amiel’s literary carcer. Shortly after the war
was ovcer, in collaboration with his friend
André Obey he wrote his first successful play,
La Souriante Mme Obey (Nouveau Théitre,
1921). The subject of this play may not scem
very original, but Amiel handles with penetra-
tion the psychological study of the husband, a
crude, inconsiderate individual, and of the
wife, a sensitive, cultured woman. Like Emma
Bovary (see Flaubert), the wife is bored with
her existence in a small provincial town, with
a husband who does not understand her. The
unexpected turn which the authors give to the
relations between the husband and wife is
evidence of their dramatic skill. The play was
produced in New York with the title The
Wife with the Smile (Garrick Theatre, 1921).

Amiel belongs to the group of writers which
is often called the school of the unexpressed,
or the school of silence. Amiel says that the
most insignificant moments in life are perhaps
the most pregnant with interior drama. One
often sees people chatting peacefully, with the
gestures of polite and sociable people; yet in
their hearts may be stirring the most violent
passions of the *“ancestral beast.” The writer
must know how to exploit the dramatic value
of the unexpressed. Le Voyageur, written in
1912 and produced in 1922, is an application
of this theory. It is not in what the characters
say, but in what they leave unsaid that lies the
drama of their lives. La Carcasse (Comédie
Francaise, 1926), also written in collaboration
with Obey, Décalage (Théatre Saint-Georges,
1931), L’Age du fer (Comédie Franqaise, 1932),

Ma Liberté (Théitre Saint-Georges, 1936), and
some of his later plays treat such questions as
the intellectual and sentimental problems of
the young girl of today, the machine age, and
the amorous difficulties of man. A strange
play, Trois et une (1932; Eng. tr., Three and
One, 1933), had more than 70 performances in
New York. Amiel is a keen analyst of the
human heart and a keen critic of contempo-
rary society. He is also a clever technician.

Sce: L. Delpit, Paris—Thédtre contemnpo-
rain, 1 (1925), 104-106, IT (1938), 43-45, 56-59;
B. Brisson, Au hasard des soirées (1935), pp.
193-199; M. E. Coindreau, La Farce est jouée
(1942).

H. H.

Amiel, Henri Frédéric (1821-1881, Swiss poet
and critic), was born in Geneva of a French
family which had been driven there by the
revocation of the Edict of Nantes. His mother
and his father, a prosperous businessman, died
while he was still a boy; he was taken into the
family of an uncle, educated in Geneva and
Berlin, where he acquired a fondness for
German literature and philosophy which he
never lost, and provided with the mecans for
extensive European travel. In 1849 he became
professor of aesthetics at the Academy of
Geneva, in 1854 professor of philosophy; his
life was henceforth connected with this insti-
tution, which he watched develop into a uni-
versity. Outwardly his life was a placid and
mcediocre one, hardly marked even by literary
activity. Various critical articles, since col-
lected by Bernard Bouvier in Essais critiques
par Henri-Frédéric Amiel (1932; included is
an essay, J. J. Rousseau, which had been trans-
lated into English by Van Wyck Brooks, 1922),
and a few small volumes of poetry, notably
Grains de mil (1854) and Les Etrangéres
(1876), translations, chiefly from the English
and the German, were his only known pro-
ductions, until after his death there appcared
Fragments d'un journal intime (2 vols., 1884;
Eng. tr., The Private Journal of Henri Frédéric
Amiel, enlarged ed., 1935). These are selections
from an enormous mass of material (173 note-
books comprising about 16,900 pages) made
with the help of Edmond Scherer (gq.v.) by a
friend, Fanny Mercier, to whom Amiel had be-
queathed these diaries. The effect of this reve-
lation was immediate. Amiel was everywhere
hailed as one of the great observers, analysts,
and depicters of the human heart; and the
personality which he studied with such absorp-
tion for some g5 years has lost little of its
attraction with the passing of time.

The secret of Amiel’s life is perhaps yet to



be discovered; but at least a tentative analysis
is possible. Gifted with both a keen analytic
mind and a sympathetic, perceptive nature,
undoubtedly poetic in his temperament, he
suffered from a lifelong inability to bring any
solid, definite work to completion. A strange
timidity, an apparent intellectual indolence
which delicate health perhaps partly accounts
for, an almost neurotic inability to do the
necessary act, these were drawbacks which he
never overcame. Longing for the absolute, he
had a distaste for the partial and immediate;
fascinated by perfection, he hesitated to take
the first step towards it. His reading was re-
markable in variety and extent—but only be-
cause it was the result of the free and ca-
pricious wandering of his desire; as soon as
a book had to be read for some good reason,
the task became almost impossible. The same
was true of his poetry: vers de société he could
produce in profusion, anything else only with
enormous cffort. The marks of such effort are
apparent in his criticism as well; the free and
easy outpouring of the Journal on books read
from day to day disappears, and in its place
there is a still, labored, almost colorless at-
tempt at complete thoroughness, a criticism,
as Scherer remarks, which circles the subject,
pursues it into all its relationships and rami-
fications, and catalogues it completely, with-
out ever really entering into it. Through most
of his life, as the Journal amply witnesses,
Amiel meditated great projects, searched for
the field in which his unusual genius could
find its fullest expression. Very early he de-
veloped a beautifully sensitive intellect; for go
years his mind remained, like a delicate and
perfect piece of apparatus, ready for some rare
task; but the will to choose or accomplish was
lacking. In part, the keeping of the Journal
may account for this weakness. Begun at first
as a mental and moral discipline, a statement
of goals to aim at and a record of success or
failure, it became as the years passed perhaps
an indulgence, a means of evasion. Here
Amiel’s tircless mental curiosity could have
full play; here his passion for describing,
analyzing, and judging himself could com-
pensate for lack of will. Perhaps greater sym-
pathy and encouragement of the right sort
from his contemporaries would have made a
difference. Amiel had friends in plenty, chiefly
feminine, but they were above all admirers,
and the incentive to activity which close ac-
quaintance with such a man as Scherer might
have provided was always denied him. He him-
self, with some exaggeration no doubt, traced
the roots of his pliancy to a childhood fear of
his domineering father. His isolation, too,
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from the best society of Geneva because of his
supposed democratic tendencies undoubtedly
helped to turn him in upon himself. But
eventually in an attempt to explain, one must
return, as he did in the Journal, time and
again, to an inherent weakness of his own
nature.

Nevertheless, it is to that weakness that we
owe the Journal, his one work of lasting value.
Its audience will probably never be wide, but
there seems no doubt that it will attract
steadily year by year a few thoughtful spirits
who will delight in its delicate tints, its psycho-
logical nuances. It is certainly not of the high-
est sort of literature; even among records of
spiritual experience it is perhaps not in the
first rank. The side of Amiel that for want of a
better term one must call feminine is far too
predominant; his taste for the pretty and the
sentimental exhibits itself in its fullness all
too often. He edifies rather than exalts; he is a
moralist rather than a mystic, as a comparison
of the Journal with the Pensées of Pascal will
make amply clear. Yet there are few who can
read Amiel without being moved to reflection,
few who after reading him cannot see with a
new clearness some part of their own charac-
ters. The attacks of Bourget and Brunetiére
(99.v.) have done little to shake the Journal’s
reputation; onc may feel pity, or worse, for the
man it reveals; but it still remains the most
complete and detailed revelation of a person-
ality to be found in any literature.

See: Paul Bourget, Nouveaux Essais de
psychologie contemporaine (1885); Edmond
Scherer, Etudes sur la littérature contempo-
raine, Vol. VIII (1885); Berthe Vachier, Vie
d’Amiel (1885); Bernard Bouvier, introduc-
tions to Journal intime d’Henri-Frédéric Amiel
(3 vols., 1923), Essais critiques par Henri-
Frédéric Amiel (1932), and La Jeunesse
d’Henri-Frédéric Amiel (1935); Albert Thi-
baudet, Intérieurs (1924).

C. W, ]Jr.

Amorés, Juan Bautista, see Lanza, Silverio.

Andersen, Trygve (1866-1920, Norwegian
novelist), was born in the castern part of the
country. His father belonged to the official
class, his mother had inherited farmer's tra-
ditions, and the son united in himself the
two cultural and literary currents whose
interplay and sometimes conflict have meant
so much to modern Norwegian development.
At the University of Christiania he received
a good philological and historical education,
and he became a fastidious stylist, adapting,
with fine taste, words and expressions of the
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vernacular for the traditional literary lan-
guage. From about 1890 he was the virtual
lcader of the neo-romantic group, and his
stylistic ideals of conciseness and lucidity in-
fluenced many young authors. His own first
work, the historical novel I cancelliraadens
dage (1897; In the Days of the Titled Judge),
was a profound study of a milieu and a
psychology, picturing the conflicts of Nor-
wegian society at the end of Danish domina-
tion. His second novel, Mot kveld (1g9oo; To-
wards Night), is filled with apprehensions of
death and forcbodings of mental and general
collapse. Both novels, each in its particular
character, were succeeded by a number of
short stories, evidently influenced by Edgar
Allan Poe, which proved him the master of
this branch of literature in Norway. They are
brought together in his Samlede fortallinger
(3 vols., 1916; Collected Stories).
H. K.

Andersson, Dan (1888-1920, Swedish poet,
short-story writer, and novelist), is the great-
cst poet and one of the most gifted writers of
prose fiction among modern Swedish prole-
tarian authors. His life was short and tragic,
extreme poverty dogging his every step from
childhood to the grave. Born in an isolated
district of Dalecarlia, son of a poor folk school
teacher, he spent, at the age of 14, some cight
months visiting relatives in America. Upon his
return to Sweden he became a forest laborer
and charcoal burner, at which occupations,
except for a short period at Brunnsvik Folk
High School, he spent the remainder of his
life. His literary work was reasonably prolific,
considering the vicissitudes of his life. The
best of his poetry was published in two
volumes, Kolvaktarens visor (1915; The Char-
coal Burner’s Songs) and Svarta ballader (1917;
Black Ballads). A collection of short stories,
Kolarhistorier (1914; Charcoal Burner’s Tales),
and two novels, De tre hemldsa (1918; Three
Homeless Oncs) and David Ramms arv (1919;
David Ramm’s Heritage), constitute the best
of his prose. A sclection from his poetry has
been translated into English by Caroline
Schleef under the title Charcoal-Burner’s
Ballad & Other Poems (1948). Andersson’s
poetry was strongly influenced on its formal
side by Kipling and Service and perhaps to a
lesser extent by his countrymen Fréding (q.v.)
and Karlfeldt (q.v.), while his prose in both its
spirit and its form owes much to Dostoevski
(9v.) and the Hamsun (q.v.) of Hunger and
Mysteries. Though his work everywhere re-
veals a strong sense of solidarity with the

lower working classes, he does not directly
attack the existing economic and social order
and scarcely seems conscious of any sharp class
conflicts. His heavy, brooding temperament is
concerned primarily with religious and meta-
physical problems, though he was never able
to resolve the somber disharmonies of the life
that was the object of his brooding. He ap-
proaches these problems with a fierce primi-
tive intensity, and whatever stray flashes of
light he finds in the awesome gloom of human
existence become a part of the primitive-
wilderness mysticism which is essential with
him. “His view of life,” writes a recent Swed-
ish critic, “is a grim fatalism, and his whole
work is a fragmentary theodicy, occasionally
lighted by flashes from his innermost
soul . ..” His poetry is marked by rich,
buoyant rhythms, on occasion softened and
subdued, and by a bold, sharp, achingly haunt-
ing figurative language eminently appropriate
to his somber, restless, ceasclessly searching
poetic temperament.

See: Torsten Fogelqvist, introductory essay
in Andcrsson, Samlade skrifter, 1 (1934), viii-
Ixxvi; E. Kihlman, “Dan Andersson,” in
Nordiska profiler (1935), pp. 69-88; Waldemar
Bernhard, En bok om Dan Andersson (1941);
Anne-Maric Odstedt, Dan Andersson: en

levnadsteckning (1941).
A. G.

Andrenio, see Gomez de Baquero, Eduardo.

Andreyev, Leonid (1871-1919, Russian short-
story writer, novelist, and playwright), was
born in Orel, studied at the universities of
St. Petersburg and Moscow, and graduated
from the latter as a lawyer. Having lost the
only case he pleaded, he turned to writing,
first as a court reporter and subsequently as
an author of short stories. His first story,
“Bargamot i Garaska” (Eng. tr., “Bargamot
and Garaska,” in The Little Angel and Other
Stories, 1916, which also contains translations
of many of the stories mentioned later), ap-
peared in a daily Moscow paper in 1898 and
drew the attention of young Maxim Gorky
(g.v.) with its skeptical overtone. Under the
influence of Gorky and with his help,
Andreyev rapidly acquired fame and success.
His reputation as a confirmed doubter was
belied during the First World War, when he
vehemently championed the Allied cause and
bitterly opposed the Bolshevik Revolution.
He died in exile, in a small Finnish village,
heartbroken and completely disenchanted.
The vogue of Andreyev was due to the fact



that he spoke for the average intellectual at
the turn of the century, with his doubts and
his bewilderment, characteristic of the twi-
light of a civilization. Andreyev discussed
practically every philosophical, ethical, and
social problem of the time, rarely attempting
a solution. Even as a court reporter he
showed less interest in the verdict than in the
presentation of the case itself, from all angles
imaginable. A perpetual questioner, Andreyev
has prodded the modern man’s conscience
and consciousness. In story and play he brings
to light overt and hidden ailments and
follies in their universal aspect, to set us
wondering and asking the unanswerable why
and wherefore of life and of human exist-
ence.

In his early realistic stories Andreyev de-
picted helpless individuals tormented by fear
of life and death (“U okna,” 1899, At the
Window; “V podvale,” 1901, In the Base-
ment), by lonecliness and inability to bridge
the chasm between fellow men (“Molchaniye,”
1900, Silence; “Lozh,” 1goo, The Lie; *“V
tumane,” 19o2, In the Fog), by a sense of
inferiority (“Rasskaz o Sergeye Petroviche,”
1900, The Story of Sergei Petrovich), and by a
craving after illusion and the inevitable dis-
illusionment (“Angelochek,” 1899, The Little
Angel; “Stena,” 1901, The Wall). At this time
(1899-1902) he wrote in the traditional style
of Russian realism, with a touch of Chekhov’s
(gv.) impressionism. Gradually Andreyev’s
tone assumed a higher pitch, as he broadened
his scope and dcepened his probings. The
style of “Zhizn Vasiliya Fiveiskovo” (1903;
Eng. tr., “Life of Father Vassily,” in When
the King Loses His Head and Other Stories,
1920) was ncrvous and gaudy, echoing its
Dostoevskian theme of faith versus reason. A
similar crescendo could be noticed in “Mysl”
(1902, Thought; Eng. tr., 4 Dilemma, 1910),
a study of reason turned traitor to its master,
who becomes its slave. Andreyev began to
attack problems not on any individual and
local scale, but in application to humanity
and the world—of necessity varying his real-
ism with symbolism and allegory. Thus his
“Krasny smckh” (1904; Eng. tr., The Red
Laugh, 19035) transcended the Russo-Japanese
War, its immediate inspiration, and became
an arraignment of war in general, with the
“red laugh” as a symbol of war’s madness and
horror. “Tak bylo” (1906, Thus It Was; Eng.
tr., “When the King Loses His Head"),
though suggested by the revolutionary events
in Russia, was a disparaging treatment of the
French Revolution and of all revolutions that
fail to go beyond the fagade and leave man's
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inner slavery intact. Echoes of the Russian
Revolution of 1905 could be felt in such plays
as K zvezdam (1906; Eng. tr., To the Stars,
190%7) and Savva (1906; Eng. tr., 1914), but the
implications again went beyond time and
place, touching on such questions as de-
structive anarchism and the conflict between
man’s response to the direct demands of the
earth, the valley of tears, and the scientist’s
detached attitude sub specie aeternitatis. In
Zhizn cheloveka (1907; Eng. tr., The Life of
Man, 1914), a morality play, in which
naturalistic passages jostle with vague symbols
and obvious allegories, Andreyev attempted
an epitome of the folly and futility of man’s
life, largely in Schopenhauer’s vein. The play
Tsar Golod (1907; Eng. tr., King Hunger,
1911) dissccted modern society, from the
upper classcs down to the outcasts, and ex-
posed its moribundity, not sparing even the
working class, which was in the eyes of the
intelligensia surrounded in those ycars by a
halo. The hopelessness of Andreyev’s outlook
on individual and collective man was illus-
tratcd by most of his later stories and plays,
culminating in his last novel, of which he lecft
only a rough draft, Dnevnik Satany (1921;
Eng. tr., Satan’s Diary, 1920).

A student of Schopenhauer, Andreyev at
times passionately sought to rise above de-
spair by invoking the vision of the heroischer
Lebenslauf of the hero or the saint. He rose
to the peak of his talent in the noble de-
lineation of selfless revolutionists in “Rasskaz
o semi poveshennykh” (1908; Eng. tr., The
Seven Who Were Hanged, 1909) and in the
Christlike image of David Leiser in the play
Anatema (1909; Eng. tr., Anathema, 1910). A
heartening note may be discerned in the
tragedy Chyornyia maski (1908; Eng. tr., The
Black Maskers, in Plays, 1915), which ends in
the self-immolation of Duke l.orenzo as a
triumph of the will to truth. Fugitive though
these flashes were, they reappeared persistently
on the black horizon of Andreyev's outlook.
His last play, Samson v okovakh (written in
1914, posthumously published in Sovrcmen-
nyia zapiski, Vol. XXIV, 1925; Eng. tr. from
the original manuscript, Samson in Chains,
1923), sounds a buoyant note—for Andreyev.
The blind Samson rises above carnality and
pettiness, and in destroying himself he also
brings down the pillars of reigning mediocrity,
the temple of Philistia.

See: D. Mecrezhkovski, “V obezyannykh
lapakh,” in Sobraniye sochineni, XII (1g911),
197-242; A. Kaun, Leonid Andreyev; a
Critical Study (1924).

A. K.



ANDRIAN-WERBURG

Andrian-Werburg, Leopold, Freiherr zu
(1875-, Austrian poet), born in Vienna, came
from a family whose lineage goes back to the
12th century. His maternal grandfather was
the composer Giacomo Meyerbeer. A diplo-
matic carcer led him to Athens, Rio de
Janeiro, and St. Petersburg, and during the
First World War he represented the Austrian
emperor at Warsaw. He had early seen the
Hapsburg monarchy threatened by national-
istic and anti-Catholic forces. In July, 1018, he
became the Generalintendant of the Imperial
Theatres of Vienna. After the breakdown of
old Austria, he retired. He then lived mainly
in Austria and in Nice and, in recent years, in
Brazil.

His poems were first published in the
Blatter fiir die Kunst, although his ties with
its founder, Stefan George (q.v.), were any-
thing but close. George never ceased to admire
the poems of Andrian’s youth for being what
they are, an essence of their period (the go’s),
and for thus transcending the period. The
same can be said of his short prose treatise,
Der Garten der Erkenntnis (1895), the inner
story of a youth, of a haughty and lonely soul
—a story impregnated with a very strong feel-
ing for atmosphere, for the promises and
threats of life, in a way a Werther of its time.
[t has to be compared and contrasted with
Hugo von Hofmannsthal’s (q.v.) Mdrchen der
672. Nacht or with the youthful treatises of
André Gide (q.v.). These writings were re-
edited in 1919 as Das Fest der Jugend: Des
Gartens der Erkenntnis erster Teil und die
Jugendgedichte.

Among Andrian’s few essays, the most nota
ble deals with the rebirth of Poland, “Das
erniedrigte und das erhohte Polen” (in

Osterreichische Rundschau, 1921). Here it is .

the diplomat and the historian who speaks. In
two substantial and significant books of
Andrian’s mature age the point of view is that
of the Catholic, the philosopher, the Austrian.
The first, Die Stindeordnung des Alls (1930),
is, as the subtitle has it, “rationales Weltbild
eines katholischen Dichters”; the second,
Osterreich im Prisma der 1dee (1937), a philo-
sophical dialogue, attempts to establish the
existence of an independent Austrian nation.
Another work, “De Anima,” which may
strongly show the author’s introspective power
as a moraliste in the French sense, is as yet
unpublished. A booklet on Hofmannsthal, one
of his close lifelong friends, was ready for
publication when Hitler entered Austria.
See: H. Bahr, Renaissance (1897), pp. 41-45;
Albert Verwey, Proza, 111 (1921), 173-183; F.
Wolters, Stefan George und die Bldtter fiir die

Kunst (1930), pp. 72-74: C. Du Bos, Approxi-
mations, Sér. 5 (1932), pPp. 143-171.
H. St.

Andri¢, Ivo (1892-, Serb short-story writer
and poet), was born in Travnik, Bosnia, a
Yugoslav region where intermingle influences
of different ethnic origins, religions, tradi-
tions, and cultures. He went to school in
Sarajevo and took part in the movement of
nationalistic youth which strove to liberate
this province from Austro-Hungarian rule.
He studied philosophy in Zagreb, Vienna,
and Cracow and for his Yugoslav nationalistic
persuasions was put in jail during the First
World War, held by the Austrian authorities
as a political criminal. In 1918 he became
sccretary of the National Council in Zagreb,
which proclaimed the union of the Croats
and Serbs. After the establishment of Yugo-
slavia, he entered the diplomatic service and
served in Rome, Bucharest, Tricste, Geneva
Madrid, Belgrade, Berlin.

During his difficult days in prison, Andri¢
composed his first series of lyric and philo-
sophic fragments, Ex Ponto (1918). This was
followed by the volume of short stories Put
Alije Djerzeleza (1920; partial Eng. tr. in Sla-
vonic Review, Vol. X1V, 1935-1936, pp. 13-19,
556-563); by poems entitled Nemiri (1921;
Disquietudes); by Pripovetke I and II (1924,
1931; Stories); as well as by numerous other
tales in different magazines, especially in
Srpski knjifevni glasnik (Serbian Literary
Herald). Ex Ponto and Nemiri are really col-
lections of a poetic prose which is mostly
autopsychological analysis. They are not
lamentations, but rather a man’s feverish
secking for a comprchension of life, nature,
eternity.

In his later work Andri¢ turned exclusively
to story writing in an effort to depict the con-
ditions, ways, and customs of the people of
his very original native country. The gallery
of his types is rich: people who are full-
blooded, vehement, full of dark instincts and
immoderate passions, heroic, quarrelsome;
there are monks and dervishes, merchants and
craftsmen, Ottoman bigwigs and adventurers,
pasha’s mistresses and cabaret beauties,
Catholics, Orthodox, Moslems, Jews, Gypsies.
All these persons have violent longings, but
are checked by the petty circumstances of
their narrow environment. They are con-
tinuously torn between their sensuality and
their religious dogma. Andri¢ is a penetrating
observer of these bizarre creatures with their
highly oriental coloring, an excellent psy-
chologist, a skillful organizer of his material.



He is definitely a master among modern
Yugoslav story writers.

Sce: M. Bogdanovi¢, ‘“Put Alije Djerzeleza,”
Srpski knjiZeuni glasnik, September 16, 1920;
I. Sekuli¢, “Istok u pripovetkama Ive An-
driéa,” Srpski knjizZevni glasnik, December 1,
1925; N. Mirkovi¢, “Ivo Andri¢,” Srpski
knjiZevni glasnik, January-March, 1938.

P. A.

Anghel, Dimitrie (1872-1914, Rumanian
poct), studied in Jassy, traveled in Italy, and
lived for a long time in Paris. His leisurely
youth, due to a rich inheritance, was a rare
and precious apprenticeship for his later
poetic achicvements. Declicate, excessively
scnsitive, of extraordinary verve and powerful
imagination, he wrote his first book of poctry,
In gradina (In the Garden), in 1903. His
prose works Fantome (1911; Phantoms) and
Oglinda fermecatd (1911; The Enchanted
Mirror), his comedy in verse Cometa (The
Comet), written in collaboration with St. O.
Iosif and produced in 1912, his Caleidoscopul
(1908; Kaleidoscope), also written with Iosif,
as well as numecrous poems and poetic
sketches, wcre the product of a distinct
individuality.

When Emincscu’s (q.v.) monument was un-
veiled at Galatz in 1911, Anghel seized this
opportunity to read at the official exerciscs
his “Prinosul unui Iconoclast” (Offerings of
an Iconoclast), a short proclamation of in-
dependence from the master’s sway. With
Anghel, a new cfllorescence of profuse di-
versity sprcad over Rumanian poetry, and
many young singers were inspired by him.
Maiorescu (q.v.), aged and powerful premiecr,
called Anghel’s works ‘“fancy bonbons un-
healthy for pcasants’ stomachs,” but lorga
(qv.) scnsed their suavity and splendor, writ-
ing lincs of marked appreciation in their
favor. An unhappy love life, complicated by
poverty and disillusionment, caused Anghel
to commit suicide.

Sce: N. Iorga, Un poct al florilor (1914); L.
Feraru, Un manuscris al poetului Anghel
(1922).

L. F.

Annenski, Innokenti Fyodorovich (1856-1909,
Russian poet, critic, and translator), was born
into the family of an important government
official in Omsk, Siberia, but while still a child
was taken to St. Petersburg. After studies at
the University of St. Petersburg, he intended
to continue for a higher degree, but aban-
doned this plan and accepted a position as in-
structor in classical languages in a Gymnasium.

ANTOINE

Eventually he became principal of the Tsar-
skoye Selo Gymnasium and then director of
schools. He also lectured on Greek literature
in the Women’s College courses in St. Peters-
burg.

Annenski began his literary career in the
1880’s by submitting reviews to various peri-
odicals. In the 18go’s he began his work of
translating (and popularizing) the works of
Euripides. Not until 1904 did Annenski pub-
lish a book of his own verses, Tikhiya pesni
(Quiet Songs)—under the pseudonym Nik.
T-O (Nikto = Nobody). His second book of
verse, Kiparisovy larets (The Cypress Chest),
appeared posthumously, in 1910, and soon
became a classic among the literary élite. The
small amount of his original verse prevented
quick recognition of Annenski's poctical talent.
Only shortly before his death did he become
an influential figure in the St. Pctersburg
literary circles.

Although Annenski’s verse in some respects
resembles that of Baudelaire, Verlaine, and
Mallarmé (qq.v.), it is distinctly Russian in
character. His penchant for clarity and his
aversion to the diffusiveness of symbolist verse
endeared Annenski’s poems to the “Acmeist”
group of Russian poets. Gumilyov, Akhmatova,
Mandelshtam (qq.v.), and other lesser poets of
this circle were greatly influenced by Annen-
ski.

See: V. Khodasevich,
Feniks, 1 (1922), 122-136.

“Ob Annenskom,”
0. M.

Antoine, André (1858-1943, French actor,
theatre director, and dramatic critic), was
born in Limoges and went to Paris at the age
of eight. He had little or no formal education
and at 13 was a clerk in a publishing firm. He
used his spare time to educate himself and to
satisfy an early passion for the theatre by
attending plays every night. He wantcd to be
an actor, took a course in diction, but failed
to cnter the Paris Conscrvatory. After five
years of military service (1878-1883) and when
employed as clerk in the Paris Gas Company,
he joined a group of amateur players. His
cnergy and enthusiasm soon made him their
leader, and he was able to realize on a stage,
however small, the ideas he had long enter-
tained for a reform of the French theatre
whose conventionalism he abhorred. He had
meant at first to give plays of all kinds, but
found himself welcoming more and more ex-
clusively the dramatists of the naturalist
school (see French naturalism), the opponents
of the “well-made play,” who found Antoine
the only director in Paris willing to accept
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their works. His theatre, now called the
Théatre Libre, open only to season-ticket
subscribers, was not considered a public place
of entertainment, and the often bold dramas
of the naturalists thus escaped the censorship.
During the seven years of his directorship
(1887-1894), Antoine produced 124 new plays
by many playwrights later to become famous
—Brieux, Curel (qq.v.), Henri Lavedan; the
contemporary masters of the German, Russian,
and Scandinavian drama were likewise intro-
duced by him to French audiences. Many great
actors, like Gémier, also began their career
under him. Financially, however, the Théatre
Libre never was a success, and in 1894 he
abandoned its directorship.

In June, 1896, he was appointed codirector,
with Paul Ginisty, of the government-
subsidized Odéon, but he resigned at the end
of six months after many difficulties with the
actors and his associate. In 1897 he opened
his own playhouse, the Théitre Antoine,
where for almost 10 years he continued with
great success the tradition of the Théitre
Libre. His reputation as a great reformer of
the stage was now made; with his troupe he
toured Europe and South America. He was
appointed an examiner at the Paris Con-
servatory and received the ribbon of the
Legion of Honor. In October, 1906, the
minister of education again placed him at the
head of the Odéon for a seven-year period,
this time as sole director, thus officially crown-
ing his success. Antoine accepted this oppor-
tunity of applying his ideas, on a much bigger
stage, to the production of the great dramatic
masterpieces of the past. The end of his di-
rectorship in 1914 marked the end of his
active life as a producer. He had the satisfac-
tion of knowing that in spite of much adverse
criticism he had achieved his life ambition—
to make the French theatre abandon artifici-
ality and conventionalism in favor of truth
and naturalness. He served afterwards as
dramatic critic on several newspapers and
wrote his memoirs. The cinema attracted him
for a while, and he directed the screen version
of Alphonse Daudet’s (q.v.) L’Arlésienne. Be-
set all his life by financial difficulties, he died
penniless at Camaret in Brittany.

See: A. Thalasso, Le Thédtre Libre (1909);
Antoine, Mes Souvenirs sur le Thédtre Libre
(1921) and Mes Souvenirs sur le Thédtre An-
toine et sur I'Odéon (1928); S. M. Waxman,
Antoine and the Thédtre-Libre (1926).

V. Gu.

Anzengruber, Ludwig (1839-188g, Austrian
playwright, novelist, and short-story writer),

was born in Vienna. His father, of Austrian
peasant stock, wrote poems and plays in his
leisure time and the son inherited his inborn
love of the country and the urge to write. He
was poor and earned his living first as a clerk
in a bookshop, then as an actor. Both attempts
were unsuccessful, but they nourished Anzen-
gruber’s early interest in literature and the
theatre. To amplify his meager income, he
wrote plays, librettos, songs, and sketches,
though almost despairing of his talent and his
future and glad to accept, at the age of 3o, a
small position with the imperial Austrian
police. Thus at last protected against starva-
tion, his spirit liberated from the drudgery of
writing for money, he wrote Der Pfarrer von
Kirchfeld (1870), a Volksstiick which was im-
mediately successful on the Vienna stage. Its
theme, love and tolerant understanding as
against narrow religious fanaticism, remained
throughout one of Anzengruber’s major theses.
His reputation established, Anzengruber gave
up his tedious office work and in the remain-
ing 19 years of his life wrote nearly 20 plays,
two novels, and a great number of short
stories, tales, and sketches.

His work is uneven in quality. His best
plays, Der Meineidbauer (1871; Eng. tr., The
Farmer Forsworn, 1913-1915) and Die Kreuzel-
schreiber (1874), reveal his strong dramatic
gift, his realism touched with humor, his faith
in human nature freed from conventions and
firmly rooted in the soil. The later plays, how-
ever, repeat themselves in plot and characteri-
zation; the characters are types rather than
individuals. His novel Der Sternsteinhof (1884)
is perhaps his most original work and is very
different from the traditional German Bau-
ernroman of his contemporaries Rosegger
(g.v.) and Auerbach. Helen, the heroine of the
novel, represents beauty, health, and ambition
which win out in this world over both good
and evil. Although a peasant girl, she is a
sister in spirit of Becky Sharp in Thackeray's
Vanity Fair, drawn with a similar detached,
almost cruel understanding. Anzengruber's
short stories, like most of his plays, deal chiefly
with Austrian peasant life, but the themes and
problems are also of general significance. His
dramatic gift is again revealed in lively dia-
logue, well-balanced plot, and contrasting sets
of characters. At first written only in moments
of leisure and relaxation, these stories became
Anzengruber’s chiel means of expression when
his success on the stage diminished. Deeply
conscious of his ethical responsibility as a
Volksschriftsteller, Anzengruber considered
them, even more than his novels and plays, as
expressive of his philosophy of life—a phi-
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losophy which matured from traditional ideal-
ism into a simple faith in the brotherhood of
man, mixed at times with a humorous disdain
for the human race as a whole.
See: A. Kleinberg, Ludwig Anzengruber
(1921).
E.M.F.

Apollinaire, Guillaume (pseud. of Guillaume
de Kostrowitski, 1880-1918, Irench poet), was
born either in Rome, where he was baptized,
or in Monaco, where he was educated at the
I.ycée Saint-Charles. His real name was that
of his mother, who was of Polish origin. In
1898 he went to Paris, and there his first verses
were published in the Revue blanche and the
Plume. At the Soirées de la Plume he met
Alfred Jarry (q.v.) and “conversed on heraldry,
heresies, versification.” Symbolism was still
alive, and Apollinaire was to inherit some of
its tenets, enrich its tradition, and, by embrac-
ing its spirit of liberty, develop from it the
new movements, modernism, cubism, dada,
surrealism.

His laboratory was Paris. His method of
studying his times was not unlike Villon’s.
His poetry, like Villon’s, may remain the testa-
ment of a man who leaves behind him an
agonizing era and who senses ahead of him
much that is, at the least, utterly different (for
Apollinaire this means the first automobiles,
the first moving pictures, the first airplanes,
the First World War, all important to poetry).
He studied his times like an anthropologist
cager to detect in customs and costumes what,
for lack of a better word, he called lesprit
nouveau. Such was the title he gave to a
manifesto published in December, 1918, in the
Mecrcure de France. Already, in Italy, his
Antitradition futuriste (1913) had appeared.
He was widely read and developed his eru-
dition throughout his life in different ways,
including the editorship of rare books and
responsibilities as censor during the First
World War. He edited for the Bibliothéque
des Curicux erotic books of repute and helped
to catalogue the Enfer de la Bibliotheque
Nationale.

He became the friend of the great cubists,
Picasso, Braque, et al., and saw in cubism the
expression of the times, an enrichment of the
power of art to seize the present and with it
the past and the future, its constituents. He
wrote Les Peintres cubistes (1918), which
founded cubism as a school. Two epithets,
ubiquitous and simultaneous, describe the
aim of the new art, which abolished the laws
of perspective.

Apollinaire has left novels (Le Poéte as-

APUKHTIN
sassiné, 1916; La Femme assise, 1920, which
deals with the Mormons), short stories
(L’Hérésiarque &  Cie, 1910), plays (Les

Mamelles de Tirésias, staged in 1917; Couleur
du temps, published in 1920 in the Nouvelle
Revue frangaise). These are all attempts at
humanizing the universe by means of fiction
and the limelight.

His most important contributions to litera-
ture are the two volumes of poems, Alcools
(1918) and Calligrammes (1918). In Alcools
there are songs in which Apollinaire’s technical
skill, his varied versification, now free, now
classical, his use of traditional phrases in a
new composition, his grouping of images, the
absence of punctuation, create an original
unity of tone that involves not sentimentality
but intimacy, the intimacy resulting from the
somewhat casual alternating between the con-
temporary and the classical. Calligrammes
goes much further in the direction of the
ubiquitous and simultaneous art mentioned;
words are used to draw lines, and we are at the
confines of the art of writing and the art of
drawing. Apollinaire was a soldier in the First
World War; he was perhaps the only poet who
lived the war poetically. In “A Nimes”
(Calligrammes) the seeming haphazard, the
seeming disorder under the control of the
verses, arranged as heroic couplets, gives the
order of military life.

Apollinaire’s influence has been great. Some
critics have condemned Apollinaire’s puns, his
playing with words; other poets, including
Cocteau (q.v.), have borrowed these tricks used
by him to allow poetry to take care of itself
and to give back to words their own initiative.
The surrealists have acknowledged their debt
to him; André Breton (q.v.)) considers him
“the last poet,” meaning that he has carried
the art of poetry to its extreme limits.

See: A. Billy, Apollinaire vivant (1923); R.
Taupin and L. Zukofsky, Le Style Apollinaire
(1984)-

R. T.

Apukhtin, Aleksei Nikolayevich (1841-1803,
Russian poet), born into an old noble family
in Bolkhov, Orlov, was educated at an exclu-
sive secondary school and at a select school of
jurisprudence. Having in private life close ties
with the high society officialdom of St. Peters-
burg, Apukhtin in his poetry reflected to a
great extent the moods of that milieu. His verse
(Stikhotvoreniya, 1886; Verses) underscores
primarily classical motifs and deals with
patriotic and historical themes or with rustic
idyls. It is frequently light and jocular in tone.

See: S. A. Vengerov, “Etapy neoromanti-
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cheskovo dvizheniya,” in Russkaya literatura
XX veka, Vol. T (1914).
0. M.

Aragon, Louis (1897-, French poet, novelist,
and essayist), is a brilliant and imaginative
writer, gifted with a style that can cut dia-
lectical capers, animated by intellectual curi-
osity and sentimental quixotism, whose career
epitomizes literary and social conflicts of the
period between the two World Wars. He
started out by participating successively in the
cubist and dadaist movements, both of which
he repudiated in turn, publishing Feu de joie,
his first book of poems, in 1920, and following
it with fictional pictures of the modern world’s
anarchy and moral disarray, like the satirical
and whimsical Anicet, ou le Panorama (1921)
and the caustic and erotic Le Libertinage
(1924). He adhered in 1924 to the surrealist
doctrine which, in his view, aimed to accom-
plish “an unexpected synthesis of the con-
flicting aspects of the moral world” and “the
transmutation of everything into a miracle.”
He achieved such a “miracle” in Le Paysan de
Paris (19206), in which his imagination clothes
with the enchantments of poetry the common-
place scenes of Parisian reality.

But he criticized subsequently what he
termed, in his Traité du style (1928), the
néant poétique he observed in modern, and
even surrealist, poetry and its apparent in-
cfficacy in the social sphere. He renounced,
finally, the idealistic basis of pure literature,
a tainted product, in his eyes, of bourgeois
materialism and in 1930 espoused Commu-
nism and the concept of “socialist realism.”
One fruit of this conversion was his inflamma-
tory poem “Front rouge” (1931; Eng. tr., The
Red Front, 1933), for which he was prosecuted
and given a suspended sentence of five years.
The surrealists had jumped to his defense,
claiming immunity for the poetical as against
the political connotations in a poem. This was
Communist heresy. Aragon disavowed it,
broke definitely with his surrealist friends, and
dedicated himself to exalting the social revolu-
tion—in his journalistic activities, in publica-
tions like Commune, Humanité, and Ce Soir,
of which he was an editor at various times; in
his poetry, as in Persécuteur persécuté (1931)
and Hourra I’Oural (1934), in which, conform-
ing to Lautréamont’s advice, he aimed to sing
“practical truth”; and in novels which de-
scribe what he called “the real world.” These
novels give a complex and somber picture of
social and moral decline of bourgeois society
and of proletarian struggles, in the years pre-
ceding the First World War in France; they

consist of Les Cloches de Bdle (1934; Eng. tr,,
The Bells of Basel, 1936), Les Beaux Quartiers
(1936; Eng. tr., Residential Quarter, 1938),
which won for him the Renaudot literary
prize in 1936, and Les Voyageurs de l'impériale
(1941; Eng. tr.,, The Century Was Young,
1941). In a book of poems published in Paris
in 1941, Le Créve-Cceur, Aragon sings with the
accent of tragic purity his twin passionate
loves for his wife, the writer Elsa Triolet, and
for fallen France, thus reverting in it to what
is the corc of his genius—poetry. His other
wartime works include, in poetry, Les Yeux
d’Elsa (1942), Brocéliande (1048), En francais
dans le texte (1948), Le Musée Grévin (1943),
a waxworks gallery of collaborationists, and
La Diane francaise (1945), and, in the novel,
Aurélien (1945). Le Créve-Caeur and Les Yeux
d’Elsa were republished in New York in 1943
and 1944 respcctively.

See: Marcel Raymond, De Baudelaire au
surréalisme (1933), pp- 346-348; M. Cowley,
“Louis Aragon,” New Republic, LXXXVIII
(1936), 258; H. Joscphson, “Louis Aragon,
‘Poet of the War,”” Saturday Review of Litera-
ture, Vol. XXIV (1941), No. 20, pp. 10-11; H.
Josephson and M. Cowley, Aragon, Poet of the
French Resistance (1945).

S. A. R.

Arany, Janos (1817-1882, Hungarian poet,
writer, and critic), was born in Nagyszalonta
and died in Budapest. He was the youngest in
a family of ten; his pcople werc poor. Arany
is rightly considered as one of the purest
Magyar poets—his perceptions, his images, his
humor and pensivencss, his very words show
indigenous characteristics. He was a strolling
actor, a school teacher, a guardsman in the
war of freedom in 1848, a notary, a municipal
counselor, professor at a Calvinist sccondary
school, a literary editor, and for a long time
secretary of the Hungarian Scientific Academy.
His friendship with Sdndor Petéfi, the Hun.
garian Robert Burns, gave the rather shy
Arany self-confidence. In 1845 he entered a
literary contest of the Kisfaludy Tdrsasig
(Kisfaludy Society) with a satirical epic, en-
titled Az elveszett alkotmdny (The Lost Con-
stitution), and received the first prize, but it
was in 1847 that the attention of the Hun-
garian literary world was directed to Arany
for his Toldi, an cpic of 12 songs. This was
merited recognition of a poctic genius. During
his life and after his death his ever-increasing
prestige proved the Hungarian nation’s necd
of such a poet; he never struck a falsc note,
and even today he is read not only by students
(his poetry is included in textbooks) but by



the general public. It is fair to say that Arany
exemplifies in his poetic utterances the essence
of the Hungarian spirit. In his capacity as the
editor of Szépirodalmi Figyel6 (Belletristic Ob-
server) and Koszoru (Wreath), he inaugurated
standards of editorial policy which disturbed
or silenced the dilettantes of expression. His
family life was happy; his son, Ldszl6, was a
poet in his own right. There is nevertheless
a note of deep sadness in Arany which was laid
bare by his lyric poems, written in old age, but
felt in his earlier works too. The tragic lot of
the Hungarian nation after the War of Inde-
pendence in 188-1849, the enforced passivity
of Hungarian leaders, the emphasis on “mo-
dernity” which was displeasing and dishearten-
ing in its pretense and hollowness, all explain
the melancholy of this poet in whom, other-
wise, were calm, restraint, and undramatic
dignity. His collected works first appeared in
1867; since then there have becn several edi-
tions, enriched with later writings. Because
of its genuinencss his poetic voice is still
audible despite the fact that the tone of cre-
ative realism in which he believed has changed
considerably since his time.

Arany was a definitely national poet, but
without intolerance. When he presented to
the Hungarian world his epics, ballads, satiri-
cal and descriptive pocms, and bricf lyrics, his
critical works, and his translation of several
comedies of Aristophanes and plays of Shake-
speare, he proved that the kind of nationalism
which a creatively used language radiates does
not ignore man’s universal attachments. His
epic trilogy, Toldi (1847), Toldi estéje (1848;
Toldi’s Night), Toldi szerelme (1879; Toldi’s
Love); his hevoic epic, Buda haldla (1864; Eng.
tr., The Death of King Buda, 1936); his sar-
donic Nagyidai cigdnyok (1852; The Gypsies
of Nagy Ida); his ballads, e.g., “A Walesi
bardok” (The Bards of Wales), “Agnes Asz-
szony” (Mistress Agnes), “Ejf¢li parbaj” (Duel
at Midnight); his ode, “Széchenyi emlékezete”
(In Memory of Stzechenyi); his descriptive
poem, “A rab gélya” (‘The Captive Stork); his
lyric poems expressing anxiety over the fate
of the nation or bashfully revealing the
wounds of his soul—these lend support to the
view of Hungarian critics that Arany is a con-
frére of the supreme poets of world literature.
It is not presumptuous to say that as a ballad
writer he is one of the greatest. The sense of
guilt and the tragic shock of his ballads imply
an emotive and imaginative force which brings
to the surface the deepest conflicts and con-
tradictions of human nature. In its pure Hun-
garianism his prose is as authentic as his
poetry. Arany was an exceptionally intelligent

ARBAUD

man, widely read, an authority on philological
and literary criticism. His translations display
a spiritual and verbal sensitiveness which only
a real poet and a master of the language can
possess. To read Aristophanes or Shakespeare
in the translation of Arany is a fascinating ex-
perience, especially when one compares the
original with the translation and discerns the
Hungarian poet’s imaginative and literal re-
liability in the matter of words.

Arany’s interest in Attila, the leader of the
Huns, or in the era of chivalry in Hungarian
history, or in other features of Hungarian life
related to the past, was, of course, dictated by
poetic curiosity, but also by a desire to stir the
people’s feeling for the nation’s historical
greatness. He was apt to conceive romantic
issucs realistically. The current of nationalism
so characteristic of 1g9th-century Europe had
its Hungarian parallel, and in the sphere of
poetry Arany’s objective was identical with a
constructive design of nationalism. Arany per-
haps hoped his epics would mean to the
Hungarians what the Kalevala mecant to the
Finns. This great and noble poet who never
traveled abroad did not narrow the horizon of
the world to that of Hungary; in fact through
his poetry the horizon of Hungary was
widened. He was an excellent craftsman. He
conquered despair with the courage of a tragic
sense; he conquered formlessness with a flaw-
less sense of form. Some of Arany’s work is
translated into foreign tongues, including
English.

See: P. Gyulai, Arany életrajza (1884); F.
Riedl, Arany (1887); A. Schopflin, Irdk,
konyvek, emlékek (1925); Arany, The Death of
King Buda, tr. by W. Kirkconnell (1936).

J-R.

Arbaud, Joseph d’ (1874~, Provencal poet and
novelist), was born at Meyrargues in Provence.
His mother, herself the daughter of a poet,
had written a book of Provencal verse long
before marrying the comte d’Arbaud. She had
joined the Felibrige, an association with the
purpose of reviving the language and litera-
ture of southern France, and acquired a good
reputation under the pen name La Felibresso
déu Cauloun. Thus Joseph d’Arbaud was born
and raised in a milieu where poetry and love
for the home speech were long-standing tra-
ditions. Furthermore, he was encouraged by
Mistral (q.v.), who always took a keen interest
in his literary activities. “You are above them
all,” once wrote the master comparing him to
the other poets of the younger generation.
Time has not belied this judgment. Arbaud
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still holds the foremost place among con-
temporary Provencgal writers.

After finishing his law course at the Uni-
versity of Aix-en-Provence, he remained for
some time in the old capital enjoying society
life in the company of young writers such as
Paul Souchon and Joachim Gasquet, who
later made names for themselves in French
literature. Having decided to go to the deep
sources of Provencal poetry, Arbaud left the
“Athénes du Midi” for the remote and soli-
tary Camargue, one of the rare places where
the language and traditions were still un-
impaired. He owned droves of wild bulls and,
for nine years, lived integrally the life of a
gardian or cowboy. It is to this long and direct
contact with primitive nature and rustic
people that he owes the best of his work.
Back in Aix, he was for many years a very
active champion of Provencal regionalism; he
contributed articles to both French and Pro-
vencal reviews and devoted much of his time
to Le Feu; organc du régionalisme méditer-
ranéen, of which he was editor or coeditor for
various periods between 1917 and 1937.

Arbaud has produced four books in the
vernacular, with accompanying French transla-
tions. Lou Lausié d’Arle (1913; The Laurel of
Arles), a volume of verse, was acclaimed by
Mistral as a masterpicce comparable to those
of Greece and Rome, in which “live again the
language and genius of a race.” This is fine
poetry, remarkable for its power of suggestion,
clothed in admirable form, written in a refined
and at the same time rich, racy, and colorful
language, which the author learned first from
the lips of his mother, then from the rough
and rustic men of the Camargue. The laurel
of Arles, that Provencal tree which must ever
root deeper in order to grow higher, is sym-
bolic of the poet’s own conception of life.
Among his poems published only in reviews or
in the form of short pamphlets are a few
which must be considered among his best, Li
Cant palustre (1919; Songs of the Marshes),
Li Rampau d’aram (1920; The Brazen
Boughs), and La Visioun de I'Uba (1921;
Vision of the North), the last two being partly
inspired by the war. Arbaud’s philosophy is
further developed in La Béstio ddu Vacarés
(1924; The Beast of the Vaccares), the story of
a gardian with his horse and also that of the
“beast,” a fantastic being, half human, half
animal, a voice of the past, the qualified
interpreter of Provencal traditions. This work
transcends the limits of regional literature.
The next two books, La Caraco (1926; The
Gypsy) and La Souvagino (1929; Wild Ani-
mals), are collections of short stories, also set

in the Camargue and likewise carrying a
philosophical and social meaning.

Joseph d’Arbaud has confined himself to the
expression of his deepest feelings, and this
with the utmost precision, constraint, and
sobriety. The classical and somewhat aristo-
cratic quality of his work makes it more
appealing to the elite than to the common
folk of Provence who speak the language. It
is not characterized by the joyous spirit and
optimism of the other Felibres, and there is no
Rabelaisian laughter—hardly a smile—in his
stories. The *“most worthy successor of Mistral”
is undoubtedly a genuine Provencal and one
who has drawn most of his inspiration from
the soil of Provence, but he belongs to the
serious, reserved, and meditative type that is
sketched in his recent study La Provence;
types et coutumes (1939). It is to this book,
the only one he has written in French, that
Arbaud owes the crowning of his complete
works by the French Academy (Prix Lasserre,
1939). In 1906 he had been clected laureate of
the Felibrean Jeux floraux. Another and more
important literary prize, the award received g3
years later from the Academy, was to establish
or rather recognize his great distinction.

See: C. P. Julian and P. Fontan, Anthologie
de Félibrige provengal (1924); C. Maurras,
preface to Arbaud, La Béte du Vaccarés (1924);
F. Mistral (neveu), “Joseph d’Arbaud, gardian,
pocte et romancier de Camargue,” ... Et
nous verrons Berre (1924), pp. 289-296; E.
Chauffard, “Un Grand Po¢te provengal:
Joseph d’Arbaud,” Revue de France, Année X
(1980), Tome 11, pp. 717-788.

A.V.R.

Arniches y Barrera, Carlos (1866-1943, Span-
ish playwright), the modern standard-bearer
for the género chico, was born in the Medi-
terranean coast city of Alicante. He is next
heard of in the employ of the Barcelona
newspaper Vanguardia. Removing to Madrid
at the age of 18 or thereabouts, he endured
the usual privations, lightened momentarily
by an award for the preparation of a history
of the reign of Alfonso XII in the form of
a primer. Shortly he scored a success with his
(and Gonzalo Canté’s, for he was already
writing in the collaboration which was to be
so usual later) Casa editorial (1888), a literary-
musical satire of authors and publishers. Ex-
hibiting the lack of outward cheerfulness
which is at least traditional in humorous
writers, this rey del chiste, “king of jest,”
continued to write so steadily that by 1927
his creations, including the many done in col-
laboration (with Garcfa Alvarez above all and



also with Abati, Asensio Mas, Celso Lucio,
Fernindez Shaw, Jackson Veyan, Lépez Silva,
qv., and others) numbered approximately
135.

The farce in one act has long held a posi-
tion of honor in the Spanish theatre, its popu-
larity being such between 18go and 1goo that
new pieces came to the boards at the rate of
150 a year. Arniches was the chief purveyor
to the trade during the first two decades of
the 20th century. Composed for the teatros
por horas—in which each number required
a ticket and took about an hour to perform—
these short dramatic pieces in prose or versc,
with or without the accompaniment of music,
constitute the género chico. Its temple was
the Teatro de Apolo in Madrid. The popu-
larity, of some 40 years’ duration, of the
género chico came to an end about 1910.

Arniches’s sainetes (the term of broadest
significance, modernly, for the brief jocose
dramatic composition, dealing usually with
popular manners or types) were written in
the language, somewhat conventionalized, of
the lesser citizens of Madrid. They present
cuadros de costumbres depicting dance halls,
restaurants, parks and other places of recrea-
tion, fiestas, street scenes, patios, plazas,
wherein appear small shopkeepers, itinerant
vendors, the policeman on the beat, taxicab
or hack drivers, laundresses, seamstresses,
hairdressers, lady-killers, district bullies, and
indeed all those rcpresentatives of society
who make up the population of the poorer
sections of Madrid. The plots of these sketches
are almost never worth recalling, and their
literary qualities often nil, but among the
carlier successes of Arniches may be mentioned
the following: E! santo de la Isidra (189g8),
with music by Torregrosa; El puiiao de rosas
(19o2), of which the action takes place in
Andalusia, the music being by R. Chapi; Los
chicos de la escuela (1903), El terrible Pérez
(1904), and E!l pobre Valbuena (19o4), all with
music by Valverde hijo; Alma de Dios
(1907), La alegria del batallon (19og),
and El trust de los tenorios (1910), with music
by J. Serrano. The titles and characters from
some of the productions of Arniches have be-
come almost proverbial, but—though he can-
not fairly be dismissed as merely a librettist
—some of the specimens of typical music
seem more likely to preserve memory of the
text. A trifle less hilarious, but with at least
equal documentary value and even some
philosophy, are Las estrellas (1904), El amigo
Melquiades (1914), and El chico de las Pefiue-
las (1915). When Arniches dilutes his thought
to fill the two or three-act farce, the results

ARTSYBASHEV

are less pleasing. The thinness of the plot is
harder to conceal, the lack of distinction of
idea and expression becomes more obvious,
as in Angela Maria (1924) or El seiior Adridn
el primo (1927). The characters, however, are
equally recognizable, if no more sharp of
outline, the puns are as frequent, and laughs
from all causes as plentiful. La sefiorita de
Trevélex (1916) leaves the level of the barrios
bajos and ascends to the middle-class comedy
of manners. In the opinion of one—and per-
haps only one—critic (Pérez de Ayala, q.v.),
Arniches has here produced a work of more
enduring value.

See ]J. Cejador, Historia de la lengua y
literatura castellana, X (1919), 119-120, 126—
127; R. Pérez de Ayala, “La sefiorita de
Trevélez,” in Las mdscaras, 1924 ed., 11, 171-
177.

R. K. S.

Artsybashev, Mikhail Petrovich (1878-1927,
Russian novelist, playwright, and essayist),
was the son of a district constable from the
lesser landed gentry in the Ukraine. Like so
many other Russian authors, he began as a
painter. His first story to be published was
“Pasha Tumanov” (1got; Eng. tr. in Tales of
the Revolution, 1917). This was followed by
other stories of a somecwhat Tolstoyan trend.
“Smert Lande” (1904; The Death of Lande)
was especially noted as a study of moralistic
self-perfection, with a disheartening ending.
During the revolutionary events of 19o4-19os,
Artsybashev wrote a number of stories that
had an immediate appeal. While they dis-
played no depth of analysis or understanding
of the social and political causes, they depicted
the external dramatism of the Revolution. In
“Krovavoye pyatno” (Eng. tr., “The Blood-
Stain,” in Tales of the Revolution), “Na belom
snegu” (On the White Snow), “Odin den”
(One Day), “Chelovecheskaya volna” (The
Human Wave), and other stories of that
period, the author records the bloodiest epi-
sodes of such significant events as the Red
Sunday (January 22, 1905), punitive expedi-
tions in the Baltic Provinces, mutiny on the
battleship Potemhkin, December barricades in
Moscow. Descriptions of murder, rape, suicide,
death, are Artsybashev’s strong point.
Fame—and notoriety—came to him after
the publication of his novel Sanin (1907; Eng.
tr., Sanine, 1914). In 190 the manuscript had
been rejected by all publishers as false to life.
But four years later, after the disenchantment
of the abortive Revolution, Sanin, the cham-
pion of carnal self-gratification, found an
eager hearing among the tired youth of Russia,
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Groups of Saninists were formed by school-
boys and schoolgirls for the discussion and
emulation of the principle of Dbeing un-
principled, so alluringly presented for the first
time in Russian literature. As a reaction
against the traditional Russian traits of in-
trospection and service to lofty ideals, Sanin
had novelty and freshness. The author made
his hero attractive by the old device of render-
ing the other characters dull and inferior. The
novel brecathes a torrid eroticism, which is
suggested even in the purely descriptive pas-
sages: small wonder that it was proscribed in
a number of places, both in and outside of
Russia, as pornography.

With the success (de scandale, in a certain
measure) of Sanin, Artsybashev shook himself
free from whatever Tolstoyan and revolution-
ary notions he may have voiced carlier. Later
novels such as Milliony (1910; Eng. tr., The
Millionaire, 1915) and plays such as Revnost
(1913; Eng. tr., Jealousy, 1923) and Zakon
dikarya (1912?; Eng. tr., The Law of the
Savage, 1923) treat, primarily, sexual problems.
Artsybashev has an undeniable gift for bring-
ing out the biological element in human rela-
tions. Unfortunately, this gift is one-sided,
reducing as it does the complexity of sexual
and marital relations to one common denomi-
nator. His is also a depressing talent, for out-
side of a few sun-drenched pages in Sanin, his
stories and plays are joyless and defeatist. The
novel U posledney cherty (1912; Eng. tr,,
Breaking-Point, 1915) is a hymn to suicide, as
the only dignified way out. Its hero, Naumoyv,
preaches the need of “destroying in men the
superstition of life.” Artsybashev’s gloomy out-
look was intensified after his exile from Sovict
Russia (1921). During his last years he wrote
nothing but venomous articles against the
Bolsheviks; these were issued in book form as
Zapiski pisatelya (Warsaw, 1925; Notes of a
Writer).

A. K.

Asch, Sholem (1880-, Yiddish novelist, short-
story writer, and playwright), was born in
Kutno, a small town in Poland, then part of
the Russian Empire. Asch was the 10th child
in a family of small-business people. At 19 he
went to Warsaw. His schooling had consisted
of littlc more than a limited training in the
Hebrew language and its literature, both
ancient and modern. Brought up in an ortho-
dox environment, he already considered him-
self “enlightened.” He had inherited from his
mother a delicate romanticism, from his fa-
ther self-confidence and a healthy aggressive-
ness. He took with him to Warsaw sketches of

small-town life, and a year later these sketches
appeared in the Yiddish press. In 1gog4 was
published a scries of episodes and scenes in
lyric prose, under the title Dos Shtet! (The
Town), issued in book form in 1gox. This scmi-
idyllic, quietly humorous picture of Jewish
small-town life represented a kind of romantic
realism which was a departure from the pure
realism of Mendele mocher sforim (q.v.) and
other older Yiddish writers—with the excep-
tion of Y. L. Peretz (q.v.), the father of neo-
Yiddish romanticism. Asch introduced a
method of idealization to replace the sober
and pointed satire practiced by all of them
excepting the humorist, Sholem-Aleikhem
(qv.) In 1906 he wrote his lyric drama
Moshiakhs Tsaytn (The Days of the Messiah),
in 1907 Der Got fun Nekome (Eng. tr., The
God of Vengeance, 1918), followed by various
other dramatic works. These plays were per-
formed not only in the Yiddish theatres of
Europe and America, but also on the Russian
and Polish stage and in Max Reinhardt’s
Deutsches Theater in Berlin. Thus Yiddish
literature, which until then was known to the
world almost exclusively through the trans-
lated poems of the American Yiddish poet,
Morris Rosenfcld, appeared on the horizon of
international literature. Both Asch’s novels
and his dramas were translated into Russian,
German, and Polish, later into English and
other languages. Their fascination is due to
the freshness of his approach, the intimate
humor and the restrained but warm lyricism
with which he decpicts the mundane ex-
periences of the ordinary person.

The novels which Asch began to write just
before the outbreak of the First World War
are drawn on an epic scale, covering the social
ladder from the lowest to the highest rung,
from thieves, brothel inmates, and other
underworld characters to revolutionary lead-
ers, martyrs, and saints. The motifs of his
works are just as kaleidoscopic. As to the often
incompletely rounded central figures, they are
mostly pcople striving to frce themselves from
inner conflicts, people yearning for a faith.
Like the hero of The God of Vengeance almost
all of them suffer from a sense of guilt, from
a deep soul conflict, and they seek security in
an ideal, a faith, or a God who will purify
them, grant them vigor, wholeness, and inner
peace. Like Hans Bodenhcimer in Baim
Opgrunt (1937; Eng. tr., The Calf of Paper,
American title, The War Goes On, both 1936),
Asch’s other heroes also have “firm faith in a
Godhood which is beyond and above the limits
of all faiths and confessions, which streams
forth from the higher sentiments of faith in



eternity which every religious nature pos-
sesses.”

Asch’s most imposing and richest novels are
his trilogy Farn Mabl (1927-1932; Eng. tr.,
Three Cities, 1933), in which the romanticism
of the hero is accentuated by the realistically
painted social background: Der Tilim Yid
(1934; Eng. tr,, Salvation, 1934), in which Asch
sums up the basic themes of almost all his
earlier novels and in which he expresses with
greater lucidity than anywhere else his faith
in faith; Der Man fun Notseres (1939; Eng.
tr., The Nazarene, 1939), which in some im-
portant details is a continuation of Der Tilim
Yid and the main purpose of which is to
describe the historical Jewish background of
the legend of the founder of Christianity; and
The Apostle (1943; published in English
translation only), based on the life of St.
Paul. The last two books attracted great
attention by their colorful and meticulous
descriptions of the beginning of the Christian
era and becausc in them the author attempts
to lift the tragic barrier between Judaism and
Christianity.

In 1932 Asch was awarded the Order Polonia
Restituta. About the same time he was clected
honorary president of the Yiddish P.E.N. Club.
In 1937 the Jewish Institute of Religion in
New York conferred upon him the degree of
Doctor of Hebrew lL.etters.

Other books by Asch of which there are
English translations are Amerike (1911;
America, 1918), Motke Ganev (1916; Mottke
the Thief, 1985), Mayselekh fun Khumesh
(1928; In the Beginning, 1935), Di Muter (1925;
The Mother, 1930), Dos Gezang fun Tol
(1988; The Song of the Valley, 1939). Three
Novels (1938) contains Uncle Moses (Onkl
Moses, 1920), Chaim Lederer’s Return (Chaim
Lederer’s Tsurikkumen, 1927), and Judge Not
(Toit Urteil, 1926). What I Believe (1941)
was first published in German under the title
Woran ich glaube. Children of Abraham (1942)
is a collection of stories about America which
had appeared in Yiddish.

See: S. Niger, Sholem Asch, tsu zayn 6ostn
geboyrn-tog (1940); Charles A. Madison,
“Sholem Asch,” Poet Lore, XLVI (1940), 303~
337: A. A. Roback, The Story of Yiddish
Literature (1940).

S. N.

Aseyev, Nikolai (1889-, Russian poet), is the
chief survivor of Russian futurism. In 1939
the 25th anniversary of his first book of
poems, Nochnaya fleita (Nocturnal Flute),
was celebrated throughout the Soviet Union,
and the poet, once an extreme individualist

ASIN PALACIOS

and iconoclast, was decorated with the Order
of Lenin. Aseyev was one of the closest
friends of Mayakovsky (q.v.), and one of his
more recent cfforts is a novel in verse, Maya-
kovski nachinayetsa (1940; Mayakovsky Starts
Off), an intimate portrait of the late poet,
composed in a style resembling Mayakovsky’s.
Aseyev, like his friend, began as a poet of a
city bohemia—in Vladivostok, instead of
Moscow. In 1918 he arrived in Moscow, where
as a member of the “Centrofugue” group he
attempted to combine “pure” classic lyrics
with the innovations of cubo-futurism. He
was fond of such bohemian images as “the
half-naked moon on a blue couch,” the sky
a night café, with a star serving oysters and
angels smoking cigars. Moscow ripened his
talent and imbued him with proletarian, in-
dustrial motives. During the New Economic
Policy (NEP) and its temporary restoration of
private capitalism, Ascyev cxpressed alarm at
the resurgence of everyday-ness—‘“la Traviata
languidly sniveling from endless cabarets,”
and “our time is colored carroty, not red.”
Typical of Ascyev’s concern with industrial-
ism was his volume Stalnoi solovei (1922;
Steel Nightingale). He reflected the Revolu-
tion and the civil war in his epic Semyon
Proskakov (1928). Primarily Aseyev is a
lyricist, however, who rccords his emotions
and observations with a gentle directness that
is free both from sentimentality and from
the once fashionable Bolshevik Spartanism.
His range is wide, his form varies from regu-
lar meter to futuristic broken lines and meter,
and his vocabulary is fresh and clear, seldom
displaying the extreme coinages of the early
futurists. As he continucs to mature, he may
throw off the sobriquet of a lesser Maya-
kovsky.
A. K.

Asin Palacios, Miguel (1871-1944, Spanish
Arabist and philologist), was born in Sara-
gossa. He combined early studies in theology
with a profound knowledge of the Arabic
language and culture to produce a long series
of works on the Christian origins of Islamic
mysticism. He made very important contribu-
tions to understanding the philosophical and
theological views of Hispano-Arabic thinkers
of the 12th and 13th centuries and the rela-
tion of these men to later European writers.
Abenmasarra y su escuela: Origenes de la
filosofia hispanomusulmana (1914) and Aben-
hdzam de Cdrdoba y su historia critica de la
ideas religiosas (3 vols., 1927-1929) are
significant studies in the history of philosophy
and religion. La escatologia musulmana en la
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Divina Comedia (1919) attracted world-wide
attention; this work on the Islamic sources
of The Divine Comedy became the subject of
long and heated discussions (see the answers
of Asin Palacios to his critics in “Historia
critica de una polémica,” Boletin de la
Academia Espariola, Vol. X, 1923, pp. 505—
537, Vol. XI, 1924, pp. 5-53, 129-148, and also
C. H. Grandgent, “Islam and Dante,” Studi
medievali, Vol. III, 1030, pp. 1-5).

See: Angela Gonzilez Simén, Revista de
filologia, XXVIII (1944), 349-356, necrology
and bibliography.

F. S. y E.

Asnyk, Adam (1838-1897, Polish poet), was
born in Kalisz, Russian Poland, of gentry stock
recently turned merchant. Unlike the romantic
writers of the previous generation, most of
whom viewed contemporary struggles from
the sidelines, Asnyk took active part, even as a
student, in the conflicts of his day. Imprisoned
in 1860 in the notorious Warsaw Citadel for
conspiracy in connection with the movement
for national independence, Asnyk left Poland
in 1861 for Paris, London, and eventually
Heidelberg, but returned to Warsaw in 1863
to participate in the national uprising and to
serve, finally, on the National Council impro-
vised in Scptember of that year by Romuald
Traugutt. Upon the collapse of the uprising,
Asnyk fled to Italy and thence to Heidelberg,
where in 1866 he received his Ph.D.

After two years in Lwoéw, where he wrote
literary articles for various pcriodicals, Asnyk
finally settled in Cracow (1870). Here he took
a leading part in every contemporary move-
ment: in the struggle of Austrian Poland for
full political rights—he served for a while as
a city councilor and later as a deputy to the
Galician Diet; in the “discovery” of the Tatra
region as literary material; and in the battle of
the Cracow conservatives, known popularly as
“Stariczycy” (see Polish literature), with the
progressive Warsaw positivists, a conflict in
which, as editor of Nowa reforma (New Re-
form) from 1882-18g4, he took a stand midway
between the two.

Asnyk wrote several plays and novels but he
is remembered for his lyrics. These appeared
in periodicals from 1864 on and were very
popular, probably because they suited perfectly
the mood of the times. Pleasant, graceful, and
never dangerously moving, they met the
requirements of a generation suspicious of
profoundly stirring poetry, since this, they
believed, had led them to the catastrophe of
’63, yet desirous of something more nourishing
to the spirit than the chill prose of the posi-

tivists. Many of Asnyk’s lyrics were inspired by
the Tatras. His short poem “Do mlodych”
(To Youth), which begins “Seek out the clear
ray of truth . . . Forget the dreams of yester-
ycar,” became the credo of the generation to
which belonged, among others, Marie Sklo-
dowska Curie. Two of Asnyk’s great admirers
were the Polish actress Helena Modjeska, to
whom the poet addressed an elegy prematurely
in 1871 when she was reported deceased, and
Ignace Paderewski. Paderewski, and also his
distinguished pupil Sigismund Stojowski, set
many of Asnyk’s lyrics to music.

See: G. Korbut, Literatura polska (1931), 1V,
92-95: Z. Nowakowski, Stownik biograficany
(1985), I, 171-173.

A. P. C.

Aubanel, Théodore (1829-1886, Provencal
poct), was born in Avignon. He belonged to a
family of printers, since the 18th century
honored by the Holy See with the title
Printers to His Holiness. Théodore Aubanel
began writing poetry in I'rench, which was the
language usually spoken in his home. His
shift to Provencal, not an imperative urge,
was due principally to the influcnce of
Roumanille (q.v.). Having realized that the
local spcech was a rich, poetical language,
closer than French to Provencal reality, he
joined that group of young poets who were to
be the founders of the Felibrige. As is well
known, the purpose of this organization was
to bring about the restoration of the Provencal
language and literature.

Aubanel’s literary production is relatively
small in bulk. He is known above all as the
author of La Miougrano entre-duberto (1860;
The Split Pomegranate) and of Li Fiho
d’Avignoun (1885: The Young Ladies of
Avignon), two collections of lyrics, published
with an accompanying French translation.
The former appeared at a very opportune
moment, a year after the epoch-making ap-
pearance of Miréio, by Mistral (q.v.). It added
much to the fast-growing prestige of the
Felibrige school. It brought a new element to
Provencal lyricism, that of pure passion. Here
was found a bold, direct, and realistic expres-
sion of intensc human suffering caused by
frustrated love, the anguish experienced by
the author himself after his sweetheart had
entered a convent to become a nun. Immedi-
ately critics acclaimed Aubanel as having won a
place between Mistral and Roumanille. Ever
since then, these three names have been re-
garded as forming a symbolic trinity of
Provencal literature, a triumvirate of the
Felibrige.



Li Fiho d’Avignoun has been interpreted as
a confession of the author’s mature age. Here
again poetry has its source in the violent con-
flict between flesh and spirit, Christian princi-
ples winning over passion and desire. Although
a zealous Catholic and a highly honorable
husband and family head, the author had to
suffer persecution from the pens of unen-
lightened censors who accused him of being an
impious renegade. It is generally believed
that the ordeals he had to undergo in his
various attempts to publish the book actually
shortened his life. A pure hymn to beauty, Li
Fiho d’Avignoun contains very fine verses on
almost every page. A few of its poems, such as
“Lou Bal,” “La Venus d’Avignoun,” and,
above all, “La Venus d’Arle,” are little master-
pieces by themselves, fine jewels, any one of
which would have been sufficient to bring his
name to posterity. Aubanel has written three
five-act plays in verse. He published one, Lou
Pan dou pecat (1882; The Bread of Sin), which
was produced in the original text and in a
French version by Paul Aréne. It is a powerful,
violent, grim drama of rustic love. A posthu-
mous collection of poems, Lou Reire souléu
(1899; From behind the Sun), does not give
anything essentially new about the author or
his art. More important from the standpoint
of biography is his correspondence with one
of his feminine inspirers, Lettres a Mignon
(1899).

Aubanel is a great lyric poet, second in
Provengal literature only to Mistral. His work
has not reached a very large public but has
been appreciated by those for whom it was
written, the select few. His plea, “Luse tout ¢o
qu’es béu, tout ¢o qu’es laid s’escounde” (Let
beauty shine and ugliness hide), is that of a
great artist whose main object has always been
to find love and beauty, whether moral or
physical, Christian or pagan.

See: L. Legré, Théodore Aubanel, par un
témoin de sa vie (1894); N. Welter, Théodore
Aubanel, un chantre provencal de la beauté
(1902); J. Vincent, Théodore Aubanel; la vie et
’homme (1924); J. L. Vaudoyer, “Avec Zani,”
in Beautés de la Provence (1926).

A.V.R.

Audiberti, Jacques (1900-, French poet and
novelist), took his place in his late go’s as one
of the most promising of the younger French
poets. A reporter on a Parisian newspaper,
Audiberti began writing verse about 1933 and
made a strong impression with his first book,
Race des hommes (1937). Since then his work
has appeared in several periodicals, notably
the Nouvelle Revue frangaise, and two novels,

AUKRUST

Abraxas (1938) and Septiéme (1939), have been
published. His poetry is distinguished at first
glance by an extreme richness of vocabulary;
he seems drunk with words, reveling in rare
terms and the specialized language of a dozen
professions. This extravagance of diction is
accompanied by an equally striking use of
metaphor and in general a heroic rhetoric
that reminds one of Hugo—but a Hugo
tempered by Rimbaud (q.v.). A closer exami-
nation of Audiberti’'s work reveals a subject
matter to match his style. Poetry, he has said,
should treat of “la destinée et . .. la gran-
deur de I'homme.” It is modern man, knowing
as no man has known before the secrets of
time, space, and the elements, probing in his
laboratories the very essence of his universe,
that Audiberti exalts. He is trying to write
the epic of man in a scientific world and to
seize and impart the new sort of communion
with nature which science has made possible
and perhaps even necessary. Audiberti’s novels,
though probably less important and certainly
less original than his poetry, show the same
unrestrained imagination, the same pre-
occupation with rhetoric, and the same verbal
profusion.

See: Gabriel Bounoure, “Race des hommes,
par Audiberti,” Nouvelle Revue frangaise,
XLVIII (19%7), 615-617; Marcel Arland,
“Quelques Romans frangais,” Nouvelle Revue
frangaise, 1.1 (1938), 1037-1040.

C. W, Jr.

Aukrust, Olav (1883-1929, Norwegian poet),
was born in the mountain valley of Gud-
brandsdal, hearth of the ancestral folk culture
of Norway. Home, surroundings, and ex-
tensive studies early imbued him with the
country’s national heritage, the literary tra-
ditions that go back to ballads and the Edda,
the New Norse language, the folk art and
material civilization, and the whole popular
philosophy; under the influence of the folk
high school movement he conceived a re-
ligious nationalism in which mystic and
realistic elements curiously mingled, as they
did in his own mind. His literary work is an
attempt to show in poetic images the spiritual
growth and destination of the Norwegian
people within the eternal framework of Nor-
way’s nature.

In two large volumes of loosely connected
lyrical poems, Himmelvarden (1916; The
Mountain Cairn) and Solrenning (1930; Sun-
rise), he attacked the problem from the angle
of the individual, symbolizing the develop-
ment of the nation in his own struggle against
the primitive powers of darkness and his own
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redemption through Christianity. In a re-
markable way the psychological interpreta-
tion is made to emanate from the landscape,
pictured with overwhelming power of visual-
ization. The collections contain striking pic-
tures of folk life and some of the deepest
love lyrics in Norwegian literature; they show
profundity of thought and feeling, orchestral
mastery of the language, and amazing
rhythmical inventiveness. Aukrust’s other
books, HHamar i hellom (1926; Spirit from the
Mountains) and the unfinished Norske ter-
ningar (1931; Norwegian Dice), are fragments
of a large cycle which was intended in a
similar way to consider the nation from the
local beginnings of culture through the de-
velopment of national self-assertion into the
universal rcalm of idcas. The work shows the
same poetic power and a baffling knowledge
of all manifestations of Norwegian character
and life, moving freely from sublime spiritu-
ality to broad realism and baroque humor.

In spite of its fragmentary character, Olav
Aukrust’s poetic work is one of the most
original interpretations of the inner history
of his nation and onc of the strongest ex-
pressions of poctic genius in modern Nor-
wegian literature.

See: 1. Krokann, Olav Aukrust (1933).

S. S.

Averchenko, Arkadi Timofeyevich (1881-
1925, Russian short-story writer and drama-
tist), born at Sevastopol, was a merchant’s
son and in his youth worked as a clerk. He
began his literary carcer with serious stories,
but soon turned to humor, and eventually
achieved fame in that genre. He edited the
well-known humorous periodical Satirikon
(1908-18) and contributed frequently to it as
well as to other magazines. His short stories
and his one-act plays also achieved popularity
in such collections as Vesyolyie ustritsy (6th
ed., 1911; The Gay Oysters), Rasskazy dlya
vyzdoravlivayushchikh (5th ed., 1913; Stories
for Convalescents), and Chudesa v reshete
(1915; Wonders in a Sieve). Averchenko relied
chiefly on broad farce, but his humor has
elecments of social satire, burlesquing as it
does human frailty in fields ranging from
friendship to surgery-—and not forgetting the
plight of an elderly ghost confronted by
modern inventions. After the Russian Revolu-
tion, Averchenko emigrated and for a time
bitterly lampooned the Communists (Dyu-
zhinu nozhei v spinu revolyutsii, 1921; A
Dozen Knives into the Back of the Revolu-
tion), but in later works reverted to kindlier
moods (Rasskazy tsinika, 1925; The Stories of

a Cynic). English translations of Averchenko
are given in B. G. Guerney's 4 Treasury of
Russian Literature (1943).

See:  “Averchenko,” in Entsiklopediya
“Granat,” Vol. XI (1912), appendix, p. 610;
“Averchenko,” in Bolshaya sovetskaya entsik-
lopediya, 1 (1926), 141.

P. A. P.

Aymé, Marcel (19o2-, French novelist), was
born at Joigny in Burgundy. He was suc-
cesssively insurance broker, bricklayer, journal-
ist, salesman. After a long illness which put an
end to his picaresque existence, he began his
literary carcer. His first novel, Britlebois, was
printed at Poitiers in 1926 and later in Paris
in 1930. Aller et retour (1927) and Les Jumcaux
du diable (1928) reached a very limited public.
The reputation of Aymé began with La Table-
aux-Crevés (1929), which was unanimously
praised by the critics and received the
Théophraste Renaudot prize. This robust ep-
isode of peasant life was followed every year
by a novel or a volume of short stories. The
novels are LLa Rue sans nom (1930), Le Vaurien
(1931), La Jument verte (1938), Maison basse
(1935), Le Moulin de la Sourdine (1936),
Gustalin (1937), Le Beeuf clandestin (1939); the
short stories arc Le Puits aux images (1932),
Le Nain (1984), Derriére chez Martin (1938),
Les Contes du chat perché (1939), which last
were rewarded the Chantecler prize. Another
volume of short stories, Le Passe-Muraille, was
added in 1943.

Marcel Aymé’s art is thoroughly logical and
realistic under a false appearance of eccen-
tricity. His points of departure are often
burlesque and sometimes absurd, but the
stories develop afterward with a mathematical
precision leaving an impression no longer of
fantastic pieces of fiction but of scrupulous
pictures of a real world. He possesses a broad
sense of humor in the best Gallic tradition,
particularly in his bawdy tales of country life.
La Jument verte is the best example of his
Rabelaisian verve. But he can also handle
grimly tragic subjects or, as in Les Contes du
chat perché, emulate Charles Perrault and La
Fontaine in his presentation of charming fairy-
lands peopled with wise and witty animals. By
his multiform talent Marcel Aymé has placed
himself among the original authors of his
generation.

M.E.C.

Azafia, Manuel (1880-1940, Spanish statesman
and critic), born in Alcald de Henares, was
sent when young to the school run by the
Augustinian order at the Escorial. There,
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after finishing his secondary education, he be-
gan his studies in law, which he continued
at the University of Saragossa. He obtained
his doctorate in jurisprudence at the Uni-
versity of Madrid. On his return (1912) to
Spain from Paris, where he had been sent on
a scholarship, he beccame a government
functionary. Fulfilling his dutics soberly and
seriously, he remaincd a government em-
ployee, with little interruption, until he
entered politics (1930) and established the
Partido de Accién Repiiblicana.

At a time when the intellectuals of the new
literary generation were disinclined to utilize,
as they could have, the famous Ateneo de
Madrid as a dcbating socicty and tribune
from which to influcnce minority opinion,
Azafa joined the organization. True to the
glorious traditions of the Atenco, which had
shaped so much of the history of Spain from
the romantic period down to the end of the
past century, he distinguished himself by
keeping faith with its political program. From
1913 to 1920 he was its secretary and in 1930
became its president. During the First World
War he was a newspaper correspondent in
France and Italy. Out of this experience came
his book Estudios de politica francesa: La
politica militar (1918). Under the mild dic-
tatorship of Primo de Rivera he began his
really fecund literary career. A few years be-
fore this period hc had produced the first
Spanish version (1920-1921) of George Bor-
row's The Bible in Spain. With Cipriano
Rivas Cherif he founded and directed the
literary magazine Pluma (1920-1924); in 1922
he took over the political weckly Espaiia,
started originally by Ortega y Gasset (¢.v.).
Azana came into prominence as a literary
critic in 1926 when the coveted National
Prize for Literature was bestowed on him for
his Vida de Juan Valera. His intercst in
Valera continued. He wrote a copious and
valuable introduction to the “Clisicos caste-
llanos” edition (1927) of Pepita Jiménez; in
1929 his Valera en Italia; amores, politica,
literatura was published.

With two exceptions, all the writings of
Azaiia from the advent of the Second Re-
public until his death deal with politics. The
first, La invencion del “Quijote” y otros en-
sayos (1934), gives a Dbrilliant interprctation
and appreciation of Don Quixote; Tres
generaciones del Ateneo (1930) is a study on
the history and significance of the Atenco.
From 1930 to 1940 Azaia showed energy, great
talent, and disciplined leadership in his
various posts as minister of war, premier, and
president of the republic. In the opinion of

AZANA

many, Azafia was a really great parliamen-
tarian and orator. With the triumph of
Franco, he took refuge in France, where, on
November 4, 1940, at Montauban, he died a
broken man.

Azaina had entered the literary scene late
in life. In the two magazines Pluma and
Espainia he engaged in vitriolic criticism of
the apolitical attitude assumed by the writers
of the Generation of ‘g8, then enjoying
prestige and public patronage. His arrogant
optimism, his Spanish soberbia, made small
beer of the claims of those writers. Perhaps
he was at his best in studies on Ganivet,
Unamuno, and Costa (qq.v.). The most am-
bitious and devastating is “El Idearium de
Ganivet” (included with the others mentioned
in Plumas y palabras, 1930), in which he
charged this original writer with ignorance of
Catholic dogma and with an egregious mis-
conception of Spanish history. The reader,
overwhelmed by Azaiia’s logic and his knowl-
edge of Spanish history, rcadily acquiesced,
if only for the pleasure of anticipating the
day when Azaiia, a statesman in power,
should succeed where the others had failed.
But Azana’s optimism, unfortunatcly, failed
too.

In all likelihood his claims to remembrance
will rest on his translation of Borrow’s The
Bible in Spain, his sensitive essay on Don
Quixote, and, above all, his remarkable re-
capturing of the cssence of his disturbed soul
when he studied at the Escorial. Juan Ramdn
Jiménez (q.v.) has well pointed out how the
Spaniards of his time cultivated a literary
genre which had not enjoyed much prestige
in 19th-century Spain, namely, the book of
reminiscences of childhood and adolescence.
Jiménez himself, Unamuno, Baroja (q.v.),
Ramodn y Cajal, Azorin (q.v.), Pérez de Ayala
(q.v.), and Azana in his £l jardin de los frailes
(1927) must be included. As a sensitive artist
Azaia gave a memorable account of the psy-
chology and moral restlessness of a Spanish
adolescent coming from the hallowed Alcald
de Henares (made famous by Cardinal Cis-
ncros and by Cervantes) and going to study
at the Escorial where, in spitc of the august
presence of Philip II, he showed a tempera
ment inimical to the political and religious
relics of the past. It is in these recollections
that Azaina proved his marvelous grasp of
the Spanish language. At a time when all the
writers of Spain were swayed by stylistic inno
vations imported from abroad, he used a style
derived from the Spanish theologians and
moralists and characterized by a raciness and
compactness comparable to Spanish wrought
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iron. Azaiia, whose ideology owed much to
the revolutionary and liberal tradition of
Europe, is most castizo in his style, without
being affected or archaic. It was into this
resilient Spanish that he translated Borrow'’s
book.

See: E. Giméncz Caballero, Manuel Azafia
(1932); N. Gonzdilez Ruiz, Azafia; sus ideas
religiosas, sus ideas politicas, el hombre
(1932); M. Gongora Echenique, Ideario de
Manuel Azafia (1936).

M. J. B.

Azorin (pseud. of Jos¢ Martinez Ruiz, 1873-,
Spanish essayist, critic, novelist, and drama-
tist) cultivated so many genres that he defies
precise dcfinition. His early novels are made
of intimate remembrances, descriptions of
town and country, and criticism of Spanish
life; the later Don Juan (1922; Eng. tr., 1923)
and Dofia Inés (1925) are evocative vigncttcs.
Evocative in the same manner are attempts
at drama such as Old Spain (1926) and
Brandy, mucho Brandy (1927) and short
stories such as Blanco en azul (1929; Eng. tr.,
The Syrens and Other Stories, 1931). Azorin’s
many volumes of criticism—the most impor-
tant aspect of his work—are chiefly short
essays, which are a mixture of the newspaper
article, the erudite disquisition, and the lyri-
cal impression. What gives unity to all his
work is an unmistakable personal tone,
certain very definite stylistic traits, quite new
and fresh in his time, and a vision of life,
literature, and reality in which the aesthetic,
the emotional, and the rational are insepara-
bly blended. In the highly personal quality
of his writings Azorin appcars as the em-
bodiment of the intellectual subjectivism
brought forward in Spanish literature by the
Generation of '98. Azorin, in fact, was the
first writer to adopt this term and the first
to define its main characteristics in a series of
articles (see “La generacién del ¢8” in Cldsicos
y modernos, 1913). When Azorin spoke of
“the men of 'g8” he was really speaking about
himself. He was giving a perfect characteriza-
tion of his own work and personality when
he pointed out the feeling of these men for
the Castilian landscape and for the past,
their critical attitude toward an academic and
pseudoclassical tradition, their love for the
primitive poets, their admiration for El
Greco and the spirit of such cities as Toledo,
their indebtedness to Larra, their varied
European influences.

His life has been entirely consecrated to
literature except for a few, unsuccessful at-
tempts to enter politics. He was born at

Monovar in Alicante province. After attend-
ing a religious boarding school (these ex-
periences are the subject of one of his first
important books, Las confesiones de un
pequerio fildsofo, 19o4), he began the study of
law at the University of Valencia. There he
wrote his first articles. About 1896 he went
to Madrid and very soon became well—and
unfavorably—known through the radical
character of his writings and campaigns. Be-
tween 1893 and 1900 he published, under
various pscudonyms, 10 or 12 pamphlets and
minor critical works violently attacking ac-
cepted social and literary values. With the
appearance in 1900 of Los hidalgos and El
alma castellana (1600-1800), the real Azorin
is revealed. In them were evident that poetic
gift for bringing out the “presentness” of the
past and that talent for uncovering the last-
ing significance of the most scemingly in-
significant facts which were to form the core
of his style. In 1902 and 1903 appeared La
voluntad and Antonio Azorin, two auto-
biographical novels which contain the full ex-
pression of his sensibility and inner life.
‘These two books make up a profound docu-
ment for the study of the spiritual crisis at
the end of the last century in Spain. In
describing the perplexities of Antonio Azorin,
Martinez Ruiz—who henceforth identified
himself with and adopted the name of the
character that he had created—analyzed in a
moving way the spiritual unrest of the intel-
lectual youth of his time. He showed them
torn by an inner conflict betwecen sentiment
and reason, between a cult of will and of
individual energy and an absolute incapacity
for action, looking toward Europc for guid-
ance and trying at the samc timc to discover
the deep roots of the Spanish soul, dissatisfied
with the decadent state of Spanish life, re-
belling against tradition and yet with a great
emotional attachment to that tradition which
they wanted to destroy.

The purpose of the greater part of
Azorin’s works, comprising over 50 volumes,
is to give a vision of the eternal values of
Spain as perceived by a modern spirit—a
poetical and critical vision. He has never
abandoned the rational urge for renovation
and the “revision of values” which was his
point of departure. But on the whole, criti-
cism is more than overbalanced by sentiment.
The lyrical impression received when reading
his prose is the result of two concentrical
emotions, the emotion of the atmosphere of
things and the ecmotion of time. Both find
their center in the Castilian landscape and
history. Books such as Los pueblos (1905), La
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ruta de Don Quijote (1905), and above all
Castilla (1912) rank with some of Unamuno’s
essays and certain poems of Antonio Machado
(qqv.) as the highest attainments of the
typical “Castilianism” in contemporary Span-
ish literature. In these volumes he detects in
the contemplation of silent and often very
humble things the shadow of a past which
he merges with the present to suggest poeti-
cally a feeling of the static emotion of time:
cverything changes, everything is fleeting; the
only permanent thing is this very emotion
about the return of things. He brought a
similar sensibility to literary criticism in
Lecturas espaiiolas (1912), Cldsicos y modernos
(1913), Los valores literarios (1913), Al margen
de los cldsicos (1915), rcawakening an interest
in many forgotten authors and books. There
is also an exquisite and purely poetic quality
in such works as Don Juan, Dofia Inés, and
Félix Vargas (1928).

Biath, Albert Ulrik (1853-1912, Swedish poet),
appeared first on the literary scene as one of
that impressive group of poets from Sweden’s
rich, southernmost province, Skine—a group
that includes, besides Bdith, Ola Hansson,

Anders Osterling, and Vilhelm Ekelund
(qq-v.) Bddth spent his boyhood and youth
in a quiet little parish vicarage in southern
Skdne, was educated at the University of
Lund, and passed a considerable portion of
his later life in his native province. Though
his career was an esscntially academic one (he
was an Icelandic scholar, folk high school and
university teacher, and director of a museutn),
the best of his poetry was as little intellectual
as poetry can well be. Among the cight pub-
lished volumes of his verse, covering a span of
about 20 years, only the first three are of
scrious importance—Dikter (1879; Poems),
Nya dikter (1881; New Poems), and Vid
allfarvig (1884; Along the Great Highway).
Some of the poems in these volumes express
in rather obvious forms the social sentiments
typical of the literature of the day; but the
majority of them, and by far the most im-
portant, give spontaneous, personal, and direct
expression to Bidth's solid animal delight in
the folk life and the landscape of his rural
Skdne. The strength of these poems lies in
their healthy sensualism, their vigorous alive-
ness to the rich variety of substantial physical
forms, colors, odors, and sounds characteristic
of the fertile countryside of southern Sweden.

BABEL

Azorin had an extraordinary influence in
the first 20 years of the century. At that time
he was acclaimed one of the most original
exponents of a new epoch. He owed much to
modern European literature, to France es-
pecially-—Taine, Flaubert (qq.v), the sym-
bolists, and the impressionists. He combined
the aesthetic sense and the methods learned
from them with a philosophical conception
which could be traced indirectly to Germanic
sources (e.g., his ideas of time and change,
his subjcctivism). In addition he had a direct
understanding of Spanish spirituality and a
profound sense—also Spanish—of the value
of the common things of reality.

Sec: S. de Madariaga, The Genius of Spain
and Other Essays on Spanish Contemporary
Literature (1923), pp. 148-164; Werner
Mulertt, Azorin (1926, in German; Spanish
tr., 1930).

A. del R.

Badth’s poems lack, however, any profounder
evocative qualities, the philosophical under-
currents and the explosive emotional core of
all really great lyric expression; and they are
almost entirely devoid of the sensitive musical
qualities of Swedish verse at its best. His work
is nevertheless of real importance in the
development of modern Swedish poetry; for
he not only “discovered Skine” as subject
matter for a rich efllorescence of provincial
verse, but he pointed the way toward healthy
forms of poetic realism for all of Swedish
poetry since his day. Such superb lyric poets of
the 189o’s as Heidenstam, Froding, and Karl-
feldt (qq.v.) owe not a little, directly and
indirectly, to the example of a new poetic
rcalism in the provincial poctry of Baith.

See: K. Fredlund, “A. U. Biiths diktning,”
Ord och bild, XXI (1912), 588-547; O. Hansson,
“A. U. Bddth,” in Litterira silhuetter, 1885, in
Samlade skrifter, 11 (1920), g-29.

A. G

Babel, Isaak Emmanuilovich (1894-, Russian
short-story writer), revived the genre of the
short story after the Revolution. Uniquely
gifted within limits, he is unrivaled for the
concentration, impact, and brevity of his
stories and for his mastery of dialect. A ““fellow
traveler,” he became a sensation in the first
decade of Communism, but since then he has
lapsed into relative obscurity. Certain of his
tales, however, already belong among the
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classics and are known by heart by many
admirers. Born in Odessa of a typical petty-
bourgeois Jewish family, he graduated (1910)
from the Odessa School of Commerce. His
principal training was received at home,
where he studied Hebrew, the Talmud, and
the Bible. At 15 he developed a passion for
French literature, and he wrote his first stories
in that language. In 1916 he went first to Kiev
and thence to St. Petersburg, where he
suffered hardship because Jews were then
denied legal residence. Gorky (q.v.) encouraged
him by publishing his first two stories in
Letopis (Chronicle), but recjected his sub-
sequent work as poor and callow. The next
seven years Babel wrote nothing, but devoted
himself to thc Revolution, serving as people’s
commissar, member of a food expedition, and
agent of the Cheka. He fought with Bud-
yonny’s cavalry in the Polish campaign of
1921-1922 and with Yudcnich’s cavalry. Later
he operated a printing press in Odessa. He
returned to literature (1928) with a number
of short storics printed in periodicals. Their
instant success led to two volumes of tales,
Odesskie rasskazy (1923-1924; Odessa Tales)
and Konarmiya (1926; Eng. tr., Red Cavalry,
1929), which brought him international fame.
There followed Bluzhdayushchie zvyozdy
(1926; Wandcring Stars), a scenario; Yevreiskie
rasskazy (1927; Jewish Talcs); Benya Krik
(1927; Eng. tr., 1935), a “film novel”; and two
plays, Zakat (1928; Sunset) and Mariya (1935),
produced by the Moscow Art Theatre. Since
then he has written other stories and has
engaged in a long novel, but he has failed to
hold the brilliant popularity won by his earlier
work. This is sometimes ascribed to the en-
forced proletarization of literature under the
first Five-Ycar Plan and to Babel’s unwilling-
ness to submit his pen to a dictated tenden-
tiousness.

Babel’s subject matter falls into two main
cycles, the sulfferings of Odessa Jews and the
exploits of the Red fighters of Budyonny’s
cavalry. Benya Krik, a famous Jewish bandit,
whose real name was Misha Yaponchik, or
Mike the Jap, is the leading character of the
first group. Depth and subtlety underlie the
concise simplicity of Babel's work, which is a
mixture of heroic romance and the utmost
naturalism scasoned with irony. All his stories
are founded on sharp paradox, violence and
serenity, extreme cruelty and lyrical tender-
ness, humor and tragedy. Apparently crude
and fragmentary, in reality they are con-
structed with the nicest precision, without a
superfluous word. His finest things are in
dialect, that of the Kuban Cossacks and the

Russo-Jewish jargon of Odessa. The speech of
such characters is a marvel of phonetic re-
production, impossible to translate. Even so,
the foreign reader receives an indelible im-
pression from the story—such is Babel’s power.
Among the best tales are “Sol” (“Salt”),
“Pismo” (“A Letter”), “Smert Dolgushova”
(“Death of Dolgushev”), “Zhizn i priklyu-
cheniya Matveya Pavlichenko” (“Life and
Adventures of Matvey Pavlitchenko™), all in
Red Cavalry, and ‘“Korol” (The King, in
Odesskie rasskazy, 1924, Stories from Odessa)
and “Istoriya moei golubyatni” (1926; Eng. tr.,
“The Story of My Dovecote,” Slavonic Review,
X, 1-11).

Sce: D. S. Mirsky, “Babel,” Sovremennyia
zapiski, XXXVI (1925), 485-488; A. Kaun,
“Babel, Voice of the New Russia,” Menorah
Journal, XV (1928), 400-410.

N. S.

Babits, Mihdly (1883-1941, Hungarian poct,
critic, novelist, and short-story writer), was
born in Szekszird and died in Budapest.
Babits was educated at the Cistercian secondary
school in Pécs and at the University of Buda-
pest. In his career as a professor in various
provincial towns, in Baja, Szeged, Fogaras,
Ujpest, he showed a fine professional con-
scientiousness; but in his moments of real
freedom he was a poet, and gradually his
poetic sclf demanded complete attention.
Fortunately the childhood of Babits was spent
in a cultural atmosphere; his people belonged
to the intellectual middle class. His whole life
suggests cultural roots. When his first pocms
appeared in Nyugat (West), they immediately
impressed the discriminating recaders; they
gave the impression of a poeta doctus. This
first impression was so strong that later it was
difficult for readers and critics to recognize the
vehemence, the emotional restlessness, the
fantastic horizon, the crucified spirit of the
poet. Babits never sided with dogmas which
narrowed life; he never subordinated the
principle of artistic integrity to didacticism or
propaganda. By nature he was a contemplative
person rather than a man of action; he had
the intelligence of a creator and not of a
pamphleteer. His neurotic sensitiveness some-
times seemed to be in need of humanization,
but in truth he was never so removed from life
as to be fairly called an ivory-tower poet.
While Freud in psychology, Bergson (gq.v.) in
philosophy, and Julien Benda (q.v.) in certain
critical norms influenced him, the catholicity
of Babits's taste was always such that he could
absorb many ideas without paying the tribute
of mere resemblance or imitation. He believed



in values, not in slogans. His marital life with
Sophie Torok, a poetess, was ideal; it was a
Hungarian version of the Robert Browning-
Elizabeth Barrett relationship. Babits was a
pacifist, but it is logical to assume that his
sense of proportion would have rejected any
unreasonable peace.

Babits was not only one of the most gifted
poets and writers of modern Hungary, but one
of the most erudite and versatile. He made the
discursive essay popular in his native country;
he translated Sophocles’ Oedipus, Dante’s The
Divine Comedy, Shakespearc’s The Tempest,
medicval Latin hymns, and the works of many
French, German, English, and American poets
and writers into Hungarian. His Az europai
irodalom torténete (1934; History of European
Literature) shows an independent spirit's
interpretation of great writers and poets. His
plays are book-dramas. After the Fiist World
War, Babits became one of the editors of
Nyugat; he was less radical than his prede-
cessors, but not less strict in his standard of
criticism. As a matter of fact, despite increasecd
political nationalism he was unwilling to com-
promise with his aesthetic doctrines; the
hysterical times of course affected him, but he
repudiated their standard. The saccharine
patriotism of certain Hungarian poets, the
conforming rhetorics of certain writers and
publicists, the “folkishness” of certain literary
or pseudo-literary tendencies, never touched
the deepest strings of his heart and his mind.
His passion for creative integrity was so honest
that his pragmatic compromises were merely
matters of inevitable policy and they were not
the betrayal of the spirit.

The collected works of Babits were pub-
lished in 1939. Babits traveled very little, but
his work, like that of the non-traveling
Immanucl Kant, symbolized his relationship to
the cosmos. The sphere of his art and of his
thoughts was the universe. He was brought up
as Roman Catholic but he did not confine his
views to the dogmatic horizon of the Church.
His carly poems showed ability in poetic
symbolism; he was always very fond of Edgar
Allan Poe and of certain French and English
symbolic pocts and emphasized images and
workmanship in their fashion. In some re-
spects, like so many other symbolic poets, he
was a master of onomatopoeia. When he
reached maturity, he felt that even modern
terminologies become stereotyped; he dug into
his innermost self, and a comparison of his
early poems with those of the later period re-
veal a broader conception of the good life, a
deeper understanding of life’s experiences.
The somewhat “decadent” Babits is best repre-

BACCHELLI

sented by the following volumes of poetry:
Herczeg, hdtha megjon a tél is (1911; But
Prince, if Winter Should Come); Recitativ
(1911; Recitative); Nyugtalansdg volgye (1917;
The Valley of Restlessness); Sziget és tenger
(1925; Island and Sea). The mellow Babits
found his voice in Versenyt az esztendékkel
(1928; In Race with the Years) and in Jdnds
konyve (1939; The Book of Jonah). Haldlfiai
(1926; The Sons of Decath) is his most ambitious
novel; it is a bulky work, written with com-
passion about the dying gentry and middle
class. Kardcsonyi Madonna (1920; Christmas
Madonna), Timdr Virgil fia (1922; The Son
of Vergil Timar), Kdrtyavdr (1924; House of
Cards), and other stories and novels written by
Babits reflect a mind inclined to be fantas-
tic in its psychological oricntation and positive
in its refusal of the obvious. Irodalmi prob-
lémdk (Literary Problems) shows Babits at
his very best as an essayist. His language, rich
and sometimes baroque, makes the reading of
his works difficult for the uninitiatcd. Some of
his works have been translated into German,
Italian, French, and English.

See: H. Horvith, Neue ungarische Lyrik
(1918); A. Schopflin, Irdk, kényvek, emlékek
(1925); W. Kirkconnell, The Magyar Muse; an
Anthology (1933); J. Reményi, ‘““The Passing of
Mihdly Babits,” Books Abroad, XVI (1942), 36.

J. R.

Bacchelli, Riccardo (1891-, Italian novelist),
born in Bologna of a wealthy, well-known
family, is one of the few novelists in a literary
generation that went in more for lyricism than
for narration and that was, until recently,
rather wary of construction and plot. Bac-
chelli’s success is due more to his patience and
to a persistent will to become a great novelist
than to any natural gift. It took him 18 years
to acquirc any fame at all. His production
earned him respect rather than enthusiasm
and more authority than popularity. With the
exception of Il Diavolo al Pontelungo (1927;
Eng. tr., The Devil at the Long Bridge, 1929),
a historical novel, alive and humorous, Bac-
chelli’s work is for the most part ponderous,
and his characters are not well enough defined
to emerge as living types. Il Diavolo, in two
distinct parts somewhat separated from each
other in tone, is a fictionized account of
Bakunin’s attempts to introduce socialism in
Italy. His early book, Il Filo meraviglioso
(1910), printed at his own expense, was some:
what mannered, and this same quality persisted
throughout all his works. Only once did he try
his hand at a light novel, La Cittd degli amanti
(1929; Eng. tr., Love Town, 1930), in which he
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tells of a city built for lovers by an American
tycoon, but where true lovers cannot really
live. This very same invention in the hands of
an Anatole France (q.v.) or of a Shaw would
have resulted in a very amusing satire, but
what attracted the critics in La Citla was a
description of the retreat of Caporetto, which
entered into the plot only as a side issue. This
would indicate that the best qualities of
Bacchelli are of a descriptive rather than a
narrative nature. Sometimes he gives evidence
of a very fine mastery of vocabulary, especially
in his tale of fishes, Lo sa il tonno (1923),
written with satirical intentions in that rather
forced style of academic exercise common to
the group of the Ronda. Occasionally he dis-
plays a wealth of detail which goes well with
the rather slow and majestic rhythm, earning
him the comparison to a river (scrittore
fluviale).

Bacchelli’'s most imposing work, a three-
volume novel of the time of the Italian
Risorgimento with his native land of Emilia
as background, Il Mulino del Po (first pub-
lished in the Nuova Antologia, 1938-1940), is
hardly exciting; but it certainly merits con-
sideration for the magnitude of the enterprise,
rare among the parsimonious writers of
present-day Italy. In Oggi, domani e mai
(1932), he tried his hand at more serious
historical problems (the responsibility of the
Reformation for the modern sick political
state of Europe) without giving a solution to
them, nor crecating in the character of An-
ceschi a true representative of the veteran of
the First World War. He merely confirmed the
critics’ estimation of his qualities as an accom-
plished academic writer. A few short stories,
Bella Italia (1928); a tentative retelling in
modern words of Hamlet, Amleto (19238); some
literary memoirs, Memorie del tempo presente
(1919-1920); one historical essay, La Congiura
di Don Giulio d’Este (1931); some lyrics in
prose, Poemi lirici (1914), Parole d’amore
(1935); and another novel, Il Rabdomante
(1936), complete the essential achievements of
this man of high literary discipline.

See: P. Pancrazi, Scrittori .italiani del
novecento, revised ed. (1939), pp. 221-227;
T. G. Bergin, “Riccardo Bacchelli,” [talica,
XVII (1940), 64-68, with bibliography.

G. P.

Bagritsky, Eduard (pseud. of Eduard Dzyubin,
1895-1934, Russian poet), was born in Odessa,
of a poor Jewish family. He graduated from a
technical school as land surveyor, but never
practiced his profession. Bagritsky took part in
the civil war as a member of a guerrilla de-

tachment and as a poet attached to the “propa-
ganda train” which was sent to the front by
proletarian organizations. Bagritsky started to
produce poetry in 1915-1916, but his mature
works were written after 1924. He belonged to
the group of constructivists whose leaders were
his personal friends, but his poetry is by no
means an expression of this particular school.
Eclectic in scope, it impresses by its romanti-
cism and passionate sense of life. The romantic
trend is strongly felt in Bagritsky’s imagery
and his visions of the far distant past. It was
not by mere chance that one of his first
collections of poems bore a Diirer drawing on
the cover. In the “Ptitselov” (Bird Catcher)
Bagritsky proclaimed his utter love for
“nature, wind, songs, and freedom.” One of
his preferred heroes was the exuberant Till
Eulenspicgel. He made excellent translations
of various poets, especially of Burns and
Walter Scott. He also devoted many of his
poems to contemporary themes, always choos-
ing colorful scenes and dramatic episodes.
Soviet critics praise highly his “Duma pro
Opanasa” (Ballad of Opanas), a narrative poem
of civil war in which motives of the Ukrainian
folklore are skillfully merged into modern
rhythms. In spite of its great metric variety
and the trace of many conflicting influences,
ranging from the classics to Mayakovsky's
(q.v.) futurism, Bagritsky’s poetry has a funda-
mental unity revealed by the dynamism of its
images, the tense rapidity of its rhythms, the
sensuous strength of its descriptions, and the
general fecling of optimism and vitality. After
his death his works were published in
Sobraniye sochineni v dvukh tomakh (1988;
Collected Works in Two Volumes).
M. S.

Bahr, Hermann (1863-1934, Austrian critic,
novelist, and dramatist), was born in Linz,
Austria, and died in Munich, His closest as-
sociation was with Jungwien, a group of
writers which he claimed to have founded or
discovered in 1891 and which dominated
Austrian literature during the quarter of a
century preceding the First World War. This
group included Arthur Schnitzler, Hugo von
Hofmannsthal, Richard Beer-Hofmann, Peter
Altenberg, and Felix Salten (qq.v.). Bahr was
its most prolific and most versatile member.
As a critic (in his Zur Kritik der Moderne,
1890) he anticipated the reaction against natu-
ralism, just as this movement was attaining su-
premacy (see German naturalism), and as early
as 1891 he espoused in his volume Die Uber-
windung des Naturalismus the cause of the
emerging neo-romanticists, symbolists, and



decadents. When these finally triumphed, he
became the spokesman of the new expression-
istic youth, and in his book Expressionismus
(1916; Eng. tr., Expressionism, 1925) he helped
to define thc characteristics of this literary
tendency. As a novelist (e.g., Theater, 1897) he
was a superb and witty narrator of the charm
and the folly of Vienna, when this metropolis
was the overrefined capital of a dying empire.
As a dramatist he is best remembered for Das
Konzert (1gog; Eng. tr., The Concert, 1910), a
sophisticated comedy of Vienna, which was
successfully produced both on the Continental

and on the American stages.
S. L.

Bainville, Jacques (1879-1936, French historian
and essayist), was born in Vincennes, Seine. He
attended the Lycée Henri IV in Paris, then
studied law. He was only 20 when he brought
back from a trip to Germany a biography of
Ludwig IT of Bavaria, the protector of Wagner
(qv.).

He wrote short stories and essays of a philo-
sophical nature. Jaco et Lori (1927) and La
Tasse de Saxe (1929) are examples. He was
well suited to edit, as he did, the works of
Voltaire; the two writers resemble one another
in more than one respect—their irony, their
scorn for mankind, their pessimism, their ad-
miration of intelligence, their wit, their style.

Bainville’s main work, however, was in
history and journalism. His historical publica-
tions include Histoire de deux peuples (1915),
Histoire de trois générations (1916), Histoire
de France (1924), and Napoléon (1931). As a
journalist he contributed political articles to
the Action frangaise and Liberté, economic
and political editorials to the Petit Parisien
and Nation belge, and literary essays to the
Revue universelle, which he founded in 1920
with Henri Massis (q.v.). He was able so to
expose the most complex problem, the most
involved circumstance, as to render them per-
fectly comprehensible to his many readers. He
admittedly looked upon Sainte-Bcuve as his
model. No matter what the subject matter, his
style was one of precision and lucidity. Some
of his articles have been collected in Les
Conséquences politiques de la paix (1920), La
Russie et la barriére de Uest (1937), and
L’Allemagne (1939-1940). He was elected a
member of the French Academy in 1935, the
year before his death.

P. B.

Balart, Federico (1831-1go5, Spanish poet and
critic), born in Pliego, Murcia, was active in
the ranks of the liberal party and held office
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during the revolutionary period (1868-1874),
returning to private life when the monarchy
was restored. Before this he had been an out-
standing journalist and was considered an ex-
tremely able literary and art critic; selections
from this phase of his work were collected in
1894 in a volume entitled Impresiones: Litera-
tura y arte. That same year, when it seemed
as though he had almost passed into oblivion,
he achieved one of the greatest literary suc-
cesses of the day with the publication of a
book of poetry entitled Dolores, the name of
his deceased wife. Her death had occurred in
1879, and the poems dedicated to her had
been written between that year and 189:1.
These verses of marital love were the quiet
welling of a wounded heart and were written
not for the public but to assuage an inner
sorrow. It is to this quality of sincere emo-
tion, expressed in simple, noble, pensive form,
in terse nitid language, and tinged with
religious resignation that their author owed
his late-flowering glory. To this is due the
place accorded him as one of the great minor
poets of the 1gth century. Two later volumes
of poetry, Horizontes (1897) and Sombras y
destellos (1905), add nothing to his glory.
See: J. M. Alvarcz Sotomayor, “Federico
Balart,” Revista catdlica de Chile, XLVI
(1924) 389-394, 551-554; L. Alas and E. Gémez
de Baquero, prologues in Balart, Poesfas com-

pletas (1939).
F. de O.

Baldensperger, Fermand (pseud. Fernand
Baldenne, 1871-, French literary historian),
born in Saint-Dié, Vosges, is a stalwart Lor-
rainer who, under a transparent pseudonym,
has occasionally extolled in prose and verse
the healthy values of local tradition. He is also
a scholar of universal knowledge, who has
been in recent years engrossed in the prepara-
tion of a history of international literature. He
has had an extraordinarily full career, produc-
ing books by the dozen and articles by the
hundreds.

For 36 years (190o0-1936) a professor in
French universities (Lyon, Strasbourg, Paris),
Fernand Baldensperger came to Harvard Uni-
versity in 1936 and has lately been on the
staff of the University of California at Los
Angeles. Research, lectures, and visiting pro-
fessorships have taken him to the four corners
of Europe, to China and Japan, to both
Americas. As early as 1904, when he published
his Goethe en France and a posthumous, en-
larged reedition of Louis Paul Betz’s Littéra-
ture comparée; essai bibliographique (1st ed.,
1897), he became a world leader in the field of
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comparative literature. For his goth academic
anniversary in 1930, 62 scholars from 18 differ-
ent nations offered him the unprecedented
homage of two volumes of Mélanges exclu-
sively devoted to comparative studies. Many
more contributed to the Revue de littérature
comparée and its “Biblioth¢que” of mono-
graphs which he and his foremost disciple,
Paul Hazard (q.v.), founded together in 1921.

Some of Baldensperger’s work is modeled
after the pattern set by Gustave Lanson (q.v.)
and is strictly concerned with national subjects
(outstanding in this category are his critical
edition of Alfred de Vigny and his two “con-
tributions to the intellectual biography” of
the same author, 1912 and 1933). But for the
most part his studies have stressed the inter-
national viewpoint—ZEtudes d’histoire litté-
raire (2 vols., 1907-1910), Le Mouvement des
idées dans ’émigration frangaise (2 vols., 1924),
La Littérature europdenne aux XVIle et
XVlIlle siécles (1930), to quote only a few
titles. These works are backed up by a definite
philosophy, expressed in a work of 1913 (La
Littérature; création, succés, durée) and in
Baldensperger's important introduction to the
very first number of the Revue de liltérature
comparée (“La Littérature comparée; le mot
et la chose”). Comparative literaturc—which
crosses at will geographical, linguistic, and
cultural boundarics—he characterizes not only
as a dynamic conception of literary history
but as the possible harbinger of a “ncw
humanism.”

See: Emmanuel Beau de Loménie, review of
Le Mouvement des idées dans I'émigration
frangaise in Revue de littérature comparée, V
(1925), 708-718; Paul Van Tieghem, La Littéra-
ture comparée (1931), pp. 33-48 and passim.

J.-A. B.

Baldini, Antonio (188g-, Italian novelist), was
born in Rome. An apathetic son of a prospcr-
ous family. he spent his early youth dreaming
of poetry. Casting aside any idea of practical
employment, he was content to turn over the
pages of old and good books, studying, elabo-
rating, and polishing literary forms. He pres-
ently achieved a mature literary style saturated
with an instinctive, individual humor that
distinguishes him from other writers of Italy
today. Baldini studied at the University of
Bologna and received his doctorate with a
thesis on Ariosto, whom he liked to call
“Lodovico the tranquil.” The First World
War interrupted his literary studies and
brought him a medal for bravery; in Nostro
Purgatorio (1918) he records some of his more
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interesting war experiences. Baldini has been
a lecturer, a merchant (in Upper Silesia), and
since 1931 the editor of the Nuova Antologia.

The three literary works that are most repre-
sentative of Baldini are Michelaccio (1924),
La Dolce Calamita (1929), and Amici allo
spiedo (1932). Michelaccio is an amusing story
of a bad boy. It symbolizes perhaps the natural
laziness and mischievousness of the author
himself. Michelaccio loves to eat, to drink, and
to sleep. So does Baldini. Michelaccio loves
women. So does Baldini. Michelaccio is hope-
lessly indolent. So is Baldini. But hcere, as the
critic Panzini remarks, the analogy must end,
for the laziness of Michelaccio is just one
characteristic while that of Baldini is a mode
of being and of thinking—it is a style, a phi-
losophy. La Dolce Calamita contains a series
of amusing portraits of women Baldini has
known or of women he would like to have
known. According to the author, the tools
used in constructing this novel were his cyes
and his memory, but much of the quality
comes from Baldini’s fantasy—which he pre-
tends to overlook. In Amici allo spiedo he
makes fun of many of the leading contempo-
rary luminaries. The quips are those of a
good-natured friend; there are indelible por-
traits of Malaparte (pseud. of Curzio Suckert,
quv.), Bacchelli (q.uw.), Soffici (q.v.), Papini
(g.v.), Giuliotti (q.v.), De Chirico, Spadini,
Don Benedctto (Croce, q.v.), et al. To each
Baldini devotes a few paragraphs or a chapter,
varying the tonc and the music, but without
ever forgetting the pinch of good humor—the
pizzicata.

P. M. R.

Balinski, Stanistaw (1898-, Polish poet), was
born in Warsaw, of Border gentry stock, the

* son of a one-time mayor of Warsaw. Educated

at home and abroad, Balinski came to maturity
at the time of the founding of Skamander (see
Polish literature) and was associated with this
group until 1939. Balinski’s early poems, pub-
lished mostly in Wiadomosci literackie (Liter-
ary News) and Skamander, were slight pieces,
but his verses published in exile, after the
invasion of Free Poland (Wielka podrdz,
London, 1941; A Great Journey), together with
those to be found in the emigration journal
Wiadomosci polskie (London; Polish News),
are sincere, moving records of deep spiritual
experience.

See: A. P. Coleman, “Polish Literature in
Exile,” New York Times Book Review, June 1,

1941, pp. 8, 18. A PG



Balmont, Konstantin Dmitriyevich (1867-
1948, Russian poet, translator, and essayist),
was born into a noble family in the province
of Vladimir, Russia. While a student at the
Gymnasium, Balmont was temporarily ex-
pelled for revolutionary activity. Soon rein-
stated, he finished the secondary school and
enrolled in the faculty of jurisprudence at the
University of Moscow (1886); here, however,
he studied chiefly German literature and the
history of the French Revolution. Within a
year he was expclled from the university and
exiled to Shuya for leading some of the student
outbreaks. In the following year he was per-
mitted to resume studies at the College of
Law at Yaroslavl. Given to emotional insta-
bility, Balmont at 22 leaped from a window in
an attempted suicide and as a result was con-
fined to bed for over a year. He was ever
attracted by the lore of strange lands and
traveled extensively. In 19o4 he visited Mexico:
in 1905, because he had written a number of
revolutionary poems, Balmont was obliged to
emigrate and spent the better part of a decade
in Paris, Brussels, and elsewhere. He visited
the Orient, Africa, and even Oceania. In 191§
Balmont returned to Moscow. In 1917 he
ecstatically greeted the October Revolution;
subscquently he was commissioned abroad,
where he switched to the émigré camp. After
that he lived chiefly in France.

When in the middle of the 18go’s symbolism
as a literary movement had begun in Russia,
Balmont supported the new trend and soon
was recognized as onc of its leaders. Thereafter
his name was linked with the symbolists. His
first book of melancholy civic verse, Sbornik
stikhotvoreni (18go; Collection of Verses), re-
flects the influence—in its content—of the
poctiy of Nadson (q.v.), Nekrasov, Koltsov,
Nikitin (q.v.), and—in its form—that of
Pushkin. Even in his second book, Pod
severnym nebom (1894; Under Northern
Skies), one still finds a similar strain, although
here the reader feels that music is used to
convey a mood. Balmont’s studies of Western
verse (eventually he translated into Russian
the collected works of Shelley, Whitman,
much of Poe, Wilde, Calderén, Hauptmann,
q.v.) completed a transformation in his poetry.
In his V bezbrezhnosti (1895; In the Infinite)
and Tishina (18¢98; Quiectude) Balmont shows
a complete break with the traditions of civic
poetry and appears as one of the leaders of
the new school. His poetry now not only seeks
the infinite, but also attempts, through the
music of its verse, to convey the ineffable. His
next few books, Goryashchiya zdaniya (190o;
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Flaming Buildings), Budem kak solntse (1903;
Let Us Be like the Sun), Tolko lyubov (1903;
Love Alone), Liturgiya hkrasoty (19or; The
Liturgy of Beauty), reveal Balmont as a spec-
tacular, resplendently colorful, self-centered
romanticist. Here he attempts to discard the
tenderly melancholy mood of his previous
poctry and to become a Nietzschean superman
(see Nietzsche) whose desires are a law unto
themselves. After 1gos Balmont’s muse begins
to falter, and his poetry becomes repetitious.
His verse after 1910 scarcely deserves mention.
As a translator Balmont's worth is unequal.
His translations suffer from being too free:
those he made of Shelley are more paraphrase
than translation. Balmont’s essays on poetry
treat the writing of poetry as a magical process
and reflect a typical “symbolist mentality” that
prefers to guide itself by inspirational and
irrational methods.

Balmont's greatest achievement lies in the
mellifluence of his verse; in this he is a master
Although his poetry inspired numerous imi-
tators, most of them were second and third-
rate poets, and Igor Severyanin (q.v.) alone
enjoyed a long period of popularity.

See: Ellis (pseud. of L. L. Kobylinski), Rus-
skiye simvolisty (1910); Zapiski neofilologiche-
skovo o-va fpri Peterburgskom universitete,
1914, No. 7; E. Anichkov, “Balmont,” in S. A.
Vengerov, ed., Russkaya literatura XX veka,
[ (1914), 66-100.

0. M.

Batucki, Michatl (pseuds. Elpidon and Zalcga,
1837-1901, Polish dramatist), the father of
Polish bourgeois comedy, was born in Cracow,
and there he spent most of his life. His early
writings, pocms of love and death in the mood
of Stowacki, are all forgotten except for the
lyric “Goralu, czy ci nie zal?”’ (Oh, mountain-
ecr, dost thou not gricve?), which is sung to a
popular folk melody. In the 70's Balucki
turned from poetry to the novel, using this
form as an instrument of protest against the
clergy and aristocracy, whose form of con-
servatism he hated, against, on the other hand,
the growing trend to naturalism in life and
literature, and especially against the new
freedom accorded women and the mounting
popularity of Ibsen (q.v.). Batucki did not find
his proper medium until he began to write
plays, and even then, although the successful
Radcy pana radcy (The Counselors of Mr.
Councilor) appeared in 1867, it was not until
the 8o’s that he can be said to have mastered
that medium. With Krewniaki (1879; Kinfolk),
the still popular Grube ryby (1881; Big Fish),



BANDROWSKI

Dom otwarty (1883; Open House), and Klub
kawaleréw (18go; Bachelors’ Club), he pro-
vided the Polish theatre of the future with a
rich repertory of satirical bourgeois comedy.
Balucki was a man out of tune with his times,
his gift of comedy being largely unappreciated
by contemporary theatregoers who sought in
the drama not amusement, but sublimity and
emotional exaltation. Balucki died a suicide,
unable to survive the storm of disapproval
that greeted his play Blagierzy (1900; The Im-
postors).

See: G. Korbut, Literatura polska (1931), IV,
220-221; Z. Nowakowski, Stownik biograficany

(1985), I, 252-254.
A.P.C.

Bandrowski, Juljusz (known also as Kaden,
from his mother’s name, 1885-1945, Polish
novelist and publicist), was born at Rzeszow,
in the heart of Austrian Poland, the son of a
distinguished and public-spirited physician.
Brought up mostly in Lwow, Bandrowski
studied in Cracow and later in Brussels, where
he specialized in music. He became involved
at an early age in the patriotic activities
centering around Pilsudski and took a leading
part in the exploits of the legionaries during
the First World War. After the Pilsudski coup
of 1926, Bandrowski became, in effect, the
“grand pontiff of official literature” in Poland.
His finest work artistically is the tender, auto-
biographical Miasto mojej matki (1925; My
Mother’s Town). His most ambitious works
are Generat Barcz (1923), a story of the recon-
struction of Polish political and social life in
Warsaw immediately following the First
World War, and Czarne skrzydia (1929; Black
Wings), an attempt, only partially successful,
to portray fictionally the life of Polish workers
in the great Dgbrowa coal basin. In 1938
Bandrowski entered the then officially culti-
vated field of romantic biography with a
fictionized life of Chopin (Zycie Chopina).

See: Z. De¢bicki, Portrety, 11 (1928), 287-303;
K. Czachowski, Obraz wspdiczesnej literatury
polskiej, I11 (1936), 51-98, 686-6go.

A, P. C

Bang, Herman Joachim (1857-1912, Danish
novelist), was born on the island of Als. He
came of an old distinguished family which
was showing signs of decadence. His father,
who was a clergyman, died insane. Herman
Bang’s mother was his friend and playfellow,
but died when he was 14. She figures often in
his works, which draw, to an unusual extent,
on reminiscences of his childhood. His first

important book, the novel Haablgse Slegter
(1880; Generations without Hope), describes
the struggle in himself of the conflicting ele-
ments in his heredity. In Tine (188g) he
uses his own home as the background for his
description of the war with Austria and
Prussia in 1864 and the retreat from Danne-
virke—though actually the family had moved
away from the neighborhood the year before.
Det hvide Hus (1898; The White Housc) is
an idyllic description of his childhood home,
with his mother as the central figure.

A sexual abnormality and a morbid sensi-
tiveness placed Bang outside that human
fellowship for which he passionately yearned.
His own spiritual loneliness is reflected in De
uden Fedreland (1906; Eng. tr., Denied a
Country, 1927), though it purports to be the
story of a hoincless violin virtuoso. It was
partly his longing for human contacts and
partly his strong love of play-acting that drew
Bang in his youth to the stage. When he
failed both as actor and playwright, he turned
to journalism as a means of livelihood and
showed himsclf a brilliant though subjective
critic. No fiction could be less dramatic than
Bang’s, but no doubt his early failure con-
tributed to his sympathy for those on the
periphery of the art world, e.g., the aged
danscuse in the tragicomic short story “Irene
Holm™” (18go). Within this narrow compass
Bang's art is almost perfect. Ved Vejen (1886;
By the Wayside) is generally regarded as his
masterpicce. It is a short novel in which,
with the slightest means and the subtlest
touches, he draws a picture of Danish pro-
vincial life and portrays a gentle, shrinking
woman who is bound to a coarse, selfish
husband. Pity for all who suffered helplessly
and loathing of that which he regarded as
the most potent cause of human suffering,
sexual desire, were the motivating forces in
Bang’s authorship. Love, he said, always grew
into desire; desire brought degradation and
misery. His conviction that sexual desire was
beyond the control of the will led to rebellion
against the idea of a God who placed this
devastating impulse at the root of all life and
remained coldly aloof and indifferent while
his creatures struggled. Bang’s art was im-
pressionistic, and he developed a style that
exactly fitted his approach. His death was
lonely and tragic. He was on a reading tour
in the United States when he was found
bleeding and unconscious in his berth on the
train. He had evidently suffered a stroke and
hemorrhage. He was taken to a hospital in
Ogden, Utah, but died without regaining
consciousness.



See: P. A. Rosenberg, Herman Bang (1912);
Hans Brix, Danmarks Digtere (1925).
H. A. L.

Banville, Théodore de (1823-18g1, French
poet, dramatist, and prose writer), was born in
Moulins, where he had a happy carly child-
hood. From the age of seven on, his life was
largely spent in Paris. His family encouraged
his literary ambitions from the start, and ex-
cept for a period of illness and depression his
life was serene and uneventful. After a brief
liaison with the actress Marie Daubrun, to
whom the volume Améthystes (1862) is ad-
dressed, he found complete happiness in his
marriage to Mme Rochegrosse in 1866. On the
death of Gautier he became, with Leconte de
Lisle (g.v.), one of the masters of the younger
generation of poets, but lived to see the de-
cline of his popularity.

Banville produced some 20 volumes of verse.
In Les Cariatides (1842) a romanticism all too
reminiscent of Hugo and Musset colors even
the Greek themes so decar to Banville and is
bridled only by the conscious craftsmanship
which marks all his verse. His technique owes
much to the poets of the Renaissance, as is
evident in ILes Stalactites (1846), Odelcttes
(1856), and Le Sang de la coupe (1857) and
particulaily in the later volumes in which he
rings the changes on a single form such as thc
ballad or the rondcl. From Les Stalactites on,
Banville’s early pessimism gradually dis-
appears, and he becomes the poet of joy,
beauty, and love. In the Odes funambulesques
(1857) and the Occidentales (1869) his virtu-
osity reaches its height as he walks the tight-
rope of poetic technique. In Les Exilés (1867)
the poet comes down to earth, to share the
misfortunes of his fellow exiles and to speak
for them as well as for himself with a depth of
feeling and vigor of form rare in Banville's
work. Idylles prussiennes (1871) is an unfortu-
nate attempt at political satire. Banville’s last
volumes of poetry reflect a period of dis-
illusionment, followed by renewed optimism.

The dozen or so plays, nearly all in verse,
which constitute Banville’s dramatic work, are
transpositions of his favorite lyric themes. La
Pomme (1865), Le Forgeron (1887), and Esope
(1893) bring the gods of Greece to the boule-
vards; Riquet a la houppe (1884) and Le Baiser
(1888) are pure fancy, while Gringoire (1866)
and Florise (1870) glorify the poet in various
guises. Banville is almost entirely without
dramatic sense, and his plays are armchair
drama indeed. During the latter part of his
life Banville also wrote a quantity of prose,
chiefly journalistic, most of which was collected
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in Scénes de la vie (1859-1888) and Petites
Etudes (1882-1885). The miniatures of 19th-
century Paris, the intimate glimpses of con-
tcmporaries, such as are found in Mes
Souvenirs (1882), have a certain picturesque
charm, but all too often the stylc is diffuse and
undistinguished, cluttered with facile formulas
and clichés.

Baudelaire (q.v.), writing in 1861, noted that
Banville's originality lay in the happy and
serene quality of his work—a poctry of sunlit
hours, of escape from rcality to a paradise
peopled by his dear Greek gods, where the
poet has the place of honor which is his due.
But his feeling often lacks intensity, his op-
timism seems all too facile, and one wearies
of the profusion of muses and lyres and of
Banville's reiterated reminders to his reader
that he is a lyric poet. His pleasure in com-
plicated patterns, his cmphasis in the Petit
Traité de poésie frangaise (1872) on the su-
preme importance of rhyme, often lead to a
Parnassian rigidity. Yet the variations in
mcter, the rejection of many of the traditional
rules of versification, the usc of the rhythms
and cadences of popular poetry, as in “Nous
n'irons plus au bois,” make Banville one of
the rare artists of his time to anticipate the
elusive music of Verlaine (q.v.).

Sce: M. Fuchs, Théodore de Banville (1912);
J. Charpentier, Théodore de Banville (1925);
I. Siciliano, Dal romanticismo al simbolismo
(1927).

M. G.

Barbey d’Aurevilly, Jules Amédée (1808-1889,
French novelist and critic), was born at Saint-
Sauveur-le-Vicomte near Coutances. He un-
questionably belonged to an aristocratic family
of the Cotentin peninsula in Normandy. His
literary fame now is in the ascendant. The
dramatic life, haughty and daring character,
famous dandyism (secc Du dandysme et de
Georges Brummel, 1845), unassailable loftiness
and unflinching absolutist convictions of this
Connélable des lettres, Sagittaire, Corsaire
noir, etc., who had “a laurel planted in his
imagination,” can be found in the 50 volumes
(besides many uncollected writings) of his
work. As a novelist he wrote Une Vieille
Maitresse (1851), L’Ensorcelée (18y4), Le
Chevalier des touches (1864), Un Prétre marié
(1864), Les Diaboliques (1874, Eng. tr., Weird
Women, 19o0), Une Histoire sans nom (1882;
Eng. tr., The Story without a Name, 1891,
new ed., 1919), Ce qui ne meurt pas (1883; Eng.
tr. by Sebastian Melmoth, pseud. of Oscar
Wilde, What Never Dies). As a critic he wrote
Les Euvres et les hommes, a series ranging
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from Les Prophétes du passé (1851) to Le
Thédtre contemporain (1886-1896) and Por-
traits politiques et littéraires (1898). In the 24
volumes of this criticism are collected the most
important articles and reviews brought out
over a span of 5o years—beginning with his
contributions to the Nouvelliste de Dicppe
(1888) and including thosc in the Globe, Revue
du monde catholique (which he founded in
1846), Journal des débats, and Revue indé-
pendante (1886-1887). His gifts as a letter
writer appear particularly in the admirable
Lettres a Trébutien ((Euvres complétes, Vols.
XIV=-XVII), in the Lettres & Léon Bloy (1903),
and in the correspondence with Eugénie de
Guérin, whose brother Maurice was his ad-
mired friend (see Lettres de M. de Guérin a
Barbey d’Aurevilly, 1928) and whose works he
published in 1855 (Lettres intimes, 1921).

The novels of Barbey d’Aurevilly bear the
imprint of a bold and original genius. ‘They
form the most important cnscmble of French
romans du terroir. Barbey made good his wish
to become the “Walter Scott of the Cotentin,”
i.e., the coastal region betwcen Coutancces,
Valognes, and Saint-Sauveur. “Everything,” he
declared, “must be Norman with me and be re-
lated to Normandy”; such were his novels
with their sturdy realism and well-defined
historical or legendary events, spacious scen-
ery, and local types—noblemen, peasants,
wizards, beggars, pricsts. All his characters
share in the “adhering power” he knew he
possesscd, as well as in his sometimes Rabelai-
sian zest for life. Everything in them stands
out with a convincing reality due to great
creative imagination enhanced by his capacity
for remembering, which he prized above all
his other gifts. This visionary power, more

than his famous descriptions of magic or

witchcraft, takes the reader into a weird,
mysterious world. On the other hand, those
tragic tales “of love, hatred, and dececit”
usually are based on some inner drama—the
struggle betwcen spiritual forces and the
passions at work in his accursed characters,
criminals or cxpiatory victims, out of which
rises what Barbey himself termed “the fearful
poctry of crime . .. more intellectual than
physical.”

As a critic he especially revealed his aggres-
sive power, according to Aristide Marie, when
dealing with “conflicting social or religious
ideas.” He is most suggestive when he dis-
cusses from a writer’s point of view literary
schools or forms, the nature of the novel, style,
and the like. He is famous for some strongly
partial indictments, for his devotion to Balzac
(see Balzac, (Euvres . . . recueillies par Barbey

d’Aurevilly, 190g), and for farsighted divina-
tions, notably of Baudelaire’s genius and
Hello’s spiritual gifts. He “pulverized” non-
entities like Feuillet, the third-rate dramatists
of his day, the hated blucstockings. He
fiercely challenged what appeared to him
faked literary or moral literary values. None
pointed out more decisively the limitations of
naturalism. His always genuine criticism bears
witness to the immensity of his reading. At its
best it is that of a poet and, like his other
writing, has the live quality of a spoken rather
than written expression, even though carefully
devised and achieved. His lashing irony, buoy-
ancy, tempestuous magnificence, and ever
gushing bold images entertain, irritate, and
dazzle his readers. His later years were watched
over by Mlle Read, “Mademoiselle ma gloire,”
who undertook the publication of his posthu-
mous works.

See: E. Grelé, Jules Barbey d’Aurevilly
(1902-1904); Les Cahiers aurevilliens (1933),
published by the Soci¢té Barbey d’Aurcvilly;
A. Marie, Le Connétable des lettres, Barbey
d’Adurevilly (1939). There is a *“Musée Bar-
bey d’Aurevilly” at Saint-Sauveur-le-Vicomte,
where Barbey was buried.

M. M.

Barbusse, Henri (1873-1935, French novelist,
journalist, and political writer), was born at
Asnitres near Paris and died in Moscow dur-
ing a trip made at the invitation of the Russian
government. He made his début in journalism
with the Sié¢cle in 1889 and became the proté-
gé of Catulle Mendes (q.v.), whose youngest
daughter he married. The following works
were published: Pleureuses (1895), poems of a
bizarre inspiration; Les Suppliants (190g), a
novel; L’Enfer (1908; Eng. tr., The Inferno,
1918), a novcel showing an obscssion with the
sexual instincts and death; Nous autres (1914;
Eng. tr., We Others, 1918), a collection of tales
inspired by pity for human stupidity and
suffering, together with extreme sentimentality
towards animals. None of these books had any
success, and Barbusse had to get a living by
serving as editor of a popular magazine, Je sais
tout. The war was needed to bring him public
notice, and it found him in a Swiss sanatorium.
In August, 1914, fired by patriotism, Barbusse
enlisted and, in spite of a new threat of tuber-
culosis, succeeded in being sent to the trenches.
This in itself is meritorious, but biographers
of Barbusse have unduly eulogized his record
at the front with no more scnse of responsi-
bility than the biographers of Dorgelés (q.v.)
and, in the following decade, those of Erich
Maria Remarque (q.v.). Barbusse could not



stand the hard life under fire and broke down;
he also lost the illusions he owed to his utter
ignorance of the realities of war. When re-
cuperating in Paris, sometime in 1916, he
wrote a war book, Le Feu, with the subtitle
Journal d’une escouade, which was published
as a serial in the daily Cuvre, beginning in
August, 1916. Later, in December, it appeared
in book form just in time to be considcred
for the Goncourt prize. It won the prize for
1916, and if its success was great with some
readers, it caused a great scandal with others.
It was a brutal piece of rcalism, the con-
sequence of shattered illusions. Its partial and
one-sided presentation of life at the front
aroused protests. ‘There are no officers in the
book, only privates with their one corporal—
no spring, no summecr, only a perpctual winter.
The applausc was, however, louder than the
protests, becausc thosc ugly pictures were a
wclcome change from the unreality and opti-
mism of Gaspard, the war novel that had re-
ccived the Goncourt prize the year before.
Le Feu (Eng. tr., Under Fire, 1917) remains
the best seller among French war books. Tts
success oriented the author towards social
questions. He founded the Clarté group and
took the part of a lcader in anti-war propa-
ganda colored with socialism and later with
communism. His later books bencfited from
the success of e Feu, but they do not rank
above his earlier works. L’Enfer was prescnted
anew to the public and had then its first
success. Clarté (1919: Eng. tr., Light, 1919) was
a second attempt at depicting the war, with
increased prejudice. Les Enchainements (1925;
Eng. tr., Chains, 19235) is a lengthy string of
episodes marking the evolution of civilization
and culminating in an episode of the war in
1915. Force (1926) and Jésus (1927: Eng. tr.,
1927) are his last works.

See: H. Hertz, Henri Barbusse (1919); J. N.
Cru, Témoins (1929), pp. 555-505.

J. N.C.

Barlach, Ernst (1870-1938, German dramatist,
sculptor, and designer), was born at Wedecl
in Holstein, the son of a country physician.
Because of the carly death of his father his
cducation was somewhat irregular, but he
eventually succeeded, in 1891, in being ad-
mitted to the Academy of Arts at Dresden to
study sculpture and design. For 15 years after
1895 he traveled extensively, lived in Ham-
burg, Berlin, and many other German cities
and visited Russia and TItaly. Of these trips
the stay in Russia in 1906 was dccisive, for
there he learned “a Christian humility towards
all things.” In 1910 Barlach established him-

BAROJA Y NESSI

self permanently at Giistrow, an old Mecklen-
burg town, famous for its magnificent cathe-
dral. There he lived in solitude and almost
complete seclusion until his death.

To speak of Barlach the dramatist is to
speak of Barlach the sculptor and designer as
well. His characters and figures alike bring
back to the mind the grecat figures of the
Romanesque and early Gothic period. With
his lithographic illustrations made for some of
his plays he achieved an almost perfect unity
of the two arts. It was no vain ambition to
achicve a double distinction but an eager urge
for confession that created the plays of the
sculptor Barlach.

Although many literary critics see a repre-
sentative of expressionism in him, he himsclf
wanted his dramatic characters interpreted as
real people, not as visions or rcflections of his
own condition. It remains true that when he
wrote for the theatre he often tried to push
forward into metaphysics. His is the old
Faustian tradition, emerging here against a
Mecklenburg background, and also reminding
us of the romanticists Hoffmann and Arnim or
cven of the strange visions of William Blake.
Only his first drama, Der tote Tag (1912), is
an allegoric story of a son who wants un-
successfully to break away from his mother,
because he perceives the creative paternal
spirit in the world outside. The same tension
between the world and God, the maternal and
paternal powers, is repeated in the plays that
followed. His strongest drama, Der arme
Vetter (1918), reflects this contrast, and the
same theme can be found in Die echten
Sedemunds (1920), Der Findling (1922), and
Der blaue Boll (1926). In Die Siindflut (1924)
the contrast is expressed in biblical terms: the
pious Noah and the refractory Calan contend
for God. Some of these plays with their mixture
of mysticism, realism, and grotesque humor
arc surprisingly ecffcctive. Barlach himself was
a Faustian sccker who was always driven by
his longing for God. Tied to the earth he
wanted to share in infinity, in order to save
himsclf from resignation or despair.

Sce: A. Soergcel, Dichtung und Dichter der
Zcit, Neue TFolge: Im Banne des Expressionis
mus, 4 Auflage (1927), pp. 742-747; Barlach,
Ein sclbsterzihltes Leben (1930); J. Bithell,
Modern German Literature, 1880-1938 (1989),
PpP- 450-451.

H. Sch.

Baroja y Nessi, Pio (1872-, Spanish novelist),
was born at San Secbastidn in the Basque
Provinces. He graduated as doctor of medicine
from the University of Madrid and for two
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years was municipal physician of a small
Basque town. Because the practice of medi-
cine did not appeal to him he finally gave it
up and after some experiences in a small
bakery business devoted himself to writing.
His first work, Vidas sombrias, a collection of
charming literary sketches, appeared in 1900.
In 1934 he was elected to the Spanish
Acadcmy. He lived with his mother until her
death (1945) and has never married.

The list of Baroja’s publications consists of
some 8o titles, of which all are novels except
for about a dozen volumes of essays (e.g., El
tablado de Arlequin, 1904; Nuevo tablado de
Arlequin, 1917; La caverna del humorismo,
1919; Divagaciones apasionadas, 1924) and
other miscellancous writings, among them
the autobiographical Juventud, egolatria
(1917; Eng. tr., Youth and Egolatry, 1920).
Baroja's idea of the novel, however, is elastic
enough for him to have included in it all his
ideology and all his emotional reactions. In
his own words, “it is a sack capable of con-
taining everything,” a definition which aptly
characterizes the author’s type of novcl. As to
the nature of that ideology, it reflects its
double source of inspiration, namely, an ex-
alted spirit of individualism and, in spite of
Baroja’s rich humoristic vein, a deeply rooted
pessimistic sense of life. The two aspects com-
plement each other. It means that, life being
the mess of conventions that it is, the highest
value goes to the individual, and precisely to
the individual strong enough to affirm him
self against that mess of conventions. In search
of this type of individual, Baroja has de-
scended into the more spontancous and
primitive world of the vagabond, the ad-
venturer, the rebel, and all the picturesque
varicty of the golfo and the picaro and has
cmbodicd in such heroes the spirit of re-
belliousness and of protest against social
abuses, against the church and the state. In
their frce and dynamic personalities he has
also embodied the idcal of a life of action,
in which the quiet, sedentary, and intellectual
Baroja likes to project his dreams of happi-
ness. It can hardly be said, however, that any
of his heroes measures up to the standards of
a superman. In the end it is cffective will
power and a really constructive purpose that
they lack. They are thus condemned to final
ruin. Though Baroja’s novel abounds in such
ideological and subjective elements, it is
above all as a realistic picture of life, and of
Spanish life in particular, that it imposes
itself. The picture is an unconventional and
a crude one, and to the full rendering of this
realistic and vital cflect Baroja’s novel, with

its loose composition, episodic character, and
simple and familiar language, is particularly
well suited.

The bulk of Baroja’s novelistic production
can be grouped into two main divisions, the
trilogies and the Memorias de un hombre de
accion. The reason for the grouping into
trilogies is obvious in the case of La lucha
por la vida, Agonfas de nuestro tiempo, and
La sclva oscura, the three novels of each be-
ing in recality three parts of the same novel.
In the other instances the reason is more con-
ventional than real--sometimes only two of
the novels are related, as in the trilogies El
pasado, La raza, and La vida fantdstica, some-
times the three novels are independent of
cach other, as in Tierra wvasca and Las
ciudades. El mar is a tetralogy, and only two
of the novcls are related. Though the basic
traits of Baroja’s personality as a novelist are
present in each and all of the novels of these
trilogies, the particular kind of novel itsclf
varics somcwhat. A good example of the
realistic novel is to be seen in the vivid
picture of the Madrid underworld in La
lucha por la vida, comprising La busca, Mala
hierba, and Aurora roja (19o4; Eng. tr., The
Quest, 1922; Weeds, 1923; Red Dawn, 1924%).
The philosophic novel is best represented by
the somewhat autobiographical E!l drbol de
la ciencia (1911; Eng. tr., The Tree of Knowl-
edge, 1928). As a psychological novel Camino
de perfeccion (19go2) deserves mention. Baroja’s
frec play of imagination and good sense of
humor are well illustrated in Aventuras, in-
ventos y mixtificaciones de Silvestre Paradox
(19o1) and Paradox, rey (1906; Eng. tr.,
Paradox, King, 1931). A good example of the
would-be Nictzschean superman who finally
ends in ruin is offcred in César o nada
(1910; Eng. tr., Caesar or Nothing, 1919).
An cqually good example of the ad-
venturer type is to be seen in Zalacain el
aventurero (190g9). As to the Memorias de un
hombre de accion, it is a scries of 22 his-
torical novels covering, though fragmentarily,
the first half of the 19th century. The main
hero is a second uncle of Baroja's mother,
the liberal-minded and adventurous Eugenio
de Aviraneta, who played a significant role
in many of the political events and intrigues
of the time. Two of the novels in the scries,
all of which can be read separately, are among
the author’s best—El aprendiz de conspirador
(1913) and El escuadrdn del Brigante (1913).
Baroja wrote also in a separate volume the
biography of his hero, Aviraneta, o la vida
de un conspirador (1931).

See: J. Ortega y Gasset, El espectador, 1
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(1916), 129-205; Andrenio (E. Gémez de
Baquero), Novelas y novelistas (1918), pp.
113-216; F. de Onfis, “Pio Baroja,” Nosotros,
LIX (1926), 171—182; C. Barja, Literatura
espafiola: Libros y autores contempordneos
(1935), pp- 299-359; Demuth Helmut, Pio
Baroja: Das Weltbild in seinen Werken (1987).
C. B.

Barrés, Maurice (1862-1923, French novelist,
essayist, journalist, and politician), was born
at Charmes-sur-Moselle in Lorraine and died
at Neuilly-sur-Seine near Paris. He came to be
recognized as one of the two or three most
prominent French writers of his time. His first
article appeared in a Nancy ‘newspaper in
1881. He left his native province for Paris,
where he was to spend the major part of his
life, and began to write for several Parisian
reviews. He founded one himself, Les Taches
d’encre (November, 1884-February, 1885), but
it was through a humoristic pamphlet, Huit
Jours chez M. Renan (188;), that he finally
attracted the attention of the Paris literary
circles. The success of his first novel, Sous
I'eil des barbares (1888), was partly due to a
favorable review by Paul Bourget, who sensed
the budding genius of the young author. With
Un Homme libre (1889) and Le Jardin de
Bérénice (1891) this volume formed the trilogy
entitled Le Culte du moi. These three books,
of unequal value, contain a number of pas-
sages with decp and clear insight into human
psychology, cast in a graceful, fluid, and mu-
sical language. Their subject is the fascinat-
ing investigation of the inner life of a young
man who admits but one reality, his own self.
However, this egotist begins to meditate on
society when he realizes that he cannot culti-
vate and enrich his personality without com-
muning with his fellow men, whom he pro-
fesses to despise. The next book of Barrés was
L’Ennem: des lois (1893).

Having discovered that his “individual soul”
was dependent on  the “collective soul,”
Maurice Barrés was led first to accept his own
limitations, next to convince himself of the
predominance of instinct over reason, finally
to believe that French energies would be best
revived through the cult of provincial and
national traditions and reverence for the soil
and the dead. Hence his passage from dream
to action, his evolution from pure egotism to
regionalism and nationalism. This new aspect
of the philosophy of Barres is illustrated and
dramatized in a second trilogy, Le Roman de
I’énergie nationale, which includes Les Déra-
cinés (1897), L’Appel au soldat (19oo), and
Leurs Figures (1908). Les Déracinés is the story
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of seven Lorrainers whose lives turn out to be
failures because, according to the author, they
have been “uprooted” by college education.
The book, packed with social and philosophi-
cal digressions, has bcen one of the most
influential, and also most discussed, of modern
French literature. Like his Scénes et doctrines
du nationalisme (1902), a collection of articles
and essays dealing primarily with the Dreyfus
case, L’'dAppel au soldat and Leurs Figures
were directly inspired by the author’s personal
experiences in public life. Having been elected
deputy of Nancy as carly as 1889, he had al-
ready played an important role in national
politics.

But Barreés also sought inspiration in foreign
lands. Two collections of tales and essays, Du
sang, de la volupté, de la mort (1894), and
Amori et Dolori Sacrum (1903), the morbid
and sensual character of which is accurately
suggested by the titles, are the results of travels
in Spain and Italy. In these books the author
appcars again as a peerless artist, dilettante,
and romantic seeker of violent sensations. His
now well-developed ego, immensely enriched,
remains the real subject matter of these as well
as of some subsequent works. Inspired by
travels abroad are also his Le Voyage de
Sparte (1905), Greco, ou le Secret de Toléde
(1912), Un Jardin sur I’Oronte (1922), which is
a delightful short novel, and Une Enquéte aux
pays du Levant (1923). His third trilogy, Les
Bastions de U'Est (Au service de I'Allemagne,
1905; Colette Baudoche; histoire d’'une jeune
fille de Metz, 1909, Eng. tr., Colette Baudoche;
the Story of a Young Girl of Metz, 1918; Le
Génie du Rhin, 1921), is a logical sequence to
the novel of national encrgy. Maurice Barres,
who at the age of eight had secen his home
occupied by the enemy and his father and his
grandfather taken as hostages, devoted the
greater part of his life to the building of those
“bastions” or intellectual fortresses meant to
protect French civilization from any threaten-
ing foreign influences—or armed forces. A
book like Les Amitiés frangaises (1gog) as well
as numberless speeches and articles had similar
aims.

Among other important works ot Barrés
must also be mentioned La Colline inspirée
(1913; Eng. tr., The Sacred Hill, 1929), a
fascinating lyrical and symbolical novel; La
Grande Pitié des églises de France (1914), a
collection of speceches in Parliament; and Le
Mystére en pleine lumiére (1924), a posthu-
mous collection of short stories. Barr¢s him-
self, and some critics with him, regarded his
Chronique de la Grande Guerre (1920-1924)
as the most beautiful and deserving of his
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works. It consists of 14 volumes of collected
articles dealing with current events during the
war, from 1914 to 1918. Finally, 11 volumes of
Mes Cahiers, his journal from 1896 to 1018,
have also been published posthumously, from
1929 to 1938. These are essential for a full
understanding and appreciation of his life
and work.

Primarily Maurice Bariés must be con-
sidered a great literary artist, an original
writer who has created a style of his own and
whose influence on young intellectuals has
been twofold, in some cases purely literary, in
others both literary and ideological. Barrds
endowed words and ideas with such an intense
life, he marked them with such a personal
stamp, that some soon became as inseparable
from his name as they were to be from the
history of modern thought and literature in
France. This applies particularly to le culte
du mot, i.e., the best expression of rugged
individualism; the thcme of les déracinés and
that of la terre et les morts, which are funda-
mental elements of regionalism; and le na-
tionalisme, destined to be the rallying doctrine
of all reactionary forces during the last decade
of the 19th century. More specifically his main
concerns were the return of Alsace-Lorraine
to France and, after the I'irst World War, the
problem of the Rhineland, considered as a
check to the expansion of Pan-Germanism.
Toward the end of his life he was widely re-
spected as a sincere and great patriot. Even
among his political opponents many admired
the man who had tempered his traditionalism
and finally given up polemics in an effort to
further the realization of national unity dur-
ing the war,

See: R. Jacquet, Notre Maitre, Maurice
Barrés (1goo); H. Bremond, “L’Evolutien
littéraire de Maurice Barres,” Revue des deux
mondes, February 15, 1908, pp. 790-82¢; V.
Giraud, Les Maitres de ’heure: Maurice Barrés
(1018); E. R. Curtius, Maurice Barrés und die
geistigen Grundlagen des franzosischen Na-
tionalismus (1921); A. Thibaudet, La Vie de
Maurice Barrés (1921).

A.V.R.

Barrili, Anton Giulio (1886-1908, I[talian
novelist), was born in Savona, but spent most
of his life in Genoa. His love of that city and
of the Ligurian coast appears in many of his
books. In the course of his long life he was a
journalist, a professor of literature, a deputy,
a soldier in Garibaldi’s army, but above all a
writer of fiction.

His short stories have an extraordinary
grace of style. Their humor, good taste, and

great charm brought him at once innumerable
readers and made the fortune of his publisher,
Treves. Young Italians of Barrili's day were
not troubled by what Croce (q.v.) calls Barrili’s
superficiality, nor by his indulgence in digres-
sions. They were immediately delighted by the
heroes and heroines of his love stoiies, who
responded to the secret longings of their hearts.
The best known of these tales are Capitan
Dodéro (1865), Santa Cecilia (1866), Val d’Olivi
(1873), Come un sogno (187s), L’Olmo ¢ l'edera
(1877). Capitan Dodéro is still read and was
translated into English (The Adventures of
Captain Dodéro) in 1920. Santa Cecilia, which
deals with a mad organ-grinder, became so
popular that every organ-grinder in Genoa
was known by the name of its hero.

The faults that Croce finds in Barrili’s
novels appear also in the story of his campaign
days with Garibaldi, Con Garibaldi alle porte
di Roma (18qg5), which is a recital of adven-
tures such as war correspondents have made
popular today. The portrait of Garibaldi is
written with an intensity of emotion and
interest that appear nowhere clse in Barrili’s
writings. Other heroes of Italian history also
caught his imagination, and he wrote novels
about them. Sorrisi di gioventi (18g8) repre-
sents, the author says, the smiles of his youth
without the tcars. Thcie are few tears in
Barrili, but much charm, many happy endings
and sentimental dreams, which, if they do not
lead to the highest literary pinnacles, enable
the reader to share in a pleasant nostalgia.

G. B.

Bartrina, Joaquin Maria (1850-1880, Spanish
poet and journalist), is the voice of doubt,
disillusionment, and pessimism in the so-
called philosophical school of poetry. He was
born at Reus in Catalonia and received his
early schooling there. Obliged in his youth to
assist in the support of the famijly, he did
not enjoy a university education, but he satis-
fied his desire for knowledge through wide
if desultory reading. Before long he gained
prominence in local literary circles as a
dynamic journalist and forceful poet. His
first collected poems, Pdginas de amor, already
reveal skepticism and independence in his in-
terpretation of emotion and human values in
general. Evident, too, is his philosophic ap-
proach to poetry. His best-known work, 4lgo
(1876), underlines his point of view which
led him to seek the meaning of life in terms
of reason and the senscs. Like other youths of
his generation, he was disappointed in the
capacity of knowledge to reveal absolute
truth, and this made him skeptical and pessi-



mistic. While on occasion he expresses doubt
about the material world and scientific prog-
ress, in the main his spiritual discomfort
derives from his inability to be sustained by
faith. Soul, spirit, and conscience mean little
to him, but equally meaningless are all forms
of human behavior which he sees, as it were,
in terms of physiology and biochemistry.
Beneath the banter and irony of his tone,
Bartrina is essentially sincere in the expres-
sion of his perplexitics. His sincerity and his
stylistic ingenuity, which is at times more
prosaic than poetic, earned for him a rank
among the poets of the 19th century in spite
of his scant production. After his death, his
friend J. Sardd published his collected works
—Obras en prosa y verso (1881). The volume
Algo still enjoys wide circulation in Catalonia.
Sce: J. Roca y Roca, Memoria biogrdfica de
Joaquin Maria Bartrina y d’Aixemiis (1916?).
H. C. B.

Basterra, Ramén de (ca. 1887-1928, Spanish
poet), concerned with both past and future
of things Hispanic, wrote with equal fervor
about Basque scigniorial and Catholic tradi-
tion and about the novelties of the machine
age. The scion of a wecalthy Bilbao family,
he studied in Germany and saw diplomatic
service in Rumania, Rome, and Venczuela.
His prosc studics, La obra de Trajano (1921)
and Una empresa del siglo XVIII: Los navios
de la ilustracion (1925), recall his constant
pursuit of the centrifugal culture of Spain.

In successive books Basterra’s thought—all
important in his poetry—becomes more in-
clusive and moves westward undcr the dome
of Greater Spain which, for him, arches over
the Occident from Rome to Manila, “the
fringe of the sky.” Las ubres luminosas (1923)
records a pilgrimage to Rome. It is a pacan
of praise to the Mother City (“most illustrious
of wolves”) from whom Spain inherits her
culture. La sencillez de los seres (1923) is a
tribute to the pecople of northern, and
especially Basque, Spain. Los labios del monte
(1924) is a panoramic glorification of their
defense of the Catholic faith, from the Re-
conquest down.

The *“Virulo” of Basterra’s last two books
represents the peripatetic poet himself. In the
morning of Virulo, mocedades (1924) he
starts west for the mechanized world of
the Hispanic present and future; his finger
“turns the pages of the horizons”, “tunes the
meridians.” Virulo, mediodia (1927) finds
him at noon in the heart of modernity. His
poetry no longer has the classicism of Las
ubres luminosas or the romanticism of La
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sencillez de los seres and Los labios del
monte. It is pneumatic, “inflated with the air
of the day.” It is charged with neo-baroque
figures: the sky of the Occident is now “a
parasol whose ribs are the meridians.” The
poct is now “the Aesop of the Machine”; the
characters in his fables—a plane, a crane, a
truck—"do not speak with jaws, mouths, or
beaks, but with escapes, valves, and horns.”
The book is brilliant, audacious, sometimes
puzzling. Its use of image and metaphor
displays an inventiveness, worthy of its
theme, which allies Basterra to the vanguard
poets of his day.

Sec: A. Valbuena Prat, La poesia espaiiola
contempordinea (1930); F. dc Onis, Antologia
de la pocsia espatiola e hispanoamericana,
1882-1932 (1934).

D. K. A.

Bataille, Henry (1872-1922, French playwright
and poet), born in Nimes, entered the Ecole
des Beaux Arts in 18qo to study painting. Four
years later, influenced by Robert d’Humiéres,
with whom he had written La Belle au bois
dormant (1894), he made his d¢but as a
dramatist. From 1900 to 1914 Henry Bataille
was the most celebrated of the French play-
wrights. Both the public and the critics praised
L’Enchantement (19oo), Le Masque (19o2),
Maman Colibri (19or), Poliche (19o6), La
Femme nue (1908), Le Scandale (1909), La
Vierge folle (1910), L’Enfant de l'amour (1g911),
Les Flambeaux (1912). In 1913 Le Phaléne,
too obviously inspired by the life of Marie
Bashkirtscff, was violently discussed. Three
plays, L’Amazone (1916), L’Animateur (1920),
and La Chair humaine (1922), mark an cvolu-
tion towards the theatre of idcas. L’Homme a
la rose (1920) offered variations on the theme
of Don Juan. La Tendresse (1921) and La
Possession (1921) are the last manifestations of
a great talent which had gradually degener-
ated.

The weakness of Bataille’s theatre is partly
due to the fact that it is the reflection of a
period which belongs already to the past.
Many of his plays were inspired directly and
exclusively by contemporary events and have
become dated very rapidly. A romanticist by
nature, Bataille felt, morcover, a morbid at-
traction for exceptional and often repulsive
characters. His best dramas are excellent
psychological studies of irrepressible passions.
They contain powerful scenes, but suffer from
an excess of lyricism and from artificialities of
style, factors contributing in no small measure
to the partial oblivion into which they have
already fallen. As a poet Bataille wrote La
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Chambre blanche (1895), Le Beau Voyage
(1903), La Divine Tragédie (1917), La Quadra-
ture de I'amour (1920). Some of his opinions
on dramatic art can be found in Ecrits sur le
thédire (1917). L'Enfance éternelle (1922) con-
tains autobiographical data.

See: D. Amiel, Henry Bataille (1912) and
Le Régne intérieur (1912); P. Litvre,
“Henry Bataille,” Marges, XV (1918), 203-212;
Herse, May-June, 1921 (special number); P.
Blanchart, Henry Bataille; son cuvre (1922);
L. Lemonnier, “Le Théitre d’'Henry Bataille,”
Grande Revue, CVIII (1922), 244-262; G. de
Catalogne, Henry Bataille, ou le Romantisme
de linstinct (1925); E. Scillitre, L’Evolution
morale dans le thédtre d’Henry Bataille (1936).

M. E. C

Baty, Gaston (1885-, French theatrical di-
rector and producer), was born at Pélussin,
Loire, and studied at the University of Lyon,
where he became interested in the traditional
puppet theatres. In 1919, steeped in the
theories of Gordon Craig, Adolphe Appia,
Georg Fuchs, and Meyerhold, he began to help
Firmin Gémier stage vast productions at the
Cirque d'Hiver and the Comédie Montaigne.
His “Compagnons de la Chimere,” formed in
1922, wandered from theatre to thcatre until
they scttled in the small Studio des Champs-
Elysées (1924), performing such experimental,
and often expressionistic, plays as ]. ].
Bernard’s (q.v.) Martine, 8. Gantillon’s Maya,
and J. V. Pellerin’s (q.v.) Tétes de rechange.
Finally the Baty company (probably the best
ensemble group in Paris) found the Théitre
Montparnasse, famous for its use by André
Antoine (q.v.). Constantly protesting against
the all-importance of the dramatist’s text, he
naturally became the godfather of the “theatre
of the unexpressed” of Denys Amiel (q.v),
J. J. Bernard, et al. and strove to enrich his
repertory with free adaptations of such novels
as Madame Bovary (1936), Manon Lescaut
(1938), Crime and Punishment (1932-1933),
and Don Quixote (1938-1939). Unlike the
other contemporary metteurs en scéene (Dullin,
Jouvet, Pitoéff, gq.v.), Gaston Baty likes to
“adapt” and stamp each detail of a work with
his personality, creating thus a series of con-
troversial spectacles which he defends in his
essays and prefaces.

See: P. Blanchart, Gaston Baty (1939); A.
Villeroy, Dix Ans de thédtre: De la Comédie
Montaigne au Thédtre Pigalle (1930).

J. O'B.

Baudelaire, Charles Pierre (18211867, French
poet and critic), was born in Paris and spent

most of his life there. Soon after his elderly
father’s death, in 1827, his mother married
Colonel Aupick, whom Baudelaire found a
difficult and unsympathetic stepfather. After
his school years at Lyon and then at the Lycée
Louis-le-Grand in Paris, Baudelaire enjoyed a
brief period of independence and began his
literary career. In 1841 his family sent him off
on a long sea voyage, supposedly to India; he
rcturned, however, in less than a year, after
short stays on the islands of Mauritius and
Bourbon (Réunion). Inheriting his father’s
fortune on his coming of age, he lived for a
time the life of a rich young dandy. But his
family, alarmed by the rapidity with which
his fortune was disappearing, encumbered
him with a financial guardianship. From then
on he was burdened with debts, in constant
difficulties with publishers and printers, for-
ever moving from one miscrable lodging to
another. His life was further complicated by
his liaison with the mulatto Jeanne Duval, to
whom he remained attached for many years.
Many of his poems were inspired by her:;
others belong to a period of idealized de-
votion to Mme Sabatier, and still others to a
brief liaison with the actress Marie Daubrun.
After the death of his stepfather in 1857,
Baudelaire found some respite from increasing
ill-hcalth and financial difficulties in stays
with his mother at Honfleur. In 1864 he set
out on his unfortunate lecture tour in Bel-
gium. Struck down there by paralysis in 1866,
he was brought back to Paris, where he died
in 1867.

In Les Fleurs du mal (1857) Baudelaire
brought together pocms on which he had
been at work for years, many of which had
already appeared in periodicals. The ap-
pearance of the volume brought on a trial
which resulted in Baudelaire’s condemnation
for an offense against public morals and the
suppression of six of the hundred poems. The
sccond edition (1861) added 35 new poems,
and the posthumous edition of 1868 25 more.
In the Petits Po¢mes en prose (1869), most of
which had been published during Baudelaire’s
lifetime, he developed a new form, a spon-
taneous and natural poetic prose which
allowed him more frecdom, more detail, than
the traditional versification of his earlier
poems.

Baudeclaire's affiliation with his predecessors,
with the Pléiade and Racine as well as with
the romantics, is plain, and his passion for
perfection of form allies him to the Parnassian
poets. But his poetry is intensely personal,
marked with a desperate sincerity. The
struggle between good and evil, the efforts



and failures of the faltering will, the dark and
devious attempts to escape from spleen and
despair, the passionate devotion to beauty, cry
out from the depths of this poetry. Baudelaire’s
external world is as distinctive as his inner one
—the great city with its sordid streets and
crowded houses, the vast expanses of sea and
sky, the tropical sights and sounds and smells
of his early voyage. For him nature is a great
storehouse of images; the outer and inner
worlds are bound together by mysterious cor-
respondences, not merely between the different
senses, but between the visible and invisible
worlds. His images are not developed in splen-
did isolation, like those of the romantic poets,
but are symbols in which image and meaning
are fused into one. His poetry has a perfection
of form and music that gives at times classic
simplicity, at times a far-echoing intensity.
Undoubtedly the charm is broken sometimes
by platitudes, by mediocre lines, by a too
heavy and morbid sensualism, but Baudelaire
brought to French poetry a dark splendor, a
magic density that it had not yet known.

Baudelaire himself said that he considered
the poet the best of critics. His own criticism,
collected in the two posthumous volumes,
Curiosités esthétiques (1868) and L’Art ro-
mantique (18069), is almost entirely of his con-
temporaries, whom he judged with amazing
sureness. The art criticism, centered on Dcla-
croix, includes the Salons of 1845, 1846, and
1859, the Exposition de 1855, three articles on
caricature (1855-1857), Le Peintre de la vie
moderne (1863), and L’(Fuvre et la vie
d’Eugéne Delacroix (1863). In literary criti-
cism there are articles on Poe (1856 and 1857)
and Gautier (1859), the series Poétes frangais
(1861-1862), and a number of shorter articles,
including one on Madame Bovary (1857). In
1861 Baudeclaire made his one c¢xcursion into
musical criticism, with Richard Wagner et
Tannhduser a Paris. For him criticism is first
of all poetic, the translation of an experience,
a reflection of the work of art. Then the in-
telligence comes into play, and he goes on to
“transform delight into knowledge” (trans-
former la volupté en connaissance), to deduce
from experience the laws of art, crystallized in
his great all-embracing conception of the
imagination.

About 1846 Baudelaire discovered Poe, with
whom he felt from the first a fraternal affinity.
A large part of his literary effort was devoted
to his admirable translation of Poe’s tales and
other works, Histoires extraordinaires (1856),
Nouvelles Histoires extraordinaires (1857),
Aventures d’Arthur Gordon Pym (1858),
Eureka (1864), and Histoires grotesques et
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extraordinaires (1864). Les Paradis artificiels
(1860) comprises an original work, “Poéme du
haschisch,” and “Confessions d’un mangeur
d'opium,” an adaptation of De Quincey’s
work. After Baudelaire’s death the Euvres
posthumes (1887-1907) gathered together early
poems, scattered articles, and unfinished
sketches, as well as Fusées and Mon Caur mis
a nu, the so-called Journaux intimes. The
publication of the Lettres 1840-1866 (1907),
Lettres a sa mére (1918), and Derniéres Lettres
a4 sa meére (1926) has added much to our
knowledge of Baudelaire the man.

Though he died in 1867, one has only to
think of Mallarmé and Rimbaud, Claudel and
Valéry, Gide and Proust (gq.v.), of Swinburne
and Yeats, Pound and Eliot, of Stefan George
(qv) and Rilke (q.v.), to realize how truly
Baudclaire belongs with the moderns.

Sce: E. and ]J. Crépet, Charles Baudelaire
(1907); G. de Reynold, Charles Baudelaire
(1920); J. Pommicr, La Mystique de Baude-
laire (1932); A. Ferran, L’Esthétique de
Baudelaire (1933); M. Gilman, Baudelaire the
Critic (1943).

M. G.

Bazin, René (1853-1932, French novelist), was
born and brought up at Angers in Anjou. As
a boy he was very fond of country life and
read many novels of adventures by Maine
Reid and tales of Red Indians. He attended
the Catholic University of Angers and in 1875
was appointed professor of law at that insti-
tution.

His first novel, Stéphanette (188), was pub-
lished under the pscudonym Bernard Seigny.
Many other novels followed, published under
his own name, most of which dealt with
country life in Anjou, Poitou, and Vendée. The
list includes Une Tache d’encre (1888; Eng.
trs., A Blot of Ink, 1892, Ink Stain, 1905), Les
Noellet (189o; Eng. tr., This, My Son, 1909),
La Sarcelle bleue (1892), Madame Corentine
(1893; Eng. tr., Those of His Own Household,
1914), Humble Amour (1894), De toute son
dme (1897; Eng. tr., Redemption, 1897). Par-
ticularly successful was a series dealing with
the then acute problem of the threatened
desertion of the land for the industrial cities:
La Terre qui meurt (1899; stage version in
1913), Donatienne (1903; Eng. tr., The Peni-
tent, 1912), Le Blé qui léve (1907; Eng. tr.,
The Coming Harvest, 190o8), La Closerie de
Champdolent (1917). Another capital problem
which challenged the attention of Bazin was
the question of Alsace-Lorraine, in Les Oberlé
(1901; stage version in 1912; Eng. tr.,, The
Children of Alsace, 1912), Les Nouveaux
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Oberlé (1919), and Baltus le Lorrain (1926).
This patriotic note was never dissociated from
the religious, Roman Catholic note, as well
illustrated in the author’s last story, Magnificat
(1931; Eng. tr., Magnificat, 1932).

Bazin also wrote books in various other
fields: La Douce France (1911; Eng. tr., Gentle
France, 1918), Charles de Foucauld, explora-
teur du Maroc, ermite au Sahara (1921; Eng.
tr., Charles de Foucauld, Hermit and Ex-
plorer, 1923), several collections of short stories,
and several accounts of travels in Italy, Spain,
and the provinces of France. Etapes de ma vie
(1936) was published posthumously.

Bazin is an urbane writer, more scrious than
brilliant, a conscientious and orthodox work-
man. He was clected to the French Academy
in 1903.

See: A. de Bersaucourt, René Bazin (19006);
Charles Bauman, René Bazin (1924); Frangois
Mauriac, René Bazin (1931).

A. Sz

Becher, Johannes Robert (1891—, German poet
and novelist), was born in Munich, the son of
a judge. He studied philosophy and medicine
in Munich, Berlin, and Jena and started his
literary career with poetry of the most
radically expressionistic kind. His first collec-
tion of poems and prose, Verfall und Triumph
(1914), is typical of the explosive and chaotic
early expressionism which destroyed the tra-
ditional language and syntax as a gesture sym-
bolic of the intcllectual destruction of the
traditional world. With the critical vehemence
of his intellcctual attitude Becher soon turned
to radical politics; he joined the Communist
Party at its inception. In his many books as
well as in his personal life he remained a
fighter for Communism and Soviet Russia.
Characteristic of his poetry are such works
as An Europa (1916), Verbriiderung (1916),
Gedichte fiir ein Volk (1917), Pdan gegen dic
Zeit (1918), Ewig im Aufruhr (1920), Am
Grabe Lenins (1925), >Maschinenrhythmen
(1925), and Der grosse Plan: Epos des sozialis-
tischen Aufbaus (1931). He published a selec-
tion of his early poems in Ein Mensch unserer
Zeit (1930). His ecstatic eruptions are often of
great poctic strength, but he sometimes uses
his lyric gifts for the mere presentation of
lengthy political effusions. He realized him-
self that this chaotic and erratic type of ex-
pression was not easily understood by the
masses for whom his poetry was actually
written, and gradually he modified his style.
Gedichte an Lotte (1920) and Um Gott (1921)
are written more calmly. He produced a play
about and for the masses (Arbeiter, Bau-
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ern, Soldaten, 1920), as well as a volume of
political prose (Vorwidrts, Du rote Front, 1925)
and two novcls (Der einzig gerechte Krieg,
1925; Der Bankier reitet iiber das Schlachtfeld,
1925), all serving the same radical tendency.
Becher is not only the most constant but also
the most vigorous of the “political” poets of
the left, yet it is a fact that in his poetry
written later in Russia there appcars a deep
longing for Germany and its culture.

Indeed after his emigration to Russia, where
he lived in exile from 1932 to 1945, his poetry
also began to show classical and traditional
forms, at times even the didactic simplicity
of a child’s reader. During this period he pro-
duced some 20 volumes of poetry and prose,
e.g., Neue Gedichte (1933); Des Siegs Gewiss-
heit und Sicht auf grosse Tage; Sonette (1939);
Abschied (1940), a novel; Dank an Stalingrad;
53 Balladen (1943). He returned to Germany
with the victorious Russian army in 1945 and
became president of the Kulturbund zur
Demokratischen Erneuerung Deutschlands.

K. P.

Becque, Henry (1837-1899, French dramatist),
was born in Paris and lived therc all his life.
He was the first playwright successfully to
introduce in the French theatre certain aspects
of the materialism, immorality, and cupidity
current in some parts of Parisian socicty in his
day. His emphasis on a minute and truthful
obscrvation of life gave a new and important
orientation to a French thcatre that had been
cluttered with sterilizing artificialities.
Becque’s family was impecunious. When he
finished his schooling at the Lycée Bonaparte
(later the Lycée Condorcet), his father, a
government clerk, secured work for him in a
railroad office. He did not remain there long,
but drifted restlessly from post to post. A
maternal uncle, a dramatist and collaborator
of Labiche, kept alive Becque’s interest in the
thcatre and saw to it that he became ac-
quainted with the Paris thcaties, particularly
with the Molicre repertory at the Comédie
Francaise. An omnivorous reader and a poet
who wrote verse all his life, Becque began to
give lessons in literature in preference to
filling clerical positions. As secretary to a
Polish diplomat who encouraged his literary
inclinations, Becque met men in public life,
artists, and intellectuals; had it not been for
his poverty, he would have seriously con-
sidered entering the diplomatic service. He
wrote the book for an opera, Sardanapale
(1868), by a young musician of this milieu. His
first serious effort, however, was L’Enfant
prodigue (1867), a vaudeville which was favor-
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ably received by the critics and which re-
vealed the dexterity in expression and the
vivid dramatic sense that were later to be so
highly developed. His second play, Michel
Pauper (1870), reflected his concern, as he later
wrote, “with the innocent and helpless who
struggle against force and all tyrannies and in-
justices.” The play is particularly intercsting
as a commentary on the changing society dur-
ing the last days of the Second Empire and for
the sharply defined characterizations. Becque
had to produce this play at his own expense.
In 1871 (after service in the Franco-Prussian
War) he wrote L’Enlévement, which failed
immediately. Impoverished and discouraged,
he worked on the stock exchange for the next
few years, but was an active member of the
Society of Dramatic and Musical Authors. For
a while he eked out a living by writing articles
on the theatre for Peuple; he contributed at
various times during his lifc to other news-
papers, among them Henri IV, Union républi-
caine, Figaro, Gaulois, and Matin (sec the
collection entitled Querelles littéraires, 1890).
The entire year of 1877 he devoted to writing
his first masterpicce, Les Corbeaux, deter-
mined “to defend it against everything.” It
took him five more years of untiring effort to
find a producer for Les Corbeaux. During this
time he wrote and had presented two success-
ful short plays, La Navette (1878) and Les
Honnétes Femmes (1880). When Les Corbeaux
was finally produced in 1882 at the Comédie
Francaise, it was greeted with both hisses and
applause. The resulting controversy was not
unlike that aroused by Hugo’s Hernani in
1830. In Les Corbeaux the plight of the help-
less in the clutch of economic circumstance is
again set forth, the helpless being a rich
bourgeois family suddenly bereft of the father
and at the mercy of former friends who pluck
from the mother and daughters all their
worldly possessions. The dialogue reflected
relentlessly the cupidity and moral weakness
of the characters. The play was something new
in the French theatre and is still remarkable
for its simplicity, for its consistency, for
vigorous dramatic effects obtained with the
utmost literary economy. Becque's second
masterpiece, La Parisienne, was produced in
1885. Here, in even sharper, more brilliant
dialogue, Becque presented with complete de-
tachment the immorality of one Parisian wife
and her particular milieu. A sardonic humor
evolves from the characters who not only nat-
urally accept their deviations from accepted
morality but rationalize and moralize about
them convincingly. After the usual rejections
Becque found a producer and rehearsed the
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play himself. The premiére at the Renais-
sance Theatre was a sensation. The Comédie
Frangaise later performed the play, in 189go,
but incompetently; it remained for Antoine
(q.v.) with the help of a great actress, Réjane,
to bring out the full possibilities of the piece.
Antoine saw that Becque’s dialogue demanded
a naturalness and simplicity in acting that
were then all but unknown in the French
theatre. He systematically cultivated this new
acting technique and introduced it in his
Théitre Libre, of which Becque was the lit-
erary head. The vitality of the movement
Becque inaugurated is evidenced by the dram-
atists Curel, Brieux, and Courteline (qq.v.),
all of whom later made their débuts at the
Théitre Libre.

In focusing attention on moral evils of his
time Becque was relentless. Therein lie the
strength and the limitations of his theatre.
Obscrvations are projected with a new vivid-
ness, scrupulous honesty, and plausibility. The
illusion of reality is achieved with unusual
poignancy; the picture is all black, but the
particular characters are true to life, their
weaknesses and cupidity could not be other-
wise, and their actions follow logically and
with the inevitability of a Greek tragedy. That
Becque had tenderness and tolerance in him,
as well as cynicism, appears in his poetry,
maxims, and Notes d’album (see (Euvres com-
pletes, 1924-1926). His qualities of irony and
humor and his gift of concision are well rep-
resented in Souvenirs d’un auteur dramatique
(1895), a collection in which he sets down his
tribulations as a dramatist and his opinions
of producers, critics, and playwrights.

Despite the controversies to which his plays
gave rise, Becque won a substantial literary
reputation in France. He was admitted to the
Legion of Honor in 1886. He enjoyed society
and there gave vent to his exuberance and
mordant wit. Though he was accepted as a
dramatist of the first rank, he achieved no
financial success. There was a strange contrast
between the brilliant dramatist, the lion of
the literary salons, and the poverty and soli-
tude of his private life. Such was his fierce
pride that he declined a pension which the
government was willing to grant him after his
brother and main support died. Becque’s plays
were espcecially successful in Italy, to which
country he went in 1893 to lecture. Constant
poverty and illness prevented Becque from
completing his last play, Les Polischinelles
(1910). A few faithful friends placed him in
a private sanatorium, where he died May 15,
1899.

See: A. Antoine, Mes Souvenirs sur le Théd-
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tre Libre (1921); E. Dawson, Henry Becque;
sa vie et son thédtre (1923); A. Arnautovitch,
Henry Becque; sa vie et cuvre (1927); L.
Jouvet, Réflexions du comdidien (1938).

E.B. M.

Bécquer, Gustavo Adolfo (1836-1870), Spanish
lyric poct and author of legends and essays
in prose), was born in Seville of noble lineage.
His father and his uncle were painters.
Bécquer spent his early years in Seville, de-
voted like his brother Valcriano to the study
of painting, but soon he decided in favor of
literature. In 1854 he transferred to Madrid,
where he lived until his death. He married,
had children, and always remained in close
touch with Valeriano. His training as a
painter, his constant rcading in the ancient
authors and in the Spanish and foreign
writers, together with his trips to Toledo and
to the rcegion of the Moncayo, are the most
important factors in the formation of his
spiritual life. He inspired and dirccted various
cultural works and collaborated in magazines
and periodicals. On his death, his friends
collected his writings from periodicals and
still unedited manuscripts: Obras de Gustavo
A. Bécquer (2 vols., 1871; g vols., 19go4). Later,
the publication of his works was continued:
Pdginas desconocidas de Gustavo Adolfo
Bécquer (8 vols., 1923). In the National Library
of Madrid is conserved a notebook entitled
“El libro de los gorriones,” which is a holo-
graph manuscript of some of his poetry and
prose.

In spite of his early death, he created a
work as significant as it is brief. His Rimas
soon made him famous in Spain and in Span-
ish America. His poetry has an anecdotic
background that in sentiment and linear
quality expresses the poetic decoration of his
period. Brief pocms reveal his rare moments
of felicity, his constant grief, the suffering
and the anguish of a sad love, in an atmos-
phere typical of the vyears 1850-1870—a
balcony with swallows and honeysuckle vines,
a tree-shaded walk, a salon with a harp in an
obscure corner. Occasionally he deals with an
attitude of strolling lovers, or their angry
encounter at a ball, or the poet’s own room.
His contemporaries felt in this anecdotal
manner and matter the complete fulfillment
of their sentimental aspirations. They found
in this poetry, which departed from tragic
romantic desperation, the purest conception
of the melancholy, sad, and resigned love of
their epoch. The anecdote is the decorative,
period element which Bécquer utilizes to
present a new sentimental life of the heart.

6o

Another theme of the Rimas is poetic crea-
tion, felt as a conflict between idca and form
which can be solved only by means of the
word—an inadequate instrument. Bécquer’s
idealistic realism is preparing and announc-
ing the symbolistic and impressionistic world.
His poetry does not capture the fugacity of
the present, nor found itsclf on sensation,
nor become a symbol, but seeks to be as
fugitive as the present, as light as sensation,
and as sccret as the symbol. It is the poetry
of a will to be, a wish to be onec with the be-
loved, a dcsire to give form to the ideal
which is felt, significantly, as a drcam.

Bécquer gives to his poetry a musical
rhythm which is at times almost cantabile.
The sonorous material—accents, pauses, ac-
cent and phonetic structure of the word—of
the verse is in reality not a form for the
voice, yet achieves that form thanks to the
voicc when the personal sentiment of a man
or a woman imbues the material with feeling.
Just as the musician indicates the tempo of
his melody, so Bécquer points out that his
poetry should be softly murmured close to
the ear of the fair listener, so that with only
the slightest interference of the physical the
soul may communicate. It is the poetry of the
ineffable, of the intangible, which is still not
an allusion to reality, which preserves only
the lightest impression of that reality, just as
the butterfly leaves on the hands that would
detain it only *“the golden dust that em-
bellishes its wings.” Bécquer demands of his
reader an active and a collaborative atten-
tion.

The Rimas have served as a guide and a
stimulus to 2oth-century Spanish poctry, and
their value is being more and more clarified
with the passage of time. Bécquer’s prose, on
the other hand, has not becen looked upon
with so much intcrest; nevertheless it is
interesting and has a definite place in the
development of 1gth-century Spanish prosc.
Along with his essays—some of which are
single and others grouped together by a
common theme (Cartas literarias a una mujer)
or by the place in which they were written
(Cartas desde mi celda)—appcear his Leyendas.
Although these legends may be narrative or
descriptive, they are inspired by the same
feeling of mystery which imposes upon all
of them a similar pattern of development.
Sometimes the mystery expresses the impossi-
bility of capturing the fundamental meaning
underlying the creation of life, or the ac-
tivities of the creative spirit, or the operation
of destiny; in other instances, the purgation
of sin; and finally, the longing for beauty and
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love. From the dense shadows which surround
him the poet flings himself into the search,
representing even in the physical action of
his characters the urgency of his spiritual
quest. Mystery encircles the earth, hides fecl-
ings and things from the profaning glance of
the vulgar. At the same time mystery is
created by the imagination of the select few
with finer sensibilitiecs. Thanks to the imagi-
nation, man is transformed into poect, into
scer. By means of the imagination, Bécquer
succeeds in breaking through the layers of
the ordinary daily life of his contemporaries
which conccal the virginity of feelings and
realities. History is the receptacle of legend.
As it rccedes from the present, time returns
to rcality and to lifc their pristine purity
and in this purity lies the essence of their
poctry. Imagination is accompanicd and is
dominated by scntiment. Imagination pro-
vides the decoration of his work: brilliant or
somber, mclancholy or bitter, it forms the
labyrinth in which reality is lost; sentiment
is the thread of this labyrinth—the construc-
tive element. Bécquer (cf. Pre-Raphaelitism
in England, Baudclaire, ¢.v., in France) en-
riches the world of the heart and arrives at
the moral values through sentiment. Ile
feels death as a form of solitude, of abandon,
of oblivion. 'This solitude is achicved after an
extended lcave-taking. The fecling that life
is a mclancholy farewell to time as it passes
explains the mcaning of his study of types
and customs, which do not proposc to fix the
present, but rather “to preserve the last word
of an epoch which is vanishing . .. the
[provinces] of which tomorrow there will re-
main only a confused mcmory.” The poct
should conserve the traces of an epoch which
is disappearing, but his supecrnatural gift
consists in being able to construct with his
evocative power that which time and the
barbarism of men destroy.

A Bécquer paragraph is extensive and rich
in harmony. The enumeration, the symmetri-
cal disposition of equal syntactic groups, the
pairing of words and of rciterative or an-
tithetical sentences, the repetition of the last
word or words of a sentence at the beginning
of the next, are the structures to which he
resorts in order to give movement and varia-
tion to his paragraph. A certain characteristic
of style, the use of a trimember group—sub-
jects, verbs, and complements—was to appear
later in Valle-Incldin (see A. Alonso, “Es-
tructura de las ‘Sonatas’ de Valle-Incldn,”
Verbum, XXI, 6-42). His vocabulary is widely
varied and he was proud of his knowledge of
technical terms.

BEDIER

See: D. Alonso, “Aquella arpa de Bécquer,”
Cruz y raya, June, 1935, pp. 59-104; J.
Guillén, “La poética de Bécquer,” Revista
hispdnica moderna, VIII (New York, 1942),
1-42.

J. C

Bédier, Joseph (1864-1938, French medievalist
and literary historian), though born in Paris,
prided himsclf on his Breton origin (the name
Bédier is the Arthurian Beduer, Bedivere)
and on the fact that his ancestors, involved in
the conspiracy of Cellamare, had emigrated to
the Ile de Bourbon (Réunion). Expecting to
go into secondary teaching, he graduated from
the Ecole Normale Supéricure at 22 and then
fell under the influence of the famous Gaston
Paris (q.v.), whose brilliant and original pupil
he became. To complete his knowledge of
Romance philology he went to Germany,
where Hermann Suchier guided him in the
acquisition of the latest scientific methods.
The University of Fribourg, in Switzerland,
next offered him a post (while there he edited
the Lai de I'Ombre in 18go), which he held
until he was recalled to France by the Uni-
versity of Caen. Here at the early age of 27 he
presented his theses for the French doctorate
and then joined the stafl of his alma mater,
the Ecole Normale.

The budding medicvalist now displayed his
scientific temper and perspective by an incur-
sion into the modern field with a volume of
studies (Etudes critiques, 19g03) on Chateau-
briand, Diderot, and the Entrctien de Pascal
et de M. de Sacy. Fame came to him, however,
with his genial reconstruction in classical
modern French of the Roman de Tristan et
Iseult (1900; first Eng. tr.,, 1903). Here
—at a stroke-—the modcern troubadour opened
up the Middle Ages to the cultivated reading
public. Noteworthy is the fact that philology
now becomes the handmaid of art and that
factual rescarch scores one of its greatest
triumphs. This set the pace for all of Bédier's
later work.

In 1gog, on the death of Gaston Paris, Bédier
succceded him at the Colltge de France, an
institution which he regarded as the honncur
de I'Europe. He now devoted himsclf to the
line of rescarch in which Patis had been so
much interested, namely, the Old French epic
or chansons de geste. It is characteristic of
Bédicr that he planned nothing revolutionary.
If he came to uphold a view differing toto
caelo from his predecessor’s, it was due to
his unshakable probity (the first asset of a
scholar, according to Paris) and his instinctive
literary insight. Thus was produced his master-
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piece, the four volumes of Les Légendes
épiques (1908-1913). Bédier's hypothesis is
that the French epic was primarily the product
of the 11th century, the age of the Crusadcs,
to which the figure of Charlemagne was a
heroic “revival” presented as the Christian
champion against the threatening Moham-
medan world. Hence, according to Bédier, the
Chanson de Roland is not the survival of an
epic song contemporaneous with the defeat of
the Franks in %78, but an original composition
inspired by the enthusiasm for the First
Crusade. The background of the chansons de
geste he found in the pilgrimage roads to holy
places and the monuments (tombs, churches,
relics) situated on them, combined with the
clerical imagination that was stimulated by
them. So arosc a new view of medieval litera-
ture as expressive of the age from which the
extant manuscripts can be dated.

Supplementary to this view is Bédier’s stand
on textual reconstruction. To him the Chan-
son de Roland is esscntially the pocm as pre-
served in the Oxford manuscript (Dighy 23).
To “reconstruct” medieval literature on the
classical thecory of Lachmann appeared to
Bédier like reconstructing Chateaubriand’s
Atala by mingling the “readings” of the three,
separate editions made by Chateaubriand.
This fresh approach to the problem has had
wide repercussion, for instance in Bédier’s own
critique of Dom1 Quentin’s rcconstruction of
the Bible. Bédier did not settle the question,
but he established the principle that each text
is a problcm unto itself which cannot be
solved by a priori theory.

L.ike Gaston Paris, Bédier became adminis-
tratecur of his institution, at a time when the
College de France needed new buildings and
a progressive policy. He fulfilled this task
surprisingly well. Honors poured in on him;
in 1920 hc was elected to the French Academy.
In 1936 he retired from active teaching. The
remaining ycars of his rescarch he devoted to
a critical work—never published—on the
history of the editions of the Roland.

In appearance Bédier was tall and thin,
with clecar blue eyes in which were wedded
candor and passion, perspicacity and imagina-
tion. Shy in manner, with an honesty that re-
fused to compromise, he drove an argument to
its basic truth—as in the Dreyfus case, where
he became an ardent revisionist. But he was
always skeptical of material that he could not
himself control. This appears in his Les
Fabliaux (1893, often revised), in which he
takes an anti-folklore attitude in his advocacy
of individual literary composition. Yet, despite
this limitation, he remains both a tradition-

alist (in the Cartesian manner) and an out
standing pioneer in the field of pure scholar-
ship. His many pupils and admirers in France
and abroad testify to his abiding influence. In
this age of propaganda he remains the ex-
emplar of “the disinterested pursuit of truth.’

See: Ferdinand Lot, Joseph Bédier (1939)

W. A. N.

Bedny, Demyan (pseud. of Ycfim Pridvorov
1883—, Russian poet), born at Gubovka in the
former Government of Kherson, is the oldesi
poet of Soviet Russia; his Bolshevik verse
appeared in St. Petersburg periodicals year:
before the First World War. Previous to 191/
his reputation was based on his political
fables, a genre much in vogue under the
tsarist regime, when censorship conditions in
vited the use of an Aesopian language. Ir
these fables Demyan Bedny managed tc
dodge the censor with his nimble verses abou
birds, animals, inanimate objects, and rustic
simpletons. Their message was perforce
subtle, and the very form of fables dictatec
brevity and precision. Though a university
graduate, Bedny likes to pose as a muzhik
and he is, indeed, a master of the colorfu
folk speech rich in parables, proverbs, un
expected phraseology, and well-aimed epi
thets.

The Revolution freed Bedny from the
fetters of censorship and enabled him to un
fold his power fully. It also robbed his verse
of subtlety and has rendered it pedestriar
and obvious. His services to the Revolutior
were valuable (he has been decorated severa.
times). Unconcerned about form and hardly
scnsitive to it, he produced thousands of
racy, conversational verses on current issues
Hc addressed the masses directly on prob
lems of war and of reconstruction, he gave
them courage and confidence, entertained then
with a bit of coarse humor, whetted thei
hatred for foreign and inner encmies, anc
kept them informed, stirred, exhorted, con
soled. His agitki (bits of agitation, or propa
ganda) had a tremendous appeal during the
civil war; they were recited and sung by
soldiers and workers, they penetrated the
remote backwoods of Russia and the thick
skulls of the peasants. In more recent times
as the Russian public grew more exacting
and critical, Demyan Bedny lost his appea
and wrote practically nothing; but with the
Second World War his short poems began tc
appear once more in the periodicals. Hi:
verse has been offered to the public in nu
merous editions.

A. K.
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Beer-Hofmann, Richard (1866-1945, Austrian
poet, novelist, dramatist), born in Vienna, was
most closely associated with Jungwien, the
litcrary group that dominated Austrian letters
at the turn of the century. He first attracted
public notice in 1893 with a slender volume
entitled Novellen, consisting of two short tales,
“Das Kind” and “Camelias.” These tales be-
tray the influence of Maupassant (q.v.) in
subject matter and of Flaubert (q.v.) in style.
His earliest lyric, Schlaflied fiir Miriam (1898),
is the finest philosophic lullaby in German.
Eternal chords are touched—the dark origin
of life and its unknown end, the blind and
loncly path that we tread throughout our
days, the impossibility of communicating our
deepest expericnces even to thosc nearest to
us, and the tragic necessity for each generation
to recapitulate the past with all its errors and
suffering. Yet behind the apparent chaotic
structure of the universe, the poet recognizes
a mysterious purpose and a certain continuity
of existence. Even as each cell is a necessary
part of an organ and each organ has a special-
ized useful function to perform in the entire
organism, so cach individual is a necessary
link in a historical community of fate; each
community of fate has a specific way of life
and a definite useful task to perform in man’s
ascent to an ever higher level of culture. In
the poet’s only novel, Der Tod Georgs (1900),
this realization comes to the hero as, in the
presence of death, he broods on the meaning
of life; he is wrested from his self-centered
existence as an aesthetic epicurcan and
whirled into the midst of his people’s struggle
for justice.

In Der Graf von Charolais (1904), Beer-
Hofmann’s first and best-known play, the hero,
who sees the brittleness of all human relations
and the instability of all human emotions,
retains to the end his unshakable faith in the
bonds linking parents and children to one
another. This continuity of existence remains,
though all else fails. Our psychic configuration
is molded by the past of our cthnic kind and
it, in turn, determines the way of life to be
lived by our remotest descendants.

Beer-Hofmann was of Jewish origin, and his
approach to eternal problems is essentially
biblical. His thoughts are ever directed toward
God, and his visions are reminiscent of the
prophets of the Old Testament. In a biblical
trilogy he seeks to restate for modern man the
Hebraic position on fundamental questions.
The first part, Jadkobs Traum (1918), depicts
the inner crisis of Jacob, the legendary ances-
tor of the Jews, during the memorable night
at Bethel, when he accepts for himself and
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his offspring the blessing and the burden of
the blessing offered him by God. The second
part of the trilogy, Der junge David (1933),
deals with the testing of David, the descendant
of Jacob. Completed shortly before Hitler’s
rise to power, this play gives the Hebraic
answer to Nazi ideology: just as it does not
pay for an individual to live solcly for him-
self, so too it does not pay (“Es lohnt nicht!”)
for a people to think primarily in terms of its
own aggrandizement. An individual is valu-
able only to the extent of his contribution to
the well-being of other individuals. A people
is important only in so far as it confers its
creative gifts upon others, coordinating its
own welfare with that of humanity at large.
Deprived of this constructive urge, man is but
dung of the earth and a pcople but dust of
history.

In 1939 Beer-Hofmann was forced to leave
his native land and emigrated to New York. In
his 75th year, in 1941, the poet collected in a
slender volume, Verse, all his lyric production
that he cared to sce preserved. A new aspect of
his creativeness came to the fore on American
soil in 1944 in the impressionistic sketches Aus
dem [Iragment Paula: Herbstmorgen in
Oesterreich. The poet, who had heretofore
spoken only through the masks of his dra-
matic and fictional hcroes, attempted to re-
capture the autumnal mood of Austria as it
interpenetrated his own life and shaped his
own personality.

Sce: R. Rcik, Das Werk Richard Beer-
Hofmanns (1919); S. Liptzin, Richard Beer-
Hofmann (1936, in English).

S. L.

Belgian literature in Flemish. When the
southern Netherlands were separated from
the northern provinces, at the end of the
16th century, the intellectual as well as the
economic center of the Lowlands moved to
the north. For 200 ycars Flemish literature
was reduced to pictist writings of sometimes
inane sentimentality and ridiculously de-
tailed symbolism. Literary cxpression died
out. Immediately after the crcation of an in-
dependent Belgium in 1830, it was revived by
the prolific novelist Hendrik Conscience (q.v.).
His sentimental nationalism, based on what
Flanders had achieved in the Middle Ages
and on the story of its revolt against tyranny
in the 16th century, brought about a renais-
sance of literary activity. About 1860 his work
was well under way, and a number of writers
had sprung up who created a literary “cli-
mate” in which the fundamental trends of
Flemish letters were already plainly visible—
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a constant tendency toward cozy provincial-
ism, which finds its expression in the peasant
novel, and, on the other hand, a definite long-
ing for universality which uses social and
psychological elements. At times these two
tendencies intermingle.

About 1880 the majority of the reading
public in Flanders belonged to the rural
Catholic population. In their struggle against
linguistic inequality in the new state, and as
a mecans of self-defense, they took comfort in
their local characteristics, their picturesque
way of life, their verbal particularities, all of
which were employed to prove that Flanders
and the Flemish language had a right to
cxist. Therefore it was quite natural as well
as fashionable for the writers of the second
half of the 19th century to depict the ameni-
tics of life on the farm and in the country
in the most lively colors, to exalt the virtues
of the rustics, to underline their habits, their
wit, and their customs, and to represcnt them
as a touchstone to guarantee the language
and personality of the Flemish people. The
cult of local expression and idiosyncrasy led
to an acute provincialism which manifested
itself in the usc of dialectic forms and in an
opposition to the generally accepted medium
of a standard Nctherlandish language.

All these handicaps, however, were bril-
liantly overcome by the one poet of universal
stature Flanders produced in the last century,
the priest Guido Gezelle (q.v.). He embodied
the pure gothic spirit; he looked at nature
and its botanic details as the miniaturists of
the Middle Ages did and with absolute faith
in his metaphysical certainties he attained to
a mystical familiarity with the Crcator which
made his art appear as the last flowering of
Middle Age devotion. His verse is purcly
lyrical, although he scldom referred to his
personal life, which was at bottom difficult
and not devoid of the tragic. Most of his
poems deal with the feasts and cercmonies
of the Church or with the rural Flemish
landscape. They have a charming simplicity
and directness and a warmth which was
never equaled in Dutch letters except in the
14th century. Nevertheless, he wrote his best
poctry on those occasions when he broke the
restraint his clerical functions imposed upon
him—his verse is then of a very high lyrical
quality. It has the unerring musical perfec-
tion of the best Lieder. He was, indeed, the
perfect example of the Franciscan poet, for
never was so much joy derived from nature
without evident sensuality, never was there in
Dutch literature a character as simple in its
unity, as forceful in its lyrical power. Re-
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acting against verbose pomposity and pedan-
tic metrical rules, Gezelle adopted an ex-
tremely versatile meter for which he found
inspiration in the English and Scotch poets.
His poems abound in subtle, clegant onomat-
opocia, in graceful alliterations, and follow
a strictly personal rhythm. Many of them
would fit the later formula of ‘la poésie
pure.”

A great linguist, he made such an excellent
translation (1886) of Longfellow’s Hiawatha
that it became familiar to all Flemish readers.
It took his countrymen and the Dutch some
time to recognize his significance, to find out
his exceptional stature. His localisms had
constituted a barrier for both groups, his
uncompromising and enthusiastic Catholicism
was another. When about 1880 he was intro-
duced to the general public in Holland, his
plea for a predominance of the West Flanders
tongue was already lost, but he had become
the outstanding example of a writer who by
the mere contemplation and idealistic descrip-
tion of rural beauties had achieved greatness
and even universal recognition. Although
some of his poems (e.g., “Dien Avond en die
Rooze,” That Evening and That Rose; and
“O ’t ruischen van het Ranke Riet,” O
Rustling of the Rushes’ Throng) have been
translated carefully into English, like all
great lyrical work, they remain essentially
unrenderable.

Parallel to Conscience’s enthusiastic prose
was the sudden romantic burst of national
feeling expressed in the pocms of Albrecht
Rodenbach (1856-1880). He was the herald of
the Flemish political revival. His turbulent,
ebullient inspiration was a combination of
classicism and Germanic lyricism. Having pro-
duced a number of songs and recitation pieces
on historical themes and an unfinished
drama in verse, Gudrun (1882), he died very
young, a great promise, a symbol of idcalistic
youth.

Against the rural idealism of Conscience
and Gezelle there reacted a few minor realists
like August Snieders (1825-1904) and Domien
Sleeckx (1818-1g901); a charming essayist,
Anton Bergmann (1835-1874); and the inter-
esting novelist, Virginie Loveling (1836-1923).
Except for the last-named, their writings had
little power in their realism, and their style
was conservative and often dull.

It took the revival of Dutch letters, about
1880, to provoke a definite emancipation of
Flemish literature. This renewal was pre-
pared by a transitional writer of great
dynamism, Pol de Mont (1857-1931), a
moderately sensual, highly lyrical, and musi-



cal poct who was a true internationalist in
his thoughts and a genuine symbolist in his
expression. He was the first writer in many
decades to feel and speak with the frcedom of
a well-educated heathen, but this attitude,
although closer than that of anybody clse in
Flandcrs to the main currents of European
thought and sensibility, was never expressed
in an aggressive fashion. He discovered and
heralded Gezelle’s poctry in Holland and in
Flanders. He wrote Rijzende Sterren (1879;
Rising Stars) and Lentesotternijen (1881;
Spring Follies).

In the 18go’s a new generation of writers
came to the fore. They rallied around a
monthly called I'an Nu en Straks (‘Today and
Tomorrow) which was definitely internation-
alist and liberal in its program. The driving
spirit, the philosopler of the movement, was
August Vermeylen (q.v.), a forceful critic with
generous views; the litcrary theorician of the
movement was  Prosper van  Langendonck
(1862-1920), a somber, wcak, romantic poet;
but its real creative geniuses were Cyriel
Buysse (q.v.), Herman Teirlinck (g.v.), Stijn
Streuvels (q.v.), and, above all, Karel van de
Woestijne (q.v.).

Buysse was a born narrator of the Maupas-
sant (q.v.) school, whom Macterlinck used to
count “among the three or four great rural
raconteurs of these last fifty years.” He wrote
a faithful chronicle of life in the Flemish
villages as it cvolved rapidly in the last
decades.

Undoubtedly, the country baker Stijn
Strcuvels, a nephew of Guido Gezelle, was the
most gifted of the prosc writers of that
period. There exists an evident synchronism
between his early books and the vogue of
luminist painting (e.g., Lenteleven, 1899;
Spring Life). Except when portraying children
(Prutske, 1922), his psychology appcared
rather simple, but his gift for plastic detail
and minute yet lyrical description was im-
pressive. In his writings the physical environ-
ment, the atmosphere, absorbs man, or rather
reduces him to a secondary, even minor role.
Man to Strcuvels was not the measure of
things, he was their plaything. Several of his
longer novels, De Vlaschgaard (1907; The
Flax Field), Werkmenschen (1927; Working
Pcople), have an epic quality which is very
much akin to Scandinavian and Russian lit-
erature. In his later work (e.g., Alma met de
vlassen Haren, 1930; Alma with the Flaxen
Hair) the analysis of dcvotional life was his
preoccupation, and he began also to give
more attention to the sexual relations and
problems of his personages. The exclusive
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love for the native soil and its inhabitants,
which hampcred many of his colleagues on
their path to greatness and condemned them
to provincialism, turned out in his case to
be an asset and a starting point for truly
universal expression.

All the writers grouped around Van Nu en
Straks were decided individualists. Like their
Dutch colleagues of the 1880's they wanted
“to give the most individual expression to
their most individual emotions.” The out-
standing poet of the group, Karel van de
Woestijne, succeceded in doing this to such an
extent that, had he been writing in one of
the major world languages, he could hardly
have failed to be universally recognized as
onc of the greatest lyric poets of his time.

He had no other theme but himself; no
other drama to tell but the eternal conflict
betwcen mind and matter. His extensive
poctical work is little elsc but a symbolic
autobiography. He was as responsive as
Geeelle to nature and its thousand details,
but his life was dominated by a pendulum
movement of attraction and repulsion of the
cternal feminine (Het Vaderhuis, 1gog, The
Father House; De Gulden Schaduw, 1910,
The Golden Shadow). In one of his long
poems he sces with Adam “that Eve, in her
wickedness, was beautiful.” The drama of his
life, as expressed in his writings, lies there as
well as in a deep conviction of the sinfulness
of his spontancous rcactions. He sang his joys
and pains with such refined analytic pre-
cisencss, such exceptional warmth and tense-
ness, that there is scarcely anything that ap-
proaches his work in European literature. He
had the burning heat of the great mystics like
St. John of the Cross or St. Theresa, but
always, like Paul Verlaine (q.v.), he went to
the extreme in the humiliating confession of
his weakness and frailty. Never in Flemish
or Dutch literature had such a great heart
witnessed and interpreted the constant con-
flict between a lucid intelligence and a hyper-
sensitive nature. A good deal of his poetical
work exists in a brooding atmosphere in
which sensations and thoughts bloom like
hothouse flowers of rare and slightly terrify-
ing beauty. Life to him, who harbored a
gothic heart in a renaissance body, is but a
long conflict between his brilliant intelligence
and the toll inevitably exacted by his senses.
Woman, who had appeared until then in
Flemish poetry and prose either as the de-
voted mother or the idealized Dulcinea, was
to him full of mystery, of charm, of menace,
a messenger of destruction and death. The
leitmotifs of love and death run through his
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poems as if they were a verbal transcription
of Isolde’s Liebestod.

Van de Woestijne was a profound human-
ist. The rare poems which do not refer to his
personal life deal with heroes of antiquity
(Interludién, 2 vols., 1912; Interludes), es-
pecially with Hercules whom he made the
symbol of disenchanted grandecur. His
goddesses, hcerocs, and heroines, in their
Greek disguisc, rcveal the split personality,
the melancholy, the doubt, and the longing
for serene beauty which was characteristic of
the atmosphere and literature of the turn
of the century. These are decorative poems of
moving beauty. In the second period of his
life Van de Woestijne became a pocet of great
metaphysical depth; often his verse had a
strange wry sarcasm, De modderen Man (1920;
The Man of Mud), God aan Zee (1926; God
at the Sea), Het Bergmeer (1928; The Moun-
tain Lake). To such an extent did Van de
Woestijne interpret the lyrical scnsuality of
Rubens, as well as Breughel's irony and keen
observation, that his influence dominated
Flemish lctters for over two dccades. Many
poets were under his spell and, lacking his
subtle balance and genius, dcvoted them-
selves to a decadent kind of writing which,
by its extremely personal character, provoked
a strong reaction in the generation of writers
which spoke out during and after the First
World War.

The writers of the generation that sprang
up betwecen 1917 and 1921 were greatly im-
pressed by social and political problems. Al-
though they recognized the eminence of au-
thors like Van de Woestijne and others, they
objected to an ivory-tower attitude, which
they condemmncd as irresponsible and anti-
social. They wanted poetry not to be a lyrical
confession; they felt that the poet should be
the conscience of the world, a scer and
prophet like Walt Whitman, always busy
drawing the moral of events and—in a broad
sense—guiding public opinion. The external
elements of the modern world should be in-
corporated into the poetical vocabulary, no
conservative rules of prosody should hamper
free expression. They used vers libre or they
resorted to the psalmodic rhythm so suc-
cessfully used by Paul Claudel (q.v.). For a
brief period they indeed succeeded in inter-
preting the spirit of their time; their ex-
pressionist cxpcriments exploded the calm
impressionist atmosphere, and literature be-
came unthinkable without humanitarian
declamations and modernistic bric-a-brac.
Their organ Ruimte (Space), which rallied
Paul van Ostayen (q.v.), Wies Moens (1898-),

Achilles Mussche (1896-), Gaston Burssens
(1896-), Jan-Albert Goris (q.v.), Victor Brun-
clair (1899-1945) and others, was short-lived,
but their influence was decisive for a con-
siderable period.

They were essentially poets. The leader and
most versatile of them all, Paul van Ostayen,
started out as a young literary dandy, fol-
lowing the footsteps of the Jungwien poets.
Soon he turned to the political, prophetic
genre, in the manner of the German expres-
sionists Werfel, Trakl, and Becher (gqq.v.), in
Het Sienjaal (1918; The Signal). Later on he
became dadaist for a brief period (Bezette Stad,
1921; The City Occupied) and concluded
his short life by writing extremely suggestive,
highly musical poetry of great refinement and
purity. His short stories, burlesque adventures
(Self Defense, 1933), told with a keenly
analytic sarcasm, were a very effective antidote
against rhectoric and pomposity. Moens and
Mussche, both generous, ardent, lyrical
natures, used a biblical and slightly oriental
style to express their vivid social reactions,
while Goris, after writing a spcctacular
modcrnistic baroque piece on St. I'rancis (Lof-
Litanie vam Sint Franciscus van Assisi, 1919;
Litany in Praise of St. Francis of Assisi),
evolved a style which has been considered a
reconciliation of expressionism and classic
simplicity; in his apparently free verse the
discipline is as severe as in the classical meter
(Het Huis, 1925; The House). Other poets
were given to cosmic jugglery, sometimes
really impressive. Others still, like Paul Ver-
bruggen (1891-), attained a great purity of
expression.

However, this revolt against tradition did
not change the aspect of Flemish letters: the
cozy rural and small-town novel received a
ncw and powerful endorscinent in Felix
Timmermans (q.v.), a most prolific novelist
who expressed a kind of reserved pantheistic
joy of life in a very fresh and lyrical book
Pallicter (1916; Eng. tr., 1924). This dionysian
pacan was followed by a number of books
which were amusing transcriptions of old
Flemish paintings and which were sometimes
as charming as the products of these petits
maitres. He enjoyed a tremendous popularity
in Germany, where he was considered a Low-
German author. Notwithstanding very hu-
morous, although unorthodox stylistic gifts,
he remained a popular author, and one of
his recent novels, Boerenpsalm (1985; Peasant
Psalm), is a remarkably adult and sanguine
book. Other authors like Teirlinck, Maurits
Sabbe (1873-1938), Ernest Claes (1889-), Lode
Baekelmans (1879-), continued the solidly
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established tradition of charming provincial
writing.

Besides the Ruimte group, a number of
poets gathered around a tiny review called
Het Fonteintje (The Little Fountain). They
were not humanitarians, but humanists,
classicists, and they tried to disengage thcm-
selves from Van de Woestijne's grip. They
resortcd to a humoristic style, inspired by
Toulet (q.v.) and other Trench poets. Their
master and patron saint was Jan van Nijlen
(qv.), a wise, melancholic poet, who wrote
fluent, charming verse in which he told
people that the world was not exactly “cos-
mic,” but strictly personal. Among them,
Raymond Herreman (1896-) was the most
outstanding and the most versatile.

The novelist Alfons de Ridder (q.v.), whose
writings through their merciless humor and
grim moral courage are unique in Flemish
letters, can also be considered as belonging to
this school. He writes in Villa des Roses
(1913) and Tsjip (1934; Chcep) of middle-
class people with deep sarcastic anger and a
chastely hidden feeling for man’s misery. Al-
though he wrote only a few poems, he is also
a very remarkable poet.

When the conflict and discussions between
the two groups, the humanitarians and the
cozy moralists, had subsided, when principles
and theorics no longer determined literary
activity, when the eternal problems of exist-
ence had again taken the place of temporary
political and social issues, a number of young
novelists appeared who brought a new accent
into Flemish lctters. They had found out that
the one and only subject of the novel is man,
not the climate or the fauna and flora that
surround him. This discovery was responsible
for an incrcase in tempo and a better psy-
chological insight. Among these writers, the
most classical-minded is Maurice Roelants
(q.v.). His novels go back to the great tradi-
tion of Benjamin Constant’s Adolphe and to
the works of other keen analysts of the human
soul. With less technical perfection, but ex-
treme generosity, Lode Zielens (1901-1944)
devotes attention to the Flemish prolctariat.
He overflows with the milk of human kind-
ness. But the most powerful and productive
of them all is Gerard Walschap (q.v.). Using
all the resources of rhetoric, his story rushes
down like a mountain stream. His search is
essentially along psychopathological lines. Al-
though his personages often border on the
abnormal, the moral of his work is always a
belief in the profound goodness and greatness
of life and of man. Aside from his torrential
tempo, which comes close to the tornado
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pace James Cain used in The Postman Always
Rings Twice, the European author he may
best be compared with is Francois Mauriac
(q.v.).

The great influence of Herman Teirlinck
on the Flemish theatre between the two wars
should be mentioned. He introduced the
modernistic theatrical conceptions with great
success.

One of the most remarkable literary facts
after the First World War in Flanders was
that the influence of Flemish letters on Dutch
writing augmented considerably. Most of the
young Flemish writers, by increasing the
distance between their work and the folklore
novelistics of their elders, came close enough
to Dutch literature to make their works indis-
tinguishable from Dutch publications.

Sce: G. Kalff, Geschiedenis der Neder-
landsche Letterkunde (6 vols., 19o6-1910); ]J.
Bithell, Contemporary Belgian Literature
(1915); J. Persijn, A Glance at the Soul of the
Low Countries (1916); J. Bithell, Contem-
porary Flemish Poetry (1917); G. L. van
Roosbroeck, Guido Gezelle, the Mystic Poet
of Flanders (1919); P. Hamelius, Introduction
da la littérature francaise et flamande de
Belgique (1921); A. de Ridder, La Littérature
flamande contemporaine (1923); A. Ver-
meylen, Van Gezelle tot Timmermans (1923);
F. de Backer, Contemporary Flemish Litera-
ture (1934); M. Gijsen, De Literatuur in Zuid
Nederland sedert 1830 (1940; 3d ed., 1945),
Peripatetisch Onderricht (1940), and Viaam-
sche Lyriek (1944).

J.-A. G.

Belgian literature in French. The presence
in Belgium of two races of different mentality
—the Flemish are of Germanic origin, the
Walloons of a Latin tradition—and a glorious
common inheritance in the plastic arts have
made their mark on the national literature.
Many writers of mixed blood use French as
their medium of expression, and the Walloons
show to some degree traits of their Flemish
colleagues. Predominant in the latter is the
inspiration drawn from painters. Many scenes,
sometimes whole volumes are primarily pic-
tures in words, veritable transpositions of
canvases. Color in separate episodes rather
than rigidly coherent architecture is sought,
and evocation rather than logical thinking.
Love of the picturesque contributes to a
democratic note, uppermost in fiction. “Go to
humble folk,” advised De Coster (q.v.); “the
bourgeois are all tarred with monotony.” The
Walloons share this interest in the people,
but are relatively sober in description; their
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art reveals more subtle psychology and deli-
cate shades of landscape. Regionalistic fiction,
portraying the manners of a city or province.
has fascinated the majority of the novelists.
This trend comes in part from realistic
theories prevalent during the last decades of
the 1gth century, in part from the historical
novel, much in vogue from the moment the
desire arose to endow the country with a new
glory after independence was won in 183o0.
Two writers of the following half century
have won lasting fame, and between them
they represent the two poles of the national
temperament—joy in physical vigor and in
contemplative sensibility—to become familiar
later in Verhacren and Macterlinck (qq.v.).
Charles De Coster's Ulenspiegel (1867) is an
epic novel culminating the clfort to glorify
the past in its struggle for freedom. Ycars of
labor had been devoted to the composition;
the sources are old chonicles, muscums, and
folklore; an archaic style lends color to the
16th-century sctting. The influence of this
novel has been cnormous; it was proclaimed
the Bible of Belgium by the rising gencra-
tion. Thus the modern revival of letters
starts with a masterpiece of distinctly national
inspiration. Octave Pirmes (q.v.) was an
aristocratic recluse who sought communion
with the infinite through nature. Fascinated
at once by Pascal, Rousseau, and Chateau-
briand, he has left his personal mark on his
intuitive philosophy, and his spiritual family
includes some of the most distinguished pocts.
The gencration coming of age in 1880, known
as Jeune Belgique, hailed De Coster and
Pirmez as two of their authentic forcrunners

The great majority of representative Bel
gian authors are essentially poets, thanks to
their aesthetic perception and sheer gusto ip
living, whatever their mode of expression. A
striking example is Camille Lemonnier (¢g.v.),
whose voluminous works include no verse;
his La Belgique (1888), was pronounced too
“lyric” for distribution among scholastic prize
winners. It was to be an inspiration for his
successors in regionalistic fiction. Lemonnicr
appcars as a Protcus with 13 volumes of art
criticism, 20 collections of short stories, and
29 novels. He saw in De Coster the supreme
painter of the past and advised his younger
contemporaries to be the historians of their
own time. His counsel has becn generally
followed except by Eugtne Demolder (q.v.)
who, more than any other Belgian novelist,
was fascinated by the old masters of the
brush (La Route d’émeraude, 189g). Certain
critics have sought a sociological trend in
Lemonnicr. A few novels of his middle
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period lend color to such an interpretation,
but his characterization of himself as an in-
stinctive temperament fascinated by the
beauty of life can hardly be bettered. Social
revolt marks the vitriolic work of Georges
Eckhoud (q.v.). He was born of a bourgeois
family and spent his mature life in Brusscls,
but his work is shot through with nostalgia
for his native Antwerp countryside and with
sympathy for the downtrodden and the out-
laws. He would be the interprcter of the
pcasant soul, expressing sentiments they feel
but cannot utter. La Nouvelle Carthage (1888,
definitive ed., 1893; Eng. tr., The New
Carthage, 1917) reveals the fascination that
Antwerp, in its squalor and its energy, held
for him. The novel recalls the attitude of
Verhacren in the poems of the period of Les
Villes  tentaculaires (1895). The question
ariscs as to how much is pure literature in
the humanitarianism of certain Belgian
writers, but Eckhoud is at least consistent
throughout and broke with his friends of
Jeune Belgique when they championed ex-
clusively the doctrine of “art for art’s sake.”
Still there is ample evidence that he appreci-
ated to the full the picturesqueness of his
lusty heroes. Georges Virrts (pseud. of Henri
Briers, 1869-) deals with the peasants of
Limburg in a different manner. He speaks as
a realist, as one who has spent his life among
the folk he portrays (Les Gens de Tiest, 1gog),
while Eckhoud is an ideologist whose char-
acters are almost symbols. Nor is the cult of
plastic art prominent in Virres; he resembles
the novelists of the Walloon tradition by his
finesse of obscrvation of landscape and char-
acter. While he is aware of the truculent side
of his rustics, he excels in a quiet humor
which replaces to advantage the violent
hatreds in which Eckhoud indulged. He re-
marks that Eekhoud often missed the mystic
element in peasants and points to apparently
supernatural influences which arise from the
soil itsclf and shape character. Yet the work
of this Catholic leader is devoid of propa.
ganda; he possesscs a sense of structure rare
in typical novclists of the Flemish wing. An
exaggerated tendency to personify environ-
ment may be seen in the once-famous novel
of the symbolist poet, Gcorges Rodenbach
(g.v.). He states that he intends to make the
city an essential and directing personage in
Bruges-la-morte (1892). Today this work seems
singularly artificial beside the vigorous real-
ism of Virrés.

The Walloon novelists are also regionalists,
but show a conscious elfort to distill the uni-
versal and to generalize from close observa-



tion of familiar scenes and folk. In this sense,
and because they are less attracted by color
for its own sake, they are truer realists than
the Flemings. Hubert Krains (q.v.) is an ex-
cellent example. By his style and choice of
matter he has grasped to the full the classic
precept of imitating the majestic simplicity
of nature; he is aware that her great plan is
always the same across apparent varicty. His
art is highly selective, eliminating all that is
not of structural value. He meditates on
every scene until he can evoke it in its most
vital features. He wrote relatively little, two
short novels and five collections of short
stories and a volume of critical essays. His
outlook is one of resigned pessimism, yet
suffering always arouses his discreet sympathy.
Offering no panaceas, defending no theses, he
accepts the universe, not as perfect nor as
susceptible of becoming so, but as presenting,
to those who have eyes to sce, the most
fascinating of spectacles. A similar ideal char-
acterizes Edmond Glesener (q.v.), who ex-
tends his observation over a wider range. He
barbs his criticism of society with psychologi-
cal acumen; his objectivity and scourging
irony have occasionally brought the charge
of cynicism, but Le Ceur de Frangois Remy
(1904) suffices as refutation. In the storics of
L’Ombre des sapins (1934) his art lends a
tragic grandcur to rustics which makes them
symbols of suffering humanity. The popu-
larity of Maurice Dcs Ombiaux (1868-1943)
comes in part from his adaptation of the
mecthods of the Flemish school to the por-
trayal of Wallonia with its folklore and
customs (Mihien d’Avéne, 19o4). Thus he
appears as a broadly national novelist. His
exuberance recalls Rabelais, yet his naive
paeans to lusty living disarm criticism. If the
joy of the spirit gives the mecasurc of its
strength, Des Ombiaux is an intellcctual
titan.

Belgians are at their best in the short
story, a genre favored by most of the novel-
ists, whose technique has been profoundly
influenced by it; often novels are a serics of
carefully wrought but loosely connected epi-
sodes. Two masters are Hubert Stiernet
(1863-1939) and Louis Delattre (1870-1938).
Stiernet’s originality lies in his use of mys-
terious forces, not fantastic but springing
from the soil, from violation of tradition, or
from revival or some past incident. He
occasionally recalls Hawthorne. Occult influ-
ences skillfully entwined with cveryday life
appear as prolongations of a word or act
which escapes from the subconscious. Once
released, they guide the destiny of an indi-
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vidual (Histoires hantées, 1906). Declattre, a
doctor by profession, is keenly aware of
human tragedy yet always fascinated by life
observed in its minutest details, which he
contrives to forge into drama. lHe passes for
an optimist, but declares that his smile is
largely a reaction against the all too prevail-
ing gloom. He succeeds in arousing intcrest
in the apparently commonplace with the
maximum simplicity of means (Le Parfum des
buis, 1g911).

Three of the younger novelists deserve
special attention. Jean Tousseul (q.v.) re-
ceived his education in the school of hard
knocks. Proud of his humble ancestors, he
determined, as an artist, to performn his task
with the conscientiousncss they displayed in
theirs. Hence a note at once realistic and
idealistic unheard before. The sctting of his
storics and novels ranges from the prchis-
toric past to the present of his region; like
Michelet, he would resuscitate the common
people, and the solidarity with his forchears
gives unity to his work. His constant theme is
the eflort of the downtrodden toward justice
for all, but he writes as a poct, not as an
agitator. Franz Hcllens (q.v.) stands apart
among Belgian novclists-—he has little of the
regionalist and nothing of the sociologist.
Convinced that the domain of the rational
has been thoroughly explored, he turns to
the extraintellectual;  Réalités  fantastiques
(1923) offers a synthesis of his work. He
would usc all the techniques of modern psy-
chology in his analyses of the subconscious;
the phenomena of involuntary reminiscence
fascinate him. He is inspired by music rather
than by painting and avows his ambition to
create matter by sound. IHis closest aflinity is
with his fellow townsman, Macterlinck, but
he appears always as an explorer of purely
artistic rcalms with no didactic purpose.
Constant Burniaux (1892-), whom R. T.
House has aptly called “the poct of nature’s
stepchildren,” has devoted his life to teaching
abnormal waifs. His own scnsitive nature is
at oncc repelled and attracted by their degra-
dation, which he is at pains not to gloss over,
but, with no illusions about working miracles,
he finds a stoic joy in his profession. There
is perhaps no truer humanitarian in Belgian
literature (sce Crdnes tondus, 1930).

Women have made a significant contribu-
tion to letters in Belgium; 70 using French
as their medium were represented at an ex-
position in 1936. In fiction they reveal an
acumen in decaling with feminine psychology
rarc among their masculine colleagues.
Margucrite van de Wicle (Maison flamande,
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1883), who painted Bruges before Rodenbach,
and Marie Gevers (Madame Orpha, 1034),
who gives her version of Eekhoud’s Campine,
represent the regionalistic wing. Blanche
Rousscau (L’Eventail, 19o6) portrays with
exquisite delicacy everyday reality. France
Adine (La Cité sur I’Arno, 1931) deals with
aristocratic, cosmopolitan society; she is
interested in the refinement of egoistic males
by woman’s tact. Julia Frezin (Le Nid ravagé,
1937), creates unforgettable characters of both
sexcs without decparting from normal ex-
pericnce. She excels in the portrayal of stoic
idealists placed against a realistic background.
In poetry Elisc Champagne writes with wist-
ful sincerity of the humble citizens of Liége.

A striking phenomenon in Belgium is the
number of reviews. The catalogue of the Ex-
position of 1930 names 166; no less than 25
sprang up in the decade 1874-1884 to defend
the cause of literature and art; many others
have appeared since. Some were ephemeral,
but three require special mention: the Jeune
Belgique, Art moderne, and Wallonie. Most
of the writers who were to count in the re-
vival of Belgian letters were affiliated with
onc or another. In December, 1880, Albert
Bauwens and four friends published the first
number of Jeune Revue littéraire, which be-
came a year later Jeune Belgique. At the end
of 1881, Bauwens ceded his review to Max
Waller, who desired a more agressive at-
titude. The Jeune Revue littéraire had an-
nounced itself as a free organ with no other
program than that of furthering the cause of
literary cffort. The policy of its successor
varied, but turned more and more to a strict
Parnassianism with the exclusive doctrine of
“art for art’s sake.” Hence internal strife and
polemics with former friends. Waller, taking
for his motto Fear nought, quickly won a
reputation for spirited impertinence by his
attacks on the official and uninspired litera-
ture of his time; he did succeed in arousing
his countrymen from their lethargy. His
collaborators were primarily pocts, and while
he lived he held his group together. After his
death in 188g—he was succecded in the
cditorship by the poet Valére Gille (q.v.)—
inner dissension became violent, culminating
in 1895 with the foundation of the short-
lived Coq rouge by Verhaeren (who was
experimenting with free verse), Eekhoud, and
other prosateurs. Jeune Belgique lasted until
1897; the consummation of the renaissance of
Belgian letters is due in large measure to
the efforts of its staff. Art moderne (1881-
1914), whose moving spirit was the lawyer
Edriond Picard, aimed at once at the renova-
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tion of letters and at a large social reform.
Picard was as bellicose as the leaders of
Jeune Belgique and quite as eager as they to
further the cause of a distinctly national art.
Accusing his rivals of aping Paris, he sought
to foster expression of the “Belgian soul,”
even if certain niceties of French usage were
violated. Wallonie (1886-1892), organ of the
symbolists, was founded at Liége by Albert
Mockel (q.v.). Belgian and French pocts were
among its contributors. The trend of later
literary reviews, e.g., Thyrse, has been eclectic.

Pocts gave to Jeune Belgique its distinctive
mark. Albert Giraud (q.v.) is the unflinching
champion of studied Parnassian perfection;
he sought in art a refuge from the prevalent
vulgarity. Hors du siécle (1887), hymning the
glories and color of the past, recalls at once
Leconte de Lisle and Hecredia (qq.v.).
Giraud’s prevailing note is one of pessimism;
he was born disillusioned, yet in 1919 he
entered the arena with Les Lauriers to com-
mune with his countrymen who, he felt, had
then met his ideal. His collecague, Iwan
Gilkin (q.v.) appears as a poet of cosmic
interests. He had planned “a sublime journey
through Hell, Purgatory and Paradise,” but
only the first part, La Nuit (1897), was
written. Here Baudelaire’s influence was para-
mount. But this work scems inspired by a
crisis in his career; his subsequent poems,
while often accompanied by a subtle note of
irony, reveal a joyous acceptance of life. His
dramatic péem, Promdthée (1899), written in
varied meters—he invokes La Fontaine as
sponsor—carries out the idea of his unfinished
trilogy. The magnificent pantheism of the
foreshadowed reconciliation between Zeus
and the rebellious Titan seems to symbolize
his hope of union between the warring
groups of Belgian poets. Only by harmony of
cndeavor, he felt, could they achieve their
goal of giving their country its potential
place on Parnassus. He proved his critical
acumen when, in the first article published
on Maeterlinck’s La Princesse Maleine, he
declared that the piece was certain to mark
a date in the history of the theatre (Jeune
Belgique, December, 188g). Fernand Séverin
(q.v.) recalls Pirmez by his love of solitude
and by the inspiration he found in com-
munion with nature (Poémes), 1930). Some
form of pantheism, reached by various means,
is a marked trait of Belgian letters. Now it
arises from the cult of regionalism, which
branches out to embrace ever-widening hori-
zons; Belgians are very conscious of being a
tiny nation which has made and is deter-
mined to make a noble contribution to the



realms of art and civilization. Again it ap-
pears as a child of the mystic trend exempli-
fied by Macterlinck. In Charles Van Ler-
berghe (q.v.) it is inspired by the cult of
beauty; his Eve “returns in a smile to the
universe she has sung” (La Chanson d’Eve,
1g04). Van Lerberghe shared the typical
Flcming’s inspiration from painters, but his
ideal was that of Memling and the English
Pre-Raphaclitcs. An idea of the wealth and
variety of recent Belgian poetry (see also
articles on Max Elskamp, Odilon Jean Périer,
Eric de Haulleville) may be gained from F.
Castillo Ndjera’s Un siglo de poesia belga
(1931), in which %8 pocts are quoted, dis-
cussed, and translated.

The theatre has not received in Belgium
the attention devoted to the novel and to
poetry. Some critics claim that the Belgian
temperament, essentially lyric and descriptive,
is unadapted to stage requirements. It is
certain that a number of poets, as Van
Lerberghe, Rodenbach, Verhacrcen, Giraud,
and Henri Maubel (pseud. of Maurice Belval,
1862-1919), have written dramatic pieces not
primarily intended for the footlights. Other
observers find that the wealth of French
drama acts as a deterrent to similar cfforts in
Belgium because producers favor Parisian
celebritics. Fernand Crommelynck (q..) in-
deed made his reputation with a play first
presented in Paris, La Cocu magnifique
(1921). Yet there is considerable activity in
Belgium, and the absence of a national tra-
dition has encouraged originality. The work
of Macterlinck is better known in Anglo-
Saxon countries than in his own; Kiste-
macckers (q.v.) had a certain success in Paris;
Picard invented the monodrame for the pro-
mulgation of his social theses; Marguerite
Duterme (1882-), whose first inspiration came
from Ibscn, and Gustave Van Zype (1869-),
the most gifted of Belgian dramatists, repre-
sent the theatre of ideas. Among the younger
men, Michel de Ghelderode is experimenting
brilliantly with ncw techniques.

The First World War has been the theme
of volumes by most writers who witnessed it:
novels, storics, poems, and objective essays
abound. Belgium's place among independent
nations dates from little more than a century;
her men of letters are deeply conscious of
their role in giving her artistic autonomy,
and Belgian literature is largely inspired by
local scenes and by intense rcgional patriot-
ism. Hence the devastation of the country
aroused great indignation. Verhaeren himself
discarded for a moment his cosmopolitan
doctrines to brand Germany’s crime. An
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anthology of work by those sacrificed in the
holocaust appeared in 1922. Among the sur-
viving combatants, Maurice Gauchez (pseud.
of Maurice Gilles, 1883-), poet, novelist, and
critic, sct the example with Ce que jai vu
(1915), and the caustic novelist, Max Deauville
(qv.), produced a masterpiece of objective
obscrvation, Jusqu’a l’Yser (1917).

Pocts and novelists vie with scholars in
critical cssays. The leaders of Jeune Belgique
did pioncer work here; the first modern
Belgian critic, Francis Nautet (1855-1896),
whose unfinished Histoire des lettres belges
d’expression frangaise (18g2) is still of value,
belonged to the group. Krains’s Portraits
d’écrivains belges (1930) offers penetrating
portraits of six; Mockel, Gauchez, and Georges
Rency (1875-) divide their efforts between
criticism and creative work. Belgian his-
toriography glories in Henri Pirenne’s (q.v.)
magisterial Histoire de Belgique (7 vols,
1900-1932); Maurice Wilmotte (1861-1942)
was the dean of philological scholarship in
his country; Gustave Charlier (1885-), Georges
Doutrepont (1868-) and Spoclberch de
Lovenjoul (q.v.) have made large contribu-
tions to both French and Belgian literary
history; younger men like J. M. Culot, Léon
Sosset, and Gustave Vanwelkenhuyzen are
making their mark. There is every evidence
that the seced sown by Jeune Belgique has not
fallen on barren ground.

See: M. Gauchez, Livre des masques belges
3 vols., 1908-1911); O. Thiry, La Miraculeuse
Aventure des Jeunes Belgiques (1911); M.
Wilmotte, La Culture francaise en Belgique
(1918); J. Bithell, Contemporary Belgian
Literature (1915); G. Charlier, “Les Lettres
belges,” in J. Bedier and P. Hazard, Histoire
de la littérature francaise, 11 (1924), $18-
326; H. Licbrecht and G. Rency, Histoire
illustrée de la littérature belge de langue
frangaise (1926); B. M. Woodbridge, Le
Roman belge contemporain (1930).

B. M. W.

Beltramelli, Antonio (1879-1930, Italian novel-
ist), was born at Forli and died in Rome. He
first gained recognition as a militant young
journalist and later became known as a writer
of novels, comediecs, poetry, books for children,
and travel books. He was made a member of
the Italian Academy in 1929. Beltramelli was
active in the political strife which followea
the First World War in Italy, taking sides
finally with the Fascists. In Il Cavalier
Mostardo (1921), he describes the struggle be-
tween republicans and socialists, and in
L’Uomo nuovo (19238), perhaps his best work,
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he writes of the atmosphere of his native
province Romagna.

Beltramelli’s early literary works, such as
Anna Perenna (1904) and I Primogeniti (1905),
had seemed to reveal originality. He de-
veloped qualities suggestive of the Sicilian
writer Verga (q.v.). Solicchio (1913) is a book
of verse in which he attempts to revive legends
of Romagna. Later, abandoning the country-
side as his subject, he began to write lyric
novels in an ultra D’Annunzio (q..) style,
eulogizing past wars and heroic figures. Among
his other works are compilations of tales,
L’Alterna Vicenda (1909), L.e Novelle di Ceppo
(1911), La Vigna vendemmiata (1919), and the
novels, L’Ombra del mandorlo (1921), Ahi
Giacometta la tua ghirlandella (1921), and 1l
Passo dell’ ignota (1927).

See: Arturo Lanocita, Scrittori del tempo
nostro (1928), pp. 29-38; Giuseppe Ravegnani,
1 Contemporanei (1930), pp. 3$1-37; Renato
Serra, Scritti (1938), I, 49--69.

J. C. D. L.

Bely, Andrei (pseud. of Boris Nikolayevich
Bugayev, 1880-1934, Russian poet, novclist,
critic, essayist, and theovetician of symbolism),
was born in Moscow, the only child of one of
Russia’s leading mathematicians, N. V. Buga-
yev, dean of the faculty of natural sciences at
the University of Moscow. Irom ecarly child-
hood he was moved by the music of Schumann,
Schubert, Beethoven, and Chopin and by the
poetry of Uhland and Gocthe. Between 1891
and 18gg he attended the Polivanov Gym-
nasium, where his inclination toward literature
was encouraged. ‘The family of M. S. Solovyov,
who was a brother of the poct Vladimir
Solovyov (q.v.), played a primary role in help-
ing the futurc poet find himseclf. Under the
guidance of the Solovyovs, Bugayev becamec
interested in philosophy and in literature,
particularly in modernistic trends. The poetry
of Vladimir Solovyov made a lasting impres-
sion on the youth. In 1899 in accordance with
his father’s wishes he enrolled in the faculty
of natural sciences at the University of Mos-
cow. Shortly after his father’s death in 1903
he finished his course and transferred to the
liberal arts curriculum.

In 1go2 Bugayev published his first litcrary
ellort, Dramaticheskaya simfoniya (The Dra-
matic Symphony), using the pseudonym
Andrei Bcly (Andrew the White), under
which he bccame known in literature. Be-
tween 1904 and 1909 he acted as member of
the editorial board of the symbolist periodical,
Vesy (The Balance); he was given charge in

1906 of the theoretical and polemical depart-
ments of the magazine. In 1909 he became a
member of the editorial board of the Mousa-
gethe Press and also organized the Society for
the Study of Poetic Rhythm. Bugayev spent
several months abroad in 1906, visiting Ger-
many, Switzerland, and France. During 1910~
1911, with his wife, Anna Turgencva, he
journcyed to Italy, Sicily, Tunis, Egypt, Pales-
tine. With the collapse of symbolism as a
school in 1912 Bugayev became absorbed in
the anthroposophical doctrines of Rudolf
Steiner and in 191§ went abroad and eventually
joined the anthroposophist colony at Dornach.
Switzerland. On returning to Russia in 1916,
he joined Ivanov-Razumnik and the “Scythian”
litcrary group and, with them, greeted the
Revolution. T'o the Scythians it was a mani-
festation of the destructive cataclysm that
would Icave Russia rcjuvenated and purified
and thus fit for the messianic role which they
believed shc was destined to play. After the
Revolution, Bely took an active part in the
various cultural organizations sponsored by
the Soviet government—the Moscow Pro-
letkult, Palace of Arts, Theatrical Division of
the Department of Education—and organized
the Free Philosophical Association. In 1921 he
went to Berlin, but returned to Russia two
years later.

Bely, throughout his voluminous literary
works, appears first of all as an ardent seeker
of new truths and, as a result of his searches, a
bold experimenter. He created a new literary
genre, the “symphony,” a novelette written in
rhythmic prose and developed in form and
content much after the pattern of a musical
composition. In his poetry also Bely appears
as an innovator, and his carly verses served as
a first step toward the formal revolution in
Russian verse that was achieved by Blok,
Akhmatova, and Mayakovsky (qq.v.). Bely’s
talents made him a legendary figure in Rus-
sian literature, and he was looked upon as the
standard-bearer for those symbolists who re-
garded the movement as a Weltanschauung,
rather than mere literary method (see French
symbolism). In his “symphonies” and verses
Bely reveals his belief in the Solovyovan no-
tion that “this world is but a shadow” of
another world that is revealed to a poet in
moments of creative ecstasy. In his counter-
poisc of the real with the imaginary Bely con-
stantly dcnies the cmpiric reality. He sees
objects and people as shadows and caricatures
of the prototypes of the ideal world. He is
therefore prone to satirize what he sees, and
in this he is undeniably a master. In his works,
autobiographical to a large extent, Bely ap-
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pears as an exponent of the realist current in
symbolism.

Bely’s many works, which reflect in content
the influence of Solovyov and also of Nietzsche
(q-v.), are characterized by their verbal artistry,
rhythm, and penchant for “stylization”; his
prose therefore approaches poetry. This is
illustrated best by his four ‘symplonies”
(19o1-1908). His books of verse as well show
him as a maker of rhythm; his Zoloto v lazuri
(1903; Gold in Azure) is Solovyovan in content
and distinctly original in form. Subsequently
in Pepel (19o4-1908; Ashes) and Urna (190o8-
19og; Urn) and in the brilliant narrative pocm
(Pervoye svidaniye (1921; 'The First Mecting),
which in part resembles Vladimir Solovyov’s
Tri svidaniya (The Threec Mecetings), Bely
shows in addition a reversion to the poetry of
Nekrasov and Pushkin. His critical and theo-
retical works include Arabeski (1911; Ara-
besques), Simvolizm (1910; Symbolism), Lug
zelyony (1910; Green Pastures), Ritm, kak
dialektika (1929; Rhythm as Dialectics),
Masterstvo Gogolya (1932; Gogol's Mastery).
Of particular significance are his expcriments
in rhythm, for they opened the way to the
researches of the formalists. Bely’s volumes of
memoirs, Vospominaniya ob A. A. Bloke
(Memoirs of Blok; in Epopeya, 1922-1923,
Nos. 1-4), Na rubezhe dvykh stoleti (1929; On
the Border of Two Centuries), Nachalo veka
(1932; The Beginning of a Century), and
Mezhdu dvukh revolyutsi (1933; Between Two
Revolutions), give a brilliant sketch, at times
bordering on caricature, of the Russian intel-
lectual circles of the quarter century preceding
the October Revolution.

Two of Bely's novels, Serebryany golub
(1910; The Silver Dove) and Peterburg (1912;
Petersburg), which resemble some of the best
of the fantastic pages of Gogol and Dostoevski
(qv.), are rcegarded by several critics as the
masterpieces of 20th-century Russian prose;
certainly, although they ncver achieved wide-
spread popularity, they were assiduously
studied by many a young writer. Bely’s later
novels, Moskva (1927; Moscow) and Maski
(193%; Masks), do not mcasure up to his earlier
works. Bely’s influence has been felt by most
of the leading Russian novelists of the 1920’s
and by such pocts as Blok, Pasternak (q.v.),
Aseyev (q.v.), and many another younger poct.

See: Fllis (pseud. of L. L. Kobylinski), Rus-
skiye simwolisty  (1910); R. V. Ivanov-
Razumnik, Vershiny (1921); Vladimir Orlov,
ed., “Aleksandr Blok i Andrei Bely, perepiska,”
in Letopisi gosudastvennovo literaturnovo
muzeya, Vol. VII (1940).

0. M.

BENAVENTE

Benavente, Jacinto (1866-, Spanish dramatist),
was born in Madrid. He has always lived
there, and his personality and dramatic work
are stamped with the unmistakable character
of that city. The society of Madrid in which
he has lived and moved, particularly the
upper middle class and the aristocracy, con-
stitutes the world of most of his comedies
and dramas. The title of his second dramatic
work, Gente conocida (1896), might just as
well have been applied to the first, El nido
ajeno (1894), and to most of those that
followed, over a hundred in number. Before
devoting himself to the theatre he had begun
his literary career with a volume called
Teatro fantdstico (1892), made up of short
sketches of a lyrical, imaginative nature not
intended for the stage. This was followed the
next year by a volume of poetry, Versos, and
a prose work entitled Cartas de wmujeres in
which already the keen analyst of the femi-
nine soul that Benavente has always been
makes his appearance. The lyric and poetic
notes also have been present, in a varying de-
gree, in all his dramatic work. These first
plays of his, refined and exquisite in their
art, initiated certain aspects of the literary
revolution of the end of the century, and
they definitely place Benavente among the
creators of modernism in Spain. Iis theatre
stems, not {rom that of Echegaray (q.v.),
against which indeed he reacted, but from
the comedy of manners which had evolved in
Spain, in varying forms, from Moratin to
Péree Galdos (¢g.v.), with marked influences of
contemporary French and English play-
wrights and, a step removed, of Moli¢re and
Shakespcare, whose works he has translated.
Though not without difficulty, this new
theatre triumphed complectely about 190
and came to rcplace that of the 19th century
in the trend of the writers and the taste of
the public.

Outstanding among the works of his early
period (1894-1905) are La comida de las fieras
(1898), Lo cursi (1901), and La gobernadora
(19o1; Eng. tr., The Governor’s Wife, 1918).
Almost complctely devoid of action, these
plays consist of a series of scenes or pictures
in which figures and types of Madrid society
appear on the stage—while they themsclves
look on as spectators. The painting was not
at all flattering; it was refined satire, faithful
and keen in its analysis, always ironical in
tone, reserved, and natural, but at heart cruel
and implacable, without the slightest attempt
at moralizing. In other works of this same
period, such as La noche del sibado (1903;
Eng. tr., Saturday Night, 1918) and La
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princesa Bebé (1904; Eng. tr., Princess Beb¢,
in Plays, Ser. 2, 1919), Benavente leaves the
narrow confines of the society of Madrid and
the limitations of reality for a cosmopolitan,
international atmosphere, artificial and fan-
tastic, essentially theatrical. In these works
his satire takes on a symbolic, transcendental
character, allowing him freely to express his
ideas, fundamentally skeptical and pessimistic
but tolerant and kindly, on love, education,
politics, human nature. Other dramas in
which symbolism enters the framework of
everyday lifc are a blend of the two foregoing
types. Rosas de otorio (1905, Eng. tr,
Autumnal Roses, in Plays, 1919) represents
the triumph of this superior form of Bena-
vente's drama in which he cxpresses that
conception of life found in varying forms in
all his better works. Here the drama of good
and evil has as its setting love and marriage;
human kindness is incarnated in woman and,
as in almost all of Benavente’s work, is in
keeping with feminine ideas and sentiments.
To Benavente kindness is pity, the spirit of
self-sacrifice, abnegation, generosity, accept-
ing without protest the unavoidable evils
of life, and it is stronger than brute force (La
fuerza bruta, 19o8; Eng. tr., Brute Force,
1035), than the evil that is done to us (El
mal que nos hacen, 1917), stronger even than
love (Mds fuerte que el amor, 1906). This
cssentially Christian conception of life is in
no wise in contradiction to the skeptical,
pessimistic, critical, negative character which
is found in his first works and which will
always be the dominant characteristic of
Benavente’s writings, for his eye catches with
greater precision, fidelity, and acuteness the
weaknesses of human nature. But, in spite of
this inclination, the fact that there is a touch
of swectness in his bitterness, of sadness and
melancholy in his laughter, entitles Bena-
vente to a place among the great modern
satirists. Whatever place we or posterity may
assign him, his art is related to that of
Cervantes, Shakespeare, and Molitre. The
idealism, kindness, and optimism in his work
counterbalance his critical, negative vision of
life and humanity and elevate it to the plane
of profound, consoling irony.

This moral and aesthetic conception is ex-
pressed in a variety of forms in Benavente’s
later works and achieves its greatest perfec-
tion, depth, and intensity in Los malhechores
del bien (1905; Eng. tr., The Evil Doers of
Good, in Plays, 1917) and Los intereses creados
(1907; Eng. tr., The Bonds of Interest, in
Plays, 1917), which both the public and the
critics have considered his masterpieces. Los

malhechores del bien presents one of the
most deep-rooted and enduring traits of the
Spanish character, the idea of moral toler-
ance. It is expressed through the satirization
of outward, pharisaic goodness which smugly
sets itself up as an example and rule—that
intolerant, inflexible goodness which to Bena-
vente as to the Spanish people is not only
not good, but the most unbearable form of
evil. In Los intereses creados, with classic
simplicity, free from the limitations of time
and space, is found the quintessence of
Benavente's conception of human nature.
The use of the device of two characters and
two worlds which are really one might lead
us to think that Benavente was approaching
the aesthetic quality of the Celestina or of
Cervantes if it were not for the contrast
between the vigor and liveliness of his vision
of these two worlds, the baser, evil side of
humanity being so much Dbetter presented
than the good.

Two works of Benavente differ markedly
in character from those already mentioned—
Seriora ama (1908) and La malquerida (1913;
Eng. tr. in Plays, 1917). These are rustic
tragedies, simple yet masterly in their dra-
matic construction, of classic perfection and
power. It was La malquerida, together with
Los intereses creados, that established his
national and international prestige and cul-
minated in the award of the Nobel prize in
1922.

See: M. Bueno, Teatro espafiol contem-
pordneo (1909), pp. 129-167; A. Gonzilez-
Blanco, Los dramaturgos espainoles contem-
pordneos (1917), 1, 27-168; John Dos Passos,
Rosinante to the Road Again (1922), pp. 182-
195; F. de Onis, Jacinto Benavente; estudio
literario (1923); Walter Starkie, Jacinto Bena-
vente (1924, in English); Angel Lizaro,
Jacinto Benavente; de su vida y de su obra
(1925).

F. de O.

Benda, Julien (1867-, French philosopher,
essayist, and novelist), has offered in two
recent volumes a recapitulation of his life as
a “cleric” and a “monk” in the service of what
he considers the only true religion, that of
Intelligence. La Jeunesse d’un clerc (1936) and
Un Régulier dans le siécle (1938) rank among
the most extraordinary books of self-analysis
ever written. The cold, clinical lucidity with
which the author looks at himself and the
world about him, his uninhibited candor, his
readiness to flout every social convention that
would restrict his freedom of movement, his



imperviousness to even the mildest type of
sentimentality—all these traits combine to
make up an exccptional character whose
single but devouring passion is to avoid all
passions. “From the life of the heart,” Benda
declares, ‘I never expected the full expression
of my being nor the satisfaction of my inner-
most faith. . . . Reason was my choice—
reason in its nonhuman aspects.”

To the rcader of Benda's confessions it will
doubtless appcar that he had strong dispo-
sitions for this type of vocation. “Eleuthere,”
the Free Man, as he likes to call himself,
moved very early indeed in the realm of the
“nonhistorical.” Born in Paris of unorthodox
Jewish parents whose ancestors had been
settled in France for no more than two or three
generations, he fclt from the start no sternly
binding attachment to cither land or race or
religion. As a boy he admired Spinoza who, he
was told, lived all alonc and had an algebraic
mind. As a student he applied himself with
unlimited seriousness to both the sciences and
the humanities, mercly wondering which of
the two disciplines would offer the greater
guarantec of universality. Having first entered
the Ecole Centrale des Arts et Manufactures,
he thought better of it and wound up with a
literary degree. Irom then on he clung to the
Greco-Roman tradition and the IFrench classi-
cal models with such aggressive partiality that
cultural nationalism has sometimes been de-
nounced as the weak spot in his “clerical”
armor.

Projected against this background, Benda’s
career shows a remarkable consistency. He
began philosophizing at the time and on
the subject of the Dreyfus affair (Dialogues
¢ Byzance, 1900). Recognition came, rather
oddly, with a novel, L’Ordination (1912; Eng.
tr., The Yoke of Pity, 1913), a powerful work
the hero of which, having succumbed to the
“life of the hecart” after a long struggle, be-
comes that useless phenomenon, “a thing that
loves.” Then followed in quick succession
three massive attacks upon the *“man of the
hour,” Henri Bergson (q.v.), and his intuitive
metaphysics: Le Bergsonisme, ou une Phi-
losophie de la mnobilité (1912); Une Philosophie
pathétique (1913), hospitably received in his
Cahiers de la quinzaine by the Bergsonian
Charles Péguy (q.v.); and Sur le succés du
bergsonisme (1914). Still during the same,
fertile period Benda wrote Belphégor (1919;
Eng. tr., 1929). Placed under the sign of the
pagan god of Palestine who once inspired
Machiavelli, this “‘essay on the aesthetics of
present-day society” engulfs the vast majority
of contemporary writers in a sweeping con-
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demnation of the erratic, emotional, effeminate
tendencies of our age. Romain Rolland, Paul
Claudel, Maurice Barres, Paul Bourget,
Charles Maurras, Georges Sorel (gq.v.), and
others, including Benda's former friend,
Charles Péguy, and, needless to say, Henri
Bergson, are summoned to the bar as utili-
tarians, obscurantists, and demagogues. The
time is not far off when Benda will call them
traitors. La Trahison des clercs, his most sen-
sational book (1927; Eng. tr., The Great
Betrayal, American title, The Treason of the
Intellectuals, both 1928), mourns the defeatist,
shameful, fateful surrender of Intelligence.
Erasmus is no more. His descendants have sold
his sacred trust; they have turned ideas into
ideologies; they have become party men, prop-
agandists, organizers of political passions;
they adore the particular and the contingent
and despise the Eternal.

La Trahison des clercs was widely misin-
terpreted as mcaning that the intellectual
must withdraw from temporal affairs. Of
coursc he must not. Far from taking shelter in
holy abstention, he enters worldly debates, but
he does so as an intellectual, namely, by con-
sidering things sub specie aeternitatis, from
the sole viewpoint of abstract truth and justice,
without regard to any practical consequences
whatsoever. Having definitely established this
point in La Fin de I'’Eternel (1929) and his
Essai d’un discours coliérent sur les rapports
de Dicu et du monde (1931), Benda added ex-
ample to preccpt and offered a “clerical” dis-
cussion of such burning topics as that of na-
tionality (Esquisse d’une histoire des Frangais
dans leur volonté d’étre une nation, 1932),
Europcanism (Discours a la nation européenne,
1933), and democracy (La Grande Epreuve des
démocraties, 19.42). The manuscript of this last
book, a strong, dialectical reaflirmation of the
democratic principle, was smuggled out of
German-dominated I'rance and published in
New York. There is, after all, courage, re-
sponsibility—and risk—in Benda’s chosen pro-
fession.

See: lLouis Dumont-Wilden, “Julien Benda,
ou I'ldéologue passionné,” Flambeau, I (1921),
382-413; Constant Bourquin, Julien Benda, ou
le Point de vue de Sirius (1925); Daniel Halévy,
“Deux Livres sur I'apostasie des peuples” [La
Trahison des clercs and Jacques Maritain’s
(qv.) Primauté du spirituel], Bibliothéque
universelle et revue de Genéve, 11 (1927), 733~
750; H. E. Read, Julien Benda and the New
Humanism (1930); Jean Malaquais, “Julien
Benda et la justice abstraite,” Cahiers du sud,

XVIII (1939), 378-392.
J-A. B.



BENEDICTSSON
Benedictsson, Victoria (pseud. of Ernst
Ahlgren, 1850-1888, Swedish novelist and

short-story writer). was born in Fru Alstad’s
parish in southern Skine. A child of elderly
parents whose marriage had been unhappy,
she herself married, at the age of 20, a widower
much older than herself in order to escape the
tyranny of her parents. Later a separation
took place. Mcantime she had begun to try
her hand at literary composition, hombarding
editors of newspapers and magazines with
immature romantic tales of all kinds. Upon
the suggestion of one of these editors she
turned soon to an entirely ditferent subject
matter, the peasant life of her native Skdne;
and in this she immediately succeeded in
attracting wide attention. In the course of her
very short literary carcer of some four years
were published two volumes of short stories
and two novels, in addition to two unimpor-
tant plays, one in collaboration with Axel
Lundegird (q.v.). She took her own life in
Copenhagen on the night of July 21-22, 1888,
because of her hopcless love for the Danish
critic Georg Brandes (q.v.).

Despite the weak strain in her nature which
precipitated the final catastrophe in her life,
Victoria Benedictsson was on the whole one
of the most sanc and balanced literary figures
of her generation. Her short stories and novels
reveal a solid, healthy genius which reacted
strenuously against the morbid aestheticism
of certain of her immediate contemporaries.
Though her art is marked by sharp individual
traits, she was influenced to some extent by
the Danish and Norwegian “problem liter-
ature” of her generation as well as by Dickens
and George Eliot. Her two volumes of short
stories, Frdn Skdne (1884; From Skine) and
Folklif och smdberittelser (1887; Folk Life and
Short Stories), deal primarily with realistic
folk motifs from the south of Sweden which
she knew so well. She simply describes, with
no literary pretensions$ and no forced obtrusion
of “problems” or ‘“themes,” a form of life
which she had known intimately from child-
hood. In this description of folk life there is no
attempt either to idealize or to brutalize, and
hence the talcs remain to our day among the
most genuine and living literary documents of
the 1880’s. The two novels published during
her lifetime, Pengar (1885; Money) and Fru
Marianne (1887), as well as the posthumous
novel Modern (1888; The Mother), are more
purely in the spirit of the Scandinavian 1880’s
than are her short stories, particularly in their
choice of subject matter, marriage and the re-
lation between man and woman. In Fru Mari-
anne, however, Victoria Benedictsson reacts
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strongly against the tendency of the literature
of the day (e.g., A Doll’'s House by Ibsen, q.v.)
to attack the man and glorify the woman-in-
revolt in the marriage relationship. Fru
Marianne is, to begin with, a kind of “doll,”
but she finds salvation ultimately within the
marriage rclationship in consequence of a
growing admiration for her husband’s solid
though unromantic virtues. The novel be-
comes a hymn to man at work on the soil.
Among the unfinished manuscripts which
Victoria Benedictsson upon her death left with
her literary executor, Axel Lundegird, were a
number of short stories and a play which deal
with her tragic relationship with Georg
Brandes. They reveal with marvelous intensity
and power the nobility of her feelings in that
relationship and are among her greatest liter-
ary productions. Apart from Strindberg (q.v.),
it may be said that the 1880’s in Sweden pro-
duced no more significant literary personality
than Victoria Benedictsson.

Sce: A. Lundegird, Victoria Benedictsson;
en sjilvbiografi wr brev och anteckningar
(1890; gd ed. revised and enlarged, 2 vols,,
1928); F. Book, Sveriges moderna litteratur
(1921), also published as Vol. Il of O. Sylwan,
ed., Svenska litteraturens historia (1g19-1921),
pp- 135—-150; Ingrid af Schultén, Ernst Ahlgren
(r925); S. Linder, Ernst Ahlgren i sina romaner
(1930); G. Castrén, Den nya tiden, 1870-1914
(1982), Vol. VII of H. Schiick and K. Warburg,
lllustrerad svensk litteraturhistoria, 3d ed., pp.
176-192.

A. G

Benediktsson, Einar (1864-1940, Icelandic
poet), was born at EHiSavatn ncar Reykjavik,
but he grew up in the North of Iceland. His
father was a judge of the superior court, a
district magistrate, and a political leader.
Emulating the father, the son studied law in
Copenhagen (graduating in 1892) and became
a political editor (Dagskrd, 1896-1898), an
attorney, and a district magistrate (19o4-1907).
After that he lived abroad, often in England,
dividing his time between promotion of Ice-
landic natural resources and writing poetry,
until he returned to his homeland shortly be-
fore 1930, his health broken. There he stayed
in seclusion until his death.

His criticism of the older poets, especially
the rcalists, in Dagskrd marks the turning
point to a new national romanticism, with re-
newed stress on the national heritage and an
insisting on a new capitalistic development of
the country’s natural resources. To begin with,
he experimented with impressionistic prose
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sketches, but later he concentrated on poetry,
producing the volumes Ségur og kvaedi (1897;
Stories and Poems), Fafblik (19o6; Smooth
Seas), Hrannir (1913; Waves), Vogar (1921;
Inlets), and Hvammar (1930; Hollows). He
made a translation (1901) of Ibsen’s (q.v.) Peer
Gynt.

Einar Benediktsson towers over his con-
temporaries. He is a great idealist aspiring to
material as well as spiritual progress for his
nation. His mind is occupicd with the science
and philosophy of the times, but it is also
furnished with an abundance of images and
patterns drawn from the native word-stock,
and his power over the Icelandic language has
become proverbial. His style is aristocratic and
ornate, and there is hardly a slipshod note in
the whole of his production. His poems are at
times hard reading because of the unusually
heavy burden of thought that they carry. Like
Matthias Jochumsson (q.v.), Benediktsson is
both broad and profound; but while Jochums-
son centers his thought on God and man,
Benediktsson starts with nature, whose outer
form, land, sea, and sky, he describes with
unequaled mastery and whose inner structure,
from the electron to the galaxy, he seems to
sense in a mystic communion. Indeed this
mystic communion with the wholc world, this
panthcistic feeling, is evident in most of his
poetry, whether he writes about the virgin
naturc of his homeland or the works of man in
civilized countries—the forges of Newcastle
upon Tyne, an evening in Rome, Stockholm,
Fifth Avenue. He has tried to formulate his
panthcistic religion in the essay “Alhygd” in
Eimreidin (1926).

In the beginning Benediktsson was a pro-
gressive national romanticist urging his com-
patriots not only to conserve the precious part
of their heritage, their language and literature,
but also to throw off their political yoke and
even more so the sloth of centuries in order to
join in the rapid progress of industrialization.
What he preached he tried to carry out in
practice, but without much success. In his
later years his philosophical and mystic bent
came more to the fore, but he never lost his
dream of progress and expansion. In his poetry
he roamed vikinglike over many lands in
search of subjects, but no amount of foreign
influence ever brought him to forget his be-
loved homeland.

See: K. Andrésson, Einar Benediktsson
sjotugur (1934); R. 3eck, *“Iceland’s ‘Poet
Laureate,” ” Books Abroad, X (1986), 270-271;
S. Nordal, “Einar Benediktsson,” Skirnir, CXIV
(1940), 5-23.

S. E.

BENELLI

Benelli, Sem (1875-, Italian dramatist), was
born in Prate in Toscana. He has had a long
career, writing many plays which commanded
attention at the time of their production, but
it seems likely that he will be remembered
principally as the author of La Cena delle
befle (1909: the dates used hcre are those of
presentation, not of publication). In its way
this is as good a play as any in the modern
Italian theatre; La Cena has not the intellec-
tual appeal of a Pirandello (q.v.) drama, but it
has more feeling, more poctry, and certainly
an individuality of its own. The background
of the Renaissance with its contrasts of sub-
tlety and violence, refinement and brutality, is
brought to a focus in a plot which has some-
thing of the flavor of a novella. La Cena por-
trays the traditional astute weakling who gains
his terrible vengeance over the bullies who
torment him, but the story is told with a
psychological awareness which is quite modern
and prevents the play from being merely a
period piece. Not the least of its qualities is
the language; a staccato blank verse, full of
imagery and feeling, gives the play its tempo.
La Cena won international acclaim (Eng. trs.,
The Jester's Supper, 1924-1925, The Jest,
1939); in no other play did Benelli show the
same technical skill or create the same emo-
tional intensity. The best of his other works,
La Maschera di Bruto (19o8), L’Amore dei tre
re (1910), Le Nozze dei centauri (1915) have, it
is truc, the same elements, but the fusion of the
lyric and the dramatic is not successfully
achicved. Tignola (1908) is a sort of modern
dress version of La Cena but lacking its power,
and Il Vezzo di perle (1926) is a comedy
that has charm but is of no particular impor-
tance.

Benelli was not merely a dramatist. He
served his country as a soldier in the First
World War and afterwards entered politics,
being elected deputy in 1921. It would seem
that the war had an important effect on his
inspiration: his post-war plays, though not un-
interesting, reveal an unscttled psychology, a
restless striving after a new vein. In the late
20’s he became manager of a company dedi-
cated to producing plays of real artistic and
literary merit on the Italian stage. In this
venture Benelli had considerable success; his
last noteworthy work, Orfco e Proserpina
(1929), was written for and produced by this
company. The Opere of Benelli, one play to
each of the go volumes, were published in
1934

Sce: C. Lori, S. Benells, il suo teatro, la sua
compagnia (1928).

T.G. B.
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Bengtsson, Frans Gunnar (1894-, Swedish
essayist), born in Tossjo, province of Skine, is
a gentleman scholar with remarkably sensitive
and highly developed literary talents. He has
tried his hand with very considerable success
as a lyric poet (Tdrningskast, 1928, Throw of
the Dice; Legenden om Babel, 1925, The
Legend of Babel), as a translator (Paradise
Lost, Chanson de Roland), as a biographer
(Karl XII, 2 vols., 1935—1936), and, most re-
cently, as a historical novelist (Rdde Orm,
1942; Eng. tr.,, Red Orm, 1943). But he excels
in the informal personal essay, a literary
genre which he alone among modern Swedish
authors handles with consummate skill and
complete mastery. His first volume of essays,
Litteratérer och militirer (1929; Literary and
Military Figures), revealed him as a finished
practitioner of informal prose exposition; and
three volumes of essays which followed—Sil-
verskoldarna (1931; The Silver Shields), De
ldnghdriga merovingerna (1933; The Long-
haired Merovingians), and Sdllskap for en
eremit (1938; Companionship for a Hermit)—
have firmly established him as the incompara-
bly most distinguished Swedish exponent of
the litcrary genre developed with so much
success in England and France during the 1gth
century. In form Bengtsson’s essays are pri-
marily in the great tradition of the informal
essay in England. They are particularly re-
lated, it would secm, to the essays of the
romantics Lamb and Hazlitt, and perhaps to
those of Stevenson, though the Swedish essay-
ist’'s prose is nowhere slavishly imitative in
manner. It is rather a marvelously virile, pre-
cise, and flexible medium of expression for a
vigorous, many faceted, and astonishingly
learned mind. The immense erudition in these
essays—which includes a penchant that
amounts almost to a passion for unusual,
off the beaten track areas of knowledge—is
handled lightly, with a grace and ease and a
pulsing stylistic flair that one tends to associate
with the clever dilettante rather than with the
precise thinker or the serious scholar. In
subject matter Bengtsson wanders widely over
the whole range of human experience and the
whole calendar of historical and semihistorical
records and events. His earlier essays con-
cerned themselves, apparently by personal
preference, with literary figures and military
heroes; one essay on Villon and another on
General Stonewall Jackson are certainly among
the best short prose sketches of these two
personalities. His later essays reveal that he
can write with fascinating freshness and com-
prehension on such well-worn themes as the
difficulties of maintaining an optimistic view

of human existence (“Forsok till optimistisk
betraktelse’’) or man’s relation to nature
(“Vinterminniskan”), or he can indulge
in outpourings or apparently inexhaustible
whimsicalities on such topics as the curious
vagaries of his own literary tastes (‘‘Framfor
en bokhylla”) or the physical and mental
habits of semidomesticated cats, rats, and bats
(“Det niirmaste sillskapet”). Serious or whimsi-
cal, penetrating or playful, satiric or construc-
tive in purpose, Bengtsson is always interest-
ing, for his essays give inimitable spontaneous
expression to a restless, original mind possess-
ing a natural flair for the unexpccted, the
unusual, one might almost say the unique. In
tone and point of view Bengtsson may be said
to combine in his essays something of the
whimsicality of a Lamb with the vigor and
independence of spirit of a Hazlitt and the
heroic-romantic ideal of a Stevenson.

See: O. Bjurling, “Frans Bengtsson pocten
och filosofen,” Ord och bild, XLI (1982), 877~

379-
A. G

Benjamin, René (1885-, French novelist,
dramatist, and critic), was born in Paris and
educated at the Sorbonne. At the beginning of
the First World War he had made a moderate
reputation with a novel, Madame Bonheur
(1909), a comedy, Le Pacha (1911), and two
volumes of amusing but not very penetrating
criticism of French officialdom, La Farce de la
Sorbonne (1911; enlarged ed., 1921) and Les
Justices de paix (1913). In 1915, however, his
novel Gaspard, whose highly conventional
hero demonstrated the heroism of the Parisian
“little man” against the boche, found a ready-
made public and won the Prix Goncourt.
Since then Benjamin has produced prolifically
without greatly adding to his reputation. His
most successful work has been not his comedies
or novels but the continuation of his satiric
attacks on pretentiousness in high places, such
as Aliborons et démagogues (1927) and Au
soleil de la poésie: Sous U'ceil en fleur de
Madame de Noailles (1928). Witty and urbane,
catching with a few swift strokes the very
accent and visage of his victims, these sketches,
whether of professors, judges and lawyers,
politicians, or modern poets, cut through the
haze of convention and tradition to reveal that
it often hides the supremely ridiculous. Benja-
min’s point of view is essentially that of the
rather skeptical bourgeois, and his success
consists of applying to more exalted and pre-
tentious circles the standards of common sense
by which the average man would judge his
neighbor. The results were superficially devas-
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tating. But Benjamin is no Voltaire, and the
easygoing attitude, the bourgeois good humor,
that makes him often more plcasant reading
than Voltaire at the same time keeps him from
going very deep, from ever grappling with
ultimate principles. With La Prodigieuse Vie
d’Honoré de Balzac (1925; Eng. tr., Balzac,
1927) Benjamin entered a new field. He has
written since then a large number of popular
biographies, notably Joffre (1929), Moliére
(1986), and Marie Antoinette (1940), marked
by an entertaining style and his usual common
sense but on the whole not rising greatly
above the level of journalism. Les Sept Etoiles
de France (1942) is a routine glorification of
Pétain, and not even very good journalism.

Versatile as he is, in all his work Benjamin
seems to be the victim of his own facility and
his willingness to capitalize immediately on
the undoubted power of his lively, practical,
but often superficial mind. He was elected to
the Goncourt Academy in 1938.

See: Lucien Dubcch, Les Chefs de file (1925).

C. W, Jr.

Benn, Gottfried (1886-, German poet and
critic), was born in Mansfcld, son of a Protes-
tant minister and a Frenchwoman. Before
the First World War intensified his personal
problem, Benn, who as physician had special-
ized in venereal diseases, published his first
poems under the significant title Morgue
(1912). He continued to write while serving in
the army, and Fleisch (1917) and Schutt (1924)
evidenced an uncompromising pessimism.
Much later, he turned to critical and essayistic
prose—Nach dem Nihilismus (1932), Der neue
Staat und die Intellektuellen (1933), Kunst und
Macht (1934). Meanwhile he had written a
number of stories (“Gehirne,” “Die Ero-
berung,” “Die Reise,” “Der Geburtstag,” all in
the volume Gehirne, 1916) and a few dramatic
scenes.

The importance of Benn for German liter-
ature transcends by far the value of his indi-
vidual works, few if any of which may survive.
In the unmitigated horror of his images he
stands in the forefront of those German ex-
pressionists who, scorning the flight from life
of the nco-romanticist or the cool imper-
sonality of the impressionist, hurled themselves
in passionate rebellion against the demons of
a mechanized world, insisting upon the re-
generation of man and the rediscovery of God.
Benn functions here negatively, so to speak,
carrying the work of the literary naturalist
one step farther: the horrors he reports must
lead to reform and reversal. In his prose he
shares in those daring linguistic experiments

BENOIT

which triumphantly demonstrated unsuspected
possibilities of language.
B. Q. M.

Benoit, Pierre (1886-, French novelist), was
born in Albi, Tarn; his childhood was spent
in Tunisia and Algeria in the various garri-
sons to which his father, an army officer, was
assigned. This background partly explains his
love of travel and his inappeasable curiosity
concerning picturesque places and exotic
countries. In 1910, having started the study of
law in Algiers, completed his military service
in a regiment of Zouaves, and obtained his
degree in literature in Montpellier, he went
to Paris to prepare for a degree in history. His
preparation was not, however, of a very serious
nature. He much preferred the society of his
friends, many of whom were also to make a
name for themselves in the world of letters,
such as Francis Carco, Pierre Mac-Orlan, and
Roland Dorgelés (¢q.v.). He failed to receive
his degree but later, having passed an exami-
nation for a position in the Ministry of Public
Instruction, became a government employee.
During the First World War he served as a
lieutenant and was wounded.

At the time of his arrival in Paris, Benoit
had already written a play, which has never
been published, and several poems, which
appeared in 1914 under the title Diaduméne.
His first novel, Koenigsmark (1918), enjoyed
great success and revealed its author to be a
talented novelist. Conceived during the war, it
is natural that it should deal with Germany.
L’Atlantide (1919), one of the first best sellers
of the post-war period, was a very well done
adventure story. The scene of Pour Don Carlos
(1920) is Spain, of Le Lac salé (1921) Utah, of
La Chaussée des géants (1922) the Ireland of
the Sinn Feiners. Mlle de la Ferté (1923) takes
place in France, as does Le Roman des quatre,
published in the same year and written in
collaboration with Paul Bourget, Gérard
d’Houville (gq.v.), and Henri Duvernois.

Because his duties with the Ministry of
Public Instruction did not leave him sufficient
leisure, Benoit resigned and in 1923 left for
a 22-month tour through Turkey and Syria,
from which he brought back La Chdtelaine du
Liban (1924) and Le Puits de Jacob (1925). A
trip to the Far East furnished him with the
inspiration for Le Roi lépreux (1927). There
but remained for him to take a trip around
the world, and this he proceeded to do. From
Suez he went to Ceylon, Australia, New
Caledonia, the New Hebrides, Tahiti, Panama,
and the Antilles. Upon his return he wrote
Erromango (1929), the locale of which is the
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New Hebrides. The heroine of Le Soleil de
minuit (1930) is called Amide, and like all the
author’s heroines her name begins with the
letter A. His Axelle (1928) conforms to this
rule, and in it he once again treats of Germany
and of the camps of war prisoners there. Since
1930 Benoit has every year writtcn a love and
adventure story, usually cleverly done and casy
to read. He was clected to the French Academy
in 1931.

See: René Aigrain, “L’Art et I'érudi-
tion de M. Pierre Benoit,” Correspondant,
CCLXXVIII (1920), 701-719; Armand Praviel,
“Un Romancier de Gascogne: M. Pierre
Benoit,” Correspondant, CCLXXXVII (1922),
835-847.

P. B.

Berdyayev, Nikolai Aleksandrovich (1874-,
Russian theologian, philosopher, and critic),
is perhaps the foremost interpreter of modern
Russian orthodoxy, whose challenging analyses
of the philosophy of religion and history have
exerted considerable influence in the Western
World, without, however, having founded any
school. An eclectic, he has followed no sin-
gle master, though he has been variously
influenced by Marx, Hegel, Schopenhauer,
Nietzsche (q.v.), and Solovyov (q.v.). His think-
ing is essentially apocalyptic and eschatologi-
cal. Its emphasis is on the moral and spiritual
depths of the contemporary crisis in Western
civilization. He attacks the heresics of racial-
ism and collectivism, which in his view mean
the end of Renaissance humanism with its
basis in individualism and which herald a new
Middle Ages. From this will emerge an era
of a newly spiritualized man. In this cyclical
conception of history Berdyayev is closer to
St. Augustine than to Spengler. To Berdyayev
history per se is tragic, but its contradictions
may be resolved when set against the back-
ground of eternity.

Berdyayev was born in Kiev and educated in
the Kiev Cadet Corps and in the University of
Kiev, first in the faculty of natural sciences,
then in the law school. Ever a stormy petrel,
he has more than once run afoul of established
policy. As a youth he became a student of
Marxism. In 1898 he was arrested and expelled
from the university. His first article appeared
(1899) in Die neue Zeit, followed by his first
book, Subektivizm i individualizm v obshchest-
vennoi filosofii (190o0; Subjectivism and Indi-
vidualism in Social Philosophy); this brought
about a three-ycar exile in the Vologda region.
In 1904 he became editor of Novy put (The
New Path), and in 1905 editor of Voprosy
zhizni (Problems of Life). Just before the fall

8o

of the monarchy (1917) he was again in
jeopardy for having criticized the Erastianism
of the governing synod of the Orthodox
Church. After the Revolution he founded
(1919) in Moscow the Free Academy of
Spiritual Culture and was given the chair of
philosophy at the University of Moscow. His
defense of religion caused first his imprison-
ment and finally his exile (1922). Ile went to
Berlin and thence to Paris (1934), where he
has since resided as director of the Academy
of the Philosophy of Religion, first founded by
him in Berlin, and as editor of Put (Path).

Berdyayev has published a long series of
works, widely translated, of which the most
important are Novoye srednevekovie (1923, A
New Middle Ages), Mirosozertzanie Dostoyev-
skago (1923; Eng. tr., Dostoicusky, 1934), O
naznachenii cheloveka (1931; Eng. tr., The
Destiny of Man, 1935), Filosofiya svobodnago
dukha (1927; The Philosophy of the Free
Spirit), which was awarded a prize by the
French Academy, Smys! istorii (1923; Eng. tr.,
The Meaning of History, 1936), Dukh i realnost
(1937; Eng. tr., Spirit and Reality, 1939),
Konstantin Leontev (published in a French tr.,
1938; Eng. tr., Constantine Leontiev, 1940).
Other books, available in English, are The
Russian Revolution; Two Essays on Its Impli-
cation in Religion and Psychology (1931), The
End of Our Time (1933), The Bourgeois Mind
and Other Essays (1934), Freedom and the
Spirit (1985), The Origin of Russian Commau-
nismn (1937), War and the Christian Conscience
(1988), Slavery and Freedom (1943).

See: Eberhard Dennert, Dic Krisis der
Gegenwart und die kommende Kultur: Eine
Einfuehrung in die Geschichisphilosophie
Berdjajews (1928); Leo Shestov, *“Nikolai
Berdyayev: gnosis i ekzistentsialnaya filosofiya,”
Sovremennyia zapiski, LXVII (1938), 196--229;
Monroe Beardsley, “Berdyaev: Sybil in Waste
Land,” Russian Review, 11 (1943), 10-18.

N. S.

Berent, Wactaw (1873-1940, Polish novclist),
was born in Warsaw, the son of a prominent
dealer in optical instruments. A passion for re-
secarch was Berent’s most marked trait, from
his boyish excursions into the natural world
with the help of his father’s microscopes to the
final accumulation of primary material for his
Zmierzch wodzow (1939; Twilight of the
Leaders). The same zeal for investigation
which won Berent a doctorate in biology from
Munich in his early 20’s drove him later as a
man of letters to undertake the task of reveal-
ing through the novel the ‘“genealogy of the
Polish soul” from the partitions to the
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resurrection. His pioneer work in the execu-
tion of this task was Fachowiec (1898; The
Expert), a portrait of Polish society in the
epoch of positivism, when youth fled from
cultural pursuits into engineering and busi-
ness. Next came Prdchno (1901; Rotten Wood),
a case study of the Young Poland era and of
the fin-de-siécle mood in general, based on
Berent’s own experiences and observations
over a wide area, including Munich and Paris,
Zurich and Berlin, as well as Cracow and his
native Warsaw. After this followed Ozimina
(1911; Winter Wheat), which Berent intended
as an answer to the Wesele of Wyspianski (q.v.)
but which was in reality only a Warsaw
counterpart of that Cracovian warning, since
in this the author depicted with exact fidelity
the danse macabre of Polish life in the capital
on the eve of the Russo-Japanese War. Finally,
in the cycle Nurt (The Current), Bcrent
delineated, in order, the buriers of Poland
(Pogrobowcy, 1934), then certain of her re-
storers (Diogenes w kontuszu, 1937; Diogenes
in Polish Dress). Berent’s last work, the above-
mentioned Zmierzch wodzdw), was a fictionized
evocation of certain of Poland's “last leaders,”
notably General Dgbrowski.

Berent endeavored in all his writings to suit
his style to the period in question, and the
effort, coupled with the fact that he was an
investigator by temperament rather than an
artist, made his style often scem labored and
artificial. A decp student of Nictzsche (q.v.)
and an admirer of the Middle Ages—this is
seen espccially in Zywe kamienie (1918; Living
Stones)—Berent was also a grcat Warsaw
patriot and to the end of making Warsaw a
great intellectual and artistic center founded
in 1930 a new literary monthly, Pamigtnik
warszawski (Warsaw Mcmoir). Berent lived to
sce all his dicams for his native city shattered
and the city itself in ruins under German
occupation.

See: Z. Debicki, Portrety, 1 (1927), 85-105;
reviews in IWiadomosci literackie, 1934, No. 47,
1937, No. 13, 1959, No. 23; M. Kridl, “Wactaw
Berent, 1873-1910,” Slavonic Year-Book, XX
(1941), 401-404.

A. P. C.

Bergamin, José (1894—-, Spanish cssayist), was
born in Madrid. He is a prominent figure in
the group of writers of the post-war generation
who, influenced by current literary taste, tend
to adopt shorter forms of prosc expression.
The most consummate examples of this frag-
mentation of the literary unit are seen in
the ‘“glosses” of Eugenio D’Ors, in the
greguerias of Ramon Gomez de la Serna

BERGAMIN

(9q.v.), and, as its most recent manifestation,
in the “aphorisms” of Bergamin.

His first book, El cohete y la estrella (1923),
and also some of his most felicitous contribu-
tions such as La cabeza a pdjaros (1934) are
in this manner. Notwithstanding his very
modern sensibility, Bergamin has pronounced
Spanish roots; in a sense he directly stems
from the Generation of 'g8 and was influenced
by the master Unamuno (q.v.), from whom
he takes a number of themes; more remotely
he is connected with the classic writers of
Spanish thought and language. Bergamin at
times is closer to the literary processes aris-
ing with the Generation of ‘g8 than to the
evolution of taste after the First World War.
His group posited a whole series of ideologi-
cal and stylistic problems. Then, as it sought
a new linguistic flexibility, as it rcjuvenated
words by giving them new yet pristine mean-
ings, a rhetoric was evolved in certain sectors
of Spanish prose which in successive stages
becomes linguistic “wit,” the modern “con-
ceptism” of Bergamin. He himself offers us a
sagacious interpretation of the related spirit
of the 17th century in his work Mangas y
capirotes (1933).

“Popular” themes are part ot Bergamin’s
inspiration. Popular thought and sentiment
are ever present in his work. He frequently
starts the development of a theme or the
conclusion or analysis of a bit of reasoning
with a word uscd in the sense given it by the
people. He often makes use of a saying or a
proverb from which he draws all the depth
and wisdom that it has lost in the course of
being bandied about from mouth to mouth.
Sometimes he modifies a proverb by altering
its traditional meaning in favor of a new one,
or he combines popular expressions to reach
an uncxpected conclusion. Frequently the best
and most attractive part of his prose results
from this literary manipulation. Bergamin
makes real discoverics, full of philosophic
meaning, of a trenchant wit and humor which
connects him with certain permanent modali-
ties of the Spanish spirit. This humor, bitter
at times, this “intention,” his vivaciousness
and passionate interest in the current or his-
torical themes that he trcats, prevent his
work from degenerating into a pure display
of cleverness. A militant fervor, an intellectual
passion, are constant in his writings. Often,
along with the deft sclection of expression,
there is an echo of the impassioned and lyri-
cal tremor of Unamuno.

From the beginning Bergamin found his
norm in a Catholic position, continually
vivified by doubt. This is an interior com-
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bative position, much in harmony with his
temperament. He was the founder in Madrid
of Cruz y raya (1933-1936), a journal which,
besides collecting the most select Spanish
literature produced during the years of its
publication, reflected the Catholic and liberal,
the religious and ideological position of
Bergamin, who had close connections with
the French and Belgian group of the journal
Esprit. In the light of his character, he could
not help taking a definite position in the
Spanish civil struggle, and he was an ardent
supporter of the cause of the people. More
recently, from his refuge in Mexico City, some
of his latest books (e.g., Detrds de la cruz,
1941) are devoted to the spiritual drama of
the Spanish people. In this city he is con-
tinuing his publishing activity as the founder
and editor of the publishing establishment
“Séneca.”

Sec: P. Salinas, Literatura espafiola siglo
XX (1941).

F. G. L.

Berger, Johan Henning (1872-1924, Swedish
novelist and dramatist), a native of Stockholm,
spent the 1890’s in the United States, for the
most part in Chicago. Later he visited Munich
and Paris and after 1go2 Copenhagen became
his official residence.

Berger’s work is founded primarily on his
own experiences; e.g., Ysail (19o5) and Bendel
& C:o (1910), the second novel of the trilogy
Dromlandet (1909-1911; The Land of Dreams),
have settings laid in Chicago. At times Berger
seems to be baldly realistic, but his work bears
the hallmark of impressionism. There is no
deep probing, no profound experiencing;
rather, there is a deployment of poignant
emotions, with that of pain predominating.
Although strong in descriptive powers, Berger
revealed weaknesses in plot construction. His
outstanding works are Ysail, the trilogy
Drémlandet, Livets blommor (1g12; Life’s
Flowers), and the drama Syndafloden (19o8;
produced in the United States in 1917 as The
Deluge). Berger often depicted Swedish immi-
grants who could not adapt themselves to the
American environment. The figures are sensi-
tive creatures fashioned for intense suffering,
even from superficial hurts. They long for the
world of dreams and are bitterly disappointed
in never attaining it.

See: A. Moller, ed., Boken om Henning
Berger, en minnesgdrd av hans vinner (1924);
E. Norlinig, Manskligt (1930), pp. 149-191, 229-
271.

C.E.W.L.D.

Bergman, Bo (186g-, Swedish lyrist, critic, and
writer of short stories), was born in Stockholm
and educated at Uppsala. At first an official in
the Post Office Department, he has mainly
worked as a newspaper critic. He made his
debut as a poet with Marionetterna (1903;
Marionettes). This he followed with other
volumes of lyrics and of short stories, notably
Skeppet (1915; The Ship). Bergman is a city
recluse, a serene observer of life, who has a
deep love for both the past and present of his
native city. Although not an outstanding
figure, he has a certain mastery in whatever he
undertakes: essay, narrative, or verse. Inclined
to pessimism, he cultivates the mood of sunset
with especial charm. There is something of
Wordsworth in Bo Bergman’s poetry—an ob-
servant eye, a serious trend of thought, and
a spirit attuned to the bliss of solitude. In his
stories there is a similar fineness of perception
and an understanding pity for the victims of
complex maladjustments. In this he shows the
influence of Hjalmar Soderberg (q.v.). Berg-
man has well deserved the distinction of mem-
bership in the Swedish Academy.

See: C. W. Stork, Anthology of Swedish
Lyrics (1917; revised and enlarged ed., 1930);
H. A. Larsen, ed., Sweden’s Best Stories (1928);
G. Bach, The History of the Scandinavian
Literatures, ed. by Frederika Blankner (1938).

C. W.S.

Bergman, Hjalmar (1883-1930, Swedish novel-

ist and playwright), was born at Orebro, a
small residential town in central Sweden. Deli-
cate and sensitive as a child, he suffered all his
life from mental depression. He studicd at
Uppsala and in Italy, specializing in history
and philosophy, but the most important part
of his education was the knowledge of local
life he obtained through the clientcle of his
father, who was a banker. Marrying into a
well-known theatrical family, Bergman be-
came early familiar with the stage and began
his literary career as a dramatist. He won a
decided success in comedy, having several plays
produced at the Royal Dramatic Theatre. His
most important piece, Swedenhielms (1925;
The Swedenhielm Family), is a study of amus-
ing artistic types.

It was, however, in the novel and short story
that Hjalmar Bergman attained his fullest
expression. From 1910 to 1930 he was the most
popular prose writer in Sweden, producing
volume after volume of such variety in mood
and characterization that he has been called
by some a Swedish Dickens. He began in a
tragic vein with exotic scenes inspired by his



sojourn in Italy and the Near East, notably
the volume Amours (1910), a group of masterly
studies in sex psychology. He then turned to
themes in many other times and places, but
most significantly to contemporary life in the
small Swedish town and in Stockholm. This
group of novels may, on a small scale, be com-
pared to La Comédie humaine of Balzac. Con-
spicuous among them are Markurells i Wad-
kiping (1919; Eng. tr., God’s Orchid, 1924);
Farmor och Vdr Herre (19g21; The Grand-
mother and Our Lord); and Chefen fru Inge-
borg (1924, Madame Directress Ingeborg;
Eng. tr.,, The Head of the Firm, 1936). There
is in thesc a sharp cynical tone, much more
akin indced to the French masters than to
Dickens, as well as an increasing influence of
Freudian abnormality. The result is brilliant
and highly sensational, not always agrecable
to conventional readers. The plots frequently
border on the grotesque and improbable. It
is perhaps in his short stories that Hjalmar
Bergman is most satisfying. Yet in all his
work he shows decep insight and a command of
plastic and vivid style that raise him close to
the best in modern fiction.

See: R. G. Berg, “Preface,” in Bergman, The
Head of the Firm (1936); G. Bach, The History
of the Scandinavian Literatures, ed. by Freder-
ika Blankner (1938): E. Linder, Hjalmar Berg-
mans ungdom (1942).

C. W.S.

Bergson, Henri (1859-1941, French philoso-
pher), undoubtedly possessed and illustrated
some of the finest qualities of the French
genius; yet, to the confusion of race theorists,
not a drop of Gallic blood was flowing in his
veins. His ancestors had been wealthy, ortho-
dox Jewish merchants of Warsaw, who shipped
grain down the Vistula to Danzig. His father,
a musician and composer, roamed Western
Europe and married an English girl by the
name of Katherine Levinson. Their children
were British citizens, and the future philoso-
pher, though born and reared in Paris, be-
came a naturalized Frenchman only after re-
ceiving his bachelor’s degree. As late as 1878-
1881 professors and students of the Ecole
Normale Supérieure pronounced him trés
anglais in his training and mental bent. Did
he not, in a generation newly won over to
Kantianism, present the unusual spectacle of
remaining faithful to the tenets of John Stuart
Mill and Herbert Spencer?

It was not long, however, before the young
educator, then in the provinces, underwent a
spiritual crisis of his own. It dawned upon
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him that mechanistic hypotheses, and our
ordinary activities as well, rest on a conception
of time thoroughly incompatible with the
immediate data of consciousness. Time as we
perccive it from within is not at all that
homogeneous, quantitative substance which
the clock parcels out in equal installments.
“Lived time,” or duration, is irregular, quali-
tative, indivisible. Valid though they may be,
even indispensable, for practical purposes, the
mensurations of the dial rob time of its tem-
poral essence; they are indeed but a symbolical
substitute borrowed from the categories of
space; they transcribe somethiny intensive into
something cxtensive, something alive into
something inert, something of the spirit into
something of matter.

Such was Bergson’s famous “intuition of
duration,” a truly decisive step in his career
since it determined both the method and the
content of his doctrine. Starting from the
pragmatic assumption that our subservience
to the external world tends to standardize and
mechanize the processes of the mind, Berg-
sonian philosophy boldly proceeds to reverse
the trend and to remove, as it were, the several
layers of materiality accumulated upon us.
The Essai sur les données immédiates de la
conscience, Bergson’s doctoral dissertation
(1889; Eng. tr., Time and Free Will, 1910) pro-
claims the frecdom of the mind as an experi-
mental fact, directly ascertainable by intuition,
although most men ignore it and their super-
ficial psychic states are heavily embedded in
the law of necessity. Matiére et mémoire (1896;
Eng. tr., Matter and Memory, 1911) asserts just
as positively that our so-called past recollec-
tions preserve an immanent existence and are
always present within us or, in other terms,
that the mind, being one continuous flow of
consciousness, never forgets, never distin-
guishes between today and yesterday, whereas
the brain, supposedly the receptacle of mem-
ory, is but an instrument of selection which
eliminates and throws into oblivion what is
not uscful to us. Finally, L’Evolution créatrice
(1907; Eng. tr., Creative Evolution, 1911) de-
fines the mind as undiluted energy, knowing
itself intuitively as a genetic impulse, an élan
vital, ever swelling, ever “becoming,” ever
participating in the universal creation of
forms, despite and against the downward, the
deadly pull of instinctive passivity.

Rather foolish doubts have been cast oc-
casionally on Bergson’s originality. But these
three great, epochal books, however much
they may owe to Heraclitus, Plotinus, Maine
de Biran (1766-1824), Félix Ravaisson (1823~
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1900), Emile Boutroux (q.v.), and a score of
others, bear in themselves sufficient testimony
that he who wrote them knew how to melt a
variety of elements in the crucible of his own
thought. Other works by him merely strength-
en the very personal fiber of his doctrine. Le
Rire, a little classic (19oo; Eng. tr., Laughter,
1911), stresses the ridiculous character of what-
ever in man is grossly reminiscent of the
mechanical. L'Energie spirituelle (1919; Eng.
tr., Mind-Energy, 1920) and La Pensée et le
mouvant (1934) are collections of essays with
self-explanatory titles. In Durée et simul-
tanéité (1922) Bergson appraises his theories
in relation to thosc of Einstcin. As for Les
Deux Sources de la morale et de la religion
(1982; Eng. tr., The Two Sources of Morality
and Religion, 1935), this book, in many respects
the author’s testament, cffects a near-fusion of
Bergsonism and Christianity. The former
disciple of Spencer, having demonstrated to
his satisfaction the factual immanence of the
soul, is now willing to admit of its immortality.

Anti-intellectual in the sense that it grants
intelligence the privilege of “thinking matter”
but denies it the higher one of “understand-
ing life,” the new metaphysics drew heavy fire
from the rationalists (e.g., Julien Benda, q.v.).
When called a mystic, a fetishist, a dreamer,
Bergson rebelled, clinging to his tenacious be-
lief in the experimental value of intuition.
When called a poct he softened because, after
all, he was quite aware of being one—the re-
discoverer of some sort of paradise lost, a
supreme artisan of words and images, who
broke the automatism of language, who, with
the help of metaphors, suggested at least, if he
could not express, the reality that he had seen.
Thus Bergson was a stirrer of souls. His courses
at the College de France, where he was made
a professor in 1900, held spellbound huge
crowds of listeners (among them the usual
number of snobs and fashionable women) who
thronged the lecture room hours before his
arrival. In much the same manner L’Evolution
créatrice fascinated readers all over the world.
International from then on, the Bergsonian
current ran its unpredictable course far be-
yond the limits of philosophy proper. Berg-
sonism outside of Bergson is much less a body
of doctrine, faithfully accepted and trans-
mitted as such, than it is an état d’dme or,
more appropriately still, an élan vital. In
France alone, it pervaded literature through
Charles Péguy and Marcel Proust (qq.v.); it
entered the field of literary criticism through
Albert Thibaudet (g.v.) and that of aesthetics
through Tancréde de Visan (1878-; sce his
Attitude du lyrisme contemporain, 1911); it
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made itself felt in psychopathology with
Charles Blondel (1876-), in sociology with
Maurice Halbwachs (1877-), even in syndical-
istic theory with Georges Sorel (q.v.). To
Edouard Le Roy (1870-), Bergson’s successor
in the Colltge de France (1921), fell the task of
achieving the complete merger of Bergsonism
and Catholic theology.

Elected to the French Academy in 1914,
chosen by the League of Nations as the first
chairman of its International Committee on
Intellectual Cooperation (1921-1925), awarded
the Nobel prize in 1927, Bergson rode on the
crest of honors until his health broke down.
The last years of his life were a long agony
of bedridden invalidism. But as if to crown his
cvidence with the most triumphant argument
of them all, the flame of the spirit shone to the
last in the stricken body.

Sce: Albert Thibaudet, Trente Ans de vie
francaise, Vol. 111 in 2 vols.: Le Bergsonisme
(1923): Jacques Chevalier, Bergson (1926; Eng.
tr,, 1928); André Mectz, Bergson et le berg-
sonisme (1933): Gilbert Maire, Bergson, mon
mailre (1985); Alfredo Coviello, ““Bibliografia
bergsoniana,” Sustancia (Tucumdn, Argen-
tina), IT (1941), 894-440 (also 11 articles by
various collaborators, pp. g17 ff.).

J.-A. B.

Bernanos, Georges (1888-, French novelist and
political writer), was born in Paris. He sud-
denly came into the limelight in 1926 with the
publication of Sous le soleil de Satan (Eng.
tr.,, The Star of Satan, 1940), a powerful study
of mysticism and satanism, a masterpiece of
French fiction. Up to 1926 his literary activity
had been limited to occasional articles in the
Action frangaise, the Revue universelle, and
less widely known royalist newspapers and
magazines. He is both a novelist of rare origi-
nality and an effective polemist.

Bernanos can perhaps be best characterized
as a firm believer in the essential dignity of
man and a militant Christian for whom
sanctity constitutes the highest form of ad-
venture and heroism. The comment attributed
to him by a critic to the effect that all
Dostoevski (q.v.) should be done over in a
Catholic spirit best illustrates the fundamental
aim which he has pursued not only in Sous
le soleil de Satan, but in the novels L’Imposture
(1927), La Joie (1929), and Journal d’un curé
de campagne (1936; Eng. tr., The Diary of a
Country Priest, 1937). Succceding where
Huysmans and Léon Bloy (gq.v.) had failed in
the final decades of the last century, he has
described in these books the mysterious reac-
tions of the human soul to the solicitations of



divine grace in a way satisfactory to exacting
literary critics and to informed students of
mystical theology.

As a polemist Bernanos is strongly opposed
to the spirit of parliamentary democracy be-
cause, according to him, this form of govern-
ment is based upon a materialistic philosophy
which offers no real check to the greed and
selfishness of the financially powerful and
leads inevitably to either economic or political
tyranny. For France he advocates a return to
monarchy as the political regime offering the
best guarantees for the harmonious develop-
ment of a society based upon true honor and
justice. The policy of appeasement pursued by
the great powers, more particularly by certain
elements in his own country, in connection
with the conquest of Ethiopia, the destruction
of Loyalist Spain by the forces of fascism,
and the dismemberment of Czechoslovakia at
Munich constitutes in his estimation one of
the blackest and most shameful pages in the
history of mankind. It is also his carnest con-
viction that Western civilization can be saved
from total disintegration only by a spiritual
revival based upon the unequivocal accept-
ance of the Roman Catholic interpretation of
the concepts of justice, honor, and freedom.
His plea for a new moral order is not ad-
dressed exclusively, or even specifically, to
those outside the Catholic Church, but is
intended just as much for members of that
body. Many Catholic leaders, the author con-
tends, have allowed casuistry and opportunism
to lcad them into unholy alliances with the
forces of rcaction. These vicws, which form
the sum and substance of the political creed of
Bernanos, have Dbcen expressed with great
force and carnestness in La Grande Peur des
bien-pensants: Edouard Drumont (1931), Les
Grands Cimetiéres sous la lune (1938; kng.
tr., A Diary of My Times, 1938), Scandale
de la vérité (1939), Nous autres Frangais (1939),
and Lettre aux Anglais (1942; Eng. tr., Plea for
Liberty, 1944).

Sce: Pierre Brodin, “Georges Bernanos,” in
Maitres et témoins de Uentre-deux-guerres
(1943), pp- 183-199.

J. M. C.

Bernard, Jean Jacques (1888-, French drama-
tist and novelist), born at Enghien-les-Bains,
is the son of the well-known playwright
Tristan Bernard (q.v.) He is the outstanding
exponent of the dramatic theory baptized the
“school of silence.” According to it “the
theatre is first and foremost the art of express-
ing what is unspoken,” that is to say, the in-
audible but pregnant speech of the heart and
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soul, what lies inhibited or buried in the sub-
consciousness, what a pretentious rhetoric be-
fogs or conceals behind a screen of words.

Bernard’s talent, first revealed before the
First World War, came to flower in his post-
war theatre, in La Maison épargnée (1919) and
espccially in Le Feu qui reprend mal (1921;
Eng. tr., The Sulky Fire, 1939), both dramas of
soldiers who return from war to face, the one
an unsympathetic environment and the other
love grown cold through absence and not
readily rekindled. His art reached its peak in
Martine (1922; Eng. tr., 1927), which tells the
simple tale of a peasant girl’s romance with a
city charmer, blighted all too soon. Here is
pure drama in its very essence, freed from all
rhetoric, ideology, and dramatic trappings.
The characters in it are transparent, the pas-
sion is both intense and diaphanous.

The same qualities characterize the rest of
Bernard's delicately intimate dramas. He has
mirrored the illusions and deceptions of life,
its pipe dreams, the rainbows of romance and
highways of desire, which the imagination
builds from the horizons to one’s doors and
which reality pricks like bubbles; he has
painted the tragedies of love, of deep but
smothered passion, of soul mates in distress
and divided on earth, and the dramas of
spiritual and social imperfections and even of
industrial strife, in plays like L’Invitation au
voyage (1924; Eng. trs., Glamour, 1927, Invita-
tion to a Voyage, 1939), L’Ame en peine (1926;
Eng. tr., The Unquiet Spirit, 1932), A la
recherche des caeurs (1934), National 6 (1985).
He has rendcred as with strings, and in a
minor key, the themes and variations the
post-war theatre often played as though with
wind instruments, sometimes off key. With
him poetry catches up with realism and
psychology in the theatre. He extracts beauty
and pathos out of the most fugitive aspects
of life—a look, a sigh, a momentary silence.
His insight into the heart is not marred by
splashes of jarring passion. The quality of his
analysis, the purity of his style, and the
sensitiveness of his dramatic climate give to his
creations a classic ring. Bernard has also
written short stories, as well as novels like Le
Roman de Martine (1929) and Madeleine
Landier (1933). After the liberation of France,
he published an account of the imprisonment
of French Jews in a concentration camp, Le
Camp de la mort lente: Compiégne 1941-1942
(1945)-

See: J. L. Palmer, Studies in the Contempo-
rary Theatre (1927), pp- 94-111; L. Hommel,
“Le Thédtre de Jean-Jacques Bernard,” Revue
générale, XIII (1985), 592-597; J. L. Frith,
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“Introduction,” in Bernard, The Sulky Fire

(1989), pp. 7-11.
S. A. R.

Bernard, Tristan (pseud. of Paul Bernard,
1866~, French dramatist, novelist, and wit),
was born at Besancon. He changed his given
name to Tristan, desiring to suggest, some of
his friends have said, the underlying melan-
choly of his humor. At the beginning of his
career he contributed to the Revue blanche.
In 1889 his novel Les Mémoires d'un jeune
homme rangé and his well-known short comedy
L’Anglais tel qu’on le parle both met with
great success. His later novels, such as Le Mari
pacifique (1go1), were widely read and exerted
through their keen power of observation,
sense of the ridiculous, and fundamental pessi-
mism a beneficial influence over the novel of
that period which had turned to a rather
questionable lyricism.

His fame, however, rests chiefly on his
hilarious comedies which have amused several
generations of theatregoers both in France and
abroad. He has often been compared with
Courteline (q.v.), while his detached irony and
sly humor recall American and English writers
of the same school. Essentially a popular
.dramatist, he has remained apart from any
school and has followed the old traditions of
the comedy since the time of Plautus, with
frequent resort to concealments, disguises, and
mistaken identity. One of his best-known
plays, Triplepatte (1905), shows the difficulty
experienced by a man who cannot make any
decision as to marriage because of too much
advice from his many friends; Le Prince Char-
mant (1921) portrays the familiar type of
young man who is sympathetic to everyone
but absolutely unreliable in financial matters.
Le Petit Café (1911) presents the amusing
situation of a waiter who is to inherit a for-
tune on condition that he remain with his
employer for 20 years. Some of his other well-
known comedies are Daisy (1go2), M. Codomat
(1907), Le Danseur inconnu (1909), La Gloire
ambulanciére (1913), and Les Petites Curieuses
(1920).

A familiar figure in both Parisian society
and literary circles, Bernard has created many
a famous bon mot and has graciously accepted
the paternity of many others until he is now
not infrequently spoken of as the national
humorist.

See: L. Treich, ed., L’Esprit de Tristan
Bernard (1925).

, J. F. M.

Bernstein, Henry (1876-, French playwright),
was born in Paris. He is generally thought of

as a painter of heartless and brutal characters,
hard businessmen, cynical adventurers. This
reputation is due to violent dramas such as
La Rafale (1905), La Griffe (1906), and Samson
(1907). Bernstein, however, had begun his
dramatic career with comedies of a milder
type, Le Marché (1900), Le Détour (1902),
Joujou (1902), Frére Jacques (1904; written
with Pierre Veber), Le Bercail (1904).

After 1913 he wrote a few plays where the
emphasis is placed on the characters rather
than on a tense and dynamic plot. Le Secret
(1913), an analysis of a malicious woman who
enjoys hurting those whom she pretends to
love, and La Galerie des glaces (1924), built
around a case of inferiority complex and
retrospective jealousy, are among his best
psychological dramas. Such subtle studies are
the cxception in Henry Bernstein’s theatre. As
a rule his characters are dominated by violent
passions which they satisfy without any con-
sideration for the usual codes of morality and
decency. The public at times reacted unfavor-
ably, as in the case of Aprés moi (1911).

Henry Bernstein is an expert technician
who knows how to place his characters in the
light which will best intensify the tragic
elements of the plot. Israél (19o8), based on a
conflict betwecn Jews and members of the
French aristocracy, provides an excellent ex-
ample of his talent in creating dramatic
atmospheres. Aware of the changes in the
public’s taste Bernstein, while keeping his
main characteristics, treats with remarkable
ease the most varied subjects. Judith (1922),
Mélo (1929), Espoir (1934), are proofs of his
versatility.

See: G. Rageot, “Un Nouvcau Bernstein,”
Revue bleue, November 15, 1924, and “La
Nouvelle Esthétique d’Henry Bernstein,” ibid.,

April 8, 1926; L. Le Sidaner, Henry Bernstein

(1981).
M. E. C.

Bertrana, Prudenci (1867-1941, Catalonian
novelist), was born in the city of Tortosa,
received his education in Ampurdan, and
spent much of his youth in Gerona, where he
contemplated nature and developed gifts as
a writer and painter. He originally intended
to be a painter, but it was in the literary
field that he was to attain real success. His
first important work was Ndufrags (19o7; The
Shipwrecked). Josefat is characterized by a
crude and savage realism he never thereafter
abandoned. Jo is a passionate and turbulent
novel in which one does not know where the
fiction ends and libel begins; characters are
observed with a stinging sharpness. Proses



barbares are wild stories written in a lively
and colorful prose which came to be his
habitual manner. Herois (Heroes) and El
meu amic Pellini (My Friend Pellini)
followed. In 1931 he won the coveted Crexells
prize which the government of Catalonia
awarded each year to the best novel, with
L’hereu (The Heir). Full of biographical
references, L’hereu reveals Bertrana’s pre-
dilection for a vigorously portrayed nature,
with sharp contrasts brought out with the
love of a landscape artist. A later novel is
El vagabund (The Vagabond). Bertrana also
did considerable work as a journalist.

In all of his literary work there is present
Bertrana’s dual quality of painter and writer.
He brought to Catalonian literature a pessi-
mism perhaps less severe that that of Victor
Catala (q.v.) and cultivated a ruralism less
full of bitterness, but still acrid. Some of his
work has a human quality, blood-warm and
vital.

F. de P.

Betteloni, Vittorio (1840-1910, Italian poet
and critic), was born in Verona, where, except
for university studies in Pisa, he passed almost
all his life. He was a teacher and was often in
contact with Milanese literary salons and
coteries. Carducci (q.v.) defined him as the
first Italian poet to get away from romanticism.
He was a quiet, honest, simple soul and had
the courage to remain so when Italian writers
began to feel the need of absinthe, the smell
of decath and the attraction to suicide to
stimulate their jaded poetic daemons. (In
Italy this phenomenon was known as scapiglia-
tura.) His own daemon obtained milder satis-
factions from a milliner of Florence and a
woman who played cards in the evening with
professors and vicars. His poetry is gently
sensuous and a little banal, but this very touch
of ordinary living and of realistic details,
simply and roughly applied from his palette to
his idyllic pictures, producced something of a
sensation in his time. Romanticists were
irritated, and young readers, who had had a
taste of the heady, heroic, and magniloquent
Carducci, mocked him, but Carducci, the
master, recognized him as a poet and wrote
one of his rare prefaces for Betteloni’s Nuovi
Versi (1880). Because of these very details—
prosaic, realistic—Betteloni in a certain sense
is considered the predecessor of the Crepuscu-
lar school of poets, without, however, their
characteristic heartaches and yearnings.
Cultured and very clever at versification,
Betteloni translated with success Byron’s Don
Juan, Goethe’s Hermann und Dorothea, and
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Hamerling’s Nero. Now and then he gives
evidence of having been exposed, like almost
all Italian poets of that period, to the germ
of Heine, but everyone may see how little the
resulting malady afflicted him by comparing
him with the contemporary Heinian-tainted
Stecchetti.

During the last few ycars of his life Betteloni
manifested a degree of irascibility at being
neglected when D’Annunzio (q.v.), who to him
seemed bombastic, Pascoli (q.v.), whom he
thought a deceiver, and Orsini (pseud. of
Domenico Gnoli, q.v.), “a mystifier,” gath-
ered to themselves all the laurels. Perhaps
he was not even mollified by the fervid appro-
bation in 1904 of Benedetto Croce (q.v.). In
some of his prose essays thecre are vivid sketches
of living people written in a subdued tone of
human irony. The best of his poetical produc-
tion was gathered in a single volume, Poesie di
Vittorio Betteloni (1914); his prose writings
are contained in Impressioni critiche e ricordi
autobiografici (1914).

See: G. Brognoligo, Vittorio Betteloni; note
biografiche e critiche descritte dal suo carteggio
(1938).

G. P.

Betti, Ugo (1892-, Italian poet, dramatist, and
short-story writer), born in Camerino, is a
judge by profession. A real poet of the post-
war generation (although he began his literary
career in 1910 by publishing a translation in
the style of Foscolo of the Epithalamium of
Catullus), he seems to stand at the confluence
of European poetical streams. Critics have
found in him traces of the nostalgic weakness
of the crepuscolari, reminiscences of the glitter-
ing display of D’Annunzio (q.v.), echoes of the
French symbolists (see French symbolism) and
especially of the weird and uncanny visitations
of Maeterlinck (g.v.), and imitations of popular
ballads. It may be added that certain rapid
cadences recall the manner of Jahier (q.v.). As
for his theatre there come to mind the names
of Pirandello (q.v.) and his feeling of inescap-
able human misery; of Georg Kaiser (q.v.)
and his tendency to universalize; of Chekhov
(qv.) and his morbid softness; of Vildrac,
Gorki, L. N. Tolstoy (qq.v.) and their collec-
tivist thought. In his short stories the staccato
style of Verga (q.v.) has struck the critics. All
this shows that Betti is a cultured man of his
epoch. Not one of these tendencies is perma-
nent in his poetical language; and for each of
these cultural resonances, there is evidence of
a personal thought and feeling.

Betti is, to put it briefly and insufficiently,
not so much a decadent, as he has been called,



BETTI

as a neo-romanticist. His poetical creations,
which at the beginning had a folkloristic and
- later gradually assumed a realistic tone, are
woven around the assumption that human
happiness and pain are without reason or ex-
planation and therefore a stupendous burden
to man. His God, like that of Vigny or of
Leopardi, is cold and indifferent towards his
creation, and life, not guided by reason, is but
a marvelous iniquity. This pessimistic view ex-
pressed itself in fables, tales, and myths, with
a discernible popular rhythm; in ballads of
laments of human groups (the little old
women, the emigrants, the drinkers, the sleep-
ing lovers); in figures without a name, symbols
that bespeak humanity (a sinner without con-
solation, a worried king, dwellings of men).
Later the same desolation reappeared in a
realistic form, in short studies of everyday life,
in which is felt Betti’s vast solicitude, his feel-
ing of being deceived, his presentation of
sexual love with such a crude and intense per-
ception of details that the general feeling of
pity, commiseration, and ineluctable love for
his fellow men is sometimes destroyed. His
characters have a tendency to become types,
his countries have no frontiers, his epochs no
precise time. But even in the most realistic
study of the Italian middle class, there is a
final poetic inspiration, a current that carries
the reader beyond prosaic everyday life. Char-
acteristically cnough, not a word of patriotic
rhetoric, not a line of flattery for the Duce
during the years of Fascism came from the pen
of Betti.

Betti produced little between his Re pen-
sieroso (1922) and Uomo e donna (1987). The
Canzonetta: La Morte (1932) won him the prize
of the Mondadori Academy and, considering
the general failure of these prizes in discover-
ing good writers, this exception must be noted.
Caino (1929) and Le Case (1987) are books of
short stories. Several plays have been praised
by critics and applauded by audiences: Frana
allo scalo nord (1932), a study of the responsi-
bility or better the irresponsibility of a
criminal; Il Diluvio (19%2); Il Cacciatore
d’anitre (1937); and La Padrona (1927), con-
sidered his best play and perhaps symbolical
of life, where the “Mistress,” Life, is depicted
as an attractive, powerful, cynical woman.
Several critics have recognized in him a great
poet and felt that he has succeeded in over-
coming the calligraphic tendency of contempo-
rary Italian lyricism, reverting to a poetry of
human content. Some lines of his poems
already enjoy a certain popularity and are
often quoted.

See: E. De Michelis, La Poesia di Ugo Betti

(1937); D. Fabbri, “La Drammatica di Ugo
Betti,” Rivista italiana del dramma, Anno 1V
(1940), Vol. I, No. 2, pp. 129-153.

G. P,

Bezrug, Petr (pseud. of Vladimir Vadek, 1867-,
Czech poet), is one of the greatest names in re-
cent Czech literature. Bezru¢ was born in
Opava (Troppau, then in Austrian Silesia),
where his father, Antonin Vasek, was a promi-
nent Czech patriot and philologist. For a time
he studied classics at the University of Prague,
but gave this up and entered the postal service
in Brno, Moravia. He retired in 1927. During
the First World War, Bezru¢ was imprisoned
for his attacks on the Archduke Frederick.
After the war, his voice was heard in favor of
an aggressive nationalism and a strong local
Moravian patriotism.

Bezrud is the author of only one collection
of poems, Slezské pisné (Silesian Songs), which
first appeared in a small edition in 1903 as
Slezské ¢islo (A Silesian Number) and then was
successively enlarged. It is the most original
and powerful group of poems in modern
Czech poetry. Bezru¢ eschewed all expression
of the self and created the figure of a popular
bard and prophet, Pctr Bezru¢, who sings the
sorrows of his race. He is particularly the poet
of the Crzechs in Silesia, where national and
social oppression was especially strong under
the old Austria. Bezru¢ passionately accuses
the German landlords and capitalists, but also
pleads for his people, the miners and peasants
of Silesia, against the indifference to their fate
among the Czechs in Bohemia and Moravia.
His rhapsodies have a tragic pathos which
succeeds in instilling an apparently local topic
with universal content: an outcry for justice, a
cry of hatred and anger against the oppressor.
Bezrud is a master of an austere rhetoric, of
grandiose visions and symbols, of a monu-
mental semi-free verse which is still not com-
pletely divorced from popular forms. Only
occasionally, in a few poems, there is a note
of personal resignation and melancholy remi-
niscence, but usually the mask of the scer is
preserved with dignity and pathos. Bezrud
seems almost without ancestors in literature;
he knows the folk ballad and uses it sometimes
with great effect, as in “Marylka Magdanova,”
the story of a girl who commits suicide by
drowning. He knows and admires J. S. Machar
(qv.), from whom he took some unnecessary
classical conventions, and he must have read
some of the social poctry of the later Heine.
But he stands alone: the fiercest and the finest
voice of his nation against national and social
oppression.
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See: Adolf Vesely, Peter Bezrué (1927); J. V.
Sedldk, Petr Bezrul (1931); Arturo Cronia,
Petr Bexrué¢ (1932, in Italian); Klementina
Rektorisovd, Bezruciuv ver$ (1935). There is a
German translation of the Silesian songs by
Rudolph Fuchs (Schlesische Lieder, 1931).

R. W.

Bezymenski, Alexander Ilyich (1898-, Russian
poet and playwright), was born in the city of
Zhitomir in the Ukraine and went to the
Vladimir Gymnasium and then to the Kiev
Commercial Institute in 1916. In 1917, at the
age of 19, he fought in the Revolution in
Petrograd on the side of the Bolsheviks. As
Trotski said of him, “Bezymenski is flesh of
the Revolution’s flesh.” Ife was a leader of the
Vladimir Young Communists I.eague (Com-
somol) and retained a perpetual spirit of youth.
In one of his youthful poems he told how his
mother, who disapproved of his becoming a
Bolshevik, threw away his mcmbership card,
and he added: “She did not understand that 1
do not carry my party ticket in my pocket, but
in myself.” Far from believing in “art for art’s
sake,” he declared: “First of all I am a member
of the party, and only afterwards a maker of
verses.” He was a member of the “October”
group of pocts who glorified the October Revo-
lution. From its beginning down to its aboli-
tion in 1932 he was a director of the Association
of Proletarian Writers.

His first book was Yuny proletari (1920; The
Young Proletarian), a realistic and at the same
time epic novel in verse, telling how a young
worker became a Communist. His shorter
poems are of heroic romantic nature, embody-
ing the spitit of the Young Communists—
youthful, cocksure, saucy, but severely self:
critical. These poems were collected in a series
of volumes whose titles give some indication of
their contents: Oklyabrskie zori (1920; October
Dawns); K solntsu (1921; To the Sun); Kak
pakhnet zhizn (1924; How Life Smells);
Gorodok (1925; A Little Town); Gruz (1926;
Cargo); Put dorogi (1926; The Way of the
Road); Serdtse cheloveche (1928; The Human
Heart). The style of these poems, somewhat
under the influence of Mayakovsky (q.v.), is
free verse, broken sentences, single words on
a line, conversational phrases, staccato effects,
hyperboles of metaphor, grotesque, satirical.
The subject matter is the joy of work, a revel:
ing in the commonplace, an enthusiasm for the
Red army, for collective farms, for factories.
“Our soul is a factory. Our heart is a living
furnace.” For him, flowers are all the more
beautiful if they are in factory windows; water-
falls, if they are connected with turbines. The
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coming of spring is less important than the
price of food. A girl’s lips do not mean so
much as factory chimneys. During a drought,
when the fields need rain, the crowd is at the
Dynamo Stadium in Moscow watching a foot-
ball game. Suddenly rain begins to pour, stop-
ping the game, but the crowd rises to applaud
the rain.

Once Bezymenski turned to write a verse
play for the Meyerhold Theatre. This was
called Vystrel (1929; The Shot) and represented
shock brigades keeping the trolley cars running
in spite of the efforts of enemies to destroy
them. Stikhi delayut stal (1930; Verses Make
Steel) shows how Bezymenski uses poems,
short verses, slogans on street banners, to help
recconstruction and national defense. Trage-
dinaya noch (1931; Tragic Night) was written
during the building of the Dneprostroi Dam
and introduces an Amecrican engineer con-
verted to Communism. Moie important than
the ordering of a new hat is the ordering of a
new world. “With the reconstruction of the
world goes the reconstruction of emotion.”
When his master, Mayakovsky, committed
suicide in 1930, Bezymenski condemned him
as a fabulous tower standing on stilts of mere
straw. A bullet ends a man, but not an age.
Only he is on the right road who on every
front is in the trenches of the great class war,
who can in every little thing find a world
revolution. In Kak ponimayu ya lyubov (1936;
How I Understand Love) Bezymenski rejoices
in the common everyday task. Since the
German invasion of Russia he has thrown the
same indomitable spirit into the war effort, but
in form he has turned from Mayakovsky back
to Pushkin and his war poems are written in
regular meters.

See: A. Osenev, Alexander Bezymenshs
(1926); Alexander Kaun, Soviet Poets and
Poetry (1943), pp- 186—-187, 154-103.

H. W. L. D.

Bierbaum, Otto Julius (1865-1910, German
poet, novelist, critic, and bibliophilc), born at
Griinberg, Silesia, was educated chiefly at
Diesden and Leipzig and studied philosophy,
law, and Chinese at Zurich, Leipzig, Munich,
and Berlin. Back in Munich he turned to
journalism, entering the circle of M. G. Conrad
(g.v.), editor of Die Gescellschaft and leader of
the South German naturalists, but he also
championed the art of such romantic painters
as Bocklin, Stuck, and others. In 1892 he pub-
lished an enthusiastic book on Liliencron
(g.v.), followed by editorial yeoman'’s service
for the “moderns” which in 1894 took him to
Berlin. Here his artistic taste and literary
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talents blended at last perfectly in the creation
of the sumptuous art magazine, Pan (18g5).
Four years later, after an interim spent mostly
in Southern Tirol, he collaborated with A. W.
Heymel in founding the monthly, Die Insel,
and with it the Inselverlag, known to bibli-
ophiles. The Goethe-Kalender is likewise his
work (1905 ff.).

Bierbaum'’s first marriage in 1891 is reflected
in several volumes of verse eventually inte-
grated in Der Irrgarten der Liebe (19o01;
revised ed., 19o6). This book was a mine for
composers (e.g., Richard Strauss, ‘“Traum
durch die Dimmerung”). Its unequaled suc-
cess (86 editions up to 1923) was due only in
part to the popularity which the author had
attained as editor of Deutsche Chansons, the

literary expression of the “Uberbrettl” move-
ment initiated in 19oo. Bierbaum used tra-
ditional, even archaic forms and themes, apply-
ing, however, all the delicate nuances of a
modern impressionistic verse technique and
adding the touch of a personal experience.
While replacing “Truth” by “Beauty”—Ilack-
ing only depth—in his lyric work, he remained
basically a naturalist in his fiction. Almost all
his novels and stories deal with things directly
experienced or observed as a child, as a Korps-
student, or as a man of letters (e.g., Studenten-
beichten, 1892, 1897; Pankrazius Graunzer,
1895; Stilpe, 18a7). Later, after his second
marriage to an Italian woman (19o1), these
were augmented by travel impressions gathered
chiefly in Italy (Empfindsame Reise im Auto-
mobil, 1903, etc.). The intent is humor and
satire carried to grotesque extremes, particu-
larly in Prinz Kuckuck (3 vols., 1906-1907), a
book hardly surpassed for its casual but de-
tailed depiction of moral, social, religious, and
political decay. However, there is far too much
joy of living and faith in the future in Bier-
baum to classify him as a pessimist or a
decadent. Combining as he did an ironic sense
of facts with a noble cult of aesthetic values,
he was a perfect symbol of Germany’s well-
to-do bourgeoisie before the First World War.
After almost another decade in or near
Munich, he died at Dresden in 1g10.

See: E. Schick, O. J. Bierbaum (1908); P.
Pollard, Masks and Minstrels of New Germany
(1911), pp. 121-177; A. Dreyer, “Bierbaum,”
Biographisches Jahrbuch und deutscher Ne-
krolog, XV (1918), 170-177; E. Darge, Lebens-
bejahung in der deutschen Dichtung um r9oo
(1984). ¢

H. W. N.

Billinger, Richard (1893-, German poet and
dramatist), was born in St. Marienkirchen near

go

Schirding on the Inn, where his peasant
ancestors had occupied the same land since
the 12th century. He abandoned his university
studies preparing him for the priesthood after
the discovery, in Ueber die Aecker (1921), of
his literary talent. He achieved even greater
success with his dramas (Das Perchtenspiel,
1926; Rauhnacht, 1931; Rosse, 1933), while
continuing with lyric output (Sichel am
Himmel, 1931; Der Pfeil im Wappen, 1932).
His best poems have been called baroque or
have been likened to woodcuts of the old
masters. His main subject fields are traditional
or hereditary—the simple piety of his Catholic
forcbears and environment, the close union
with the soil and with nature which the
European peasant of every country enjoys. He
never wearies of singing the praise of God and
of prizing the beauties of his native land. To
these motifs may be added, especially in the
dramas, the dark and uncanny powers which
the country dweller has always been inclined
to shape into superstitions or manifestations
of the devil. Gifted with a true fecling for
stagecraft, he wove these materials together
with dance and sorcery into such a compelling
piece that Max Reinhardt gave Das Perch-
tenspiel a stirring performance.

Estimates of Billinger are by no means uni-
form, and he is significantly absent from
several recent accounts of German literature;
one which gives him brief mention speaks of
“der einst vielversprechende Richard Bil-
linger.”

See: G. K. Brand, Werden und Wandlung

(1933), P- 845.
B. Q. M.

Binding, Rudolf Georg (1867-1938, German
novelist and poet), was born at Basel, son of
the internationally famous jurist Karl Bin-
ding. He studied at Leipzig and Berlin, but
did not enter upon any professional career.
Instead, he devoted his time to horse racing
and to travels especially in Italy and Greece. A
cavalry captain in the First World War, he
was mayor after the war in a small town near
Frankfurt am Main and died at Starnberg
(Bavaria).

Binding was past 40 when he made his
début in German literature. He began with
translations from D’Annunzio (q.v.) and culti-
vated the small genre (legends and short
stories), in which he soon established himself
as a master. Although there are traces of
Goethe, Kleist, Keller (9.v.), and George (q.v.)
in his works, he is essentially a literary self-
made man, his real “educators” being his
father, the Rhine River, horses, the Hermes
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statue by Praxiteles, and nature itself. For
Binding writing is a mission that carries the
highest responsibility. It combines romantic
longing for the divine with the classical urge
to embody the divine in human form. His
literary output is relatively small, but excels
in deep psychological insight, dramatic con-
densation, and musical plasticity. His charac-
ters, when represented as human, are full-
blooded individuals devoted to the pleasures
and duties of this world, but humble before
their god. When divine, they shine in ethereal
beauty, but long for self-realization through
earthly love and work. Whether human or
divine, however, they all have the same
chastity of soul, the same readiness for sacri-
fice, the same calmness in the presence of fate
and death.

In his first publication, Legenden der Zeit
(1909), inhabitants of heaven and earth meet
in helpful understanding (Coelestina), oc-
casionally mocking each other about rigoris-
tic dogmas and priests (St. Georg’s Stellver-
treter). Miracles happen in these as in the
Christian legends, but instead of detracting
from everyday life they lead to a fuller realiza-
tion of its inherent sanctity. The people in
his Novellen live their religion through friend-
ship (Die Waffenbriider, 1910), love (Die Vo-
gelscheuche, 1910; Der Opfergang, 1911; Ange-
lucia, 1911; Unsterblichkeit, 1921), and service
(Der Wingult, 1921). Aus dem Kriege, a diary
written in the war and published in 1925 (Eng.
tr., Fatalist at War, 1929) without any changes
of the original form, is a courageous, realistic,
prophetic, and chivalrous book, one of the few
war productions with lasting appcal. Three
years later appeared his Erlebtes Leben (1928),
a classical autobiographical gem, symbolic of
the best of a generation who in the search for
the true meaning of their lives were tragically
deceived by the “as if” values of the glittering
but shallow Second Reich. In Rufe und Reden
(1928) Binding discusses the political and
cultural problems resulting from the war and
warns the German people against increasing
materialism, while in his Antwort eines
Deutschen an die Welt (1933) he defends them
against foreign accusations such as those of
Romain Rolland (q.v.). He strikes a lighter
chord in the Apollonian lyric prose hymn
Reitvorschrift an eine Geliebte (1924), the
charming philosophical dialogues Spiegel-
gespriche (1933), the tragicomical anecdote
Wir fordern Reims zur Ubergabe auf (1935),
while in Moselfahrt aus Liebeskummer (1932)
he attempts a new form of the Novelle by
embodying in a beautiful woman the charac-
ter of a special landscape, thus making nature
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the real protagonist of the story. Vom Leben
der Plastik (1933) is a subtle interpretation of
Georg Kolbe’s sculptural work and revelatory
of Binding’s own production.

Although Binding wrote exquisite poetry
(Gedichte, 1914; Stolz und Trauer, 1922;
Ausgewdhlte und neue Gedichte, 1932; Sieg
des Herzens, 1937), he earned his reputation
as one of the foremost classical writers in
modern German literature through his
legends, Novellen, and autobiography. His
inimitable style has gained, to be sure, through
masterful translations of D'Annunzio, Bédier
(q.v.), St. Francis of Assisi, and Villiers and
through the study of the above-mentioned
German writers; but essentially it is his own,
the truc expression of a perfect gentleman, a
“virtuoso” whose art is life, because life is his
art.

See: F. Lennartz, Die Dichter unserer Zeit
(1938): T. Stenner, Rudolf G. Binding; Leben
und Werk (1938); H. Millotat, Rudolf Georg
Bindings erzdhlerisches Werk (1939).

Bjornson, Bjornstjerne (1832-1910, Norwegian
poet, novelist, dramatist, journalist, and
orator), was born in a parsonage high up in
the mountains of eastern Norway, but at the
age of five moved with his parents to another
parsonage at a northwestern fjord. He felt
himself a son of this district, Romsdal, mir-
roring in his character the contrasts of the
stormy fjords and the fertile valleys between
stern mountains. His father was of farmer
stock, his mother of a merchant family, and
he combined in himself the different and
even conflicting traditions of Norwegian his-
tory. It became a chief aim of his career to
reconcile the contrasting characters of na-
tional life, revealing to his countrymen the
live treasures of the farmer society and at the
same time freeing the country people from
the inhibitions of their isolated existence.
The whole task involved the general prob-
lems of uniting primitive instincts with con-
scious self-mastery, of civilizing the human
mind by giving spontaneity to its innermost
needs, of strengthening both individual liberty
and the laws of community. By his broad
human sympathies, by the exceptional vigor
and vitality of his personality, by his power-
ful creative imagination, he was able to bring
these problems home to his own nation as
well as to the other Scandinavian nations,
and later to larger parts of the world.

He went to high school at Molde, the small
capital of Romsdal, was prepared for the
university by courses at Christiania, and
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started university studies in 1852, but
abandoned them very soon for literary work.
As early as 1848 he wrote his first newspaper
article, inspired by the February Revolution,
and for 60 years he was the most assiduous
and brilliant journalist of Norway, beginning
as a literary critic, by degrees embracing all
political, social, moral questions of the day,
always in the vanguard for liberal and demo-
cratic progress, for mental freedom, for social
and national justice. He made his influence
felt in the whole political development of
Norway from 1859; ultimately, beginning in
the go's, he extended his activities to the
forcign press. In 1859 also he began appear-
ing as a public speaker and soon became the
greatest orator of the Scandinavian countries;
his magnificent voice, his splendid imagery,
his dazzling logic, his ever ready wit, made
his speeches powerful instruments in all kinds
of campaigning.

In 1854 Bjornson proclaimed his program
for re-creating Norwegian literature. He lifted
the banner of Henrik Wergeland, the greatest
Norwegian of the first half of the 1gth cen-
tury. Like Wergeland he rebelled against the
aestheticism that would keep individuality in
severe bondage; he wanted literature to serve
ideas, to reveal the intimate unity of life
and poetry, to be faithful to truth and to
nature. He wished to break absolutely with
the literary traditions of the Danish language
which, for the last centuries, had dominated
Norwegian literature. Bjornson won his first
victory in this field by a demonstration, the
“theatre battle” of 1856, by which he suc-
ceeded in stopping the engagement of Danish
actors at the theatres of Christiania. The next
year he became the director of the theatre at
Bergen (for two years, until 1859); later he

was the director of the theatre of Christiania

(1865-1867), and even managed his own
theatre there (1870-1872). The assertion of
genuine Norwegian speech was to him only
one aspect of his demand for truth in art,
and as a stage manager he proved highly
eflective in teaching young actors to replace
fine declamation by psychological realism; in
fact, he was the father of a new theatrical
school in Norway.

His own first literary work was published
in 1857, a modest little novel, Synndove Sol-
bakken (first Eng. trs., 1881; Sunny Hill, a
Norwegian Idyll, 1932). It was the first of a
series of so-called “peasant novels” which,
for haif a century or more, were the most
popular books of the nation. They were
written in a style strongly personal, in a
Norwegian that was modern and yet akin to

the manner of the old sagas. The unbroken
connection between ancient Norway and the
modern farmer society was indeed a funda-
mental tenet with Bjornson, and he wanted
to reveal what still survived of the sagas in
the culture of the farmer people—even
though they themselves were unaware of it.
Therefore, as a natural supplement to his
peasant novels, he wrote a series of dramas,
epics, and romances built on saga motifs. In
all of them the chief theme was the struggle
to liberate the suppressed forces of the soul
and cultivate them to the advantage of
human cooperation. Bjérnson offered an inti-
mate combination of realism and poetry. He
became the great national poet of Norway.
It is significant that he published his lyrics
under the title Digte og sange (1870; Eng.
tr., Poems and Songs, 1915). Bcudcs intimate
personal poems this work contained a number
of songs expressing sentiments of the whole
nation, among them the song that became
the national anthem of Norway. All of them
are compactly filled with poetic ideas and
images, and they have that peculiar quality
of turning household expressions into a most
vigorous poetry, as in the first line of the
national anthem: “Ja, vi elsker dette laudet”
(Yes, we love this country).

Bjornson often stayed for long periods
abroad (1860-1863 and 1873-1875, mostly in
Italy; 1880-1881, in the United States; 1882-
1887, in Paris; 1893-1896, in Italy and Ger-
many). During these visits he studied other
nations and enriched his own ideas. He sent
home the play En fallit (1875; Eng. tr., The
Bankrupt, in Three Dramas, 1914), which
was really the first social drama in Norway
and which had immediate repercussions out-
side the country, being performed and en-
thusiastically reccived in German and other
foreign theatres. Its purpose was the revcal-
ing of the “lies” of modern society. Of Bjorn-
son’s later dramas in the same vein none
reached higher in art and psychological
power than Over aevne (1883; Eng. trs.,
Pastor Sang, 1893, Beyond Our Power in
Plays, 1918, Beyond Human Might in Plays,
Ser. 2, 1914), which pictures the overstrain-
ing of Christian belief. The drama Paul
Lange og Tora Parsberg (1898; Eng. tr., Paul
Lange and Tora Parsberg, 1899) was an in-
dictment of political fanaticism and was filled
with mercy for noble weakness. The author’s
broad humanity emerges also in his gay
comedy, Geografi og kaerlighet (1885; Eng.
tr., Love and Geography, in Plays, Ser. 2,
1914). Bjornson became increasingly known
as an international as well as a national



fighter for truthful life. He was honored by
an annual state stipend from 1863 on and by
the Nobel prize in literature in 19o3.

From 1875 he made the farm Aulestad in
eastern Norway his home, his workshop, and
a center of national life. On his last trip
abroad he died in Paris, in 1910. His funeral
in Christiania was that of a king.

Sce: Bjornson, Brev, ed. by H. Koht (6
vols., 1912-1932); C. Collin, Bjornson, barn-
dom og ungdom, 2d ed. (1923); C. GierlofE,
Bjornstjerne Bjornson (1932); J. Lescoflier,
Bjornson, la seconde jeunesse (1932); Harold
Larson, Bjornstjerne Bjornson: A Study in
Norwegian Nationalism (1944).

H. K

Blasco Ibiiiez, Vicente (1867-1928), Spanish
novelist), was born at Valencia. A republican
in politics, a social reformer in economic
matters, a f{rcethinker in religion, several
times a representative in the Cortcs, founder
and editor of the radical Valencian ncws-
paper Pueblo, above all possessor of a tu
multuous temperament—for years DBlasco
Ibaficz led the life of an agitator and was
frequently imprisoned and exiled. His life
took a new direction in 1909. Having gone to
Argentina for a series of lectures, he finally
decided to become a colonizer. The result,
after four years of a hazardous, gaucho-like
life, was the founding of the two colonies,
Cervantes and Nueva Valencia. By 1914 he
was back in Paris, and during the First
World War he devoted himself to campaign-
ing for the Allies. His outstanding picce of
work in this connection was the novel Los
cuatro jinetes del Apocalipsis (1916). Recla-
tively little known until then as a novelist
outside the Spanish-speaking world, with the
appearance of the English-American transla-
tion of this novel, The Four Horsemen of the
Apocalypse (1918), he became an international
figure and the most translated of all modern
Spanish writers (all the novels mentioned in
the present article are available in English).

With Blasco Ibdiiez the naturalistic novel
in Spain reached its highest mark. He is
ordinarily referred to as the Spanish Zola
(see Zola), but the denomination scems only
in part correct if one considers the diflerence
in temperament between the French and the
Spanish master. At any rate, as stated by
Blasco Ibdiiez himself, “Zola was a reflective
man in literature, and 1 am an impulsive
one. He attained his final result slowly,
through perforation, while I proceced through
explosion, violently and loudly.” By nature
a man of action, life was for the Valencian

BLEIBTREU

novelist an immediate experience, a direct
sensation. By the same token his art was not
the product of a patient collection of data
systematically classified and elaborated, but a
vivid rendition of a series of first impressions
of which his senses and his imagination, not
his notes—he did not take them-—kept the
rccord. This keen sensory perception of
things and the capacity to reproduce them in
a fresh, vigorous, and colorful picture also
characterize his novel, which is, at its best, an
essentially descriptive, pictoric novel. Of this
the serics of Valencian novels (drroz y tar-
tana, 1894; Flor de mayo, 1895; La barraca,
1898; Entre naranjos, 19ov; Carias y barro,
1902; also Los muertos mandan, 19ug, with its
setting in the Balearic Islands) is the most
perfect example. Though less consistently
and in settings less colorful and less well
suited to Blasco Ibdiiez’s sensualistic tempera-
ment, other examples are to be found in
practically all his novels, including the two
war novels, Los cuatro jineles del Apocalipsis
and Mare Nostrum (1918), especially the first
with its pictures of Argentinian land and life
and the war scenes. The result is inferior,
however, when he decals not with living
reality as perceived through his senses but
with idcas (as in the social novels La cate-
dral, 19ug, El intruso, 1904, La bodega and La
horda, both 1903, and the more picturesque
Sangre y arena, 1908) or with psychological
problems (La maja desnuda, 19oG) or with
archaeological subjects (Sonnica la cortesana,
1got). The same is truc of the historical novel
cultivated by him during the last years of
his life in a serics of works conceived as a
historical revindication and an epic of Span-
ish heroes and deeds (El Papa del mar, 1925;
A los pies de Venus: Los Borgia, 1926; and
the two posthumous novels En busca del
Gran Kan: Cristébal Colén and El caballero
de la Virgen, both 1929). In these works the
cpic heroes are more interesting than the
superimposed novelistic action.

See: E. Zamacois, Vicente Blasco Ibdriez
(1910); C. Pitollet, V. Blasco Ibdiiez; ses
romans et le roman de sa vie (1921); Joaquin
Ortega, “Vicente Blasco Ibdnez,” University
of Wisconsin Studics in Language and Litera-
ture, No. 20 (1924), pp. 214-238; C. Barja,
Literatura espaiiola: Libros y autores moder-
nos, revised ed. (1933), pp. 391-414.

C. B.

Bleibtreu, Karl (1859-1928, German critic,
novelist, and dramatist), was born in Berlin of
well-to-do parents. His financial circumstances
allowed him to devote his life to literary
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activity and historical researches. After his uni-
versity years and wide travels through Europe,
he settled in Charlottenburg, occupying him-
self with his writing and studies. In 1908 he
made Zurich his home and turned his attention
more and more to historical studies. He died
in Locarno.

Bleibtreu’s important contribution to the
development of modern German literature is
to be found 'in his naturalistic period, rather
than in the series of narratives of important
battles of world history inspired by his father,
a well-known painter of battle scenes, or in his
historical and literary studies. Outstanding
among the theoretic documents of the natural-
istic period was his Revolution der Literatur
(1886), an analysis of German literature from
the naturalistic point of view combined with
highly subjective criticism of contemporary
literary tendencies. Although he takes excep-
tion to the more radical tendencies of con-
temporary German naturalism (q.v.), Bleibtreu
demands that literature play an active part in
contemporary life and treat contemporary
social subjects with extreme realism. Germinal
by Zola (q.v.) he cites as the work that con-
verted him to the naturalistic point of view.
His later volume of essays, Der Kampf um das
Dasein in der Literatur (188g), reveals the
temperamental and egotistic nature of his
criticism, but contributes little to an under-
standing of the naturalistic movement. Typical
of his naturalistic period is the collection of
short stories dealing with the bohemian life
of Berlin, Schlechte Gesellschaft (1885). His
Byron tragedies, Lord Byrons lctzte Liebe and
Seine Tochter (1886), he looked upon as ex-
amples of naturalistic treatment of the prob-
lem of heredity. Among his historical works
were a history of English literature (1888) and
a history of the First World War (1925).

See: H. Merian, Karl Bleibtreu als Drama-
tiker (1892); O. Stauf von der March, Karl
Bleibtreu (1920).

W. H. R.

Blix, Elias (1836-1902, Norwegian hymnist),
was the son of a fisherman in northern Nor-
way. Working his way through a teacher’s
seminary at Troms6 and the University of
Christiania, he became, in 1879, professor of
Hebrew in the faculty of theology, was
minister for church and education in the
first leftist government, 1884-1888, and re-
turned then to his professorship. In 1869
he published anonymously a small collection
of hymns, original and translated, in the
Norwegian vernacular, the Landsmaal (see
Norwegian literature), and this, augmented,
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became the nucleus of the complete hymn-
book in this language, published under his
name in 1891 and authorized for the Estab-
lished Church in 18g2. His hymns are dis-
tinguished by their pure form, simple hearti-
ness, and cheerful temper, their images often
adopted from the nature-life of spring. His
deep-felt patriotic hymn “Gud signe vaart
dyre fedreland” (God Bless Our Dcar-loved
Fatherland) became a national anthem. In
1882 Blix began a translation of the Ncw
Testament in Landsmaal, and, partly trans-
lated, partly revised by him, the complecte
work was published in 1889. As to form it
was a little stiff, conforming too strictly to
the demand of a literal rendering of the
original, but, together with his hymns, it
scrved to make the vernacular fit again for
Christian service.

Sce: L. Eskeland, Norsk salmesong, ELlias
Blix (1904); P. Hognestad, Evangelisk salme-
song og Elias Blix (19035); E. Berggrav, Elias
Blix (1936).

H. K.

Blok, Alexander Aleksandrovich (1880-1921,
Russian poet, dramatist, critic, and translator),
is beyond doubt the greatest poet of the
century following Lermontov (1814-1841). He
was the supreme exponent of the short-lived
symbolist movement, but his creation and his
influence far transcend the school that nour-
ished his genius. Endowed with an extraor-
dinary penetration into the inner reality of
past and future, he had a genuinely prophetic
intuition, but his relationship to his own times
remained an insoluble problem for him to the
day of his death and colored all his work with
deepening pessimism. He was distinguished by
a singular personal beauty, by a gentle, un-
assuming reserve, and by a rare naturalness
and simplicity. Those who knew him felt
themselves in the presence of a superior being
who, for all his talent for friendship, seemed
ever apart and alone, as if he were indeed a
sojourner from other spheres.

Blok was a product of the most cultivated
of the Russian intelligentsia. His father was
professor of law at the University of Warsaw;
his mother, also a poet, was the daughter of
the botanist Beketov, rector of the University
of St. Petersburg. Blok’s parents were carly
divorced, and the boy was reared in his grand-
father’s home, his winters spent in the milieu
of the university, his summers at the little
estate of Shakhmatovo near Moscow. He was
graduated from the Vvedensky Gymnasium
(1898) and from the University of St. Peters-
burg (1906), where he studied with the faculty



of history and philology. From 1897 on he
traveled extensively throughout Europe. He
married (1903) Lyubov, a talented actress and
the daughter of the great chemist Mendeleyev.
Their one child, Dmitri, died shortly after
birth, a loss that had a lasting effect upon the
poet.

Blok began writing early and was already
well known before his graduation. His first
poems appeared (1903) in Novy put (The New
Path), the journal edited by Merezhkovski and
his wife, Zinaida Hippius (qq.v.). Like Bryusov,
Bely, Vyacheslav Ivanov (qq.v.), and the other
symbolists, Blok came under the powerful
influence of Vladimir Solovyov (q.v.), one of
the most original thinkers of his time. Blok’s
first book of lyrics, Stikhi o prekrasnoi dame
(1904; Verses about the Lady Beautiful),
instantly won the younger generation, who
found in it the unresolved longings they them-
selves felt but could not utter. This was the
era just before the abortive 1g9os uprising,
when in literature as well as in life revolt
was spreading against the rigid rationalism of
the 19th century, so that the renascent mysti-
cism of Blok’s poems, with their intensity of
vision, their clusive, haunting music, and their
cxpanding concepts, came as a revelation. They
invoked the great spirits of the Romantic Age,
Pushkin and Lermontov, and at the same time
gave form to a profoundly felt, as yet inchoate,
presage of the future, one of vast perspectives
and of unknown hazards and rewards. They
were genuinely a “new word,” and they did in
fact create a new literature.

Throughout his career Blok’s creative pas-
sion was inspired by a trinity of the Lady
Beautiful, Christ, and Russia. It is impossible
to put a clear definition on their significance,
for they change in aspect from time to time
and in some sense partake of the elements of
one another in varying degrees. The tributary
sources of these concepts might be indicated,
but their main wellspring was in the poet’s
own nature. The Lady Beautiful was some-
thing more than the restatement of the ideal-
ized image of medieval chivalry. At first she
was an embodiment of Solovyov’s vision of
Sophia, Divine Wisdom, and for some time
Blok experienced a profound and mystical
relationship with her as fecund and fulfilling
as that of Dante with Beatrice. Suddenly his
visions ended, and the blissful communion
broke in disillusion.

The political hopes of 19o5 broke in dis-
illusion as well. As Blok grew older, the ro-
mantic idealization of his immaturity gave
place more and more to ironic realism, even to
grotesquerie. The Lady Beautiful, no longer
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divine, became a mocking, carnal figure, while
the focus of his passion shifted from a deified
feminine abstraction to a messianic, revolu-
tionary vision of Russia. The Communist
Revolution set him on the side of the
Bolsheviks. In January, 1918, he wrote
Dvenadtsat (Eng. tr., The Twelve, 1920), the
most vivid expression of revolution in litera-
ture, universally regarded as the supreme
utterance of his genius. The edition soon ran
into more than 12 million copies. Hoardings
and banners bearing extracts from it were
scattered all over Russia, though its final
image of Christ leading the 12 rioting Red
guards through the snowy streets of Petrograd
pleased neither the religious nor the Bolshe-
viks. In the same month Blok wrote “Skify”
(1920; Eng. tr., “The Scythians,” in Russian
Poetry; an Anthology, 1927), an implacable,
bronze-throated challenge to the Western
World, only less powerful than Dvenadtsat.
This was his last work. His health began to
fail, as much from spiritual as from physical
exhaustion. Disillusion once more assailed
him. Twice in his life he had given his whole
passion to an ideal, which in each case had
failed him. “Perhaps I am,” he said once, “un
enfant perdu.” It had been given him to
express both mystically and realistically man’s
eternal spiritual conflict. The Russian man in
his poetry was a metaphysical being, not
merely a historical or a geographical figure.
At the same time Blok’s poems, such as the
remarkable Na pole Kulikovom (1908; On
Kulikovo Battlefield), were historical and
clairvoyant, filled with an apocalyptic sense of
cataclysm. In a profound sense Blok was a
herald of the Revolution. Khodasevich (q.v.)
said of him that he suffered from an “insomnia
of the heart.” His terrible awareness of the
tragic complexities of life, together with his
special sense of its impenetrable mystery, in
the end proved a burden too great to bear.
After a long cardiac illness, complicated by
psychasthenia, he died on August 7, 1921, and
was buried in the Smolensk Cemetery in
Leningrad, with all the honors accorded a
great national poet.

Blok’s collected work has been published in
five volumes, the first containing the lyrical
poems of the early mystical period from 1898
to 19o4; the second, those of the transitional
and still immature period from 1904 to 19o8;
the third, his finest lyrics, 1908 to 1916. The
fourth volume contains Dvenadtsat and an
unfinished autobiographical poem, Vozmezdie
(1922; Retaliation). The fifth is composed of
his wonderful lyric dramas. These include a
trilogy produced 19o6-1907 comprising Bala-
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ganchik (The Little Booth), a Pierrot comedy
bitterly satirizing Blok’s own mystical ex-
periences, produced by Meyerhold in the Kom-
missarzhevskaya Theatre; Korol na ploshch-
adi (Eng. tr., “The King in the Square,”
Slavonic Review, XII, 489-512), a comment on
the political and social consequences of the
1goy Revolution; Neznakomka (The Unknown
Lady), a romantic theme colored by ironic and
grotesque realism, wherein a star appears on
earth as an alluring woman, tragically un-
recognized by the Poet who adores her. There
follow Faina, Pesnya sudby (1909; Eng. tr.,,
“The Song of Fate,” Poet Lore, XLIV, 1-41),
a semi-autobiographical drama of the trans-
formation of an isolated dreamer into an active
worker in public affairs, with a symbolic
connotation of Russia’s destiny, and Roza i
krest (1913; Eng. tr., The Rose and the Cross,
1936), the finest poetic drama in Russian, a
mystical romance of medieval France and a
transcendent utterance of the poet’s sense of
the inseparable joy and suffering in life. Blok's
last play, commissioned by Gorky (q.v.), was
Ramzes (1921; Rameses), scenes of life in
ancient Egypt reflecting modern problems of
strikes by labor. A translator himself (of
Rutebeuf, Byron, Grillparzer, Heine, Jacobson,
Hamsun, Finnish and Lettish poets), the works
of Blok have becn rendered into a dozen
languages; many have appeared in English in
anthologies and periodicals, by Selver, Noyes,
Manning, Deutsch and Yarmolinsky, and
others. The best translation of Dvenadtsat is
the German by Wolfgang Groeger. Blok's
letters (Pisma A. A. Bloka) were published in
Leningrad in 192s.

See: A Bely, “Vospominaniya ob A. A.
Bloke,” Epopeya (Berlin), 1922-1923, Nos. 1—4;
N. Volkov, Aleksandr Blok i teatr (1926);
Literaturnoye nasledstvo, 1927-1928, Nos. 27-
28; V. Pozner, ‘“Alexandre Blok,” in Panorama
de la litiérature russe contemporaine (1929),
pPp. 159-172; C. M. Bowra, “Alexander Blok,”
in The Heritage of Symbolism (1943), pp-

144-179.
N. S.

Blomberg, Erik (1894-, Swedish poet and art
critic), was born and lives in Stockholm.
Ensamhetens sdnger (1928; Songs of Solitude),
his first work, was followed by several collec-
tions of verse, including Den fdngne guden
(1927; The Captive God) and Valda dikter
(1928 Selected Poems). His best volumes, how-
ever, are Mdnniskan och guden (1919; The
Man and the God) and Jorden (1920; The
Earth). Blomberg's lyrics comprise not only
songs of intimate feeling and pathos, but

intellectual, philosophical poems in which the
chief motive is the duty of the individual to
the whole of which he is a part. A realist and
a revolutionary, he has been the most suc-
cessful of his group in free verse. Among
Blomberg’s other works are Tolkningar av
engelsk och tysk lyrik (1926; Translations of
English and German Poetry), Nya tolkningar
(1981; New Translations), and En antologi av
svenska dikter (1934; An Anthology of Swedish
Poctry). He has also written at least three
volumes of essays, including Tidens romantik
(1981; Modern Romanticism).

Sce: Sten Selander, Den unga lyriken (1924);
C. W. Stork, Anthology of Swedish Lyrics, re-
vised and enlarged ed. (1930).

C. W. S

Blomberg, Harry (1893, Swedish poet, novel-
ist, and short-story writer), is among the more
productive of that considerable group of
Swedish authors of the last generation whose
origins are among the poorer working classes
and whose work has been concerned largely
with conditions among various proletarian
groups. Blomberg’s published work, beginning
in 1917, and including to date about go
volumes, was in the early years predominantly
poetic in form, but later he turned more to
prose fiction, with an occasional volume of
travels. His most recent work has been of a
highly personal, religious-confessional kind.
Blomberg’s childhood and youth in Stockholm
were spent in the deepest poverty and under
the influence of pietistic sectarianism of a
distinctly tawdry and dubious kind. Upon his
escape from this unfortunate early environ-
ment, he became something of an irresponsible
vagabond. But his fecling of solidarity with
the working classes led him during and im-
mediately after the First World War to take
an active part in the organized struggle of
these classes for better working conditions and
for political power. He devoured Kropotkin
and Gorki (gq.v.) at this time and wrote “Red
verse” for extremist labor journals of the day,
some of which reappeared in the volume I
revolutionstid: agitatorisk verse (1919; In
Revolutionary Times: Agitation Verse). Later
he became a member of the more moderate
labor group, the powerful Social Democratic
Party.

Finally, in the late 1930’s, he became a con-
vert to the Oxford Group movement, partly in
consequence of his growing disillusionment
with the materialist-Marxist origins of
modern socialism and communism. This last
phase in Blomberg’s development finds ex-
pression particularly in the novel Det brinner
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i snén (1935; It Burns in the Snow) and in the
highly personal religious-confessional work Vi
mdste borja om (1937; We Must Begin Over
Again). Land, oppna dig! (1938; Land, Open
Your Gates!) reveals that Blomberg’s conver
sion has not, however, resulted in religious
quietism, in a passive acceptance of a social
and economic and political status quo where
ultimate comfort lies in the expectation of
better things beyond the grave. Blomberg re
mains social and political minded, but he has
finally come to approach the problem of man
in his relation to his fellows in terms of a
kind of Christian socialism which is in sharp
contrast to his previous Marxist point of view.
Though he has never been a really leading
figure in Swedish working-class circles, his
work has undoubtedly left its mark upon the
ferment of ideas which has characterized the
intellectual life of these circles since the Firsl
World War. As literature in the narrower
sense, Blomberg's works are dcfinitely not of
the very first order, partly because his literary
gifts are somewhat limited, partly because his
primary concern has always been propa:
gandistic and idcational. His latest books—
among the best he has written—are an interest-
ing, if not always profound, reflection of the
state of mind of the more sensitive representa-
tives of the proletariat in a world where social,
economic, and political idecas are dissolving
and rebuilding under the threats of wartime
conditions and wartime psychology.
A.G.

Bloy, Léon Marie (1846-1917, French novelist
and essayist), was a Catholic pamphlcteer in
Le Pal (1885), Les Derniéres Colonnes de
Iéglise (1905), and Belluaires et porchers
(19o1), as well as in a large part of his other
works, and a novelist in Le Désespéré (1886)
and La Femme pauvre (1897; Eng. tr., The
Woman Who Was Poor, 1939). He was like
wise the author of historical and critical
literary essays, among which is an interesting
review of Carlyle’s French Revolution where
he found a kindred genius; of the Journal, the
seven volumes of which extend from the
Mendiant ingrat (1898) to the Porte des
humbles (posthumously published, 1918); and
of a partly published correspondence, Lettres
de jeunesse (1920), Lettres a la fiancée (1922;
Eng. tr., 1937), Lettres a ses filleuls (1928), and
Lettres & Véronique (1933). These volumes of
correspondence, together with his two novels
and a prophetic vision entitled Le Salut par
les Juifs (1892), inscribed “to the glory of Israel
and of the Christian God,” are the high peak
of Bloy’s achievement.

BLOY

His work mirrors his life and personality
and cannot be considered apart from them.
Born of a lower middle-class family of
Périgueux in Guyenne, Bloy never could live
in harmony with his unbelieving, anticlerical
father. His mother, who had Spanish blood,
gave him a deeply religious education. He
arrived in Paris when 18, having totally lost
his faith, and there frcquented the art studios
while earning his living as a minor employee.
He at once became the prey of poverty, which
harrowed him to the end. What he experienced
as a volunteer at the age of 24 during the
Franco-Prussian War is recounted in Sueur de
sang 1870-1871 (1893). Having met Barbey
d’Aurevilly (q.v.) by chance in 1866, he *“con-
templated” the master with ecstatic admira-
tion and became his secretary. “Our great and
adored Aurevilly, whose language I have en-
dcavored to spcak,” was to be his leader,
model. and introducer to Joseph de Maistre,
Balzac, Baudclaire (q.v.), and the philosopher
Blanc de Saint-Bonnet. He also made Bloy
sharc his hatred for naturalist literature (see
Les Funérailles du naturalisme, Copenhagen,
1891), rationalism, Victor Hugo, and George
Sand. Aurevilly likewise introduced him into
literary circles and into journalism and recom-
mended him to publishers. In his preface to
his disciple’s first published book, Le Révéla-
teur du globe (1884), on Christopher Colum-
bus, Aurevilly praised the “‘new depth, energy,
(and) fiery spirit” it revealed and the majesty
of its biblical style. Yet he could not endow
him with his own capacity to build well-
constructed novels or to create characters
living independently of their author.

Bloy’s novels, filled with essays and disquisi-
tions, are mostly autobiographical. They relate
the slightly transformed events of his own life
and the amazing and tragic lives of ‘““Véro-
nique” and “Clotilde Marc¢chal,” i.e., Anne
Marie Roul¢ and Berthe Dumont, whose
strange fates were dramatically intertwined
with his own, and they present a complete
gallery of the people he knew. They express
the bitterness of an original and powerful
writer totally ignored, the agony of the
spiritual night which followed the collapse of
Véronique’s prophecies about impending apoc-
alyptic events when Bloy was to be a new
Elijah, and finally the despair caused by the
death of his patron-friend, the Reverend
‘ather Tardif de Moidrey, and by the loss of
two children due to his poverty. In spite of
his tranquilizing marriage to Jeanne Molbeck,
the daughter of a Danish poet, and the
strength derived from a deepening spiritual
life, he never quite recovered from those years
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of “torture and humiliation.” His solitude,
spiritual anguish, wounded pride, and violent
temperament explain how Bloy came to speak
of and to consider himself as an unfailing
judge sounding “hosanna and reprobation” on
his “twin trumpet”; but he could easily mis-
take his personal gricvances for the sins of
others. His chief victims were former friends—
Huysmans (sce Sur la tombe de Huysmans,
19138), Coppée (qq.v.), Groux, gentle souls like
Louise Read, Aurevilly’'s guardian angel, those
who resented or ignored his demands for
financial help (Mendiant ingrat), and the
majority of contemporary writers. He poured
vociferous réprobations scatologiques over the
rich and powerful, many of his fellow
Catholics, including a number of the clergy,
and the revelers at Good Friday banquets. On
the other hand, he remained deeply attached
to Villiers de I'Isle-Adam (q.v.), who appcars
in La Femme pauvre as “Boh¢mon de I'lsle de
France,” and to Ernest Hello, both companions
of his darkest days.

While protesting at his blind fury, one must
admit that Bloy was essentially firing at
bestiality, cruelty, and injustice and that the
true causes for his deserved or undeserved at-
tacks were his devotion to genius, courage, and
humility and his burning faith. There is in all
his writings a majestic and wild poetry drawn
from his very blood. It is due to what
Aurevilly termed “a deep, flaming continuous
enthusiasm” issuing from his “kingly capacity
for love,” and especially love of God. It also
comes from his self-termed “sepulchral imagi-
nation,” hecightened by his strange hungering
for sorrow, and a Baudelairian passion for the
absolute (sec Le Pélerin de l'absolu in the
Journal). The highest gift of this scorner of
poctry was his power to create images, at times
decorative allegories, at times emblems as
realistic as the paintings of Spanish primitives,
again flaming visions. From Father Tardif de
Moidrey's excgesis (see Le Livre de Ruth, pub
lished with a commentary by Paul Claudel,
1938), Bloy derived a conception of universal
symbolism linking together “both abysms”
with their “correspondences” in which several
generating symbols such as Jesus or the Poor,
the Cross, or the Paraclete play the chief part.
All these images tend to give the reader a sense
of the “Inconceivable” and to make him aware
of the pervading presence of mystery. Bloy’s
style, which has the solemnity of Poe’s, more
and more became “a conflagration in the
night,” hut as he divested himself of auger,
pride, and convulsive despair, there stole into
it an Edenic tranquillity.

See: J. Maritain, Quelques Pages sur Léon

Bloy (192%7); S. Fumet, Mission de Léon Bloy
(1935): A. L. Laquerri¢re and J. Bollery,
Biblio-Iconographie de Léon Bloy (1935); ].
Bollery, Le Desespéré de Léon Bloy (1937);
Marie Joseph Lory, Léon Bloy et son époque
(1944) and Inédits de Léon Bloy (1045).

M. M.

Blum, Léon (1872-, French statesman and
critic), born in Paris, was comfortably reared
in a liberal, righteous, Jewish merchant
family. The schoolboy was sensitive, brilliant,
and insubordinate. Leaving the Ecole Normale
Supérieure in 1891 after one year of unsatis-
factory work (he had found the discipline
burdensome), he earned licences in letters and
in law and at 23 was appointed to the Conscil
d’Etat, where he served with distinction until
entcring the Chamber of Deputies in 1919. As
a youth the futurc premier was charmingly
successful in socicty and early became a re-
spected and in some cases cherished companion
of his literary genecration. He was happily
marricd in 1896. In 1892 had begun his tie
with the Revue blanche, in which appeared
the bulk of his writings for a decade—mainly
literary reviews and essays, sometimes political
articles (his friendship with Lucien Herr and
Jaures was decisive), sometimes autobiographi-
cal short stories. The volume En lisant (1906)
offers a fine selection of his periodical essays.
From 1904 to 1911 his dramatic reviews, partly
collected with the title Au thédtre (4 vols.,
1goG-1911), regularly appeared in a succession
of Paris journals. Herc Blum gives free play
to his powers of analysis, finds much to arouse
enthusiasm, but recognizes no masterpieces.
His Nouvelles Conversations de Goethe avec
Eckermann (19o7; in Revue blanche, 18g7-
1go1) is written in a style both lucid and
fertile with paradoxes; Blum presents, arbi-
trarily, but with fitting intelligence and gen-
tility, a contemporary Goethe discussing
letters, authors, ideas, and politics. Propheti-
cally for Blum, his socialistic Gocthe envisions
a high role for synthesists—as supercritics and
then statesmen, guiding art and science toward
the betterment of humanity.

No traditionalist, Blum is still a moralist,
like Gide (q.v.) whose genius he early noted.
He wished his provocative Du mariage (1907)
to be considered a sincerely moral essay. His
literary affinities, aside from the 17th century,
are closest with Stendhal, Flaubert (q.v.),
Marivaux, and, outside France, Tolstoy (q.v.),
Disraeli, and Hardy. Marivaux he prefers to
Moli¢re; he treasures L’Education senti-
mentale and places not only Tolstoy, but also
Hardy and D'Annunazio (q.v.) above his modern



compatriots of the novel. His crowning literary
effort, Stendhal et le beylisme (1914), resulted
from years of devoted scholarship and, though
slow to gain recognition, now stands as an
excellent example of intuitive, yet objective,
literary penetration. Blum claimed Stendhal
as a brother, early discovering in himself the
qualities of the élite. But his sentimentality
does indecd rather recall his other favorite,
Marivaux, and his lucidity tends toward in-
tellectuality. His severest critics, litecrary and
political, stress the latter word and go so far
as to call him unfeeling. Blum himself, with
his race, speaks of “justice” before “charity.”
Few without prejudice have challenged his
passion for that quality.

See: R. I.. Stokes, Léon Blum (1937); M.
Thi¢baut, En lisant M. Léon Blum (1937); M.
Vichniac, Léon Blum (1937).

J. D. Y.

Blunck, Hans Friedrich (1880-, German novel-
ist and poet), born in Altona, is in every respect
a genuine product of Low German peasantry
and is today recognized as the interpreter of
the natives along the Baltic and the North
Seas and as the exponent of their folklore. For
a number of years he was syndic of the Uni-
versity of Hamburg, and from 1933 to 1935 he
served as president of the Reichsschrift-
tumskammer. He has since retired to a farm in
Holstein and is devoting his time to writing.

He became known after the First World
War through a trilogy of novels published
under the collective title Das werdende Volk,
presenting in the first part the story of the
warrior and statesman FHeinz IHoyer (1920), in
the second part the adventures of the roving
seaman Berend Fock (1921), and in the last
part the life history of the farmer and prophet
Stelling Rottkinnsohn (1923). All three are
types of the poet’s own people. Another trilogy,
Drei Biicher aus der Friihgeschichte (1926-
1928), is, in its searching qualities, even more
subtle and more powerful than its predecessor.
With the help of a new technique of combin-
ing saga, science, and poetry he re-creates in
the first of these three books, Streit mit den
Gottern (1926), the saga of Weland the smith,
who outdistances Wotan in a flying contest.
The next book, Der Kampf der Gestirne (1926),
is written around an old sun myth, and the
last, Gewalt iiber das Feuer (1928), deals in a
deeply religious mood with the poet’s ances-
tors. Since then he has added to these im-
pressive long novels a volume entitled
Mirchen von der Niederelbe (1931) and two
novels based on the journals of his travels
through South America, Die Weibsmiihle

BOBORYKIN

(1927) and Land der Vulkane (1929). Of his
more recent works two important novels
portray great historic leaders: Grosse Fahrt
(1934) deals with the discovery of America
by the pirate admiral Pining, and Decr einsame
Konig (1936) relates the end of Geiserich, the
king of the Vandals. Of his dramatic works
Jacob Leisler (1938), a stage version of the
American rebellion headed by Leisler, is the
most noteworthy. As a lyricist and writer of
epic poetry Blunck has not reached the dis-
tinction of his prose works. But his last col-
lection, Balladen und Gedichte (1937), which
supersedes several previous editions, shows
that he masters traditional forms with force
and skill. In 1938 Blunck was awarded the
German Goethe medal.

See: A. Soergel, Dichter aus deutschem
Volkstum (1934); F. Lennartz, Die Dichter
unserer Zeit (1938).

A. Bu.

Boborykin, Pecter Dmitriyevich (1836-1921,
Russian novelist, short-story writer, and
dramatist), born near Nizhni-Novgorod, stud-
ied law and chemistry at the University of
Kazan and then mathecmatics and medicine at
Dorpat. Although he was the author and
translator of some fairly successful textbooks,
he soon turncd his attention to the theatre
and the novel. In 1860 he wrote his first
drama, Odnodvorets (The Frecholder), and
also became known for his feuilletons pub-
lished under the pscudonym Neskazhus. His
novel V put-dorogu (On the Way) appeared
in 1862, and from then on until his decath he
wrote over 20 novels and some fo stories on
Russian life. He studied in Germany and at
the Coll¢ge de France and the Sorbonne. In
1872 he brought out Teatralnoye ishusstvo
(The Art of the Theatre) and for a while in
1891 was director of stock at the Gorevaya
Theatre in Moscow. He was a constant traveler.
He withdrew from Russia at the triumph of
Bolshevism and died in Switzerland in 1921.

For many years a kind of popular dean of
Russian letters and constant favorite with
most of the reading public, Boborykin did
not win the approval of the critics and is not
rccognized as a really creative artist or thinker.
He had a knack for giving a pleasant and some-
what superficial picture of the most recent
developments in Russian life, often before the
new ideas were fully assimilated by society.
His interpretations were often faulty, but they
were nonetheless well received. His great sub-
ject was the decay of the old aristocratic society
and the growing power of the businessman,
often drawn from the ranks of the old peas-
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antry or the merchant classes of the Old
Believers. Among his most characteristic works
are Zhertva vechernyaya (1868; Evening Sacri-
fice), Solidnyia dobrodeteli (1870; Solid Vir-
tues), Deltsy (1872; Men of Affairs), Doktor
Tsibulka (1874), Kitai-gorod (1882), Na
ushcherbe (18go; On the Wane), Vasili Tyorkin
(1892), Pereval (189g4; The Summit), and
Tyaga (1898; The Flight).

With some talent for observing the shifting
currents of life and one of the first to appreci-
ate the new social trends in Russia, Boborykin
hardly tried to penetrate deeply and indeed
he remains as a novelist of a type that is rare
in Russian literature. He had no message to
convey, no doctrine to preach; he was simply
able to give a good picture of the world
around him and with this to hold the atten-
tion of the ordinary citizen of his own day.

See: S. Vengerov, Kritiko-biografichesky
slovar, IV (1895), 191-241; M. J. Olgin, 4 Guide
to Russian Literature (1920).

C. A. M.

Boelsche, Wilhelm (1861-1989, German critic,
editor, scientist, and novelist), was born in
Cologne. His life was devoted entirely to
literary and scientific activities. Boelsche was
one of the most active members of the natural-
istic group in Berlin, a member of the literary
club “Durch” (¢q.v.) and later a leader of the
literary group in Friedrichshagen, cofounder
of the socialistic Freie Volksbiihne, and editor
of the naturalistic journal Freie Biihne. A
scientist in his own right and a well-known
popularizer of contemporary scientific ideas,
Boelsche formulated and defended the natural-
istic position on questions of acsthetics and
Weltanschauung in various articles in the
Freie Biihne and wrote one of the important

documents of the period, Die naturwissen-

schaftlichen Grundlagen der Poesie: Prolego-
mena einer realistischen Aesthetik (1887). In
this he demands that modern literature ac-
cept science as its basis, and he analyzes the
meaning of science for the special problems of
literature. He further discusses in terms of
contemporary scientific hypotheses the prob-
lems of frcedom of will, immortality, and love
as they impinge on the literary portrayal of
the human being. Primary influences on his
thought are Darwin and Zola (q.v.). Typically
naturalistic are his demand that literature
seek vital contact with contemporary life, his
emphasis on the evolutionary nature of all
human activity, his belief in the influence of
heredity and environment, and his desire for
extreme objectivity of portrayal. In Hinter
der Weltstadt (1go1) he wrote an important
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account of the contemporary literary life in
Berlin and Friedrichshagen. His best-known
novel is Die Miltagsgittin (1891). His later
carcer was devoted largely to popular scien-
tific works, such as Das Licbesleben in der
Natur (1898-1902). As biographer he wrote
Heinrich Heine (1887) and edited the works
of several well-known literary and scientific
writers.
W. H. R.

Bohlau, Helene (1859-, German novelist and
writer of short stories), was born in Weimar
and there grew to maturity. In love with her
literary mentor, a much older man, she
followed him to Constantinople, where she
married him; her husband became a Moslem
under the name of Omar al Raschid Bey. Her
early days in Weimar, her flight to Constanti-
nople, and her subsequent idyllic life in the
Near East were the significant experiences
which shaped her work.

Her writings fall into two main groups, one
composed of light, gemiitlich, and often charm-
ing storics of Weimar in the time of Gocthe,
the other comprising “thesis novels” (and
Novellen), largely feminist in tendency. Of the
first group her Ratsmddelgeschichten (1888) is
the most successful example. The primary
theme of her more serious works is the prob-
lem of woman in a world dominated by men
(Das Recht der Mutter, 1897; Halbtier, 1899);
but with all her feminism, her male characters
are often sympathetically drawn. She pro-
claims the right of the unhappily married
individual to divorce (Im frischen Wasser,
1891). Isebies (1911) is an autobiographical
novel. Helene Bohlau’s novels are marked by
strong feeling and ethical nobility; they suffer
from a too obvious revealing of didactic pur-
pose, from sentimentality, and from the fact
that many of the problems which she discusses
are no longer of immediate interest. A collec-
tion of her works in six volumes appeared in
1915.

H. C. H.

Boito, Arrigo (1842-1918, Italian poet, mu-
sician, and librettist), was born in Padua. His
father, a good painter of miniatures, aban-
doned his wife, the Polish countess Giuseppina
Radolinska, when Arrigo was about 10 years
old and later was killed in a drunken brawl.
With the disintegration of his family, young
Boito was introduced to a life of want and
loneliness. These tragic episodes, however,
were mitigated by the companionship of his
brother Camillo, who became an eminent
architect, and by his mother’s intelligent
interest in his musical aptitude. Eager to
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foster this inclination, she went to live in
Milan, where she succeeded in having Arrigo
admitted to the Conservatory. While still
there he composed a cantata, Il quattro
giugno and a mystery, Le Sorelle d’Italia. The
lyrics of these two works were entirely Boito’s,
but the music was in part by Franco Faccio,
the poet’s inseparable friend. Recognition for
the successful presentation of these works at
the Conservatory came in the form of a re-
ward from Francesco De Sanctis (q.v.), then
minister of education, which financed a trip
abroad for the two young artists. In Paris they
made the acquaintance of Rossini, Verdi, and
Berlioz. The atmosphere was charged with the
new theories and activities of the Parnassians,
realists, and impressionists. It was natural for
Boito, who had already shown a penchant for
unorthodox phrase and defiant tone in his first
works, to identify himself with this world.
After Paris, Boito proceeded to Mystki, Poland,
where he met his Polish relatives, and from
there to Germany, Belgium, and England. He
returned to Milan an avowed enemy of all
that was smug and materialistic in the literary
and musical world of Italy. An admirer of
Goethe, Beethoven, and Wagner (q.v.), he
hoped to infuse new life into Italian poetry by
following the pattern of Germanic romantic
poetry: the fusion of verse and music. But his
real idols were Hugo and Baudelaire (q.v.).
Boito never in fact realized his noble inten-
tion of lifting Italian literature from its low
estate, although he did succeed in introducing
new harmonies in Italian music. Like most of
the scapigliati, a group of eccentric and ultra-
romantic writers of the 1860’s, he lacked the
spiritual insight and creative spark to produce
a genuine poetic work. Boito was essentially a
virtuoso of rhyme and rhythm, an able crafts-
man of supple, musical verse. Having led
everyone to expect great things of him, Boito
worked feverishly in a variety of genres: he
translated Polish works, musical dramas of
Wagner, and Weber’s Freischutz; wrote critical
articles on music, painting, and sculpture; and,
with Emilio Praga, produced a satiric comedy,
Le Madri galanti (1863). Praga and he also
revived the Figaro, a critical and polemic re-
view. But the masterpiece never emerged. In-
stead he only succeeded in presenting his
problem, the eternal struggle of good and evil,
against a weird and fantastic background,
peopling his world with strange and morbid
characters and flooding the whole with sono-
rous verses. Such features appear in Re Orso
(1865), a dramatic legend and his first major
work, and to a lesser degree in the more
personal Libro dei versi (1877), and in Ero e
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Leandro (1879), music by Bottesini; La Gio-
conda (1876), music by Ponchielli; and in other
librettos: Pier Luigi Farnese (18q1), music by
Palumbo; La Falce (1875), music by Catalani;
and Amleto (1865), music by Franco Faccio. In
Otello (1887) and Falstaff (1893), music by
Verdi, his vivid imagination appears more
disciplined, inspired and also restrained no
doubt by Shakespeare’'s art. It was lack of
restraint which caused his original Mefistofele,
first presented at Milan in 1868, to fail
dismally. However, in 1875, abridged and
modified, this same opera was generously and
warmly applauded at Bologna.

The work upon which Boito lavished many
years of thought and effort was the dramatic
poem Nerone (19o1), which he himsell set to
music. As an opera, it was first presented at
La Scala on May 1, 1924, under the direction
of Arturo Toscanini. Even this work, which
represents both the fruit of a youthful inspira-
tion and mature art, is replete with mystery
and ritual, fanfare and pageantry, morbid pas-
sions and macabre scenes, depraved and cynical
characters. Yet, although this work fails to
satisfy and convince, it is somewhat redeemed
by the portrayal of the simple, firm faith of
the Christian Fanuel and the deep humanity
of Rubria.

See: F. Ballo, Arrigo Boito (1938).

P.P. M.

Bojer, Johan (1872-, Norwegian novelist and
dramatist), a native of Orkdalsgren, ncar
Trondheim, won an international circle of
readers by presenting the problems of early
2oth-century Norway in entertaining fictional
form. He cstablished himself in Norway with
Et folketog (1896; A Procession), in France
and Italy with Troens magt (1903, The Power
of Faith; Eng. tr., The Power of a Lie, 1908),
in England and America with Den store
hunger (1916; Eng. tr.,, The Great Hunger,
1918). These works revolved around rather
simple themes, e.g., that many politicians are
rascals, that idealists are often sclf-deceiving
cgoists, and that material success docs not of
itself bring happiness. But they were widely
acclaimed, even by such prominent and
various writers as Brandes, Rolland (gqq.v.),
Tagore, Galsworthy, and Hergesheimer, who
found Bojer stimulating and praised him for
his realism, his vigorous style, and his origi-
nal ideas. Norwegian critics, however, refused
to recognize him as a major writer, on the
grounds that his ideas interfered with his
art, his characters were insufficiently moti-
vated, and his style lacked artistic cultivation.
They were won over to a somewhat grudging
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admiration only by his epics of folk life, Den
siste viking (1921; Eng. tr., Last of the Vi-
kings, 1923), which dealt with the Lofoten
fishermen, and Folk ved sjpen (1929; Eng. tr.,
Folk by the Sea, American title, The Everlast-
ing Struggle, both 1931), a story of the poverty-
stricken tenants among whom Bojer spent his
boyhood. These works, along with some of
his fairy tales and the fantasia entitled
Fangen som sang (1913; Eng. tr., The Prisoner
Who Sang, 1924), certainly seem to show the
best promise of enduring value.

Within his own generation Bojer’s grasp on
his public was predicated on the immediacy
of his writing to the problems that agitated
the civilized world. Nowhere else outside the
public press could one find so detailed and
entertaining a panorama of all the surface
aspects of Norwegian life through a genera-
tion of pre-war and post-war adjustment.
Practically every major event and cvery topic
of discussion between 18go and 1925 turns up
here: the status of women, the relation of
labor and capital, the return to the soil,
national defense, munitions manufacture, war
profiteering, and many others. The characters
in his books (in contrast, e.g., to those of
Hamsun, g.v.) are such as one might conceiv-
ably have met in the rapidly advancing Nor-
way of that day, a generation of hard-working
and progressive people (the engineer is Bojer’s
favorite character), national and enthusiastic,
liberal and somewhat inclined to overopti-
mism about the future. This purely sociologi-
cal value of his writings is fortified by a
remarkable skill of observation, which en-
ables him to reproduce creatively the
manners and mannerisms of real people, with
their quips and anccdotes, their foibles and

self-deceptions, as well as their unconscious |

heroisms. He does not delve deeply into the
mechanism of their being, but marches them
firmly along toward a dramatic dénouement.
The ideas which he advocates through them
are never profound, for his views are practi-
cally a baromcter of liberal bourgeois opinion
in his day; he is the mouthpiece of an ideal-
istic individualism which already secms
quaintly old-fashioned. It is easy to see the
many influences that have played on his
thinking—the ethical idealism of Ibsen (q.v.),
the national and religious liberalism of
Bjoérnson (q.v.), the poetic exaltation of Victor
Hugo, the realistic techniques of Zola and
Maupessant (qq.v.). He lacks the colossal
vigor of these men, and his brew is to some
extent a dilution of their doctrines. He lacks
those mighty swings of the pendulum that
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terrify, bewitch, and inspire. His appeal lies
in his humanism, his kindliness, and that
undogmatic religion which fills his best char-
acters with an abiding faith in the glory of
hard work and the mysterious power of love.

Sce: Carl Gad, Johan Bojer, the Man and
His Works (1920); A. W. Porterficld, “America
Reads Johan Bojer,” American-Scandinavian
Review, 1X (1921), 477-481; H. P. Lodrup,
“Johan Bojer,” American-Scandinavian Re-
view, XIV (1926), 207-217; O. E. Rolvaag,
“When a Novelist Is in a Hurry,” Scandi-
navian Studies and Notes, 1X (1926-1927),
61-67; P. G. La Chesnais, Johan Bojer (1930,
in French; Norwegian tr., 1932).

E. H.

Bolsche, Wilhelm, see Boelsche.

Bonilla y San Martin, Adolfo (1875-1926,
Spanish critic and literary historian), was born
at Madrid, where he spent most of his active
life as a writer, university professor, acade-
mician, lawyer, and counselor of the stock
exchange. He lived in an apartment com-
pletely choked with books which surrounded
him on all sides as he sat at his diminutive
table, making his vast frame seem doubly
large. His learning was matched by an amaz-
ing memory, both being commensurate with
the numberless volumes among which he had
the habit of writing until early morning hours.
His gifts bore a worthy comparison with
those of his famous teacher Marcelino
Menéndez y Pelayo (q.w.), whose favorite
disciple he was and in whose inspiring com-
pany he frequently spent many hours up to
the time of Men¢ndez y Pelayo’s death.

He was professor of philosophy at the Uni-
versity of Madrid, and his most enduring
work is to be found in that field. Sound and
original are Luis Vives y la filosofia del
renacimiento (1908), Historia de la filosofia
espaiiola (2 vols., 1908-1911; unfinished), E!
Codigo de Hammurabi y otros estudios de
historia y filosofia juridicas (190g), and Fer-
nando de Cdordoba (r425-1486?) y los origenes
del renacimiento filosdfico en Espatia (1911).
While still a student of the law he published
Concepto y teoria del derecho (1897); many
legal investigations subsequently appeared,
such as Derecho mercantil espariol (1904) and
Dereclio  bursdtil (1924; with D. Emilio
Miiiana).

In emulation of the vast literary labors of
his maestro Menéndez y Pelayo, he edited,
with commentaries, a number of Spanish
classics. Some of these editions are of service
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as class texts and all of them reveal, in specific
elucidations, his extensive unmatched infor-
mation in the culture of his country. The
most noteworthy are his definitive edition
(1910) of Luis Vélez de Guevara's El diablo
cojuelo and Cldsicos de la literatura espatiola
(12 vols, 1915-1917). He was also coeditor,
with R. Schevill, of Obras completas de Cer-
vantes (18 vols., 1914-1941); 12 volumes were
completed at the time of his death. Two
admirable studies may conclude this abbrevi-
ated list, La vida corporativa de los estu-
diantes espaiioles en sus relaciones con la
historia de las universidades (1914) and Las
bacantes, o del origen del teatro (1921).

Bonilla traveled to the United States twice,
in 1916 and in 1924, lecturing on Spanish
literature at various American universities.
Two long sojourns were devoted to courses
given at the University of California. He was
always greatly respected as a forceful teacher
and attracted students by the readiness with
which he gave to everyone his time and his
unstinted kindly encouragement, he himsclf
being the exemplar of a tireless and devoted
worker in the field of Spanish literature and
history.

See: ]J. Puyol y Alonso, Adolfo Bonilla y
San Martin; su vida y sus obras (1927).

R. S.

Bonsels, Waldemar (1881-, German novelist,
poct, and playwright), was born near Ham-
burg and wandered over Europe, Egypt, India,
and much of the Western Hemisphere before
finally settling in Ambach on Lake Starnberg.
His Indienfahrt (written in 1912 but not pub-
lished until 1916; Eng. tr., An Indian Journey,
1928) gave to the German public a new kind of
travel literature; in a fcw simple and lyrically
conceived incidents he characterized India, the
poverty of its humanity, the lush extravagance
of nature. Impressions of the Americas were
set forth in two later books, Brasilianische
Tage und Ndichte (with A. von Dungern, 1931)
and Der Reiter in der Wiiste; eine Ameri-
kafahrt (1935).

Bonsel’s exceeding popularity rests, how-
ever, upon one book in particular, Die Biene
Maja (1912; Eng. tr.,, Maya, 1922). In this tale,
in which the creatures of nature are dis-
armingly endowed with the most pleasing
aspects of human intelligence and emotions,
he elaborates an incredibly sentimental gospel
of love for nature, for a vaguely conceived
God, and for his fellow beings. Three further
tales in the same manner (Das Anjekind, 1913,
Eng. tr., Angel-Child, 1926; Himmelsvolk,
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1915, Eng. tr., Heavenfolk, 1924; Mario und
die Tiers, 1927, Eng. tr., Adventures of Mario,
1930) proved to be almost equally popular
with a certain public indifferent to the irre-
sponsible and florid qualities of the prose of
this minor author. The struggle and scarch for
God and pleasure are enlarged in his “Vaga-
bundentrilogie,” Menschenwege (1918), Eros
und die Evangelien (1920), and Narren und
Helden (1923; Eng. tr., of the trilogy, Notes of
a Vagabond, 1931). Even in such early
“minutiae” as Ave Vita (1908, later appearing
as Leben, ich griisse Dich!), Der letzte Friihling
(rgogp), Blut (1gos), and the Faust-like Don
Juan (1919) and in the later Mario und Gisele
(1930), the theme is an indistinct sort of
exuberant love. More attractive and of greater
apparent promise are his earlicst books, Der
tiefste Traum (1911) and Wartalun (1911), in
which the supernatural and German folk
themes are happily fused.

See: Fritz Adler, Waldemar Bonsels: Sein
Weltbild und seine Gestalten (1925); Bonsels,
Tage der Kindheit (1931); C. R. Goedsche,
“Bonsels’ Indienfahrt, a ‘I'ravel Book as a
Work of Art,” Monatshefte fiir deutschen
Unterricht, XXVII (1935), 81-87.

V. L.

Bontempelli, Massimo (1884~, Italian novel-
ist), born in the city of Como, has had an
extremely varied literary career. In his carly
days a tcacher in secondary schools, he was a
writer in the academic tradition—ZEgloghe
(1904), Settenari e sonelti (1910), and Odi
(1910) . There is even a tragedy, Costanza
(1905), included in the production of this early
period, which, as critics have noted, had a
Carduccian flavor. Indeced like Carducci (q.v.)
he edited texts for classroom use. At about the
same time that he turned from teaching to
journalism his artistic outlook underwent a
revolutionary change, and he became a convert
to futurism. As a journalist Bontempelli had
a career of considcrable distinction, serving at
various times on the staff of the Piccolo and
the Mondo and directing the Cronaca letteraria
of Florence and the Fieramosca. Though he
did not long remain faithful to the exaggera-
tions of futurismo, this movement has left its
mark on his work, and it is reasonable to say
that the odd combination of the scholar and
the advance guard experimentalist is what
gives his books their peculiar charm and vi-
tality. His style is sober and severe, natural,
effortless, and eminently readable. His topics
or plots, if they may be called that, are the
most bizarre imaginable. In this combination
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of logic and eccentricity he has much in
common with Pirandello (q.v.) and some of
the grotteschi, but he is too original and
individual to be classed as a member of any
school.

Bontempelli is extremely intelligent and
ironical, and his work has for the most part a
purely intellectual appeal. It is hard to call to
mind a really human character in all his novels
and stories. On the other hand his comments
on life and society in such volumes as Sette
Savi (1912) or La Vita intensa (1919) are pene-
trating and arresting, and the characters and
plots sufficiently well put together to give
point to the underlying thesis. There is a
certain restlessness in Bontempelli’s art, as in-
deed one might expect from his checkered
career, and this restlessness found its clearest
expression as well as its most sympathetic
audience in the 20’s. In that period of post-war
uncertainty and readjustment Bontempelli was
at the height of his powers. La Vita operosa
(1920), Viaggi e scoperti (1922), and Eva
ultima (1923), in addition to the titles men-
tioned above, may be considered as represent-
ing the best of his work. Later works of note
are La Vita e la morte di Adria e dei suoi
figli (1930) and Il Figlio di due madri (1933).
Bontempelli has achieved a recognized emi-
nence among contemporary writers; among
other distinctions he is a member of the Italian
Academy.

See: R. Serra, Le Lettere (1914), pp. 94-95:
G. A. Borgese, Tempo di edificare (1923), pp.
127-128; G. Antonini, Il Romanzo contem-
poraneo in Italia (1928), pp. 194-204; P.
Pancrazi, Scrittori italiani del mnovecento
(1934), pp. 102-107.

T. G. B.

Borchardt, Rudolf (1877-1945, German poet,
essayist, historian), was born in Konigsberg, of
a Jewish family which had been Protestant for
some generations and had settled in East
Prussia. At Berlin, Bonn, and Géttingen he
studied the classics; after 19go4 he lived in
Italy, chiefly near Lucca or Pistoia, with the
exception of short periods in Germany and the
years of the First World War, in which he took
part. His few publications before 1918 and the
lectures which he gave during later years
aroused passionate interest and opposition.
Borchardt is a poet of high aim, a philologist
and historian of genius gifted with the power
of evoking the great past, a “revolutionary
consefvative,” a violent fighter generous in
love and hate, combining strongly nationalistic
tendencies with a rare intuitive sense and an
unusual knowledge of the European heritage,

104

a volcanic personality. And such is his work—
lava and flame. His style, with its sharp out-
lines, its Latin periods quivering with passion,
its wide historical vistas, has a poetry of its
own, heroic and scornful. He is highly indi-
vidual, even when he seems closest to great
models—as if, through their touch and
medium, he won access to his deepest sclf. His
anthologies (Deutsche Denkreden, 1925; Ewiger
Vorrat deutscher Poesie, 1926; Der Deutsche in
der Landschaft, 1927) form an integral part of
his work. His translations were born from his
vision of the past, of the medieval period as
well as of the Greek middle ages. They range
from Tacitus’ Germania (1914) and Hartmann
von Aue's Armer Heinrich (1925) to the
Homeric Hymns (Altionische Gotlerlieder,
1924) and to Pindar (Pindarische Gedichte,
1930; one of Borchardt’s supreme achieve-
ments); from Landor’s prose (Imagindre
Unterhaltungen, 1923) and Swinburne’s verse
(Englische Dichter, 19g36—Borchardt in his
youth was steeped in English literature) to old
Provence (Die grossen Trobadors, 1924) and to
Dante’s Vita nuova (1922) and the whole of the
Commedia (Dante deutsch, 19g30—the work of
decades). For Dante he created a poetical
language of his own, a historically unrealized
stage between the German of the Middle Ages
and the later language—an undertaking in a
way analogous to Doughty’s in Arabia Deserta,
isolated, daring, and grand.

Most of these translations as well as the
anthologies are followed by essays which shed
new light on their subjects. Borchardt has
given a new interpretation to Dante and his
epoch (Epilegomena zu Dante I: Einleitung
in die Vita nova, 1923; Pisa, 1938). Some of his
prose will stand the test of time: Das Gesprich
tiber Formen und Platons Lysis deutsch (19o3);
Rede iiber Hofmannsthal (1907), a fragment;
Der Krieg und die deutsche Selbsteinkehr
(1915); Der Krieg und die deutsche Verant-
wortung (1916); Prosa 1 (1920); Gartenphan-
tasie (1925); Handlungen und Abhandlungen
(1928); Die Aufgaben der Zeit gegentiber der
Literatur (1929); Fiihrung (1931); Deulsche
Reisende, deutsches Schicksal (1932); Schriften
I, 11 (1934, 1935).

Of his poetry and fiction, up to now only a
part is known: short plays (Krippenspiel, 1922;
Die geliebte Kleinigkeit, 1923); prologues of
tragic import (Die Pipslin Jutta I: Verkiin-
digung, 1920; Staufer I: Alpeniibergang, 1986);
a comedy (Pamela, 1934); novelas and a novel
in contemporary setting, of mannered density
(Das hoffnungslose Geschlecht, 1929; Verein-
igung durch den Feind hindurch, 1987); tales
—some in verse (Die halbgerettete Seele, 1920;
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Poetische Erzihlungen, 1923; Der ruhende
Herakles, 1924). One of these tales, “Der
Durant,” published as a fragment, is perhaps
he only legitimate continuation of the German
medieval epic, remarkable for its somber force.
On this tale and on some of his lyrics of love
and of despair (Jugendgedichte, 1913; Die
Schipfung aus Liebe, 1923; Vermischte Ge-
dichte, 1924) Borchardt’s significance as a poet
may be said to rest securely. His poetry as
well as the rest of his work—unlike that of
iny other writer in tone—is at times of highest
rank. An anthology of his verse and prose,
dusgewdhlte Werke 1900-1918, was published
in 1925.

Sce: J. Nadler, “Von Bodmer zu Borchardt,”
Wissen und Leben, 1924, pp. 883-892; J.
Nadler, Literaturgeschichte der deutschen
Stimme und Landschaften, Bd. 4 (1928), pp.
730-732; J. Hofmiller, “Borchardts deutscher
Dante,” Corona, 1932, pp. 246-263.

H. St

Bordeaux, Henry (1870, French novelist and
rritic), has been a very prolific writer, follow-
ng resolutely in the steps of such Roman
Catholic authors as Vogiié, Bourget, and
Bruneti¢re (qq.v.). He was born at Thonon-
es-Bains, Haute-Savoie, of an old and dis-
inguished family of magistrates. Although he
‘emained all his life a devoted son of his
yrovince, he has spent most of his life in Paris,
vhere he had come early to study law. He
>ublished reminiscences of his carcer as a
awyer in Carnet d’un stagiaire (1911).

He has written all through his career an
ibundance of essays along the most diverse
ines—Ames modernes (1895), Les Ecrivains et
'es mceurs (three series, 1897-1902), Vies
ntimes (1904). He has composed monographs,
»ooks for the young, animal stories. But he is
nost likely to be remembered as a writer of
iction. A historical novel, Jeanne Michelin;
‘hronique du XVIlle si¢cle (1896), was soon
ollowed by a series of stories that proved
:xtremely successful with the general public,
wuch as La Peur de vivre (1902; Eng. tr., The
Fear of Living, 1913), Les Roquevillard (19o6;
Eng. tr., The Will to Live, 1915), Les Yeux qui
"ouvrent (1908; Eng. tr., The Awakening,
i1914), La Croisée des chemins (19og; Eng. tr.,
The Parting of the Ways, 1911), La Robe de
aine (1910; Eng. tr.,, The Woollen Dress, 1912),
La Neige sur les pas (1912; Eng. 1r.,
“ootprints beneath the Snow, 1g913). All
ire what may be called “family novels,”
~ith the setting in most cases in Savoy; they
1ave received high praise from some critics
ind very severe handling from others; there
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can be no question of their moral earnestness.

In 1914 Henry Bordeaux was mobilized,
serving as an infantry captain and then in the
Intelligence Department, at General Head-
quarters. He wrote moving and valuable books
on some of the events of these fateful years:
La Chanson de Vaux-Douaumont, I: Les
Derniers Jours du Fort de Vaux, 1I: Les
Captifs délivrés (1916-1917; Eng. tr., The Last
Days of Fort Vaux, March 9-June 7, 1916, 1917;
The Deliverance of the Captives, Douaumont-
Vaux, October 21-November 3, 1916, 191g); Le
Chevalier de l'air: Guynemer (1918; Eng. tr.,
Guynemer, Knight of the Air, 1018); La
Bataille devant Souville (1921); Le Maréchal
Fayolle (1921).

After the First World War, Bordeaux re-
sumed his carcer as a novelist, with such works
as La Résurrection de la chair (1920), Le
Fantéme de la Rue Michel Ange (1922), Va-
lombré (1929). Murder Party, ou Celle qui
n’était pas invitée (1931; Eng. tr., Murder
Party, 1981) has a title borrowed from the
American society game. In 1938 Bordeaux
signed his noth novel, Cendres chaudes. In
Montreal in 1942 La Sonate au clair de lune
was published. From his travels in the East,
between the two wars, he had brought back
Yamilé sous les cédres (1928; Eng. tr., The
Gardens of Omar, 1924). Bordeaux contributed
to many of the best-known periodicals of the
time, and from 1910 to 1921 he was dramatic
critic of the Revue hebdomadaire (sce his 4
vols., Vie au thédtre). He was elected to the
French Academy to succeced Jules Lemaitre
(q.v.) and officially received in 192o0.

See: Fidus, “M. Henry Bordeaux,” Revue
des deux mondes, May 15, 1920, pp. §12-331;
Jules Bertaut, Henry Bordeaux et son ceuvre

(1924).

A. Sz.

Borgese, Giuseppe Antonio (1882-, [talian
critic, novelist, and publicist), born near
Palermo, spent his early years in his native
Sicily and went to school until he was 18. He
then went to the University of Florence from
which he obtained his doctor’s degree in 1903,
submitting as his thesis a masterly Storia della
critica romantica in Italia (19o5). Borgese was
already closely bound in his intellectual de-
velopment to the method and thinking of
Croce (q.w.). This alliance, which after an
exchange of views was to grow into a progres-
sive, often controversial, relationship, keyed
much of his early work.

After a one-year teaching apprenticeship at
the University of Turin, Borgese went, in
1910, to the University of Rome, where he
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taught German literature for the following
seven years. During this period his character-
istic pace of intense creative activity was set.
He wrote with intuition and taste about litera-
ture and the arts (much of this criticism was
collected in the three-volume work La Vita e
il libro, 1910-1913). In 1917 he was called to
the University of Milan, first as professor of
German literature and then, after 1924, as pro-
fessor of aesthetics and literary criticism. He
held this chair until 1931, the year in which
he came to the United States. His activity in
creative literature had come to the fore with
Rubé (1921; Eng. tr., 1923), a novel highly
praised in Italy and abroad. Rubé, summariz-
ing an epoch, centered around its doomed
hero the passions of the First World War and
the catastrophe of the Armistice, foreboding
vaster ruins. He also wrote poems, plays, and
short stories (sce especially a collection of
storics, Il Pellegrino appassionato, 1933).

In 1917-1918, under Orlando’s premiership,
Borgese hecaded the Press and Propaganda
Bureau. His political awareness, which had
matured through sharply chastening percep-
tion of the pitfalls of demagogy as personified
in a former friend, D'Annunzio (q.v.), made
him recoil from Fascism. During the year
when Borgese was teaching and lecturing in
the United States, the Fascist oath was imposed
on members of the teaching profession. Un-
willing to sign and being abroad, he chose
exile for the duration of a regime he abomi-
nated.

Beginning in 1931 Borgese has taught at the
University of California; the New School for
Social Rescarch, New York City; Smith
College. Since 1936 he has been at the Uni-
versity of Chicago as professor of Italian
literature. When, in 1938, he became a citizen
of the United States, it mecant something more
to him than the casual assumption of a title,
a new degree; he accepted it as a sign or seal of
a new assignment in living. He felt his greatest
duty now was to function within the frame-
work of the new society in which he lived as a
writer—and in the new language. Goliath
(1987), The City of Man (1940; with Thomas
Mann, Lewis Mumford, et al.), and Common
Cause (1943) constitute a valid contribution of
material prepared for the well-informed non-
specialist in America.

Integration or Unity—or, as Borgese puts
it, “Syntax”—beyond and against a transitional
era ot fragmentarism and decadence is his
leading thought or idée maitresse through all

the phases of his career. Since the very start’

he has rallied directly to De Sanctis's (q.v.)
example, merging the aesthetic analysis of a
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single poetic work with its interpretation as a
witness to history, and assigning to each its
place in the collective unfinished masterpiece
which Borgese calls the Bible of Humanity.
See: E. Roditi, “G. A. Borgese,” Sewanee
Review, L (1942), 57-68.
F. K.

Borsi, Giosue-Francesco (1888-1915, Italian
journalist and writer), was born in Leghorn,
in a Carduccian, anticlerical environment
typical of that time. His parents, Averardo
Borsi, later editor of the Telegrafo, and Ver-
diana Fabbri, were natives of Castagneto
Maremma, later known as Castagneto Car-
ducci. It is not surprising, therefore, that their
son became Carducci’s (¢.v.) godchild and that
he was named Giosue (Joshua) in honor of his
godfather, and not in honor of Moses’ suc-
cessor. Neither is it surprising, since Borsi’s
father was an ardent anticlerical while his
mother was a fervent Catholic, that the name
of the recalcitrant pagan-minded poet of the
Maremma was coupled with that of the docile
Seraphic poet of Assisi. After completing his
elementary and secondary education in Leg-
horn, Giosue, to please his father, matriculated
in the faculty of jurisprudence at the Uni-
versity of Pisa. He devoted more time, how-
ever, to his literary pursuits than to the study
of law and had some difficulty in qualifying
for a doctorate in jurisprudence.

As long as his father lived, Giosue led a
carefree, dissolute life. He frequented the
salons, where he was always welcome because
of his literary talent and personal charm. He
wrote well and recited even better. As one
would expect of a Carduccian disciple, he
took delight in classical artistry and in care-
fully wrought phraseology. This is evident in
writings like Primus Fons (poems published in
1907), and in the much admired Il Pappa e i
dindi (1922), a lyric written for his little
nephew’s birthday, in which there is an
apologia of the Italian language. Upon the
death of his father in December, 1910, Giosue
found himself burdened with manifold cares
and responsibilities, the weight of which was
augmented by the sorrow caused by the death
of his beloved sister, Laura, and of his little
nephew, Dino. It was during this period that
Borsi underwent the moral and religious crisis
recorded in his Confessioni a Ginlia (1915)
which, helped by the beautiful example of his
sweet, saintly mother, culminated in his return
to the practice of the faith of his baptism.
From this time on his writings are decidedly
spiritual. They differ from those prior to his
conversion not only in content, but also in
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style. There is no evidence of that fastidious-
ness of former years. Both in the Colloqui
(1916; Eng. tr., A Soldier’s Confidences with
God, 1918), and in his Lettere dal fronte
(1916), one is impressed by the sincerity of his
thoughts and the simplicity of his style. Less
than a year after his conversion, upon Italy’s
joining the Allies, Borsi enlisted in the Italian
army. Five months later, on November 10,
1915, he was killed at Zagora while leading his
men in a daring attack. His heroic death and
his startling conversion gave to Borsi's writings
a popularity which, under ordinary circum
stances, they hardly would have attained.

See: Gustave Cantini, Giosue Borsi; nuova
biografia (1938).

S. M.S. M.

Botelho, Abel Acicio de Almeida (1854-1917,
Portuguese novelist), was born in Taboaco,
Beira Alta. He first followed a military career;
later he turned to politics and subsequently
to diplomacy. Under the republic (1910) he
was appointed ambassador to Argentina,
where he died. He began his literary carecr
as a journalist; he tried poetry and the
drama, without much success, and finally the
novel, in which he embraced the Zolaesque
realism (see Zola) initiated by Eca de Queiroz
(q-v.). His first novelistic works are found in
a compilation of stories, Mulheres da Beira
(1885-1896; Women of Beira), in which,
despite the still romantic character of the
themes, already the technical process and the
serenity of vision presage the realist. His
predominantly visual temperament, his great
powers of observation, and his talents as a
painter of landscapes are revealed brilliantly
in one of the stories, “Corrida de touros no
Sabugal” (Bullfight in Sabugal). But the
novelistic work to which he owes his fame is
the series Patologia social, which begins with
O bardo de Lavos (1891; The Baron of Lavos).
In the preface he explains the psychological
basis of the work: the normal personality is
a result of balance between thought, senti-
ment, and will; when any one of these pre-
dominates, a psychological case appears. Each
novel proposes to exemplify a special case of
disorder, in characters where this derives
from a physiological-sexual determinism, from
a carnal fatalism. Within this monism all of
his work, which reached the extremes of
descriptive naturalism, is developed—and
limited. O livro de Alda (1898; The Book of
Alda), Amanha (19o2; Tomorrow), and Os
ldzaros (19o4; The Lepers) form a part of the
Patologia, which shocked the public in its
time. His style, showing great linguistic rich-
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ness, is elaborated with medical neologisms.
His powers of observation make him a
minutely precise painter of attitudes and
gestures, and he showed a remarkable feeling
for color.

See: F. de Figueiredo, “Abel Botelho,” in
Historia da literatura realista, 1924 ed., pp.
214-218.

E. G. D.

Bourdet, Edouard (1887-, French dramatist),
was born in Saint-Germain-en-Laye, Scine-et-
Oise. When still a very young man he wrote a
light comedy, Le Rubicon (1910), which estab-
lished him as a master in the genre. Antoine
(q.v.) expressed his amazement that a beginner
should possess such sure touch and also praised
Bourdet for his power of observation. For the
next 10 years Bourdet was not heard from.
Hc came before the public again in 1920 with
La Cage ouverte, followed in 1922 by L’Heure
du berger and in 1924 by L’Homme enchainé.
In 1926 he gained general recognition with La
Prisonniére (Eng. tr., The Captive, 1926). Vient
de paraitre (1928) added to his renown. Le
Sexe faible, produced in 1930 (Eng. tr., The
Sex Fable, 1931), enjoyed an exceptionally
long run, as did La Fleur des pois (1932), Les
Temps difficiles (1934), and Margot (1935).

Bourdet is one of the principal contemporary
exponents of the comedy of manners. His
plays are satirical; the author, without ever
losing his tolerant smile, mercilessly exposes
the follies and foibles of the society of his day.
His work is a gallery of the vices of the time, a
clever mixture of fact and satire, which com-
bines the daring of a very personal autobi-
ographer and the prudence of the moralist.

See: F. Porché, “Edouard Bourdet,” Revue
de Paris, Année XLIV (1937), Tome V, pp.
217-228.

P. B.

Bourget, Paul (1852-1935, French novelist and
critic), was born at Amiens. He was educated
first at the Lycée of Clermont-Ferrand and
later, in Paris, at the Lycée Louis-le-Grand
and at the Ecole des Hautes Etudes. He began
writing poetry, and in 1875 was published La
Vie inquiéte, a book of verse, followed by Edel
(1877) and Les Aveux (1882). Meanwhile he
was earning a living by contributing articles to
newspapers. A series of essays, written for the
Nouvelle Revue, published under the titles
Essais de psychologie contemporaine (1883)
and Nouveaux Essais de psychologie con-
temporaine (1885), attracted the attention of
the literary world, for those studies marked
a new departure in criticism. Adopting
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Taine's dictum that literature is a “living
psychology,” Bourget made a searching analy-
sis of the mental and moral characteristics of
certain writers who belonged to the generation
preceding his own, and tricd to determine to
what degree they were responsible for the
pessimism which he found everywhere around
him. This approach to literature appeared so
illuminating that the author was immediately
rated as the most original critic since Sainte-
Beuve.

But Bourget wanted above all to become a
novelist, and he judiciously chose the genre
which best permitted the application of his
gift of analysis to the study of real life—the
psychological novel. His first attempt, L’Irré-
parable, appeared in 1884. Cruelle Enigme
(1885), André Cornélis (1887), Mensonges
(1887), came next. In these works Bourget not
only revived a kind of fiction which is
specifically French, but gave it a new form; a
minute analysis of human feelings was his
chief aim. The author applied the method of
precise investigation that had made his Essais
so convincing, and met the tastes of a gen-
eration brought up under the unchallenged
domination of realism. Bourget selected as the
object of his dissection the wealthy parvenus
who were the waifs left behind by the Second
Empire. It was not a world in which love can
be presented under its innocent aspects. But
behind the painter of rather objectionable
situations there lurked a stern moralist con-
vinced that “psychology is to ethics what
anatomy is to therapeutics.” This moralist
came out openly in the next novel, Le Disciple
(1889), an earnest indictment of the determin
istic theory. In the preface the author empha-
sized the lesson he wanted to impart. Assert-
ing that the spiritual values are the important
thing in life, he beseeched the youth of his
time to shun scientific epicurism, a sure road
to immorality. Henceforth the ethical note
could be heard more distinctly, and Bourget
still further enlarged the scope of his novels
when he discovered that man, so far the chief
object of his interest, cannot be dissociated
from the social structure of which he forms a
part. This conception found expression in
Cosmopolis (1893), in which a love story is
subservient to a denunciation of cosmop-
olitism. The political discussions which were
the aftermath of the Dreyfus case accelerated
Bourget’s advance towards the social novel. He
became convinced that the only remedy for
the' moral discases under which civilization
labored was for his country a return to its
ancient tradition. He therefore recommended
the rehabilitation of an aristocracy, on the
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model of the English nobility, hereditary but
constantly rejuvenated by the admission of
men of merit, and a revival of the pristine
religion of France. Nearly all the novels he
wrote after 1900, L’Etape (1902), Un Divorce
(1904), L’Emigré (1907), present different
aspects of this belief. In Le Sens de la mort
(1915), Caeur pensif ne sait on il va (1924),
Nos actes nous suivent (2 vols., 1927), and
others he turned his attention to the moral
and social problems raised by the First World
War.

Bourget wrote also a great number of
nouvelles. The 22 volumes in which they have
been collected exhibit the author’s versatility.
Bourget has tried all kinds of short stories,
from a simple anecdote offhandedly told to a
story leisurely unfolded by means of a com-
plicated plot. The variety of subjects in such
volumes as Pastels (1889), Complications senti-
mentales (1898), Drames de famille (1900), Les
Détours du ceeur (19o8), Anomalies (1920)—to
give only a few titles—baffles classification.
Bourget’s best short stories reach a degree of
excellence that has rarely been surpassed.

With La Barricade (1910) and Le Tribun
(1911) Bourget tried his hand at the drama.
As their subtitles indicate, these plays are
“chronicles” of the years 1910-1911, and they
evoke the politico-social atmosphere of that
period. A survey of this author’s achievements
would not be complete without mention of a
more graceful side of his talent. Bourget was
an indefatigable traveler, and he has related
some of his wanderings in Etudes anglaises
(1889), in Sensations d’ltalie (1891)—probably
the best—and in Outre-mer (2 vols., 18gs),
which is the journal of a tour in the United
States.

Few writers have been successful in so many
fields of literature, Bourget has a shrine of
his own in the pantheon of French criticism.
His place in fiction is also assured. In his life-
time he was passionately discussed; caught in
the maelstrom of the political dissensions
which divided public opinion during the
period 1894-1914, to some he became an idol
or a prophet, for others he served as a butt
for detraction. His intellectual qualities, how-
ever—his keenness of mind, his insight into
the hidden motives of human actions, the
lucidity of his reasoning power, the deftness
with which he handled the most complicated
plots—have generally been recognized. Bourget
had not the vitalizing imagination of Balzac,
his chief model; but the minute accuracy of
his observation, the sincerity with which he
reported his findings, combine to make his
works invaluable documents in which future
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students of manners will find a faithful image
of French society between the War of 1870
and the Second World War.

See: Giraud, Paul Bourget (1934); A.
Feuillerat, Paul Bourget; histoire d’un esprit
sous la I1le République (1987).

A. F.

Boutclleau, Jacques, see Chardonne, Jacques.

Boutens, Pieter Cornelis (1870-1943, Dutch
poet), was born in the city of Middelburg, on
the island of Walcheren. He studied classical
philology at the University of Utrecht, taught
Latin and Greek for some years at Noorthey,
a boys’ preparatory school at Voorschoten, not
far from Leiden, and settled down at The
Hague, in the first decade of this century, for
a quiet bachelor life of study and poetic crea-
tion. He counts among the great poets—some
consider him the greatest poet—of his genera-
tion. His first book of verse, entitled Verzen,
appeared in 1898, with an introduction by
Lodewijk van Deyssel (q.v.), then the leading
literary critic of Holland. Van Deyssel’s praise
brought Boutens immediate recognition. His
early poetry revealed a mood steeped in mel-
ancholy, a contemplative sadness which is
purged of all self-pity and despair by the poet’s
awareness of visible and invisible beauty and
by his gift of turning the seen into mcaningful
symbols of the unseen. This tendency likewise
pervades all his later work, which appeared at
regular intervals during the next four decades
—Praeludién (1902; Preludes), Stemmen (1907:
Voices), Vergeten Liedjes (1909; Forgotten
Meclodies), Carmina (1912; Songs), Lente-
maan (1916; Spring Moon), Liederen wvan
Isoude (1919; Songs of Isolda), Sonnetten
(1920; Sonnets), Zomerwolken (1922; Summer
Clouds), Bezonnen Verzen (1981; Thoughtful
Pocms), Honderd Hollandsche Kuwatrijnen
(1982; One Hundred Dutch Quatrains). He
was a deeply religious man, not of the church-
going type but keenly sensitive to the divine
and eternal beyond the everyday pagecantry,
and obsessed with a nostalgia for the real life
of which the actual is but a token. Hence
sorrow and death are his favorite themes, but
he sees them transfigured into images of light
and beauty.

The secret of his greatness is not merely in
this aesthetic revaluation of man’s existence.
He shares that tendency with other poets. He
was in addition past master in the handling
of his native language. Being a classical
scholar, he possessed an intimate knowledge of
ancient Greek literature. But he was equally
well read in German, French, and English
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poetry. Among the poets whom he admired
were Goethe and Novalis, Louise Labé and
Baudelaire (q.v.), Shelley and Dante Gabriel
Rossetti. His many publications include a
beautifully printed edition of the Euvres
complétes de Louise Labé Lionoize publices
par P. C. Boutens (1928). He had a retentive
memory for verse and could quote long pas-
sages from his favorite pocts. There is many a
line in his poetry that echoes a remembered
note of one of those earlier singers. Hence
many and various influences combined in the
training and development of this scholarly
and deeply artistic poet. Those memories of
foreign verse could not fail to leave their mark
upon his own poetic diction. He was a daring
innovator and often achieved effects that
startled the sensitive by their strange beauty
and baffled the unresponsive by their enigmatic
phrasing. But even when the sense is vaguely
guessed, the verse conveys its meaning by its
music. Boutens is the most melodious of
singers, and the melody is ever in tune with
the mood.

Even so, he never was widely popular. Only
his Beatrijs (1908), a modern version of a
medieval Dutch legend, met with nation-wide
acclaim and was reprinted g2 times in a period
of 25 years. When Queen Wilhelmina cele-
brated the 4oth anniversary of her inaugura-
tion, Boutens was asked by the government to
voice the nation’s feelings in a poem that was
to be distributed among the school children of
Holland. The choice of the eulogist was un-
fortunate. The children did not understand
the poet’s meaning. His tendency towards
enigmatic utterance incurred for him the
charge of living in an ivory tower. But those
who accused him of withdrawing from the
common life of his fellow men did not know
Boutens. He was neither blind nor indifferent
to the injustices of the social order, but being
a poet he had no better antidote to offer than
the beauty of his verse, which might touch
and comfort some of the victims of the social
disorder. Its evocation of the glories of the
Dutch landscape, of pasture, dune, and sea,
and clouded sky, must have given solace in the
past few years to thousands of Dutchmen who,
with Boutens, shared the pain and agony of
the Nazi terror. He did not live to see the hour
of liberation. He died, in the 72d year of his
life, at his home in The Hague, on March 23,
1943.

Sce: Oberman, “De hoofdgedachte bij
Boutens,” Onze Eeuw, November, 1919; A.
A. M. Stols, Bibliographie van Boutens’ werk
(1926-1980); H. Grierson, Two Dutch Poets
(1936), Taylorian Lecture; A. J. Barnouw,
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“Monthly Letter,” published by The Nether-
land-America Foundation, March, 1943.
A.J. B.

Boutroux, Emile (1845-1921, French phi-
losopher), born in Montrouge near Paris, for
30 years (1877-1907) a professor at the Sor-
bonne, and from 1912 a member of the French
Academy, was in a way the man of a single
but highly significant book. At a time (1874)
when the fortunes of Taine (q.v.), Spencer,
and Haeckel were at their apogee, his doctoral
dissertation, De la contingence des lois de la
nature (Eng. tr., The Contingency of the Laws
of Nature, 1916), conspicuously reversed the
current trend and established liberty, instead
of necessity, as the fundamental law of crea-
tion. This work was profoundly original in
that it preserved a critical attitude toward
pure metaphysics and adopted the methods of
positive science—only to deny that the uni-
verse could ever be reduced to mathematical
or mechanical unity. There are several worlds,
all of which enjoy a certain degree of auton-
omy. The lower spheres of matter condition
but do not produce the higher ones of the
spirit. Contingency is what defines this flexible
relationship. It spells liberty when the order
of things is considered from below, and har-
mony, or continuity, when the same order is
considered from above, i.e., from the point of
view of the divine will.

Fairly recognizable here is the inspiration
of Pascal, to whom Boutroux devoted an excel-
lent little book (Pascal, 19oo), and that of
Leibnitz, whose Monadology he prefaced and
translated (1880). A similar vein reappears in
his later essays, such as De l'idée de loi natu-
relle dans la science et la philosophie con-
temporaine (1895; Eng. tr., Natural Law in
Science and Philosophy, 1914) and Science et
religion dans la philosophie contemporaine
(1908; Eng. tr., Science & Religion in Con-
temporary Philosophy, 1909). Early and per-
sistent as it was, this challenge to determinism
had important repercussions. Boutroux shaped
in no small measure the ideas of a group of
mathematicians which included his own
brother-in-law, Henri Poincaré. Moreover,
despite a professed hostility to pragmatic
principles (e.g., in his William James, 1911,
Eng. tr,, 1912), he definitely foreshadowed the
advent of the doctrines of Bergsonism (sce
Bergson, Henri).

See: Léon Brunschvicg, “La Philosophie
d’Em:e Boutroux,” Revue de métaphysique et
de morale, XXIX (1922), 261-283; Mathieu
Schyns, La Philosophie d’Emile Boutroux
(1923); Lucy Shepard Crawford, The Phi-
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losophy of Emile Boutroux as Representative
of French Idealism in the Nineteenth Century
(1924); Raymond Thamin, “La Vie et les
travaux d’Emile Boutroux,” Revue inter-
nationale de l'enseignement, LXXXI (1927),
120145, 213 235.

J.-A. B.

Boy, pseud., see Zelenski, Tadeusz.

Boye, Karin (190oo-1941, Swedish poet, novel-
ist, and short-story writer), born in Goteborg
and who died, apparently a suicide, when she
was just past 40, was among the most original
and arresting of modern Swedish authors. As
a personality she was intent, moody, tautly
emotional, rigorously honest; as an artist she
was by instinct simple and direct, though her
subtle analytical temperament led her not
infrequently to employ literary-technical de-
vices which suggest certain strong affinities
with modern expressionistic trends in the
graphic arts. It was perhaps the rare combina-
tion of deep emotionalism and sharp critical
intelligence in the same artistic personality
that brought about the inner crisis which re-
sulted in her early death. Her last novel,
Kallocain (1941), reveals clearly enough that
she had come to look upon certain develop-
ments in modern life (particularly political
developments) with such passionate disil-
lusionment that she could not continue to live
in a world which at so many essential points
inevitably did violence to the deepest and
most sensitive of individual values. Her
carliest work, two volumes of poems entitled
Moln (1922; Clouds) and Glomda land (1924:
Forgotten Land), reveals a young poet of
undeniable technical skill, but one who is
inspired by what might seem to be a somewhat
overstrained youthful idealism. Her later
poetry, contained in the volumes Hdrdarna
(1927: Hearthstones) and Fér trddets skull
(1935; For the Sake of the Tree), maintains
with no essential change the austere, rigorous
idealism of her earlier verse, though this later
poetry has in it much more of the substance of
an immediate actual life, and it is moved by a
passionately warm feeling for mankind. That
which is most characteristic of her best poetry
is the note of a fine, dignified personal reserve
giving way to a vigorous humanitarianism
under the pressure of an overwhelming sense
of responsibility to a suffering mankind.
Besides her verse, Karin Boye has written
two volumes of short stories as well as five
novels. The spirit of high seriousness char-
acteristic of Karin Boye’s poetry is just as
centrally present in her prose fiction, and in
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the novels, in fact, her brooding analytical
preoccupations come into even sharper relief
than in most of her poetry. The novels of the
early 19g0's—Astarte (1931), Merit vaknar
(1933; Merit Awakens), and Kris (1934; Crisis)
—are strongly stylized and schematic in form,
in part because of the sharp focus on particular
moral and psychological problems typical of
these stories, in part because of the author’s
conscious effort to employ contemporary ex-
pressionistic literary techniques. The two later
novels, For lite (1936; Too Little) and
Kallocain, manage more successfully to avoid
the purely schematic and the abstract, telling
the central tale more naturally and directly,
though they, too, are concerned primarily
with psychological and moral problems of a
highly complex kind. Fér lite is a strangely
gripping tale which illustrates with probing,
moody power how a once promising literary
figure lives a weary shadow life of evasiveness
and frustration because of his inability to rise
creatively above the petty domestic fate which
is his. Kallocain is Karin Boye’s contribution
to the literature of flaming protest against
modern totalitarian politics, written at a time
when totalitarianism was everywhere victori

ous in Europe.
A. G

Boylesve, René (pseud. of René Tardiveau,
1867-1926, French novelist), took his pen name
from his mother’s family name. He was born
at La Haye-Descartes, in the chdteau country
of Touraine, and rarely has a writer’s work
shown greater debt to the region of his child-
hood and adolescent experience. Boylesve was
by temperament an aristocrat, by birth a
bourgeois familiar with peasant life. His work
expresses the several aspects of his complex,
enigmatic personality, but it is generally
agreed that his novels of provincial life in the
Touraine region are his major achievement.
All of these romans provinciaux draw directly
-upon the author’s reservoir of memories from
his solitary childhood (his mother died when
he was four) and his adolescence, spent in
Tours with aged grandparents save for an
interlude of study at ecclesiastical schools in
Poitiers. After a strict Catholic upbringing,
Boylesve went to Paris and enrolled in the
school of law at the University of Paris, pur-
suing his studies in rather dilatory fashion,
actively participating in the advance-guard
literary life of the capital. Of his early associa-
tion with the symbolist movement and such
experimental periodicals as the Revue blanche,
slight trace remains in Boylesve’s mature writ-
ing. Never a man of any school, he relied little
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on theory or credo and wrote out of his per-
sonal experience, though always with an
ineradicable discretion and objectivity. The
key to his literary point of view lies in his
epigraph to his best novel, La Becquée (19o1),
wherein he defines the novelist’s role as that
of the social historian of manners blended
with the insight of the poet. His first pub-
lished novel, Le Médecin des dames de Néans
(1896), reveals his great absorption with pro-
vincial manners and customs, but also dis-
closes a remarkably subtle lyric gift suggestive
of the emotional lucidity of Proust. This study
in frustration, of the triumph of mediocrity
over poetry, has an expansive lyrical style
which Boylesve later abandoned for a tone of
severe sobriety and classical restraint, largely
because of the merciless pruning of his work
by the editor of the Revue de Paris, Louis
Ganderax.

The provincial novels of Boylesve, as indced
all his work, proceed from studies of charac-
ter, usually of one dominant person whose life
involves others in ever widening circles of
experience. Plot counts for little, the develop-
ment spreading from the central character to
tableaux in which the painter’s technique
seems the basis of Boylesve’s composition.
Despite his love of music, his work shows lit-
tle of the modern thematic development and
the abandonment of linear treatment. In
La Becquée he portrays a strong woman de-
termined to preserve the family tradition and
the family property, despite the weaknesses or
capriciousness of the individual fledglings
under her wing. Austere, devoted to duty, in-
flexible where family interest clashes with
individual wish, she dies with no sense of real
victory, with only the knowledge that for a
time at least she has stemmed the tide of
individual disorder and chaos. Her mother-
bird protectiveness derives not from instinct
but from a long traditional consecration to
property and to the family. L’Enfant d la
balustrade (1903), a sequel to La Becquée, is
again a study of the pettiness and narrowness
of provincial life, in which even the strongest
characters are forced into compromise if they
wish to survive. The earlier Mademoiselle
Cloque (1899) is another instance of a study in
frustration, with an acid portrait of a church
quarrel in Tours, wherein the noble, idealistic
Mlle Cloque is defeated by the forces of
opportunism and hypocrisy. Related to these
in content is La Jeune Fille bien élevée (1909),
a mordant satire despite its suave presentation
of the values of small-town life, values in
which the tradition of a “‘good marriage” force
unhappiness on a profoundly emotional and
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gifted young girl. Madeleine jeune femme
(1912), a work crowned by the French Acad-
emy, to which Boylesve was elected in 1918, is
a sequel to La Jeune Fille bien élevée, con-
tinuing the unhappy Madeleine’s career in
the disturbed and changing Paris of the turn
of the century. Here again disillusion is the lot
of the heroine still in love with beauty, no-
bility, and love. Such disenchantment is the
almost unvarying mood of Boylesve, a mood
reinforced by his work in two other fields: the
charming, and licentious, series Les Lecons
d’amour dans un parc (1902, 1924, 1925) and
the novels of straight analysis, such as Mon
Amour (1908), one of the impressive diary
novels in the French language. This cou-
rageous, undramatic pessimism is tempered by
his poetic sensitivity, but the three factors of
a solitary childhood and adolescence largely
spent under feminine supervision, an ample
family legacy, and a wealthy marriage to a
socially inclined family all combine with
Boylesve’s native reserve and delicacy to make
his world one of limited, albeit intense, ex-
perience.

See: E. Gérard-Gailly, Notes sur René
Boylesve (1937); ‘] Voilquin, L’(Euvre de René
Boylesve (19388).

L. T.

Bracco, Roberto (1862~1943, Italian dramatist),
was born in Naples and lived almost con-
tinuously in that city, whose warm exuberance
he loved and personified. After attending local
secondary schools, he obtained a position in
the custom house and then drifted into
journalism. As a young rcporter he wrote
poems in Neapolitan dialect, sketches, and
short storics; he then became a musical and
dramatic critic—one of the best, indeed, of his
time in Italy—and endeavored, among other
things, to explain the somewhat exotic beauty,
to Italians, of Wagner and Ibsen. He con-
tributed abundantly to local newspapers, such
as the Corriere di Napoli, and also to the
Capitan Fracassa of Rome, then the outstand-
ing literary periodical, and later became the
editor of Napoli and Piccolo.

In 1923 he was elected deputy from Cam-
pania on the anti-Fascist ticket. Because he
upheld with honest tenacity his own convic-
tions and those of his electorate, he was dis-
missed in 1926 and subjected to repeated
persecution and assault; presentation of his
plays was forbidden, as well as the sale of his
books. He ended his life in poverty. He was
married late and had no children.

In 1887 he had been asked by the famous
Italian actor Ermete Novelli to write a curtain
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raiser; this casual request launched him into
the drama. At first he wrote merely short,
entertaining farces, such as Non fare ad
altri . . . (1886), Lui-lei-lui (1887), Un’dAvven-
tura di viaggio (1887). He soon saw the
opportunity, however, of portraying on a
larger and more serious scale the drama of
society. His first long play was Una Donna
(1893), followed by L’Infedele (1894). His
abundant and varied output totals one volume
of verse, three volumes of essays and lectures,
four of short stories, and a dozen volumes of
plays. He also wrote, in 1887, a libretto, Le
Disilluse. Many of his plays were translated
into several languages.

His drama is based on contemporary life.
At times he treated ordinary situations, such
as the well-worn triangle, and such social
problems as the rights of women and the new
claims of the laboring class in Italian de-
mocracy. But he also attacked more subtle and
even spiritual problems. He followed the tra-
dition which, developed by Ibsen (q.v.) and in
Italy by Giacosa and Butti (qq.v.), became
known as Teatro del pensiero or “Drama of
Ideas.” The main characteristic of this genre
was that it preferred to treat problems of the
spirit rather than of temporary customs o1
circumstances. Bracco, however, went much
farther and, in his later and best work, under-
took to delve into problems imbedded in the
subconsciousness of his characters. He did
this with the conviction that, very often,
human actions are based on motives so deep-
lying that the person most involved is un-
aware of them, and that, as he once said,
“Drama should be able to express the pro-
foundest and most occult vibrations of the
soul.” In his “Drama of the Subconscious,” he
treated, with poetic vision and profound
analysis, with an ever-warm compassion for
humanity, and with touches of humor, plays
of a quality that grip the average theatre
audience and that also have a new and subtle
technique.

This drama he developed gradually in a
series of works: Il Trionfo (1895), Tragedie
dell’anima (1899), La Piccola Fonte (1905), I
Fantasmi (1906), Il Piccolo Santo (1gog),
L’Amante lontano (1916), and I Pazzi (1922).
Of these, the first is somewhat experimental
and hardly convincing; the last, which was
Bracco’s favorite, presents a situation too
unusual to be generally appealing. Among the
others, La Piccola Fonte, the most imagi-
natively poetic, seems to oppose the selfish,
carnal, superman attitude of D’Annunzio’s
Gioconda. Il Piccolo Santo is Bracco's master-
piece and the most remarkable of his studies
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of the subconscious. In his “Nota” to this play
he gives a clear exposition of his intent and
method. Among his comedies, Il Frutto acerbo
(1904) is perhaps the most richly humorous,
with the farcical jocosity of so many of his
short stories.

The loftiness of his serious plays, his expert
familiarity with the stage, his understanding
of both the humor and the misery of life, and
the fact that he advanced Italian drama, with
both popular and literary success, towards new
interpretations of mysterious humanity place
Bracco at the very top among Italian drama-
tists of his time.

Sce: L. MacClintock, The Contemporary
Drama of Italy (1920); P. Parisi, Roberto
Bracco (1923); R. Altrocchi, “Bracco and the
Drama of the Subconscious,” North American
Review, CCXXIV (1927), 151-162. For a com-
plete list of his works see Bracco, Il Piccolo
Santo, ed. by R. Altrocchi and M. Bloch (1929).

R. AL

Braga, Alberto (1851-1911, Portuguese drama-
tist and short-story writer), was born in
Oporto. He scttled in Lisbon, where he be-
came secretary of the Instituto Industrial.
Such dramas as Irmad (Sister) and A4 estrada
de Damasco (The Road to Damascus) won
him but little fame. He is best known for his
contos, short stories and sketches which are
characterized by a simplicity of style and
theme. He chronicles, often in a nostalgic
fashion reminiscent of the Spaniard Antonio
de Trueba, episodes of the countryside of
northern Portugal. His mood is generally
melancholy and is hardly relieved by oc-
casional ventures in lighter vein. He possessed
definite artistic qualities which can readily
be seen in his Contos da minha lavra (1879;
Short Stories of My Own Making), Contos de
aldeia (1880; Village Storics), and Contos es-
colhidos (1892; Sclected Short Stories).

See: A. F. G. Bell, Portuguese Literature
(1922), pp. 325-326; F. de Figueircdo, His-
toria da literatura portuguesa, 2d ed. (1923),
pp- 280-231.

G.1.D.

Braga, Teoéfilo (Joaquim Teéfilo Fernandes)
(1848-1924, Portuguese literary critic and
historian, poet, and polemist), outstanding in
politics as the first head of the short-lived
Republic of 1910, lives on in literature as
one of the earliest humanitarian poets in
Portugal and the first man to have attempted
a systematic history of Portuguese literature.

Tedfilo Braga came from Ponta Delgada,
the little capital of the Azores. Although
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handicapped by poverty and the early death
of his mother, he possessed such energy and
capacity for work that he made his own way,
beginning as a printer’s devil. At that time
he adopted the name “Tedfilo,” after the
Faust-like clerk who had sold his soul to the
devil. In 1861 Braga went to Coimbra to
study. There he fell under the spcll of Antero
de Quental (q.v.), also from Ponta Delgada.
He became one of the brilliant young men
around Antcro who, imbued with the philoso-
phy of Hegel and Comte, proclaimed the
primacy of science and fought the older gen-
eration as ‘“ultraromantic.” During this
violent war of pens, called the *“Coimbra
question,” hot-blooded Braga, the pale
prodigy, who seemed to know everything at
the age of 20, attacked the meck but pre-
tentious poet Castilho savagcly, making many
enemics. He thus failed to obtain the pro-
fessorship he coveted at Coimbra and had to
content himself with a similar position in
Lisbon (1872). Further bad luck befell him
when his two children died a short time
apart and when he himsclf was struck with
blindness in his old age. Yet nothing could
break his spirit. On the eve of his death,
at the age of 81, he was still planning a
“philosophic history of Portugal” in 15
volumes.

Braga had two ambitions as a writer—to
fulfill the drcam of his elder friend Gomes
Monteiro by writing a complete and complex
history of Portuguese literature in g2 volumes
and to surpass Victor Hugo by composing a
gigantic epic on the progress of humankind.
Unaided, he battled against the odds of his
buoyant temperament and deficient educa-
tion, of poor or inaccessible source material,
and of the apathy reigning in the predomi-
nantly illiterate nation for which he labored.
Consumed with ambition and heedless of
friendly advice, he rushed one volume after
the other to the press, with the result that
honesty compelled him to revise his hasty
hypotheses time and again. Three times he
attempted a synthesis of Portuguese literature
according to Comte’s positivist system (1875,
1885, and 190g-1918). But whereas the pessi-
mism derived from German philosophy had
led him in 1870 to conclude that as an
“artificial” nation the Portuguese had never
had a truly national literature, he later (19og)
worked to refute this very idea, seeing in the
Portuguese language and literature moral
forces that kept the nation alive. Increasingly
dominated by an ardent nationalism, he tried
at all costs to link the present-day Portuguese
to the ancient Lusitanians and considered it
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the task of the arts, literature, politics, and
even of science to make Portugal conscious of
her racial heritage, her “lusismo.” The latest
versions of his theories on ‘“lusismo,” on
Portuguese lyrics, the Mozarabs, the Amadis
novel, the personality of Gil Vicente, may be
found in Histdria da literatura portuguesa (2
vols., 19og-1914; History of Portuguese Liter-
ature) and its continuations, Os seiscentistas
(1916; 17th-Century Writers) and Os drcades
(1918; The Arcadians). 4s modernas idéias na
literatura portuguesa (2 vols., 1892; Modern
Ideas in Portuguese Literature) reveals what
he thought about the writings of his con
temporaries.

While antagonism against institutions such
as the monarchy and personal animosity
against fellow writers such as Castilho often
biased his judgment, love for the people
inspired him to collect and interpret popular
literature. In 1867 he began a series of still
useful monographs with Histéria da poesia
popular portuguesa (History of Portuguese
Popular Poetry), Cancioneiro popular (Popu-
lar Songbook), and Romanceiro geral (Gen-
eral Ballad Book), adding Cantos populares
do arquipélago agoriano (1869; Folk Songs of
the Azores), Floresta de wvdrios romances
(1869; Sylva of Several Ballads), and Contos
tradicionais do povo portugués (2 vols., 1883;
Traditional Tales of the Portuguese People)
and summing up his studies on folklore in O
povo portugués; nos seus costumes, crengas e
tradi¢ses (2 vols., 1885; The Portugucse
People; Their Customs, Beliefs, and Tradi-
tions).

His own poetry was mostly written in the
eloquent alexandrine meter. Five years after
Hugo's La Légende des siécles he began his
epic on humankind, Visdo dos tempos (1864;
Vision of the Ages), hailed as a new de-
parture in poetry. But these ‘“sonorous tem-
pests” did not stand the test of time, nor
did his short stories and dramas. He has
merit, however, as an editor of great writers
(Camodes, Almeida-Garrett, and Bocage) and
of works of his personal friends (Joio de
Deus, q.v., and Antero de Quental).

In spite of their inaccuracy, Braga's teach-
ings bore some good fruit. His enthusiasm
was contagious. After him, fellow workers,
such as Adolfo Coelho and Michaélis de
Vasconcelos (q.v.), and students, such as
Hernani Cidade and Fidelino de Figueiredo
(q.v.), caltivated the field of literary history
which he, the uncouth pioneer, had roughly
—all too roughly—cleared for them.

See: T. Braga, Quarenta anos de vida lite-
rdria  (1908); Quinquagendrio de Tedfilo
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Braga, 1858-1908 (1908); F. de Figueiredo,
Historia da literatura realista (1914).
G.M. M.

Brahm, Otto (pseud. of Otto Abrahamson,
1856-1912, German theatrical director, jour-
nalist, and literary historian), was a leader of
the Berlin group of the German naturalistic
movement (see German naturalism). He was
born in Hamburg. Turning to literature after
a brief business career, he studied at the uni-
versities of Berlin, Strassburg, and Jena.
The greatest influence on his intellectual
development was that of Wilhelin Scherer
of the University of Berlin. After various
journalistic positions, Brahm was dramatic
critic (1881-1885) for the Vossische Zeitung,
where he was closely associated with Theodor
Fontane (q.v.). From 1855 to 1890 he was an
cditorial contributor to Die Nation. In 1889
he became cofounder and director of the
Freie Biihne in Berlin, and, in 18go, editor of
the Freie Biihne fiir modernes Leben.

As M. G. Conrad had introduced Zola (q.v.),
Brahm, in the later naturalistic period, intro-
duced Ibsen to the German public and stage.
His reviews, his direction of the Freie Biihne,
the Deutsches Theater, and the Lessing
Theater, as well as his personal contacts with
the literary group in Berlin left an impress on
contemporary literary theory; his critical
genius and the peculiarly effective nature of
his activities in the press and theatre made his
influence on contemporary literary develop-
ment of the greatest importance. His function
in the history of naturalism was to produce
dramatic criticism of an exceedingly high
order, filled with a vivid realization of the
needs and meaning of the contemporary scene

.and a keen awareness of the role of literature,

especially the drama, in an age of complex
social problems and new scientific theories.
He also discovered and presented the works of
several of the younger naturalistic dramatists
and created a theatre technique along natural-
istic lines. His reviews were collected after his
death by his friend Paul Schlenther under the
title Kritische Schriften (2 vols., 1918-1915).
Brahm wrote, among other literary historical
works, Heinrich von Kleist (1884), Henrik
Ibsen (1887), and Schiller (Vol. I, 1888; Vol.
I1, 1892, incomplete).

See: G. Hirschfeld, Otto Brahm; Briefe und
Erinnerungen (1925); M. Newmark, Otto
Brahm, the Man and the Critic (1938).

W. H. R.

Brandes, Georg Morris Cohen (1842-1927,
Danish critic and biographer), was born into



115

a cultivated middle-class family and into the
cultivated middle-class city of Copenhagen.
Its culture did not as yet foster free inquiry,
the official mind at least being weather-
stripped by an amalgam of orthodox Luther-
anism and political conservatism, but an
urban 18th-century spirit still throve of
which Brandes always remained the inheritor,
except for a period in youth when he felt the
impact of Sgren Kierkegaard. “Yet God pre-
serve me from him, or I shall never be able
to live,” he wrote in his diary. The opposite
of a mystic, but not unlike a castigating
prophet in his passionate seriousness, Brandes
soon chose what to him was life—the study
of creative literature, both psychologically
and aesthetically. With his warm, dynamic
personality and cssentially ethical preoccupa-
tion, this widcned into what Harald Hgllding
later was to call Brandes's “fight to liberate
and deveclop the uniqueness of individual
personality.”

Individual  personality expressing its
uniqueness in art had his brilliant champion-
ship, even in the case of people as unlike
Brandes as Selma Lagerlof, whom he
launched, or Hans Christian Andersen, whose
portrait is exquisitely done in the book
Danske Digtere (1877; Danish Writers), one
of several books of masterly literary portraits.
But the fight for liberation in those days had
to be against ncarly all accepted ideas. His
chief work began in 1871 with the first of
the lectures to be published as Hovedstrgm-
ninger i det 19de Aarhundredes Litteratur (6
vols., 1871-18go; Eng. tr., Main Currents in
Nineteenth Century Literature, 1901-1905).
Previously he had been to Paris, where he had
met and known Taine, Renan (qq.v.), and
John Stuart Mill, acquiring exactly the
weapons he longed for, as well as a French
clarity of style. He returned to be a “strong,
flexible blade” attacking the reaction of the
1gth century, and the ‘“Main Currents”
lectures, although most vividly about litera-
ture, were dirccted against whatever he saw
as holding the human spirit in bondage, the
topics being émigré literature, romanticism in
Germany, rcaction in France, naturalism in
England, the romantic school in France, and
young Germany. These lectures went on, with
interruptions, until 18go, helping to depro-
vincialize all Scandinavia. The joy and hatred
stirred up by them were unprccedented. The
joy resulted in a new Scandinavian realism
in literature. In Det moderne Gennembruds
Mend (1883; Men of the Modern Awakening)
Brandes describes this and portrays some of
the authors he had encouraged and helped to
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inspire, among them Bjbrnson, Ibsen, Jens
Peter Jacobsen, Drachmann (qq.v.), Schan-
dorph. But the hatred resulted in a union
of clerical and conservative authorities which
prevented his getting the professorship in
acsthetics at the university, for which he was
supremely equipped.

In bitter disappointment he went in 18yy
to live in Berlin, where he remained until
1883. From there he wrote the monographs
on Esaias Tegner (1878), Benjamin Disraeli
(1878; Eng. tr., Lord Beaconsfield, 1880), and
Ferdinand Lassalle (1881; Eng. tr., 1911).
Though he was successful, the Berlin stay was
exile for him, and when a number of anony-
mous Danish admirers offered him a pro-
fessor’s salary, he returned home, this time
with leadership demanded of him; the former
sodden state had been well leavened, partly
by his own ideas. The new Danish radicalism
was much aided by his pen. He stood for no
compromise. As he wrote to Bjornson, “If a
descrter or a half-way dishonest writer doesn’t
lose the sympathy of at least some of his
previous associates, you put a prcmium on
slackness and success-hunting.” This quality
in Brandes, which could make him cry out
“Clerical or anticlerical, no other question
matters!” roused a similar opposition, which,
however great his fame and power at home
and in Europe, irked him almost into
intolerance of the religious as well as the
clerical. Urban he was and remained, and
the rise of the Danish farmers with their
Grundtvigian ideas (about mass education
and folk high schools) was no great pleasure
to him. He began to feel isolated. Hence his
sympathy for Nietzsche (q.v.), whom at the
end of the 8o's he discovered and lectured
on, thus incidentally affe<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>