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A CRITICAL SURVEY OF THE RECENT
BAROQUE THEORIES

The excellent criticism on articles concerning the Baroque
problem in literature by René Wellek, in art by Wolfgang
Stechow and in music by Willian Fleming, published toge-
ther in The Journal of Aesthetics and Art Criticism, V (Dec.
1946), pp. 77-121, has found an unusual repercussion in the
Revista de ldeas Estéticas (Madnd), V (1947), pp. 453-
465. The American reviews and their Spanish echo, however,
rather offer a picture of the apparent maze of contradictory
opinicns than a critical separation of the wheat from the
chaff. Such a separation seems necessary to make free the path
to truly constructive scholarship along the Baroque line.

If we do not scrutinize as to their validity the views of the
historians of literature, art, music and general culture with
the aim of finding the convincing point of their agreement,
if we do not refuse to put the literati who strife for original
views on the same level with the scholars who responsibly
try to find the truth, we certainly will never reach a picture
of the Baroque as a sharply circumscribed working basis for
further research. Therefore, on the following pages there will
be aimed, by way of critical elimination of the extravagant,
at the presentation of the organic growth of our present pic-
ture of the Baroque. In other words there will be traced the
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462 HELMUT HATZFELD BICC, 1v, 1948

converging lines of criticism in the whole domain of Bar-
oque scholarship. Thus our essay involves a serious attempt at
finding origin and meaning of the Baroque with the aim of
coming to a closer solution of the problem than do the articles
we have mentioned above. An attempt similar to mine was
made by Heinrich Liitzeler !, a survey, however, which only
reaches up to the year 1933 and is practically restricted to
German Baroque.

If the importance of the concept of the Baroque for liter-
ary history were better known S. Griswold Morley could not
have writtgn recently: “It is a pity that barogue has escaped
from the terminology of sculpture and architecture, where it
originated and had a definite meaning” *. The concept of Bar- .
oque on the contrary has not escaped from one domain to
another but has, by dint of a normal evolution, become a very
meaningful aid for characterizing literature as well as art,
music and general culture in Europe between 1580 and 1680.
The art historians as pioneers in this field never meant the
word for art exclusively but for all the arts and the epochal
psychology behind them.

As early as 1887 the historian of architecture Cornelius
Gurlitt made the statement that Baroque is a style based by
principle on classical Renascence forms, but leading to a raised,
exaggerated form of expression, which has its origin in Italy,
_particularly Rome, and for which the Company of Jesus (di-
verting Renaissance paganism) was responsible, a style, finally,
which makes life pompous and reveals in all branches of cul-
ture an impetuous energy full of selfconsciousness ®. One

1 HevricH LoTzeLer, “Der Wandel der Barockauffassung™, Deutsche Viertel-
jakrschrift fiir Literaturwissenschaft und Geistesgeschichte, XL (1933), 618-63s.

2 Hispanic Review XV (1947), p. 395.

3 CorNELlus GURLITT, Geschichte des Barockstils in lItalien, Stuttgart: Ebner
und Seubert, 1887, pp. 7-19: Architekwr:

Der Begriff Barock steht leidlich fest. Mit ihm benennen wir den Stil, der von
antikisierender Basis ausgehend ... zu einer gesteigerten, ... ibertriecbenen Aus-
drucksform fihrte. ..

’ Diesen Wandel im Charakter Roms und Italiens zu schaffen, war neben der
Inquisition der Jesuitenorden berufen ...
| Das Leben gestaltete sich prunkender... In allen Gebieten der Kunst wirkte
cine oft stirmische, stets selbstbewusste Tatkraft.

'
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year later (1888) Heinrich Wolfflin was able to define these
exaggerated expression of energy in a much precise fashion
as the transition from severe linear forms to free and pictur-
esque, though heavy, forms revealing a new sentiment of
life, visible since Michelangelo and coming to maturity around
1580, e. g. in the poetry of Torquato Tasso. Baroque as a mo-
vement of heavy masses appears mostly as a surge upwards
which is contrasted by a feeling of being dragged down. Its
nerve center is a yearning for the infinite, the sentiment of
something awful, powerful and inconceivable, a renunciation of
the graspable, akind of intoxication and desire to get lost in the
abysses of the Eternal. This analysis of the psychological back-
ground of the visible Baroque forms is Wolfflin’s cautious
answer to the question, which could possibly be the bridge
between Jesuitism and Baroque style: A religious attitude of
a terrible seriousness awakening human responsibility, and
at ease only with half closed eyes (like the mystics), dream-
ing of overwhelming grandeur and boundless spaces *.
Although the genius Heinrich Wolfflin thus has recogni-
zed the essential elements of the Baroque formally and 'psy-

+ HEeiwrRicH WGLFFLIN, Renaissance wund Barock. Eine Untersuchung fiber
Wesen und Entstehung des Barockstils in ltalien. Bearbeiung und Kommentar
von Hans Rose, Minchen: Bruckmann, 1925, pp. 59, 81-8s:

Der Ubergang vom Strengen zum “Freien und Malerischen” ... Nach dem
Jahre 1520... stellen sich die Verboten des neuen Stiles ein... Will man fir
den fertigen Stil ungefihr das Jahr 1580 annehmen, so ist dagegen nichts ein-
zuwenden. :

Massigkeit und Bewegung sind die Prinzipien des Barockstils.

Welche Briicke leitet vom Jesuitismus zum Barockstil hiniiber? . .. Gegensatz
aufgercgter Bewegung und dumpfen Niederziehens ... Michelangelo, Vater des

P Barock ... wegen des fiirchterlichen Ernstes, der nur im Formlosen seinen Aus-
druck finden konnte. Die Zeitgenossen nannten dies das “terribile” . ..

Religiése Selbstbesinnung ... Tasso wihlt... einen Helden, der der Welt
mide ist (Ger. 1, g).

Nerv des Barock ... Aufgchen im Unendlichen, Sichauflésen im Gefihl eines
Ubecrgewaltigen und Unbegreiflichen . .. Verzicht auf das Fassbare. Man ver-
langt nach dem Uberwiltigenden. .

‘ Eine Art von Berauschung... mit Begier stiirzt man sich in die Abgriinde

der Unendlichkeit. ..

Das halbgeschlossene Auge ist nicht mehr empfinglich fir den Reiz der
schonen Linie... Man verlangt nach dumpferen Wirkungen: die iberwiltgende
Grésse, die unbegrenzte Weite des Raumes.

\
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chologically, there was one element which seemed negligible
to Wolfflin, but fundamental to an approach for Alois Rieg]
in his first lectures on the Baroque in 1892, namely the reac-
tion of the modern public to this kind of art and Riegl said
that by the extraordinary elements in this art one feels like
in the grasp of something disagreably unclear, because one
sees effects without a sufficiently understood cause. Further-
more he replaced jesuitism as the inspiring element of the
Baroque art by the factor of a new world domination by the
papacy based on the counterreformation ®. This latter point,
however, brought a certain confusion into the.problem of
Baroque as creation and Baroque as evolution. Therefore it
- was quite opportune that in 1897 August Schmarsow over-
stressed the creative origins of the Baroque long before the
official counterreformation as lying in Michelangelo, certainly
a religiously interested artist and responsible for this move-
ment in all fields of art, sculpture, painting, architecture and
poetry. Schmarsow stated as the quintessence of the mature
Baroque style as visible everywhere in Europe the contrast
between endeavor and fulfillment, between below and above,
outside and inside with all possible modifications in space
and time ®. Schmarsow’s formula which so evidently tries to
apply the same categories to the artistic expression and to its
psychological background appears like summarized in Wil-
helm Pinders analysis of 1914 which declares Baroque to be

.5 Avois RiecL, Die Entstehung der Barockkunst in Rom, ed. von Burda und
Max Dvorac, Wien, 1908, pp. 3-8.

Was heisst Barockkunst®... Das Ausserordentliche packt uns... wie cine
listige Unklarheit, z. B. eine Figur, die betet und sich dabei in konvulsivischen
Bewegungen krimmt... Wir sehen nur cine Wirkung und keine zureichende
Ursache .

In dcr Barockzeit geht die Fihrung von Florenz auf Rom ber ... entspre-
chend der lberragenden Bedeutung des Papsttums; die auf der Gegcnrcformauon
beruhende Weltherrschaft des Papsttums ist das Leitende.

8 Aucust Scumarsow, Barock und Rokoko, Leipzig: Hirzel, 1897, pp. 52, 123:

Wer ... zu der Einsicht... gckommen ist, die Anfinge des Barockstils ligen
bei keinem anderen als Michelangelo ..., der darf seinen Ausgangspunkt... nur
nchmen beim Bildhauer. ..

Konstrast zwischen Streben und Erfillung, zwischen Unten und Oben, Aussen
und Innen, und allen ihren Modifikationen in Raum und Zeit...
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“an up to then unknown spiritualization with the aim at
overcoming matter... and to make appear the finite as the
infinite” *.

In 1915 Heinrich Wolfflin refined his Baroque theory of
1888 by his famous five principles of arts, reducing, however,
for the time being his structural analysis to the distinguishing
capacities of the eye and its ways of seeing and reproducing
the objects, and here again he opposed the Baroque to its
immediately preceding style in Italy, the Renaissance, and
contrasted the Baroque painterly view with the linear or plas-
tic view of the Renaissance, depth with plane surface, unity
with multiplicity, openness with closeness, unclearness with
clearness. Baroque as the style of a painterly view, of perspec-
tive and depth, of a unity subduing all multiple elements to
one central idea, of an openness which knows no boundaries
and of a relative unclearness which avoids details and sharp
contours is at the same time a style which does not reveal but
conceals its art .

With Wolfflin’s Principles of Art the Baroque as a styli-
stic phaenomenon has been established definitely and with
a wealth of inattackable examples for all the arts of design in
all the European countries during the seventeenth century,
although the Italian examples remained outstanding. What
Wolfflin thus has done for the “form” of the Baroque was
done for content, iconography and meaning in Werner Weis-
bach’s book of 1921 on the Baroque as the art of the counter-
reformation. Also Weisbach extends his interpretation to all
countries, but is compelled to many differenciations which
oblige him to make a difference between Italy, Spain, France
and Germany. As became evident only later, he did not dis-
tinguish sufficiently, however, between the decaying elements
in the Italian, the flourishing elements in the Spanish, and
the blossoming elements in the French and German Baroque

T H. LiTzeLkr, op cit., p. 630: W. Pinper, Deutscher Barock, Disseldorf,
1912, Einleitung.

8 HeimwricH WOLkFLIN, Kunstgeschichtliche Grundbegriffe, Miinchen: Bruck-
mann, 1921, and Ernest C. HassoLp, “Thc Baroque as a basic concept of Art”,
College Art Journal, VI (1946), 3-28.
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at the beginning of the seventeenth century. Leaving the con-
cept of counterreformation in a rather vague definition, he
was not so clear as to where the directive forces, the sponta-
neous reactions and the counteracting resistence elements, if
there were such, were at work in developing the style. The

. ~ Baroque art studied as the expression of the counterreforma-
tion is furthermore iconographically limited to religious sub-
ject matter and contains as important elements a mysticism
which leads to confusion with eroticism, an asceticism which
has elements of cruelty and a heroism steeped in naturalistic
representation. Weisbach’s Baroque theory stresses additiona-
lly that the artistic forms themselves followed an immanent
law of development and became only furnaces which received
cultural ideologies like glowing streams of brass. Baroque
thus is an illusionism whose naturalistic features are due to
an immanent evolution from the Renaissance and coincide
only later with tendencies of Ignatian piety°.

It was the tragedy of literary historians, that, at their first
participation in discussing the Baroque problem, they started
with mixing up those formal, soctological, psychological and
metaphysical principles which Wolfflin as well as Weisbach

+ had kept so sharply severed. It was indeed in 1922 that A.
Hiibscher believed one could transfer all kind of principles
on the literary seventeenth century and to oppose it to the
sixteenth as the literature of community versus a literature of
the individual, of musicality versus plasticity, of boundlessness
versus measure, empathy versus evaluation, and mythology
versus myth. Hiibscher represented “Baroque as the shaping

9 WerNeR WEIsBAcH, Der Barock als Kunst der Gegenreformation, Berlin:
Cassirer, 1921, pp. 5,210: , .

Nun ist Kunst auch eine autonome Potenz, die innerhalb ihrer Kategorie ihren
selbstandigen, isthetischen Aufgabckreis hat und einer eigencn immanenten
Entwicklung folgt... Die Kunst ist gleichsam ein Gussofen, in dem Kulturele-
mente und Ideen wie gliihende Erzbiche zusammentliessen ... .

Der im Barok gipfelnde Illusionismus war das Ergebniss der immanenten na-

turalisischen Entwicklung in der Kunst... Er traf zusammen mit der naturalis-
tischen und materialistischen Tendenz in der gegenreformatorischen Kirchlich-
keit...

1
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of an anthithetic sentiment of Life” '°. It must be said at once"
that all those who used, as Hubscher did, Germanic literatur-
es, particularly German literature, were bound to blunder,
because they did not consider the four 'conditions which the
historians of art had considered essential for their theories
and which existed only in the south as prerequisits for the
Baroque: First a fullfledged Renaissance, as starting point, se-
cond 7o reformation, third an all dominating counterrefor-
mation, fourth art and literature on an equally high level of
perfection. Therefore also Oskar Walzel’s attempt *!, not to
-speak of Strich who considers Baroque as a German phaeno-
menon %, to use Wolfflin’s principles for explaining German
literature and particularly the structure of Shakespeare’s dra-
ma without any consideration of cultural preconditions prov-

\ ed a complete failure. It would seem, however, a thing enti-
rely possible to apply Wolfflin’s principles, as this master had
suggested himself, for instance, to Torquato Tasso. This task
was solved by making only very slight modifications of the
“principles” by Theophil Spoerri ** in the year 1922. One year
later, the present writer linked the same Tasso in the details of
his expressions to the counterreformatory catholicism **

But then came a complication of the whole Baroque pro-
blem, again from the history of art. After Italy had been ac-
cepted as the country of the origin of the Baroque, now Spain
as the country “baroque by predestination” was thrown into
the Baroque discussion. This challenge came from S. Sitwell

10 A. HisscHer, “Barock als Gestaltung antithetischen Lcebensgefihls”, Eu-
phorion, XX1V (1922), 5.7-562, and 759-803.

11 Oskar Warzer, Handbuch der Literaturwissenschaft. Gehalt und Gestalt
im dichterischen Kunstwerk. Berlin-Necubabelsberg, 1923, particularly pp. 312-320,
also 325-330.

12 Fritz Strich, “Der lyrische Stil des 17. Jahrhunderts”, Abhandlungen zur
deurschen Literaturgeschichte. Festschrift fiir Franz Munker (Minchen, 1916),
pp. 21-53.

13 THeopniL SPOERRI, Renaissance und Barock bei Ano:t und Tasso. Versuch
einer Anwendung Wollflinscher Kunsthetrachtung. (Bern: Haupt, 1922).

14 Hermur Harzrewp, “Dante und Tasso als religiose Epiker”, Deutsche
Vierteljahrsschrift fiir Literaturwissenschaft u. Geistesgeschichte, 1 (1923), pp. 230-
242. )

15 SAcHEVERELL SiTWELL, Southern Barogue Art, London, 1924.
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in 1924. There secemed to arise an unsolvable contradiction:
If Spain is the predestined Baroque country, how could Bar-
oque, according to Wolfflin, Riegl and Schmarsow, originate
in Rome? Dit it not <ather originate in Spain and when?
Was not the plateresco covering any artificially introduced
Renaissance facade with the Spanish way of ornamentation
and arabesques the real baroque, and was not this the very
seed for any other so called Baroque, for instance the one
which the Spaniards brought in endless variations to the new
world, where innumerable Spanish churches in their Barcque
style certainly witness an enthusiastically embraced national
style and not an Italian adaptation?'® Sitwell tries also to
explain why the Spanish. Hapsburg could win Germany for
this bastard classicism... by which the later Holy Roman
Empire emphasized a dying cause in disproporcionate monu-
ments”"".

In a certain sense José Ortega y Gasset stepped in to sup-
port Sitwell’s thesis. According to him the Baroque is not
only preformed but reaches also its culmination in Spain when
this country has got rid of the Italian late Renaissance-Chia-
roscuro. The Spanish Baroque contribution is that distance
painting where the proud contempt inborn to the Spanish
character deigns only to see the essentials on which it puts
its eyepupil, whereas the unessential is caught negligently
without contour in the “rabillo del ojo”. This revolutionary
creation of the Baroque, forerunner of impressionism, inde-
‘pendent of the subject matter, which may be secular as well
as religious, is not due to Michelangelo, not even to El Greco,
but to Vclézquez Baroque is the Spanish way of looking at
things, “la visién lejana”*®. In the same year 1924, the Mu-
nich specialist in Spanish art, Hugo Kehrer, argues that in-
deed, if the metaphysical is the core of the Baroque, all the
more Spain must be its homeland, because the transcendental

18 SAcHEVERELL S1TweLL, Spanish Baroque Art with Buildings in Portugal,
Mexico and other Colonies, London: Duckworth~1931.
17 SACHEVERELL SITWELL, German Barogue Art, London: Duckworth, 1927,

p. 17.
18 jJost OrTEGA Y Gasset, “El punto de vista en las artes”, Revista de Occi-
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nowhere had ever had such a central position as in Spain *°.
Thus for formal and psychological reasons the Baroque inter-
est seems suddenly centered on Spain. But did the Baroque
originate there and has the Plateresque anything to do with
it? If the Baroque, according to Wilhelm Hausenstein’s idea
of the same year, only is identical with a paradoxical, ap-
palling and Catholic realism it must not be necessarily Spanish,
it may be simply a particularly spiritual art using concrete
means *°, being possible everywhere. This seems not convincing
however. Anyway, Baroque as a Spanish as well as a counter-
reformatory phaenomenon at this stage, fascinated the liter-
ary scholars. It comes to the fore in 1927, first through the
Goéngora-Renaissance, initiated by Damaso Alonso, second
through the present writer’s analysis of the style of the Don-
Quijote as jesuitic in its ideological and musical-Baroque in

dente, (Febrero 1924), reprinted in Goethe desde dentro. El punto de vista en lus
artes, Madrid: Revista de Occidente, 1933, 95-125, particularly 113-114:

N Merced al claroscuro ... la pintura de bulto persiste tras ¢l velo refulgente :
de la iluminacién. ..

Para triunfar de este dualismo era menester que sobreviniese alglin genial
desdeiioso, resuclto a desinteresarse por completo de ios cuerpos, a negar sus pre-
tensiones de solidez, a aplastar sus bultos petulantes. Este genial desdefioso fué Ve-
lizquez ... Veldzquez, con una audacia formidable, ejecuta el gran acto de des-
dén llamado a suscitar toda uma nueva pintura: detiene su pupila. Nada més. En
esto consiste la gigantesca revolucidn . . .

Todo el cuadro nacerd de un solo acto de visién y las cosas habrin de esfor-
zarse por llegar como puedan hasta el rayo visual. Se trata pues, de una revolu-
cién copernicana, pareja a2 la que promovid en filosofia Descartes... La pupila
del artista se crige en centro del Cosmos pldstico y en torno a ella vagan las
formas de los objetos. Rigido el aparato ocular lanza su rayo visor, recto, sin des-
viacién a uno u otro lado, sin preferencia por cosa alguna. Cuando tropieza con
algo, no se fija en ello. .. )

El punto de vista se ha retraido, se ha alejado del objeto, y de la visién pré-
xima hemos pasado a la visién lejana.

19 H. Kenrer, “Spanischer Barock™, Festschrift H. Wlfflin, Minchen: H.
Schmidt, 124, 233-243:-(p. 236).

Ist die Hinneigung zum Metaphysischen iiberall der Kern des Barock, so hat
der Hang zum Ubersinnlichen doch nirgends einc so zenuale Stellung cingenommen
wic im Spanischen.

20 W. HausensTEiN, Vom Geist des Barock, Miinchen, 1924, quoted in Liitzeler,
op. at.,, p. 629: .

Barock bedeutet das Undenkbare: den Fluss mit zwei Mindungen. Das ersch-
reckend Wirkliche,... Stil und die krasseste Unmittelbarkeic des Gegenstind-
lichen ... Der Barock ist ein hochst katholisches Phinomenon.

s
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its symphonic motives *, third through Leo Spitzer’s defini-
tion of Quevedo’s style as an inseparable unit of “Asceticism
and Worldliness”, a very fitting Baroque formula as it would
seem at first sight **,

The most curious fact, however, is that in 1927 also the
philosopher Carl Gebhart discovered in the protestant Nether-
lands which were under a long Spanish domination and
among the Jewish refugees from Spain the spirit of the Bar-
oque. Therefore the painter Rembrandt and the philosopher
Spinoza respectively reveal to Gebhart the spirit of the Bar-
oque. Baroque with them means, to this very serious philoso-
phical scholar, freedom from limited forms, true,substantia-
lity and a boundless potentiality; these values, says Gebhart,
certainly had only grown in Spain due to the mystics and were
systematized as “the religion of the baroque” by the Jesuits .
After Gebhart’s argumentation there can be left no doubt that
the spirit of the Baroque has been shifted back definitely from
Italy to Spain as responsible for its origin. This becomes evi-
dent also from the History of Italian Baroque painting by
Nicolaus Pevsner, which appeared one year later (1928) and
where he makes the statement that Baroque is the abandon-
ment of the Italian harmony of life, organic beauty, and this-
worldliness to the advantage of a desire for the other world
and an ideal of a beauty not bound to the human body, an
ideal pursued with a fanatical energy, not “commanded”, but
expressing the true feeling of the people, a feeling, however,

21 Hermut Hatzrewp, Don Quijote als Wortkunstwerk, Leipzig: Teubner, 1927.

22 Leo Seitzer, “Die Kunst Quevedos in seinem Buscén”, Archivim Roma-
nicum, X1 (1927), s511-580. .

23 CarL GEBHARDT, “Rembrandt und Spinoza. Stilgeschichtliche Betrachtungen
zum Barockproblem™, Kan: Studien, XXXII (1927), 11-181, particularly 120-179:

Die Uncendlichkeit des Barock erscheint in den drei Kategorien der Entformtheit,
der Substantialitit und der Potentalitat ... )

In Wahrheit... bedeutct Gegenreformation... cine ganz urspriingliche Be-
wegung, cin letztes Neucrleben des Christentums ... Mit der Unendlichkeit sich
zu vercinen wird die religiose Sehnsucht des Barock ..., Versuch der Lésung. ..,

so wie ihn die spanische Mystik vorgezeichnet, der Jesuitismus systematisiert hat. ..
Des HI. Ignatius exercitia spiritualia haben solchergestalt den Weg der religidsen
Erfiillung gewiesen ... Die Unendlichkeitssehnsucht der Gegenreformation als der
Religion des Barock iberwindet... in Ekstase den Abgrund der Transzendenz.
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not compatible with the national genius of Italy, one of the
reasons why Italy does not produce any more great painters
during the seventeenth, the Baroque century. Pevsner even
adds that Baroque in Italy shows itself fertile only there, where
Spanish influence is traceable**. Otto Grautoff who treats
the Spanish Baroque explains it as the expression of restless-
ness towards God, protest against paganism, pleasure in dis-
torted appearances, a Quijotesc vizlumbrar and transforma- ,
tion of the real into the irrational, eternal traits of Spain, for
which we need not even a counterreformation as explana-
tion **

This problem of the Baroque as an eternal Spanish phae-
nomenon, without therewith explaining as yet the origin of

J

24 Nicoraus PevsNer, Barockmalerei in den Romanischen Lindern, Wildpark-
Potsdam: A. V. Athenaion, 1928; 1: Die ltalienische Malerei vom Ende der Re-
naissance bis zum ausgehenden Rokoko, pp. 3, 5, 107:

Dic Aufgabe cines auf das Diesseits, auf dic Harmonie des Lebens und die
organische Schonheit der Form gerichteten Ideals zugunsten der Schnsucht nach
denr Jenseits und eines Ideals entkérperlichter ‘Schonheit . . .

Mit der italienischen Nationalveranlagung liess er (der Barock) sich keines-
falls in seiner ganzen umfassenden Grésse vereinen. Sie war stets auf das... Greif-
bare, Endliche, auf plastische, nicht auf malerische Ideale gerichtet gewesen. So hat
Italien im reifen 17. Jahrhundert... keinen Maler (von Rang) geboren ...

Die fruchtbarsten Schulen werden ... das mit Spanicn verbundene Neapel und
das der nordischen Kunst verwandtere Genua, das spater von Venedig abgelost
wird. Und selbst hier ist die Entwicklung ohne die Einflisse des Spaniers Ribera
und der Flamen Rubens und van Dyck nicht vorstellbar.

25 Otto Graurorr, “Die Malerei im Barockzeitalter in Frankreich und Spa-
nien”, in Pevsner, op. cit., 1928, pp. 219-222:

Nach spanischer Auffassung soll und muss in jedem Kunstwerk die Unruhe
zu Gott sichtbar werden; sonst ist es im erhabensten Sinne wiirdelos. . .

Protest gegen den alles gliattenden und verklirenden Geist der heidnischen
Renaissance Italiens, durch den der estilo ornamentado und das cxprcssivc Verlan-
gen der Spanier unterbunden werden sollte.

Die spanische Ironie ist von schwer vorstellbarer Wildheit und Tiefe. Mlt wel-
cher Freude geniesst sie es, wenn ihr mitten durch die perspektivischen Entstellun-
gen und Fernbilder, in denen sic ihr Spiel treibt, die Welt. entwischt.

Plastiken aus den verschiederien Perioden wirken wic iltere oder jiingere Gesch-
wister aus gleichem Seeclenklima.

Der Spanier, dessen Augen geschirfter und sinnlich reizbarer sind als die des
Nordlinders, braucht als Ausgangspunkt iibersinnlicher Erhebung die unmittelbare
Erscheinung der Dinglichkeit. So liegen einerseits in der alles abtastenden Au-
gensinnlichkeit der Spanier, anderscits in der tiefen religisen Intensitit die aus
der Betrachtung der Realitidt eine Irrationalitit ableitet, in der sich alles Menschli-
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the historical Baroque, which still could be the creation of
Michelangelo, has also been seen in 1928 by a literary historian,
Elisha K. Kane. But he decidedly identifies Baroque sim-
ply with conceptism as a tendency in art “which sacrifices
fidelity in objective form in order to secure novelty and sur-
prise in expression..., which signifies a surcharging of emo-
tion”. This Baroque, he says, has its ancestors in Lucan’s
hyperbole, in the whole silver latinity and can be followed
through Alfonso X, Juan de Mena, J. Ruiz, the Celestina,
Juan de Padilla up to the twin art of Géngora and El Greco
“pruned and clipped” *®. Kane can not incorporate the great
representatives of Spanish Baroque, Cervantes and Velazquez
" into his system, can not, by dropping the implications of the
counterreformation, time back the Baroque to one genuine
Spanish source and does not further the question by separating
the Spanish aspect entirely from the European one. He rather
joins Benedetto Croce, who starting from the Italian deca-
dents like Marini and his own anticlericalism can only see
Baroque as bad taste and lack of ideas®
Around 1928 the Baroque interest was shifted to France.
It was something new, indeed, that Eugenio d'Ors, due to
certain conversations he had with Frenchmen and Germans
during the discussions on European civilization in Pontigny,
tried to include France into the Baroque and saw it as the art
expressive of absolutism and triumphant monarchy He coined
for this problem the excellent symbol “Cuapula y Monar-
quia” *®. The same year 1928 brought two contributions of
Romance scholars aiming at discovering also a literary Bar-

che vergottlicht, die seclischen Grundlagen des spanischen Barock... Er (der
Spanier) sieht die Erscheinungsformen wie Don Quijote die Windmithlen, steigert
sie, wie jencr die Windmihlen zu Gespenstergiganten, kraft seiner mctaphy51schcn
Wesensziige ins Grosse, Uberirdische, Allgemeingottliche.

26 Erssia K. KaNE, Gongorism and the Golden Age, Chapel Hill: NCUP,
1928, pp. 84-97, 213-214, 252.

27 BeNepeEtrTo CROCE, Storta della eta barocca tn Italia, Bari: Laterza, 1929,
carlier in Der Begriff des Barock. Die Gegenreformation. Zwei Essays, 7u-
rich, 1925. '

28 EuGeNio D'Ors, Las ideas y las formas, Madrid: Piez, 1928, chapter II:
Ciipula y Monarquia, pp. 41-94, and chapter 1V: Estructuras Barrocas, pp. 145-177.
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oque in France. The one attempt by Friedrich Schiirr was a
failure because he confused the exuberant flamboyant forms
of Rabelais with Baroque. He neglected the cultural back-
cround ard the problem of the ambivalence of all forms of
expression >, to which Karl Viétor just had drawn the atten-
tion of scholars®". The other investigator, avoiding still for
the French the expression Baroque, Leo Spitzer came never-
theless close to the discovery that French Classicism actually
is nothing else, but a mitigated Baroque **. He called it erro-
neously with André Gide “Romantisme dompté”. But this
French classic mitigation certainly was a formal tuning down
of the European Baroque, although in essence and spirit of
the same substance as the more vigorous expression of reli-
gious and metaphysical ideas in Italy and Spain. This point
was practically proved by the present author in ig29 **. Later
in 1931, Spitzer revealed that also Erich Auerbach in a lecture
given in 1929 had called Racine baroque. From then on it
was at least possible to link France together with the other
Romance countries in a common European Catholic epoch
stvle, in which, no doubt, also Austria and Bavaria as southern
Germanic countries took part. Therefore Martin Winkler
could list in 1929 as the most important feature of the Baro-
que the reaction of the south closely bound to Rome against
the reformatory and revolutionary tendencies of the North *°.
And still in the same year Dagobert Frey had an insight

e

29 FriepricH ScHURR, Barock, Klassizismus und Rokoko in der franzésischen
Literatur. Eine prinzipielle Stilbetrachtung, Leipzig, 1928,

30 Karr, ViEToRr, Probleme der deutschen Barockliteratur, leipzig, 1928.

31 TLro Sprrzer, ‘“Die klassische Diampfung in Racines Stil”, Archivum Roma-
nicum, XII (1928), pp. 361-472, also in Romanische Stil- u. Literaturstudien, Mar-
burg, 1931, vol. I, 135-268.

32 HerLMmutr Hartzrerp, “Der Barockstil der religiosen klassischen Lyrik in
Frankreich”, Literaturwissenschaftliches Jahrbuch der Gorresgesellschaft, IV (1929),
1-29.

33 MarTIN WINKLER, “Der Mensch des Barock™, Preussische [ahrbiicher, 216
(Jan.-Juni, 1929), pp. 297-312, p. 299:

Reaktion des stirker an Rom gebundenen Siidens gegen die Befrelungsbewec-
cungen des Nordens ist der Grundzug des Barock.

Kriftiger denn je erwacht noch einmal die alte Kraft in den von romischer
Kultur und romischem Glauben durchdrungenen Teilen. Europas.
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which really links Tintoretto and El Greco, with Pascal and
Racine. He declared Baroque to be a mode of perception and
conception which penetrates the simultaneous with the suc-
cessive, present no less in the unfinished plots of French tra-
gedy than, for example, on Tintoretto’s “Presentation of the
Virgin”. In both cases “we sense an infinite distance beyond,
a mysterious invisible world” **.

Despite all these new “rapprochements”, however, the his-
panic scholars did not give up their impression, that Baroque
must be something genuinely Spanish. Ludwig Pfandl believ-
ed the Baroque could not be anything else but the expression
of desengafio after an epoch of cultural and political great-
ness, a style by which the soul of Spain exaggerates its inborn
contrasts of naturalism and illusionism *®, Ferruccio Blasi
found that Baroque, particularly in Spain is simply the un-
digested and popularized Italian Renaissance **. These theo-
ries became pale in front of Emile Male’s discovery of the sub-
jective-visionary character of the religious Baroque painting,
where the sacred object is inseparable from and even negli-
geable in front of the emotion of the Saint, who practically
creates it. Therefore in a radical change of sacred concepts
the visionary saint is rather the subject matter, than the vi-
sion °’. Nothing seemes more Spanish, indeed, than this pain-
ted mysticism of which Zurbarin is capable to express every
phase from recollection to “dark night” and ecstasy. But the
same method, though mitigated again, appears also in the
French Jansenistic painter Philippe de Champaigne. With

34 DacoserT FREY, Gotik und Renaissance, Augsburg: Filser, 1929, p. 634, 117:

Nicht Analogien zwischen einzelnen Kulturerscheinungen, sondern die geistige
Entwicklungsursache ermitteln.

Durchdringung des Simultanen mit dem Sukzessiven... Quoted in Ernest C.
Hassold, op. ct., p. 25.

35 Lupwic PranNpL, Geschichte der spanischen Nationalliteratur in ihrev Bliite-
zeit, Freiburg 1. Breisgau: Herder, 1929, pp. 215.

Der spanische Barock ist die Zeit, in der die spanische Psyche in eine gewisse
Ubersteigerung der ihr eigenen Gegensitze gerit, weil ihre Lebensbedingungen
sich radikal geindert haben, weil ihr Nihrboden... aus den Fugen zu gehen
drohte.

36 Ferruccio Buast, Dal Classicismo al Secentismo in Ispagna, Roma, 1929.

3T E. MALE, L'art religieux aprés le concile de Trente, Paris: Colin, 1932, p. 186.
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MAle’s key one can even split the Baroque into a more vision-
ary naturalistic and a properly mystic part, as was explained
by P. Stubbe®. Both ways can unmistakably be followed
back to their common source, ecstatic Spain. Also Paul Han-
kamer’s formula of 1935 chosen for the German Baroque:
“A tension between life and spirit with two ways of escape:
Ascetical denial of life or irony” *°, makes everybody think
at once of Santa Teresa and Cervantes respectively.
Unfortunately the Hispanic literary scholars complicated
the problem considerably, because they had embarked mean-
while on a distinction between Renaissance and Baroque in
Spain herself, stressing a genuine hispanic Renaissance quite
different from the Italian, as assuming pre-reform features in
the first half of the sixteenth century. This Erasmian Renais-
sance was considered as a movement superior to the Baroque
of the second half, and continued into the seventeenth cen-
tury. As stems from the history of present Spanish Renais-
sance scholarship in the last thirty years, traced masterly by
Otis H. Green *°, this distinction between the Erasmian hu-
manism and the Ignatian Counterreformation in Spain does
not admit so easily a parallel conclusion of a Renaissance and
a Baroque covering exactly these distinctions. Hispanists speak-
ing of Renaissance and Baroque in this sense are all the
more biased by the implications of gongorism, culteranism
and conceptism, which seem to reflect beautifully the lack of
ideas during the counterreformation. In truth, these extreme
“baroquisms” simply hinder to focuss the attention on authors
free from this slant during the same period. But working ac-
cording to the line just sketched and criticized, Luis Rosales
in 1936 tried to identify Baroque as “substantivacién de las
formas” versus Renaissance as “substantivacién de la reali-
dad” *'. It is furthermore on the basis of an exaggerated idea

38 P. Stussk, Naturalistieck of Mystiek, Diss. Louvain, 1933.

89 PaurL HaNKAMER, Deutsche Gegenreformation und deutscher Barock in der
Dichtung, Stuttgart, 1935.

40 Oris H. GreeN, “A Critical Survey of Scholarship in the Field of Spanish
Renaissance Literature 1914-44", Studies in Philology, XLIV (1947), pp. 288-264.

41 Luis RosaLes, “La figuracién y la voluntad de morir en la poesia espafiola”,
Cruz y Raya, 38 (1936), 67-98.
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of the importance of the Italian elements in the so called Spa-
nish Renaissance that in the same year Joaquin de Entramba-
saguas defined the Baroque as “la plena transformacién de
toda la estética del Renacimiento, 1mportada a Espafia” *.
Exactly the same, on a comparative basis, is meant when
Américo Castro in 1935 thinks of the Baroque as of an imma-
ture period between the Renaissance and the Enlightenment,
a period which by reactionary dreams hinders the quicker
evolution from the former to the latter, and finds a much
more fertile soil in Spain than in France: “Lo barroco seria
pues, junto al Renacimiento logrado... el inmaturo o malo-
orado y que pugna, gesticulante con nerviosismo irrefrenable

or aproximarse a un paraiso que le anunciaron y juzga per-
11do” 43

After such attempts at defining the Baroque in general
Herbert Cysarz found in 1936 a formula which would cover
nothing better than the Spanish Baroque from Cervantes to
Calderén, namely the vision of a world broken through a
prisma of exchangeable, metaphorical aspects which guaran-
tee its unity in God, and another one which reminds one of
the very beginnings of the Baroque: The fusion of the preoc-
cupation of the faith with the ephemeral happiness of shep-
herd fiction **. It is worth while mentioning that a French-
man called Cysar7 essay a stepping stone to a solution of the
Baroque problem **. But a real Baroque theory worthy of this
name is furnished only in 1937 by Marcel Bataillon *°. His cen-
tral formula is: The painful childbirth of an orthodoxy be-

42 Joaquin pr ENTRAMBAsacuUAs, Lope de Vega simbolo del temperamento es-
tético espaiiol, Murcia, 1936, p. 20.

13 Amfrico Castro, “Las complicaciones del arte barroco”, Tierra Firme, 1
(1935), pp. 161-168.

44 HerBeRT CvsARZ, Deutsches Barock in der Lyrik, Leipzig, 1936.

15 A, Morer, “Vers une solution du probicme du baroque”, Revwe Germani-
que, 28 (1937), pp. 373-377.

46 Marvcer BaraiLron, Erasme et I'Espagne, Paris: Droz, 1937, pp. 83, 539,
543, 740, 743-759, 795, 814-817:

L'Espagne était... un de ces pavs étranges ou la chrétienté centre en contact
avec les sémites.

.I'Fspagne sc¢ fera le champion de lorthodoxie tridentine définitivement

formulée. Elle se gloritiera de plus en plus de la part prise par elle 2 son élabora-
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tween 1556 and 1563. In this European theory, Spain is sub-
ject and object. It is subject in so far as this country where chris-
tianity was in contact with the semites for centuries does not ab-
sorb the Italian Renaissance paganism, but rathera northern
kind of pietism. This “Erasmism” tries to hold an instable equi-
librium between northern Protestantism and a paganized Re-
naissance. But the Roman inquitition since 1550 has spread
from Italy to the Spanish territories of Naples and then, en-
couraged the Spanish national inquisition. The Spanish reli-
gious élan tries to outdo Rome to the same degree under

tion. Le rdle d’un Lainez dans le débat sur la justification sera complaisamment
mis en lumiere.

Parmi les livres qui ont préparé la restauration dogmatique de Trente, il n’en
est peut-€tre pas de plus répandu que le traité du franciscain Fr. Alonso de Castro
Adversus omnes haereses ... ouvrage classique. ..

“Hubo en Espafia desde... todos los tiempos acaso, un espa®ol ampuloso, ha-
blistin y parabolano (Valdés) v otro conocido por lo sobrio, lo claro v lo veraz
que se manifiesta™. (J. Moreno Villa. introduccién de J. de Valdés, Didlogo de len-
gua. Biblioteca Calleja, Madrid, 1919, p. 13).

Entre 1556... ¢t 1563 ... I’Espagne change trés vite, et trés profondément
de climat spirituel. Ce serait une grave errcur d’expliquer cette métamorphose par
'avénement de Philippe IT, champion de la Contre-réforme. ..

Mais ... P'Europe entiere est arrivée a un de ces moments critiques ol un
¢autlibre 1nstable se rompt. ..

Le réve irénique d’une conciliation... perd brusquement le support temporel.

I’inquisition romaine, dés le temps de Jules I, avait entrepris la répression de
’hérésie en terre Italienne: elle avait méme pris pied dans le royaume espagnol de
Naples, ot le valdésianisme était persécuté. Avec Paul TV, le plus inflexible des
inquisiteurs monte sur le tréne pontifical.

Dans le zéle nouveau avec lequel 'Inquisition espagnole va traquer I’hérésie,
I'exemple romain a sa part... Douloureux enfantement d’une orthodoxie plutoe
que bataille d’une orthodoxie tout armée contre le luthéranisme.

(Les) Exercices... étaient... completés par ces Quelques régles ou Ignace
de Loyola dés 1548 avait fait tenir par avance le memento de l'orthodoxie tri-
dentine.

L’humanisme chrétien des érasmistes ... avait volontiers incliné & la critique
des textes, a l'examen des traditions de I'Eglise et avait fait de la philosophie
potenne une sorte d'introduction au plus profond christianisme ... Cet humanis-
me de plus en plus suspect... était de plus en plus supplanté par un autre hu-
manisme dont les Jésuites étaient les grands mailtres: un humanisme de tout re-
nos, fondé sur Pétude des poctes et des orateurs latins. Leur enseignement visait
surtout a orner esprit, & Uinitier au bien-dire,... 2 un moralisme tempéré qui ne
prenait plus ombrage des fables palennes. ..

Quevedo... a associé a I’humanisme dévot de Saint Francois de Sales, le
stoicisme chrétien de Juste Lipse, et en méme temps, il a incarné l'esprit satiriquc
le plus virulent.
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Philip II as it tried to teach the popes Catholicism under
Charles V. Saint Ignatius, once suspected himself as an illu-
minist creating “Ifiguinismo” had not failed to furnish final-
ly an instrument of devotedness and radical obedience to the
Pope which anticipated everything for which the Council of
Trent, prepared and worked out preponderantly by Spanish
theologians, will stand. And after Trent the pre-tridentine
Erasmian Renaissance position and the post-tridentine Igna-
tian Baroque position or the cultural styles Charles V and
Philip II become pretty clear: Philological vital humanism
versus an oratorial varnish humanism, an attitude taking clas-
sical paganism seriously as a providential introduction to
Christianity versus an attitude of considering the classics as a
pleasant school of inoffensive fables to teach a natural moder-
ate moral for people in the world, and consequently “lo so-
brio, lo claro y lo veraz” versus “lo ampuloso, hablistin y
parabolano”. The Baroque devout humanism combined with
a stoic attitude often seems to show none the less a moderate
criticism compatible with irony and even satire. Bataillon’s
approach to the Baroque is practically as negative as that of
all the Frenchmen like Baldensperger, Peyre and others. Also
Américo Castro has to be mentioned in this connexion for
snatching Cervantes from the Baroque as not fitting into his
Baroque formula: “la disminuciéon de aquella dignitas homi-
nis del Renacimiento” *'. Bataillon and Castro as rationalists
cannot conceive of values of a culture, which does not admit
that"human reason alone can solve all the problems of life
and that a collective metaphysical turn of the spirit of a na-
tion is rather a spontaneous than a dictated phaenomenon.

Furthermore they neglect the style problems and the link to
the arts entirely.

The negative attitude towards the Spanish Baroque creat-
ed by Pfandl, Castro and Bataillon was reechoed, exaggerat-
ed and distorted to - pamphletary proportions by Guillermo

47 Amtrico Castro, “El Don Juan de Tirso y el de Molitre como personajes
barrocos™, Hommage a Ernest Martinenche, Paris, 1937, pp. 93-111, quote from
p. 99.
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Diaz-Plaja in 1940. According to this writer who seems to
take for granted that there is no Baroque outside Spain and
therefore considers Spain only in his theory, Baroque is “la
nostalgia de una edad heroica” and — in opposition to Castro
and Bataillon — exactly “el triunfo del intelectual”, an intel-
lectuality, of course, which is concerned with witty analysis,
by which not only Quevedo but also Cervantes “ve ya las ar-
raas ‘desde las letras’ ”. Baroque in opposition to what all the
other critics have said, is for Diaz-Plaja individualistic, be-
cause there exists “no donacién absoluta de lo individual a lo
colectivo”. The possible " reason? The same Jewish blood of
the marranos which Castro and Bataillon had made responsi-
ble for the Renaissance is now responsible for the Baroque,
because only “el pueblo de teblogos y de usureros” can pro-
duce a civilization of the “exaltacién de lo infinito y sabotaje
de lo real”. Now “sensualidad” replaces “el idealismo neopla-
ténico” and an allegedly new principle is reigning: “la her-
mosura en lo horrible” *,
Here Diaz-Plaja touched on something which was actually
discussed in Menéndez y Pelayo’s Historia de las ideas estéti-
cas, namely the fundamental difference between the occiden-
tal and the oriental concept of beauty. This consideration and
the overemphasis of all the just reviewed authors on the im-
portance of Spain for the Baroque justified the present writer
in a lecture delivered at the University of Brussels in March
1940 to the following theory: Not the counterreformation,
but Spain as such is in the first line responsible for the histb-
rical Baroque in Europe as it is responsible for the counterre-
formation itself, Jesuitism as well as Trent. There was an
eternal Baroque taste in Spain preferring the odd and the
.complicated and the divine to the smooth and the beautiful
and the worldly. This taste resisted the Greco-Roman classi-
cal tendencies of the Italian Renaissance and modifying them
a la espafiola, the Spaniards propagated this modified Renais-
sance taste in Italy. Thus the historical Baroque was created.

’

48 GuiLLerMo Disz-Puaya, El espiritu del Barroco. Tres interpretaciones. Bar-
celona: Apolo, 1940, pp. 17, 27, 32, 37, 6o, 68, 69, 93, 103, 110,
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This historical Baroque now spread to France, Germany and
England, and finally returned to Spain herself where its ten-
dencies were overdone in such phaenomena of exuberance as
are known by the names of conceptismo and charriguerismo.
Spain knew also to mitigate this style in artists like Cervan-
tes and Veldzquez. This mitigation was worked out by prin-
ciple in France. If Spain failed to do the same along the whole

. line it seems that its traditional oriental and Arabic taste is
responsible for it. In other words, the origin and the exagge-
ration of the Baroque in Spain must have a connection with
a Mozarabic psyche which at an earlier stage created the mu-
déjar art and the aljamiado literature *°.

To my agreable surprise this theory of the “eternal” Spa-
nish Baroque explained as an Arabic heritage, victorious at
a moment of history over the pure occidental Italian Renais-
sance and producing the historical Baroque, which I tried to
make plausible for literature; became independently also the
new view point of Werner Weisbach for art and induced
him in 1941 to modify his earlier counterreformation-theory
in his London lectures on the Spanish Baroque art *°.

If the eternal contrast between occidental reason and
oriental wisdom never therefore is solved in Spain by a bare
rationalism nor by a soulless fideism, the formula with which
Castro tries to label Cervantes as an unsincere rather than as
a typically Spanish author turns out as one of the most to the

49 Heumur Harzreerp, “El predominio del espiritu espafiol en la literatura
europea del siglo xvit", Revista de Filologia Hispdnica. I (1941). 9-23.

50 WeRNER WEISBACH, Spanish Baroque Art. Three lectures delivered at the
University of London, Cambridge U. Press, 1941, pp. 4-7:

Long association and intercourse with the Moors left deep traces in Spanish
culture, and there is striking evidence of this association in Spanish art. Right
into the sixteenth century we find echoes of Islamic decorative motives. ..

Just at the time when the Renaissance movement was beginning, after the
conquest of Granada, ... attention was again strongly directed towards Islamic
forms, and a desire for Oriental forms became extensive.

(Therefore) Baroque art has for Spain an especial importance in so far as
there is reflected in it something intrinsically national and Spanish ..., borrowed
material was creatively adapted to the new, conditions, and so translated into the
idiom of the country. '

Counter-Reformation and Absolutism found their expressive symbols in the

s creations of this Baroque style. N
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point Baroque formulas: “Contraste entre la audacia irénica y
la untuosidad piadosa” ™. And it is indeed significant that the
Jesuits P. H. Villoslada and P. Rafael Maria Hornedo accept
the Baroque analysis made by Bataillon and Castro, only giv-
ing it a positive value. Thus to P. G. Villeslada barroco is the
Spanish way of getting rid of the “Humanismo erasmiano” **
and P. R. M. Hornedo says indeed that the vital element of the
Baroque are the spiritual exercices, whereas “para los jesuitas
el humanismo es puro valor formal y literario” and the pro-
cess which leads from the Renaissance to the Baroque is the
necessary Spanish way of giving again a symbolic and trans-
cendental meaning to the world to which the Renaissance had
only left the meaningless appearance. In this sense the Baro-
que could be defined as “una desvirtualizacién de lo simboli-
zado” and he adds polemizing against Diaz-Plaja — that in
this process there is not implied either lezras versus armas,
or nostalgia de una edad heroica®. Also Joaquin de Entram-
basaguas, not at ease with Erasmus, opposes the Baroque Au-
manismo cerebral to the renascent Aumanismo afectivo or epi-
cureismo espiritual, aspects representing both * rasgos inquie-
tadoramente . .. seguros para ¢l mundo catélico.

If one tunes down the Baroque problem to the problem of
the end of the true humanism, in the sense just sketched,
things shape up differently. For Giuseppe Toffanin those
who break up the Greco-Roman-Catholic unity of the Middle
Ages and the Renaissance are less the jesuits than scholars
like Bacon and Giordano Bruno, Vesal and Galileo who are
opposed to everything which is not experimental and those
constructors of the fundamental incompatibility between the
classical tradition and Christianity like Savonarola and Pascal.

51 Amirico Castro, “Los Prélogos al Quijote”, Rewvista de Filologia Hispinica,
I (1941), p. 337.

52 P. G. ViLrosLapa, “Humanismo y Contrarreforma”, Razén y Fé, 121 (1940),
p. 23.

53 P, RaraeL Maria pE Hornevo, “iHacia una desvaloracién del barroco?”,
Razén y Fé, 125 (1942), 47-60. 361-374, 545-558, and 126 (1942), 37-52, 54,

58, 59, 373.
54 JoaQuin DE ENTRAMBAsAGUAS, El paisaje inexistente, Castellén de la Plana,
1933. R N
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But even with this shifting of the responsibilities Toffanin’s
Baroque formula would not be different from the Hispanic
one. “L’esultante spiritualismo umanistico muore: la fede
s’accorge che non ha bisogno di esso” *. Toffanin therefore
has another purely literary distinction between Renaissance
and Baroque: classico for the Renaissance and classicistico for
the Baroque. With this Italian scheme he would see every-
thing between Tasso and Racine which seem to him spoiled
by the interpretation and adjustment of the Aristotelian Poe-
tics and the spirit of the counterreformation. In the explana-
tion how this came to pass Toffanin’s theory is in the sharpest
parallel to Weisbach’s: The Renaissance achievements of the
Humanism were worn out and a formalistic interpretation
of Aristotle’s poetics gave it new life. Aristotle’s catharsis
explained as a means to fight the passions was an opportune
interpretation to challenge the counterreformation to use po-
etry and poetic theory as a means of moral propaganda™.
At last a Spanish historian of art, Enrique Lafuente Fer-
rari > interfered in the talk of the historians of ideas; he really
makes as the French would say a mise au point of the Spa-
nish Baroque and of the Baroque in general. First, he regrets
that with the classical Greco-Roman norms in mind neither
the art historians Ponz, Llaguno and Cein nor the great Me-
néndez y Pelayo were capable to understand the meaning of
the Baroque. Second, he stresses the methodological point,
that it is inadmissible in defining the style of an epoch to do
so on a selective basis, and by separating the arts: “la incon-
secuencia en admirar a Gracidn y a Calderén, tolerar la pin-
tura ‘imitativa’... y condenar la arquitectura de Cano o de
Churriguera”. Third, and that is a new viewpoint, Lafuente
Ferrari does not believe at all that the Italian Renaissance is

55 Giuseppe TOFFANIN, Storia dell’'Umanesimo, Bologna: Zanichelli, 1943,
p. 248.

58 Giuserpe TorraNIN, Il Tasso ¢ I'Etd che [u sua, Napoli: Libreria scientifica,
s. d. (1945?), p. 63: '

Il formalismo era venuto su... dalla stanchezza dell'Umanesimo in tutta
spontaneit, come una forma di degenerazione, ¢ il moralismo catolico vi s'era
abbarbicato. . .

57 E. LarueNTE FeRRARI, “La interpretacién del barroco y sus valores espa-
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the normal expression of the occidental art. It rather inter-
rupted the Gothic art which was this expression, in an arti-
ficial way, and the Baroque tries to take up those ties again
which the Renaissance had cut, without therefore renoun- /
cing the acquisitions of the Renaissance:

El barroco. .. no fué un echarse a perder del arte clasico, sino la
espontinea reaccién del espiritu occidental que trata:de reanudar
la continuidad de su propio devenir.

Fourth, he accounts for the successive coming to impor-
tance of the different countries:

Este gran arte barroco y su iconografia emanan de Roma. . . Espaifia
es la primera en la lucha... aliada a Austria y a los catélicos ale-
manes. .. La participacién artistica de Francia en el barrocoes muy
importante a partir de Luis XIV.

Fifth, he puts aright the slogan of Baroque as art of the coun-
terreformation with the formula of Baroque as “la evidencia
de lo sobrenatural”. Sixth, he expands on this formula in a
sharp ideological parallelism between the “occidental-Chris-
tian” versus the “classical-pagan” art forms and their psycho-
logy, a parallelism which could not be formulated in a more
convincing way:

Esta nueva sensibilidad deja de lado el artificial mundo platénico
de los humanistas para plantcarse de nuevo los eternos y angustio-
sos problemas del hombre y, en primer lugar, los de su salvacién,
su responsabilidad y su miseria. .. por su dramdtica intuicién de lo
concreto humano.

Ay
Seventh, he modifies the spirit of the Baroque as “emo-
ciones y vivencias religiosas” which, nevertheless, must not
necessarily materialize in religious Catholic topics, but may
do so in any problem vibrating of the Eternal in man. This

-

fioles”’, Boletin del Seminario de Estudios de Arte y Arqueologia, VII (1942),
pp. 13-66, reprintcd as Enrique LAFUENTE FERRARY, Ensayo preliminar de Wer-
ner Weisbach, El Barroco, arte de la contrarreforma, Madrid: Calpe, 1942, pp. 16-
31, 33-36, 46.
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1s the dignity which Lafuente has to oppose to Castro’s “dig-
nity” of the Renaissance man:

Con temas devotos y laicos. .. el cristianismo. . . en el ardiente ca-
tolicismo de la contrareforma ha servido... para expresar... esa
ansia de eternidad y de salvacidn, esa idea de la dignidad del hom-
bre. .. ante lo absoluto. . . el ansia de inmortalidad.

Eighth, Lafuente Ferrari stresses the point that in the great
masters this highest tension of the soul against all the expec-
tations of those who are fishing from the outset for gongoris-
mos and churriguerismos, is always expressed (siempre en los
grandes maestros) “con una emocién contenida y una scbrie-
dad concentrada”. His ninth and last point is that zAe inspi-
rator of the whole contrareformatory Baroque is San Ignacio
de Loyola:

. El arte y la devocién de la Contrareforma reciben del fundador de
la Compaiifa un impulso perfectamente claro, seguido por su épo-
ca... con fidelidad y consecuencia admirables.

With Lafuente Ferrari’s well balanced statements the
French practically were invited again to reconsider their clas-
sical literature of the Louis XIV epoch as their Baroque mo-
ment, an enterprise prepared by Spitzer, Auerbach and the
present writer, also by the Dane Valdemar Vedel and Ger-

" hard Rohlfs *®. French writers continue to think that baroque
- must consist in “l'excés dans la décoration verbale”, “le sur-
naturel paien”, “le chrétien magique”, “les passions violentes”,
“les caractéres extravagants”. Raymond Lebégue however has
made some concessions which sepm the turning point in Fran-
ce in 1942.

“Il faut réagir”, says Lebégue, “contre I'incuriosité des fran-
cais 2 I'égard de l'esprit baroque. Elle est regrettable; car ils
ignorent les travaux qui ont été faits a I'étranger sur la litté-
rature baroque... Est baroque ce qui est irrationnel..., le
golt... du mystére et du surnaturel, et enfin I’élan émotif

58 GrrHARD RomLrs, “Racines Mithridate als Beispiel hofischer Barockdich-
wung”, Archiv fir das Studium der neueren Sprachen, 166 (1936), pp. 200-212.

THESAURUS. Tomo IV. Nam. 3 (1948). Helmut HATZFELD. A Critical Survey of the ...
L
= = Centro Virtual Cervantes



THESAURUS. Tomo IV. Num. 3 (1948). Helmut HATZFELD. A Critical Survey of the ...

Bicc, 1v, 1948 RECENT BAROQUE THEORIES - 485

et passionnel ... Ce que Boileau dira de la comedia espagno-
le... se vérifie aussi chez nous... Il y a du mystére dans 'Ame
de I'homme. Ces moralistes du XVIle si¢cle, qui analysent
minutieusement le coeur humain, s’arrétent devant I'inexpli-
cable je ne sais quoi... En France, I'art baroque a été moins
luxuriant que dans les autres pays catholiques... Mais [es-
prit baroque a mis sa marque sur une quantité de drames
frangais; des-poctes de talent et méme de génie... ont com-
posé des picces qui appartiennent indéniablement au théatre
baroque. Cest la une vérité qu'il faut rappeler aux historiens
frangais de notre littérature... Il n’y.a pas eu de fossé entre
le Baroque et le Classicisme. .. Sous le régne... du classicis-
me, le golit pour certains caractéres du Baroque persista” *°.

Lebégue making not the slightest objections to a~Corneil-
le baroque, still, however, would be inclined to be opposed to
a Racine baroque. But his view point would suppose a Clas-
sicism as a new style between Baroque and Rococo, which is
unthinkable. Lebégue can not see as yet that “Classicisms” are
of all centuries and are artificial regulations of the drift of
styles, therefore we have a renascent, a baroque, an enlighten-
ed and a romantic Classicism, the first being of Italian, the
second of French, the third of English, the fourth of German
coinage. Marcel Raymond, on the other hand, unfortunately
still in 1944 tries to get from the flamboyant Renaissance of
Ronsard, entrapped in the same error as Schiirr, his Baroque
formula: “A conscience nourrished by the Latins and the
Greeks grafted upon an unconscious Medievalism” *’, whilst

59 Raymonp LeBEGUE, *“Le théitre baroque en France”, Bibliothéque d’Huma-
nisme et Renaissance, 11 (1942), pp. 161-184, 162-163, 183, note 1 p. 163; and
note 1 p. 169: .

En cc qui concerne nos écrivains, voir dans le livre de Valdemar Vedel sur
Corneille et Moliére (traduction frangaise, 1935) le chapitre intitulé le barogue
et le classique, et surtout Je travail d’ensemble de H. Hatzfeld, “Die franzésische
Klassik in neuer Sicht (Klassik als Barock)”, publié en 1935 dans la revue hol-
landaise Tijdschrift voor Taal en Letteren, pp. 213-282.

Sur le Je ne sais quoi H. Jacoubet renvoie 3 Gombauld, 3 Pascal, 3 Gracian et
au P. Bouvhours (Revue d’'Histoire Littéraire, 1928).

80 MarceL RayMonp, “Classique et baroque dans la poésic de Ronsard”, Con-
i
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in opposition to this truly flamboyant formula it would be

much more correct to say, if at all, that a new Medievalism

1s grafted upon certain forms imitative of Antiquity. But this
. formula never would cover Ronsdrd.

‘There can be no doubt whatsoever that in the long run
also French scholars will agree that their high Classicism is
a typical aspect of the Baroque. After the most timid sugges-
tions of this kind by Pierre Kohler ®' and Gonzague de Rey-
nold *; both of them teaching in Switzerland, Thierry Maul-
nier , and Mme. Dominique Aury in her anthology Les poézes
précieux et baroques du XVlle siécle ™, (Thierry Maulnier,
prefacing this anthology), come very close to abandoning the
borderline between préclassicisme précieux ou baroque and
classicisme pur, so much so that Maurice Blanchot in his re-
view of those attempts was able to draw the following con-
clusion: French classicisme is Baroque by the perfection of
expressing the most complicated mysteries of life in the sim-
plest way, a result, however, of a long struggle against diffi-
culties. And he comments:

Thierry Maulnier remarque que si I'on veut donner au mot pré-
ciosité un sens précis, en dressant le catalogue des thémes, des ima-
ges, des recettes d’école, on est amené a classer parmi les précieux
tous les poctes du XVlle siécle. ..

D’une mani¢re générale, on peut dire que les Précieux ... voient
dans la poésie un moyen de maitriser les mystéres de ’homme ct du
monde, une aventure spirituelle [qui] conduit I"dme vers les régions

cinnitas. Festschrift fir H. Wolfflin, Basel, 1944, pp. 137-173:

Une conscience nourrie des Latins et des Grecs se superpose 4 un inconscient . ..
médiéval . ..

01 Prerre KomLER, “Le classicisme frangais et le probléme du baroque™, Let-
tres de France (Lausanne, 1943), pp. 49-138.

Y2 GonzacUE DE REYNoOLD, Le XVile siécle: Le Classique et le Baroque, Mont-
real, 1944.

63 THiERRY MAULNIER, Introduction de Mme, D. Aury, Poétes précieux et ba-
roques du 17e siccle, Angers: Pctit, 1941; and Poésie du XVII siécle, Paris: La
Table Ronde, 194s.

84 DominiQUE AURY, Les poéles précieux et baroques du XVlle sidcle, Angers,
1941. N
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extrémes que sans art elle ne saurait atteindre ... L’art n'est plus
seulement un art..., il est un pouvoir conquis sur les forces obs-
cures des choses ... Ils sont précicux et ils sont classiques.

And then Thierry Maulnier gives an excellent new Bar-
oque formula: “L’art baroque s'exprime comme I'équilibre
dans P'excés et la mesure dans I’étrange” .

Even the French historians Edmond Préclin and Victor
L. Tapié, who would understand by Baroque “Les monar-
chies centralisées” consider the period up to 1660 as “baroque
italianisante et hispanisante” and characterize the period after
16go very correctly as an epoch “ou les influences chrétienne
et baroque s’effacent”, but they construct similar to Lebegue
in orden to satisfy the old fashioned concept of French classi-
cism a small generation between the two, or rather they inter-
rupt arbitrarily the baroque period lasting according to their
own words until 16go, et the moment when those Italian and
Spanish elements have fased in a pure fread Baroque, by an
epoch 1660-16g0 as “une bréve époque d’équilibre” *, not
seeing as Maurice Blanchot saw that this equilibrium is an
equilibrium of extreme and strange forces, i. e. truly Baroque.

Thanks to a new analysis (with the help of Wolfflin) of
typically Italian Renaissance works of literature such as I/ Cor-
tegiano for theory and L'Orlando furioso for practice Arminio
Janner tried to establish principles of literary art, which em-
brace form and psychology at once, and which, found in Cas-
tiglione for the Renaissance, could suggest what Baroque as
their opposite would be: Not sweetness (dolcezza) but auste-
rity, not gentleness (soavitd) but responsibility, not simplici-
ty (semplicitd) but complexity, formal and psychological; not
mediocrity (onesta mediocritd), but radical decision (sanctity
or sin), not embracing of the material world (universalird),
but embracing of the spiritual world (catholicity) *.

65 Maurice BraNcHor, Faux, Pas, Paris: Gallimard, 1943, ch. s: Le;_goéie: ba-
roques du XVIle siécle, pp. 151-156.
66 Epmonp PrEcLIN et VicTor L. Tapig, Le XVile siécle. Monarchies centru-

lisées, Paris: Presses Universitaires, 1943 pp. 500-501.

87 ArmiNio JANNER, “Il Castiglione e I'Ariosto a sostegno di Enrico Wolfflin™,
Concinnitas, pp. 117-136.
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In 1944, it had already become difficult, even to a Spitzer,
to add to the general statements concerning the Baroque any-
thing new. None the less one of his formulas appears notewor-
thy: “El hecho espiritual se aparece siempre encarnado y la
carne llama siempre a lo espiritual”. More important still is
his compromise as to the paradoxical origin of the Baroque
which historically comes from Italy, but is “preconceived” in
Spain, a thorny problem which can not so easily be solved.
Spitzer explains: “El catolicismo mediterrineo (espafiol o ita-
liano) ha encontrado en la misma sensualidad la expresién
de lo trascendente” .

But tendencies which Spitzer ascribes to the mediterra-
nean Catholicism, did they not appear independent of it? The
Baroque principle of mixing up represented ideas with the
concrete, rough everyday reality appears as well in the North,
in the Silesian Schools of poetry and in the “pools populated
with porcelain dolphins and water sprites, where stony nymphs
fled from marble satyrs through the realistically splashing wa-
ter” *. Spitzer could answer that the secular Baroque is a des-
cendant of the religious and ecclesiastical one. Baroque certain-
ly has a remote and a proximiate origin. As Mario Praz has told
us, the cult of the baroque metaphor was prepared by the
humanists, the illusory perspective in architecture which he
considers a parallel to the metaphor, is due to the rediscovery
of Vitruvius, the epigrammatic tendency to the rediscovery of
the Greek anthology; Gracian considers Martial as the “pri-
mogénito de la agudeza”, Tesauro considers madness as a
kind of metaphor because the fool, too, takes one thing for
another ™. In short, one could enumerate infinite and decisive

4

68 Lro Serrzer, “El barroco espafiol”, Boletin del Instituto de Investigaciones
Historicas, XXVIHI (1944), pp. 17-30.

89 WiLLiam FLEMING, “The Element of Motion in Baroque Art and Music”,
The Journal of Aesthetics, V (1946), 121-128.

70 Mario Praz, La poesia metafisica inglese dei Seicento. John Donne, Roma:
Edizioni Italiane, 194s, pp. 6-11:

Uno sviluppo del culto della mctafora gia professato dagli umanisti . ..

La metafora & in letteratura quello che, in architettura, ¢ una prospettiva illu-
soria ...

L'affollamento di ornati corrisponde alla moda letteraria di stipar di concetti
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Baroque elements coming from Antiquity and humanism
which, producing a certain complicated form of spirit have
nothing to do with Catholicism or counterreformation or even
religion, but certainly are mediterranean.

And none the less, in front of the Baroque problem, the
literary history of form alone has become meaningless sepa-
rated from the history of ideas. It is now this latter which in
1046 finds new formulas to account for the proximate reason
cf the Baroque: “El papa” versus “el César”, “Dios” versus
“el hombre”, “realismo teoldgico” versus “utopismo renacen-
tista”, “la verdad divina” versus “los fueros de la razén” ",
formulas new in words, not new any more in substance. What
we really want to know is how the European Renaissance
came to turn Baroque in the sense so often defined.

This proximate process of the sixteenth century which ac-
tually took place in order to reach in a historical moment a
particular “combination of rigidly and frenzy”, according to
Stephen Gilman (1947), “was neither automatic nor inevita-
ble..., it came from the minds and determination of men ... ;
an introduction of the eternal into the minds of men was ne-
cessary for the change”. Gilman makes responsible for the
change the Spanish visualizing ascetics, Fray Hernando de
Zirate, and Malén de Chaide ™. Unfortunately they are much
too late to explain Baroque as creation and not as evolution.
The imaginary ascetics are themselves already in the flux. The
creation is San Ignacio’s for the reasons hinted at by Lafuente

il discorso . . .

(Alla) tendenza epigrammatica... molto contribui la divulgazione dell’An-
tologia greca. ..

Non aveva torto il Gracidn di chiamare Marziale primogénito de la Agudeza
e di veder nclla Spagna, sua patria, il clima naturale dell’arguzia...

Pel Tesauro (Cannochiale Aristotelico o sia ldea delle Argutezze Eroiche) i
matti “meglio che i sani sono condizionati a fabbricar nella lor fantasia metafore
facete, ¢ simboli arguti: anzi la pazzia altro non ¢ che metafora la quale prende
una cosa per altra”. '

71 Jost M. GaLLEGos Rocaruiyr, El hombre y el mundo de los teblogos espu-
fioles de los siglos de oro, México: Stylo, 1946.

72 StepHEN GILMAN, “An Introduction to the Ideology of the Baroque in
Spain”, Symposium, 1 (1946), 82-107, particularly g9g9-101. .
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Ferrari and implicity also by Joaquin Casalduero ™, the more
so as the earlier years 1520-1536 are the decisive ones for what
Gabriel Aubaréde has called: La révolution des Saints™. It
seems, indeed, that, if Michelangelo, the Italian, is the father
of the formal Baroque, as Wolfflin had it at the outset of our
survey, San Ignacio, the Spaniard, is the father of the spirit of
the Baroque, of the “Counter Renaissance”, as Werner P.
Friedrich recently has called the Baroque ™

At this stage of the Baroque speculations it would be worth
while therefore to look a little into the problem whether Pope
Paul III, who ratified Saint Ignatius’ Company and was fas-
cinated by the Ejercicios espirituales, was not full of Ignatian
visualizations and suggestions, when he gave in 1535 the aging
Michelangelo the order to paint the Last Judgment of the Six-
tine Chapel which was terminated only in 1541, i. e. four years
after St. Ignatius’ personal arrival for good in Rome ™. Even
if the competent scholars were to reject such a suggestion a
limine, it remains a fact that the origin of the Baroque in
which the history of ideas is interested certainly will center
on the problem of Spanish Influence in Rome between 1530
and 1540. The second task will be to elaborate what the Eu-
ropean works of literature and art of the ensuing epoch have
fundamentally in common after having undergone the Spa-
nish-Italian, Ignatian-Michelangelesque influence. The third
will be to establish the exact system of the expansion of those
forms and ideas in Europe. Everything will depend on re-
cognizing the tempo and the ways by which they reach again
Spain from Italy and spread to France from Italy and Spain

73 JoaquiN CasaLDUERO, Sentido y forma de las Nowvelas Ejemplares, Buenos
Aires: Instituto de Filologia, 1943, p. 207.

74 GaBrIEL AUBAREDE, La révolution des Saints 1520-1536, Paris: Gallimard,
1947. '

75 W. P. Frieorich, “Late Renaissance, Baroque or Counter-Reformation”,
Journal of English and Germanic Philology, XLVl (1947), 132-143.

76 H. PiNaRD DE LA BoULLAYE, Safnt lgnace de Loyola, Directeur d’dmes, Pa-
ris: Aubier, 1946, p. XXXII:

Accueilli, recommandé, loué par Paul III, aprés un examen attentif et repétc, re-
gardé ... comme un chef-d'eeuvre psychologique de premier ordre, ce petit livre
a été... Pun des écrits les plus importants des temps modernes.
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together. Thus it will be finally understood that Baroque reach-
es its artistic perfections at quite different historical moments
in these couuntries. It has to be worked out that the true ex-
pression of the Baroque is not the form of decadent exaggera-
tion but of classical perfection, extending from Tintoretto to
Velizquez and Poussin as well as from Torcuato Tasso ‘to
Cervantes and Racine.

Hermut Harzreun.
Catholic University of America.

THESAURUS. Tomo IV. NGm. 3 (1948). Helmut HATZFELD. A Critical Survey of the ...
L J
=] = Centro Virtual Cervantes



	Inicio
	Número siguiente
	Número anterior
	Artículo siguiente
	Artículo anterior
	Página índice
	Thesaurus. Boletín del Instituto Caro y Cuervo. 1945-1999
	Año 1945. Tomo I. Número 1
	Año 1945. Tomo I. Número 2
	Año 1945. Tomo I. Número 3
	Año 1946. Tomo II. Número 1
	Año 1946. Tomo II. Número 2
	Año 1946. Tomo II. Número 3
	Año 1947. Tomo III. Números 1, 2 y 3
	Año 1948. Tomo IV. Número 1
	Año 1948. Tomo IV. Número 2
	Año 1948. Tomo IV. Número 3
	Año 1949. Tomo V. Números 1, 2 y 3
	Año 1950. Tomo VI. Número 1
	Año 1950. Tomo VI. Número 2
	Año 1950. Tomo VI. Número 3
	Año 1951. Tomo VII. Números 1, 2 y 3
	Año 1961. Tomo XVI. Número 1
	Año 1961. Tomo XVI. Número 2
	Año 1961. Tomo XVI. Número 3
	Año 1962. Tomo XVII. Número 1
	Año 1962. Tomo XVII. Número 2
	Año 1962. Tomo XVII. Número 3
	Año 1963. Tomo XVIII. Número 1
	Año 1963. Tomo XVIII. Número 2
	Año 1963. Tomo XVIII. Número 3
	Año 1964. Tomo XIX. Número 1
	Año 1964. Tomo XIX. Número 2
	Año 1964. Tomo XIX. Número 3
	Año 1965. Tomo XX. Número 1
	Año 1965. Tomo XX. Número 2
	Año 1965. Tomo XX. Número 3
	Año 1966. Tomo XXI. Número 1
	Año 1966. Tomo XXI. Número 2
	Año 1966. Tomo XXI. Número 3
	Año 1967. Tomo XXII. Número 1
	Año 1967. Tomo XXII. Número 2
	Año 1967. Tomo XXII. Número 3
	Año 1968. Tomo XXIII. Número 1
	Año 1968. Tomo XXIII. Número 2
	Año 1968. Tomo XXIII. Número 3
	Año 1969. Tomo XXIV. Número 1
	Año 1969. Tomo XXIV. Número 2
	Año 1969. Tomo XXIV. Número 3
	Año 1970. Tomo XXV. Número 1
	Año 1970. Tomo XXV. Número 2
	Año 1970. Tomo XXV. Número 3
	Año 1971. Tomo XXVI. Número 1
	Año 1971. Tomo XXVI. Número 2
	Año 1971. Tomo XXVI. Número 3
	Año 1972. Tomo XXVII. Número 1
	Año 1972. Tomo XXVII. Número 2
	Año 1972. Tomo XXVII. Número 3
	Año 1973. Tomo XXVIII. Número 1
	Año 1973. Tomo XXVIII. Número 2
	Año 1973. Tomo XXVIII. Número 3
	Año 1974. Tomo XXIX. Número 1
	Año 1974. Tomo XXIX. Número 2
	Año 1974. Tomo XXIX. Número 3
	Año 1975. Tomo XXX. Número 1
	Año 1975. Tomo XXX. Número 2
	Año 1975. Tomo XXX. Número 3
	Año 1976. Tomo XXXI. Número 1
	Año 1976. Tomo XXXI. Número 2
	Año 1976. Tomo XXXI. Número 3
	Año 1977. Tomo XXXII. Número 1
	Año 1977. Tomo XXXII. Número 2
	Año 1977. Tomo XXXII. Número 3
	Año 1978. Tomo XXXIII. Número 1
	Año 1978. Tomo XXXIII. Número 2
	Año 1978. Tomo XXXIII. Número 3
	Año 1979. Tomo XXXIV. Números 1, 2 y 3
	Año 1980. Tomo XXXV. Número 1
	Año 1980. Tomo XXXV. Número 2
	Año 1980. Tomo XXXV. Número 3
	Año 1981. Tomo XXXVI. Número 1
	Año 1981. Tomo XXXVI. Número 2
	Año 1981. Tomo XXXVI. Número 3
	Año 1982. Tomo XXXVII. Número 1
	Año 1982. Tomo XXXVII. Número 2
	Año 1982. Tomo XXXVII. Número 3
	Año 1983. Tomo XXXVIII. Número 1
	Año 1983. Tomo XXXVIII. Número 2
	Año 1983. Tomo XXXVIII. Número 3
	Año 1984. Tomo XXXIX. Números 1, 2 y 3
	Año 1985. Tomo XL. Número 1
	Año 1985. Tomo XL. Número 2
	Año 1985. Tomo XL. Número 3
	Año 1986. Tomo XLI. Números 1, 2 y 3
	Año 1987. Tomo XLII. Número 1
	Año 1987. Tomo XLII. Número 2
	Año 1987. Tomo XLII. Número 3
	Año 1988. Tomo XLIII. Número 1
	Año 1988. Tomo XLIII. Números 2 y 3
	Año 1989. Tomo XLIV. Número 1
	Año 1989. Tomo XLIV. Número 2
	Año 1989. Tomo XLIV. Número 3
	Año 1990. Tomo XLV. Número 1
	Año 1990. Tomo XLV. Número 2
	Año 1990. Tomo XLV. Número 3
	Año 1991. Tomo XLVI. Número 1
	Año 1991. Tomo XLVI. Número 2
	Año 1991. Tomo XLVI. Número 3
	Año 1992. Tomo XLVII. Número 1
	Año 1992. Tomo XLVII. Número 2
	Año 1992. Tomo XLVII. Número 3
	Año 1993. Tomo XLVIII. Número 1
	Año 1993. Tomo XLVIII. Número 2
	Año 1993. Tomo XLVIII. Número 3
	Año 1994. Tomo XLIX. Número 1
	Año 1994. Tomo XLIX. Número 2
	Año 1994. Tomo XLIX. Número 3
	Año 1995. Tomo L. Números 1, 2 y 3
	Año 1996. Tomo LI. Número 1
	Año 1996. Tomo LI. Número 2
	Año 1996. Tomo LI. Número 3
	Año 1997. Tomo LII. Números 1, 2 y 3
	Año 1998. Tomo LIII. Número 1
	Año 1998. Tomo LIII. Número 2
	Año 1998. Tomo LIII. Número 3
	Año 1999. Tomo LIV. Número 1
	Año 1999. Tomo LIV. Número 2
	Año 1999. Tomo LIV. Número 3

	Tomo IV. Número 3. Año 1948
	Cubierta anterior y primeras
	Helmut HATZFELD. A Critical Survey of the Recent Baroque Theories
	Dámaso ALONSO. La poesía de San Juan de la Cruz
	Wilhelm GIESE. Volkskunde der spanisch und portugiesisch sprechenden Völker Amerikas
	Pedro GRASES. Andrés Bello y la cultura colonial
	Augusto MALARET. Lexicón de fauna y flora (Continuación)
	Rufino José CUERVO. Diccionario de construcción y régimen de la lengua castellana: emparentar, empecer, empedrar, empeñar, empeño
	NOTAS
	P. U. G. DE LA C. Aclaraciones a un texto del autor
	Hernán ZAMORA ELIZONDO. Una pesquisa acerca del verbo haber
	Carlos RESTREPO CANAL. Diego Rafael de Guzmán
	Miguel Antonio CARO. Tres poesías latinas

	RESEÑA DE LIBROS
	Wilhelm Giese, reseña a «Willy PAULYN. Das phonetische Transkriptionssystem des Atlante Linguistico-Etnografico-ltaliano della Corsica (ALEIC)»
	Wilhelm Giese, reseña a «Matteo BARTOLI, Giuseppe VIDOSSI. Lineamenti di linguistica spaziale»
	E. Amaya Valencia, reseña a «Antonio TOVAR. Vida de Sócrates»
	E. Amaya Valencia, reseña a «Rafael LAPESA. Asturiano y provenzal en el Fuero de Avilés»
	R. T. Q., reseña a «Eduardo CABALLERO CALDERÓN. Cervantes en Colombia»
	R. T. Q., reseña a «Julio César GARCÍA. Cervantes en Antioquia»
	R. T. Q., reseña a «Jaime OLIVER ASÍN. El "Quijote" de 1604»
	R. T. Q., reseña a «Juan Carlos GHIANO. Cervantes novelista»
	R. T. Q., reseña a «Ramón MENÉNDEZ PIDAL. Cervantes y el ideal caballeresco»
	R. T. Q., reseña a «José IBÁÑEZ MARTÍN. Símbolos hispánicos del Quijote»
	R. T. Q., reseña a «Ramón INSÚA RODRÍGUEZ. Miguel de Cervantes, el hombre y su obra»
	R. T. Q., reseña a «Rodolfo RAGUCCI, S. S. Cervantes y su gloria»
	Manuel José Forero, reseña a «Ramón MENÉNDEZ PIDAL. Cancionero de romances, impreso en Amberes, sin año»
	J. M. Restrepo Millán, reseña a «Charles C. FRIES. Teaching and Learning English as a Foreign Language»

	RESEÑA DE REVISTAS
	F. A. M., reseña a «Carlos CLAVERÍA. La "Gramática española" de Rasmus Rask»
	F. A. M., reseña a «Giorgio VALLI. Ludovico Ariosto y Ginés Pérez de Hita»
	F. A. M., reseña a «André LUBAC. Los toros dans la littérature française»
	F. A. M., reseña a «W. M. REINHART. El elemento germánico en la lengua española»
	F. A. M., reseña a «Francisco LÓPEZ ESTRADA. La retórica en las "Generaciones y semblanzas" de Fernán Pérez de Guzmán»
	F. A. M., reseña a «Leo SPITZER. Soy quien soy»
	F. A. M., reseña a «Vittorio BERTOLDI. La Iberia en el sustrato étnico-lingüístico del Mediterráneo occidental»
	F. A. M., reseña a «Juan Bautista AVALLE ARCE. Una nueva pieza en "Títulos de comedias"»
	R. T. Q., reseña a «José María PEMÁN. La "armazón de caballería" de Don Quijote. Apuntes sobre el capítulo III de la primera parte»
	R. T. Q., reseña a «DUQUE DE MAURA. Miguel de Cervantes Saavedra, fracasado genial»
	R. T. Q., reseña a «Julio CASARES. Las tres edades del "Quijote"»
	R. T. Q., reseña a «Armando COTARELO VALLEDOR. Obras perdidas de Cervantes que no se han perdido»
	R. T. Q., reseña a «Lorenzo RIBER. Al margen de un capítulo de Don Quijote (El LX de la segunda parte)»
	R. T. Q., reseña a «Eugenio D'ORS. Fenomenología de los libros de caballería»
	R. T. Q., reseña a «Ángel GONZÁLEZ PALENCIA. Cervantes y los moriscos»
	R. T. Q, reseña a «Luis MARTÍNEZ KLEISER. La universalidad externa e interna del "Quijote"»
	R. T. Q., reseña a «Narciso ALONSO CORTÉS. Tres amigos de Cervantes»
	R. T. Q., reseña a «Santiago MONTOTO. Juan de Mestanza, poeta celebrado por Cervantes»
	R. T. Q., reseña a «José Manuel BLECUA. Un nuevo soneto atribuido a Cervantes y un romance del Conde de Lemos»
	R. T. Q., reseña a «Eduardo JULIÁ MARTÍNEZ. La serena muerte en Cervantes»
	R. T. Q., reseña a «Jaime OLIVER ASÍN. La hija de Agi Morato en la obra de Cervantes»
	E. Amaya Valencia, reseña a «A. W. de GROOT. Structural Linguistics and Phonetic Law»
	E. A. V., reseña a «Yakov MALKIEL. The Romance Word Family of Latin "ambago"»
	L. F., reseña a «Juan RODRÍGUEZ-CASTELLANO. Ligeras observaciones sobre la lengua de Cervantes en América»
	L. F., reseña a «Boletim de Filologia»
	L. F., reseña a «International Journal of American Linguistics»
	E. A. V., reseña a «Bruno MIGLIORINI. A proposito dei nomi in "-trice"»
	Sodalizio Glottologico Milanese

	VARIA
	Publicaciones recibidas
	Índice de materias y de nombres propios
	Corrigenda
	Normas para los colaboradores del Boletín del Instituto Caro y Cuervo
	Finales y cubierta posterior

	Ayuda
	Ayuda para la barra de herramientas y las búsquedas
	Archivo LÉAME

	Datos de esta publicación

	CampoTexto: THESAURUS. Tomo IV. Núm. 3 (1948). Helmut HATZFELD. A Critical Survey of the ...


