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INTRODUCTION

Many epithets have been placed after the name of Benito Lynch,
Montiel Ballesteros called him ™un cldsico criollo";1 Enrique Anderson
Imbert, "la voz del nuevo gaucho";2 Ernesto Mario Barreda, "el novelis-
ta de la pampa";3 Javier Naya Dimitri, Mel gran escritor que hufa a la
fama";u Valentin de Pedro, "Benito Lynch, lejos del mundanal ruido";5
César Porcio, "hombre hurafio y cordial";6 Roberto Oscar Quiroga, "el
'diffcil' Benito Lynch®;’ All this surrounds the memory of Benmito
Lynch with an aura of mystery which almost makes one believe that he

never really existed at all. It seems strange that this most realistic

IMontiel Ballesteros, "Escritores de América, Benito Lynch, un
cldsico criollo," Revista Nacional (Montevideo), ano 42, no. 12, abril

1949, p. 54-60,

- 2Enrique Anderson Imbert, "La voz del nuevo gaucho," Américas,
ano 4, no. 7, julio 1953, p. 9-11, 31.

3Ernesto Mario Barreda, "Benito Lynch: el novelista de la pampa,"
Caras y Caretas (Buenos Aires), afo 28, no. 1392, 6 julio 1925.

javier Naya Dimitri, "Benito Lynch; el gran escritor que hufa
a la fama," Esto es (Buenos Aires), aho 2, no. 56, dice. 1954, p.28-29.

5Valentfn de Pedro, "Benito Lynch, lejos del mundanal ruido,®
Aquf Est{ (Buenos Airess, 5 junio 1948.

6César Porcio, "Benito Lynch, hombre hurafio y cordial,® La Nacidn
(Buenos Aires), ano 1, no. 2, 15 set. 1929.

7Roberto Oscar Quiroga, "El 'diffcil' Benito Lynch," EL Mundo
(Buenos Aires), 16 dic. 1958.



of all Argentine writers should have become a living legend in his own
time, that this most ingenuous creator of unforgettable novelistic
personages should be slowly fading away into literary oblivion.

What 1s there in the writings of Benito Lynch to cause this
neglect?

It is understandable to concede the fact that his writings not
be known outside Latin America. This also has been the fate of many
of the literary giants there. This does not explain the indifference
shown his writings by Latin American scholars; and indeed, scholars
of his native Argentina.

One might surmise that Lynch's predilection for the gaucho as the
principal character in his novels and short stories precluded their
acceptance throughout the Spanish-speaking world. Going a step farther,
he heavily larded his writings with gaucho jargon, making them difficult
to read for the ordinary classical Hispanist and virtually impossible
for a casual student of Spanish. Here again, it was not the rustiec
subject matter of his novels that displeased his readers. The affection
in which the gaucho is held in the hearts of readers as a romantic
figure demonstrates that Lynch's choice of the gaucho in no way hine-
dered the acceptance of his writings.e The cultured readers received

with unabashed embraces Ricardo Glliraldes® novel Don Segundo Sombra,

whose pages are laced with gaucho slang as abstruse as any written and

whose subject matter is just as rustic as Lynch's.8

8Anderson Imbert, "La voz del nuevo gaucho," p. 31,



Wherein lies the difficulty of Lynch's acceptance as one of the
literary greats of Latin American lLiterature?

Certainly nobody can deny the skill Lynch showed as a creator of
plots rich in basic human conflicts. Certainly no critic, paying strict
attention to mechanics and plot development, can quarrel with Lynch's
craftmanship and careful detail as to plot development and climax which
grows naturally out of the psychological makeup of his characters.

Lynch's oblivion is due to five major factors, only two of which
reflect upon his literary skille Firstly, Lynch did not rely upon
writing for his livelihood and showed no great interest in editing or
re-editing his works.9

Secondly, Lynch preferred to live the solitary life in the family
home in La Plata, rejecting all contact with his literary contemporaries,
with all literary societies and groups.10

Thirdly, his heirs, either because of respect for his admonition
against republication, or because of the legal disposition of royalty
payments, have not seen fit to have his novels reprinted or his many
short stories collected, edited and published for the first time in an
anthology.11 Many of these short stories appeared but once in news-

papers and magazines of limited circulation.

9Horacio Varela, "Benito Lynch y sus novelas," El Hogar (Buenos
Aires), no. 25, 25 marzo 1955.

10Arturo Torres-Rioseco, Grandes novelistas de la América Hispana
(Berkeley, Calif., 1949), vol. I, p. 112,

1lyarela, "Benito Lynch y sus novelas".
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Fourthly, Lynch's books were written for the masses. The reason
his books never penetrated the literary circles of the cultured minority,
and on the other hand sold by the thousands, is that his style seems at
first sight to be primitive, elementary, direct. He does not embellish
his works or delve deeply into sociological evils. He takes a slice of
the country, fills it with extremely believable men and women, invents
a plot rich in vital and psychological conflicts, and then makes the
reader believe that what he is describing is real. The characters speak
naturally in the slang of the unlettered gaucho or, if they are foreigners,
in broken Spanish., The force of the dialogue is such that it must seem
to the ordinary reader that the novel is writing itself. The ease with
which the plots unfold is deceptively effortless, and these are not, as
they may sound, mere transcripts of life, but calculated art. His
subtle approach is his own worst enemy. Critics should study the skill
with which he hides his artistry and creates the illusion of reality.
Iynch never succumbed to the temptation to titillate the reader with his
ability as a landscape painter, with photographic realism, or to expound
social theories or decry evils--things that all too often seduced writers
in the past, writers such as William Henry Hudson, Eugenio Cambaceres,
Jos§ Herndndez and Eduardo Acevedo Dfaz. 2

The fifth, and perhaps most novel theory, is put forth by Estela

Canto:

12pnderson Imbert, "La voz del nuevo gaucho", p. 10,



e o o Benito Lynch cometid el pecado imperdonable

de herir nuestra vanidad y nuestro complejo de es-
critores. La vanidad de los escritores argentinos
consiste en cultivar la complejidad, en evitar cui-
dadosamente lo libre y lo espontdneo. Se busca la
profundidad en las palabras, en la oscuridad, en el
retorcimiento de la forma., Nada mis lejos, por ejem-
plo, de la simplicidad de un Chékov, o de un Dostoievski.
En los escritores rusos la sencillez de la forma parece
proyectada sobre el fondo insondable de la estepa; los
escritores argentinos (a los que la llanura podrfa con-
ferir también profundidad) prefieren ser, como Buenos
Aires, una cabeza hipertrofiada al borde de la costa.

Benito Lynch se atrevid a desafiar esta ley, este cddi-

go nuestro. Supongo que lo pagd bastante caro: con un

olvido inmerecido en vida y con un oculto, aunque no

menos dafioso, desdén. 13

Benito Lynch, then, for these various reasons, has fallen into
virtual oblivion. Many a would-be scholar of Latin American literature
will answer in the affirmative when asked if he has heard of Benito

Lynch: "Why, yes, he wrote gaucho stories". Or, perhaps, one may run

across a scholar who has read El inglés de los gilesos or Los caranchos

de la Florida-- maybe even one who has read El romance de un gaucho

despite its difficult gaucho jargon. But who has been able to find a
copy of some of his shorter novels?--all of which bear the unmistakable
stamp of this master creator of the story, all of which are written
with the same precision and meticulous craftsmanship as his famous
trilogy.

For the above-stated reasons, the purpose of this paper is to

13Estela Canto, "Benito Lynch o la inocencia", Sur (Buenos Aires),
NOo. 215-216, sete=0Cte, 1952, Pe 110.
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create an insight into the life of this unique writer, scrutinize his
technique, analyze his principal works as well as many minor ones, and
place Benito Lynch in proper perspective in the history of Argentine
writerse In order to do this an attempt will be made to survey brief-
ly the treatment of the gaucho in literature previous to Lynch's time,
maintaining a constant contrast between Lynch's"new" technique and the
techniques of the other writers. Major emphasis will be placed on his

famous trilogy: Los caranchos de la Florida, EL inglés de los gliesos,

and El romance de un gaucho. A chapter will be devoted especially to

the biography and another to the technique and style of Benito Lynch.



CHAPTER I

A HISTORY OF THE GAUCHO
Benito Lynch selected the gaucho as the principal figure in all

except one of his novels (Las mal calladas, 1923) and in the majority

of his short stories. It is reasonable to assume his special interest
for the gaucho was due to the fact that he lived among the gauchos as
a boy and, later, as a man. These rustic nomads of the Argentine plains
had, by the time Lynch started to write, become nearly a legend of the
paste In a personal interview with Ernesto Mario Barreda in 1925,
Lynch stated with his own lips the reason for choosing the gaucho: "Ele-
g{ el gaucho, como el personaje esencial de mis obras, porque ya es un
tipo hecho, completo « « o EL hombre de la ciudad, es todavfa transito-
rio. Pero, el gaucho, da poco « . g 4
By the close of the 19th century, the gaucho as a distinct social
and economic entity had ceased to exist. His existence had not depended
so much upon an ethnic cohesion as on his way of life: the pastoral tasks
of the endless fertile grasslands of the pampas. His traditions did not
evolve from a racial similarity, but from his necessity of wresting a
living from the savage environment in which fate had placed him.

When the Spanish conquistador first mounted his horse and began to

hunt a wild cow upon the Latin American plains, a very important class

of Hispanic society commenced to evolve. The new environment in America

1Barreda, "Benito Lynch; el novelista de la pampa.”

?
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molded these herders into a distinctly different type of persons. The
way these pastoral people developed depended upon the characteristics of
the land over which they rode, the groups of other people with which
they associated, and the type of work exacted from them.

The appearance of the gaucho occurred somewhat late in the colonial
periode The first Argentine cowboys were given the Spanish name vaqueros,
but since their manner of living was quite different from that in other
areas, a new type of drover was producea, and therefore, a new name.
Between the years 1750 and 1775 the vaquero was transformed into the
ga.ucho.2 No one seems sure how or why this happened. The appearance of
the gaucho took place in a very important period in Argentine history.
The Pampa Indians were making their raids on the southern frontier in an
enthusiastic search for horses, cows and women. Many Spaniards and
mestizos, dissatisfied with their low positions on the ladder of colonial
socliety, had decided to join the Indian camps where their social status
and prestige would be greater and where they might live a carefree
existence married to many wives. To the north, in the Banda Oriental,
the trade in cattle hides had become & brisk and advantageous business
for this class of mestizos. At the same time, on the western frontier
of Argentina there also developed a trade in hides--a legal trade and
not one of a clandestine nature as that in the Banda Oriental. Long

trains of high-wheeled carts traversed the plains laden with tons of

2Madaline W. Nichols, "El gaucho argentino,® Revista Iberoamericana
no. 1, mayo de 1939, p. 153.
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hides. Pack trains of mules wound up and over the mountains, linking
Buenos Aires with Potosf and Lima in the north and Santiago in the
south.3

Two things seem of basic importance in this confused picture of
Argentine society. The first is the appearance of a contemptible,
nomadic type of horseman., The gaucho was descended as much from the
aborigine as from the Spaniard; his very name serves as proof of his
origin. There 1s a general belief that the term "gaucho" refers to an
Indian word which means "illegitimate,™ "abandoned,™ "vagrant.® The
gaucho was considered a pariah of society until he converted himself
into a fierce defender of that society during the war of independence.u

The second basic element is the gaucho hunter. The Spanish vaquero
was not a hunter, but a herdsman, After the gaucho's conversion into a
hunter, he continued to ride the Spanish horse, but with the purpose not
of guarding cattle, but of stripping them of their hides. The gaucho, 
then appeared as a half-breed hunter of skins.

With the passing of time, hides became scarce. The cow and the
horse had been the foundation of Argentine society., Besides being an
indispensable material for local manufacture, hides were the principal
exports The intense search for hides resulted in the disappearance of
the wild cattle of the pampas. Hunting of skins ceased to be a pro-

fitable business and the gaucho, previously a disreputable person but

;Ibid. 9 Po 1514.

4Trid., p. 155.
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tolerated because of his utility, was out of a job.

Fortunately for the gaucho, Spanish America declared its war for
independence against Spain. These former hunters of hides were trans-
formed into soldiers. Gaucho cavalry units were directed to Chile with
San Martin, to the interior provinces with Belgrano, and to Uruguay with
Artigas., These same armies squelched an attempted invasion from Peru,
Under the direction of General Gliemes, they surrounded and routed the
invaders, securing forever Argentina's independence from Spain. As a
triumphant soldier, the Argentine gaucho achieved social acceptability.
During the long war between the Unitarios and the Federales, the gaucho
had risen to his maximum power and prestige; but, during the brief
intervals of peace in this period and the twenty years after the war,
the gaucho returned to his primitive occupation as hunter of cattle.
Without a doubt, the gaucho played an important role in the development
of basic industries in Argentina: cattle, hides, transportation of
goods. This economic co-operation was effected in a purely uncons-
cious and accidental way.

When there were no longer combats, the gaucho's service as a
contributing member of Argentine society terminated. The nature of the
cattle business had changed. The scientific raising of cattle was too
complicated and important to be intrusted to the ordinary gaucho.
Animals were sent to market by rail. Nothing remained for the gaucho
but to become an inept and melancholy peén in place of the carefree

5

wanderer of the plains or to take refuge on the disappearing frontier.

5Ibido 9 Do 1570
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The gaucho had appeared around 1775; as a distinct social class he
had disappeared by 1875. These one hundred years were of vital importance
in the Argentine: they brought independence, solution of the conflict

between Unitarianismo and Federalismo, extension of the frontiers by

routing the Indians and populating the desert, and left the foundation
of the economic life of Argentina. The gaucho precipitated the conflict
between the rural and urban, between barbarism and civilization, which

still is one of the basic problems of Argentina today.

A SURVEY OF GAUCHO LITERATURE: FORERUNNERS OF LYNCH

Though the gaucho was unlettered and never integrated into a
society, his one hundred years of deeds so important in the formation
of the Argentine nation, have been recorded and perpetuated in the
national memory by a complete cycle of gaucho literature: an oral tradi-
tion of songs and romances, epic poetry of the first order, the novel,
and a well-developed theater., Despite the fact that, by the beginning
of the 20th century, the gaucho as a physical entity had largely disap-
peared, the vitality of this romantic figure lived on the literary pro-
duction and the consciousness of the Argentine people. Gaucho litera-
ture is probably the most powerful and original literature ever created
in Latin America. As in the case of most national literatures the gaucho
genre developed along the usual lines, i. €.y from an oral tradition of
folklore through an epic phase to the more sophisticated forms of the
novel and the drama. It is not the intent of this paper to delve deeply
into the development of gaucho literature. I feel it necessary to review
the evolution of the gaucho's appearance in literature in order to

create a background, a means to contrast and to place Benito Lynch in
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the milieu of a long tradition of writers whose primary preoccupation
was the gaucho. In view of this survey of gaucho literature it is
hoped that I may prove Lynch's creation of an original and distinct
class of literature worthy of being placed alongside that composed of

Martin Fierro by Herndndez and Don Segundo Sombra by Giiraldes.

The chronology of gaucho literature, citing only the principal

milestones, is as follows:

1. Anonymous popular lyrics: coplas, décimas, cielos and
other dance forms, romances and dramas.

2. The romances of Pantaledn Rivarola (1754-1821).
3. The dialogues of Bartolomé Hidalgo (1788-1823).
4, Some of the verse of Juan Godoy (1793-1864).

5. La cautiva of Esteban Echeverrfa (1809-1851).
6. The works of Hilario Ascasubi (1807-1875).

7. The Fausto of Estanislao del Campo (1835-1880).

8. The Martin Fierro of José Hernindez (1834-1886).

9. The Santos Vega of Rafael Obligado (1851-1920).
10, The gaucho novels by Eduardo Gutiérrez (1853-1890).
11. The picaresque novels of Roberto Payrd (1867-1928).

12, The Don Segundo Sombra of Ricardo Gifiraldes (1882-1927).

13. Gaucho plays, not isolated as in the case of the dramas
mentioned under No. 1, but a regularly evolved and fully
developed genre.

14, The 20th century gaucho as represented in the works of
Benito Lynch (1880-1951).

The roots of gaucho literature can be found in the folklore of the

rustic people of the pampas. The gaucho bard, the payador, in whose
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veins ran the blood of the Spanish juglar and whose heritage consisted of
a long tradition of romances and other lyric forms, came by his ele-
mentary poetic skill by right of birth. The gaucho's innate skill
coupled with the carefree, wandering existence, often lonely, accompanied
only by his horse and guitar, with the limitless horizon of the flat
land to fire his imagination manifested itself in humble and useful
narratives, The number of o0ld lyrics which gradually acquired epic
characteristics, is well nigh infinite. Thoe sorngs, often sung as
accompaniment to popular dances, told of love affairs, of battles with
Indians, and of everyday tasks around a particular part of the country.
Wherever the rustic people of the pampas gathered these popular songs
were sung, usually to the strains of the guitar or some other instru-
ment.

The gaucho, at that time a social outcast and of only economic
importance, was brought into the political picture for the first time
when the British occupied Buenos Aires in 1806, The deeds of the con-
flict brought about a significant change in the flavor of popular
poetry. Pantaledn Rivarola, only one of many poets, most of whom were
anonymous, is considered the master of this heroic new verse. Rivarola's
work aroused the patriotic fervor of the masses by amplifying the role
of the ragtag soldiers who consisted of gauchos and lower class city
dwellers.

The merit of Rivarola's poetry in the evolution of gaucho

6 .,
Henry A.Holmes, Martin Fierro (New York, 1923), ppe. 26-27.
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literature lies in his reference to the gaucho as a defender of the na-
tlon and the consequent awakening of the educated writer to the pos-
gibdlities which the rural masses afford as a source of inspiration for
poetry.

The war for independence brought to the gauchos the ideals of
liberty. These ideals, which they felt as deeply as love, inspired them
to create new songs of a herolec flavor. This new conflict found its
bard in Bartolomé Hidalgo. After 1810 many of these heroic songs (cle-
litos), written in a variety of metrical schemes, appeared as the gau-
chos congregated to do battle. This form of poetry can be considered a
lyric creation of the great anonymous and collective mass of the populace
in its spontaneous exuberance over the prospects of an Argentine nation.
Hidalgo did not invent this popular genre, but utilized the existing
form, composing more ambitious and polished works.”

Hidalgo's fame does not lie in his creation of cielitos, an already
existing poetic form, but in his didlogos where he shows real creative
talent and left the seeds of gaucho poetry. Hidalgo supplied in the
newly-liberated nation a literary expression which would reflect the
life of the glorious campaigns of the armles of liberation, the
aboriginal and oreole backgrounds, and an enthusiasm for the future of
the nascent republic.

Juan Godoy, during the dictatorship of Rosas, was forced to flee to
Chile along with the other greater figures, such as Sarmiento, Mitre,

"Ricardo Rojas, La literatura argentina (Buenos Aires, 1924), tomo
II, Pe 5070



15
Alberdi, Tejedor, Juan Carlos Gdmez, and Juan Maria Gutiérrez. There
Godoy added his vitriolic pen to those of the others, writing political
diatribes against Rosas and the other caudillos, eventually aiding in
Rosas' defeat in 1852, His specialty was poetry 3 thdse.

Godoy, who has sometimes been likened to Hidalgo, can be thought
of as an Hidalgo in reverse. Hidalgo was a cultured writer who first
tried his skill at classical poetic forms and turned to the gaucho genre
at a later date; while Godoy, a known writer of songs for payadores and
a payador himself in his younger years, forsook the gaucho style in his
old age in favor of a more cultured poetry.8 Unfortunately, most of
Godoy's gaucho poetry has been lost.

Aside from a nebulous contribution to the poetry of the payador in
his early years and the doubtful composition of Corro, a diflogo, Godoy's
most original gift to Argentine literature was his descriptions of the
countryside. This literary device was to be used by nearly every gau-
cho writer until its inclusion became a foregone fact and its style and
allusions almost hackneyed. Godoy surpasses Hidalgo and Echeverria in
his description of the land. He seems closer to the heart of the gau-
cho; he treats him with fondness because he was one of them.9

With the advent of Esteban Echeverria on the scene of Argentine
literature, gaucho poetry took on a different form. He returned from
France steeped in the literary romanticism of Chateaubriand and

Lamartine and saw in his native Argentina with its mysterious jungles,

8Ibid., p. 582.

9Tbide, pe 595.
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its lofty Andes, and its limitless wilderness of plains scourged con-
stantly by fierce Indian raids, a fecund untilled soil well-suited for
the seeds of his newly-espoused romantic theories.10

Echeverrfa saw in the popular poetry, not only a mere pastime
for inventive gauchos, but the reflection of "La vida interior de la
nacidn", and was enchanted by the pristine spirit of the payadores as
the incarnation of the spirit of the people. Using the same literary
substance as the adores, but a new technique, he created a fork in
the road of gaucho literature: one path, shown by Hidalgo and followed
by Ascasubi and Herndndez; and the other created by Echeverrfa and
followed by Juan Marfa Gutiérrez and Rafael Obligado. The school of
Hidalgo accentuated creolism, gaucho dialect and the style of the
payador. Echeverrfa's school strove to use urban, cultured, French
forms to express the same gaucho themes. Both schools endeavored to
achieve a pure American expression--neither taken alone, ever quite
reached this goal.11

La cautiva which was included in the poetic collection Rimas
(1837) is Echeverrfa's only true gaucho work. The plot is simple and
powerful. Briin and Marfa are captured by Indians on one of their
malones: they escape and try to cross the vast desert, both perishing.
The composition of the poem consists of a rather slow narration of the

tribulations of the pair. The poet's main intent in la cautiva was to

10Tpid., p. 689.

T1bid., p. 699.
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paint some of the poetic physiognomy of the wilderness,12

Echeverrfa using a style in keeping with his personal philosophy,
imbues the work with the fervor of patriotism. Without the patriotic ideal
such a work would degemerate into a simple bandit romance.l> He Justifies
his application of this high epic note to the ®desert theme™ by saying:

El desierto es nuestro mfs pinglle patrimonio, y debemos po-

ner nuestro esfuerso en sacar de su seno, no sdlo riqueza

para muestro engrandecimiento y bienestar, sino también poe-

sfa para muestro deleite y fomento de muestra literatura.l

Echeverrfa's main contribution to gaucho literature lies in his
inclusion of the Indian in the national literature and the romantic
and epic conflicts with him along the periphery of the vast frontier.
This, linked to Echeverrfa's personal prestige as a national figure,
left a lasting infInence on succeding writers. His influence was power-
ful in showing the way to the currents of creolism and Americanism. The
work of Echeverrfa acted as a catalyst in the evolution from fragmentary
gaucho literature to the great dramatic works that followed: to the
eplc and the novel.

Hilario Ascasubl, who was the first of the previously mentioned
disciples of Hidalgo and advocate of the unadulterated payadoresque
style in his poetry, belonged to the same gemeration of young intel-
lectuals who had to seek safety in exile and retaliation in their pems

against the Federalist dictatorship of Rosas.l® Ascasubd published,

12n4d., p. 692.
lBItﬂ.do, Pe 7110
W44, p. 713

15801mes, Martfn Fierro, pp. 42-43.
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under the pseudonym Aniceto el Gallo, a series of gaucho trovas (roman-

ces) in pamphlet form entitled Paulino Lucero (1839-1851), in which he

proved himself a true follower of Hidalgo by adopting his mentor's dif-

16

logo form and even using some of the same character names. If Ascasu-

bi had written only Paulino Lucero, he would not have had a very direct

influence upon Hernindez. These poems are so political, so narrowly
contemporary, that only by a strong effort of imagination can they be
made to live again today.

Ascasubi's real contribution to the gaucho genre lies in the long

poem Santos Vega o los mellizos de la flor (1870). The story offers

little. Santos Vega, a legendary gaucho ador, enjoys the hospitality
of Rufo Tolosa and his wife, and to repay them he relates the story of
twin boys (mellizos). One of them, a wicked and crafty prototype of
the gaucho outlaw, repents at the close of the book and dies in the
bosom of the church.17

Santos Vega was a well-known gaucho figure who kept cropping up
from time to time in Argentine literature. Surely such a majestic
gaucho protagonist, the epitome of the lyric vein and gaucho valor,
would have been a natural choice for the center of the action. Ascasubi
narrates in octosyllabic verse, spoken by Santos Vega all of the pampean
life: rodeos, storms, malones, assaults, loves, births and deaths,
Here is the essence of gaucho life at the beginning of the 19th century.

Santos Vega remains outside the action. Had Ascasubi not chosen this

l6Art.‘uro Torres-Rioseco, la gran literatura iberoamericana (Buenos
Aires, 1951), p. 179.

17Rojas, La literatura argentina, tomo IX, pp. 715-716.
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exact form for his poem, he, and not Hernindez, might have written the
national epic poem.

Though the Santos Vega of Ascasubi is rife with weaknesses, it well
deserves a prominent place in the formation of definitive gaucho litera-
ture. Ascasubi made possible the arrival of the gaucho genre in all
its pristine vigor, and was the first to attempt so ambitious a poem
completely in gaucho jargon. Haviﬁg taken a clue from Echeverria, he
used and developed the Indian as an integral part of his work. Ascasubi
bequeathed to his literary successors the example and stimulus of a
lengthy romance on gaucho life, and his expert use of gaucho termino-
logy. Moreover, Ascasubi, reinforced by Mitre and Obligado, made San-
tos Vega a sort of tutelar deity of the gaucho bards.e Ascasubi helped
to fix the type of the gaucho outlaw. He wrote excellent descriptions
of the pampa and the customs of its people; herein lies the greatest
single merit of the poem. He can be satiric, dramatic, even romantic,
but he seems unable to achieve a lyric quality in Santos Vega.18
Although there are many faults in the poem, it is evident that the
technique of gaucho poetry has improved since the days of Hidalgo. The
field of gaucho poetry has been enriched by Ascasubi, and Herndndez

will fall heir to all these accretions.

Before considering Martin Fierro, which is the culmination of the

payador's art, one other gaucho poem deserves mention. The Fausto

(1870) by Estanislao del Campo is a kind of hybrid, a poem of transition

18Holmes, Mart{n Fierro, p. 48.
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between the two schools of gaucho poetry, between native gaucho poetry
and cultured poetry dealing with gaucho themes., Its position is inter-
mediate between the Santos Vega of Ascasubi, and La cautiva of Echeve-
rria.

The Fausto has an especial appeal because of its novel plot. The
plot is new, but the way it is developed is nothing more than the time-
honored diélogo. Anastasio el Pollo meets the gaucho Laguna and the
former relates his impressions of Gounod's Faust which he has just seen
in Buenos Aires. However intense and unique the plot may be, the poem
is weak in form and not really the verse of the gaucho payador but a
refreshing imitation contrived on the caprice of the poet's impressions
after having himself seen the famous opera. Del Campo had the happy
inspiration of recording his impressions in the language and within the
framework of gaucho philosophy, thus allowing the natural sagacity and
nafveté of the gaucho to play on the profound theme of Faust. The poem

is a tour de force: its author was not a gaucho, but a versatile, cultured

poet showing off his ingenuity at imitating the payador's art. Much of
the Fausto is good poetry and may even have had some influence on Her-
néndez.1?

José Herndndez, a strong federalista and a gaucho himself, was not
against progress, but lamented the injustices done the gaucho in the
name of progress. He admired the gaucho and his desire to live free;
he despised the nefarious tactics of unscrupulous city politicians; he

protested the passing of the gaucho way of 1life, but realized that the

19Ibido, Pe 50.
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gaucho, through his indolence and sense of honor would be the instrument
of his own destruction. If the gaucho were to adapt himself to the new

way of life he would cease to be a gaucho and degenerate into a simple

Ee6n.20

Hernindez expressed his protest in the finest example of payadoresque

literature, the Martfn Fierro (1872, 1878), the only Argentine poetic

work worthy of the name Mepic". The protagonist, Martin Fierro, is a
simple but accomplished gaucho who, pressed into the army suffers great
hardships at a lonely outpost on the frontier. He escapes, returns home
to find his faithful wife dead and his sons gone, the house destroyed,
and the cattle and sheep sold by the government. Swearing revenge, he
becomes an outlaw. Then follow various episodes with fights, escapes,
and encounters with the police. He befriends Cruz, hié counterpart in
misery, and the two seek refuge among the Indians. Cruz dies and Martin
returns and is reunited with his lost sons who relate the stories of
their own sufferings at the hands of corrupt justice. With his viola-
tions forgotten, Martin returns to civilization, thus reconciling him-
self with the society at whose hands he had suffered so grievously.

The Martfn Fierro is infinitely more then a social document., In

the forlorn and melancholy figure of the protagonist is seen the incarna-
tion of the psychological truth of a society.21 Because of the obvious
social protest in the poem, the readers of Hernindez' day tended to

overlook the esthetic value of the poem. Leopoldo Lugones in his book

2Jorge Luis Borges, EL Martfn Fierro (Buenos Aires, 1953), pp. 21-

24,

21Rojas, La literatura argentina, p. 759.
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El payador (1916) was the first critic to extol the merit of the Martin
Fierro as a national work, analyzing its epic qualities in the framework
of a long tradition of gaucho poetry. He said that each nationality has

its "book™ and the Martfn Fierro is the Argentines'. 22

Herndndez was gifted with artistic vision, natural talent as a
poet, the sense of the payador, his own gaucho experiences, and his
natural sympathy for the events in the poem. Despite his natural talent,
Herndndez owed much to those who had written before him, paving the way.
His poem assimilates and assembles the various fragmentary forms of the
payador's tradition molding them and elevating gaucho poetry to a level
never achieved by his predecessors. He added a strong psychological
content and expressed it in authentic gaucho language. Herndndez did
not introduce anything novel in technique. In the work we see the form
of the didlogo of Hidalgo, the vivid description of Echeverrfa, the

costumbrismo of Ascasubi, and the wit of Del Campo. The features he

did originate are: the epic feature of an archetype struggling against
an entirely hostile environment; the unity consequent upon the intro-
duction of only one heroj; the amazing concreteness and swiftness with
which large expanses of time and space are treated, and the rapidity
in general; fecundity of comparisons; the depth of suffering and
delicacy of feeling which transform the experience of one humble gaucho

2
into something abiding and universal. 3

22Borges, ELl Martfn Fierro, p. 69.

23Holmes, Martfn Fierro, p. 48.
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The epic may be considered a precursor of the novel and, except

for the accident of its versification, the Martfn Fierro might have

been a novel.24 The success of the Santos Vega, the Fausto, and

especially the Mart{n Fierro was so great that writers soon began to

see the possibilities of exploiting the gaucho theme in prose. Using
the basic plot of the persecuted gaucho, Eduardo Gutiérrez wrote a
whole series of novels whose trademark was the gaucho bandit. The
most famous of these novelistic bandits was Juan Moreira, a gaucho who
lived outside the law committing crimes in an unbelievably melodramatic
and brutal fashion. In an effort to gain wide readership, Gutiérresz
concentrated on the shocking incident in cheap imitation of gaucho
dialect. With the crude and cheap novel thriller, Gutiérrez initiated
a movement which was to last for more than fifty years, numbering
among its authors some of the most outstanding writers in gaucho
prose: Roberto Payrd, Eduardo Acevedo Dfaz, Justino Zavala Muniz, Ja-
vier de Viana, and Ricardo Glliraldes. Few of these writers stooped to
the crass sensationalism which typified the works of Gutiérrez, and in
fact, though the same general theme of the afflictions of the "good
outlaw” run through their works, many achieved a high level of
novelistic quality and showed great variety in conceiving plots and
characters.

As Echeverria saw in his native Argentina an environment ready

for romantic interpretation, so then did many novelists, imbued with

24
Borges, El Martfn Fierro, p. 74.
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other literary philosophies, find in their nascent republic an infinite
variety of social conflicts that lent themselves to interpretation and

analysis under the lenses of realism, costumbrismo, and naturalism. Ro=-

berto Payrd, among others, attempted to portray this new pampean society.
The pampa in Payrd's time experienced an influx of many new ethnic
groups. He saw in this agglomeration of different nationalities the
transformation which was to change the social and physical face of the
country.

The gaucho of Herndndez' day was a synthesis of the indigenous and
Hispanic races; likewise, the gaucho of Payrd's era became a product of
the attrition of Basques, Italians and Englishmen upon the creole base
of "pure" gaucho blood. By this acculturation was developed the modern-
day gaucho, forever changed but retaining much of the philosophy that
typified his existence in the free-roaming days of the early and pre-
independence periods.

Argentina at that time was afflicted with growing pains and replete
with political and social corruption. Payrd chose the picaresque novel,
a time~honored Spanish literary form, to satirize the customs and people
of the new society. His journalistic experience made him a narrator, a
chronicler. What interested him most was the presentation of the
reality of Argentine life. As Herndndez depicted the gaucho, Payrd

created the pfcaro criollo, replica of the Spanish pfcaro. Payrd's

picaresque work is seen mainly in the trilogy Pago Chico, El casamiento

de Laucha, and las divertidas aventuras de un nieto de Juan Moreirae.

These novels do not conform to a strict definition of gaucho literature.

They do, however, paint the ambiente in which the gaucho found himself
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as he was being overrun by civilization.

The gaucho and his 1life on the pampa fell under the scrutiny of
other novelists., Acevedo Dfaz, in his novel Soledad (1894), portrayed
the gaucho in a most realistic way. The pampa of Soledad is an untamed
"jungle™ full of violent and crude people driven by savage impulses.
Such natural spectacles as the violent pampean storm and the fearsome
grassfire, features that were to be utilized by later rural novelists,
were first introduced by Acevedo Dfaz, and rural tasks, such as the
sheep shearing took on a new vigor under his realistic pen.

The naturalistic literary philosophy of Emile Zola, so much in
vogue at the turn of the 20th century, found an advocate in the
Uruguayan gaucho writer Javier de Viana whose novels show the unhappy
combination of minute attention to descriptive detail and the pseudo-
scientific theories of his literary mentor. Viana seems to show sympathy
for his gauchos, gauchos no longer rustic horsemen of the plains, but
physical and spiritual degenerates, victims of poverty, indolence and
drink.

Another Uruguayan, Zavala Muniz, in his three Crdnicas perpetuated
the novelists' fascination for the gaucho of the past--especially in

the second, Crdnica de un crimen (1926), in which we see a slightly

more believable Juan Moreira, "El Halcén", whose brutalities run through
the pages of the book in a nightmarish bloodbath, giving the novel a
morbid sort of vigor.

The gaucho of the past found his best novelistic expression in

Ricardo Glliraldes' Don Segundo Sombra, the eclectic repository of the

most noble features of the gaucho, already written into the pages of
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more than a century of gaucho literature. Martin Fierro saw the close

of the cycle of gaucho poetry; Don Segundo closed the novelistic cycle.

In the novel, Don Segundo befriends a young orphaned boy who rides
away with his mentor to be initiated into the esoteric life of the gau-
cho. The episodic story follows the pair through the rigors of life on
the open plains, and touches on practically every facet of rural life:
the roundup, horsebreaking, rural entertainments, nights of storytelling
around the campfire, fights, riding with the bite of the dust-laden wind
on the face, the terror of the spectacular pampean storms. One day the
youth, who narrates the story, emerges a full-fledged rustic knight of
the plains and assumes his birthright as heir to a ranch. Don Segundo,
seeing his mission accomplished, feels the pull of the wide-open plains
which nurture his indomitable spirit and impel his wanderlust. He rides
off into the wilderness leaving to the young man the legacy of his gau-
cho spirit. The youth, saturated with the pristine wisdom gained as the
apprentice of the legendary Don Segundo, embraces the sedentary life of
the estancia.

Don Segundo is a symbol, the epitome of all that was gaucho., Glliral-
des endowed his character with all the skills and virtues. He made of
him the embodiment--albeit symbolic and shadowy--of the perfect gaucho,.

The life of the pampas is described as full of majesty and beauty,
of danger and adventure, as in the legendary days of Martin Fierro. In
the character of Don Segundo is seen the idealized and romantic gaucho
of the past; and in the youth, imbued with the gaucho tradition, the
gaucho of the future in whom the spirit of Don Segundo will achieve im-

mortality.
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The immigrants that came to people the pampas were of many and
varied nationalities: Basques, Italians, Jews, Germans, and Englishmen.,
Added to this group was a large number of portenos who did not share the
gaucho's love of the open pampas, but saw in the newly-tamed plains a busi-
ness-opportunity. These capitalistic classes brought with them blooded
cattle, seed and the plow. The pampas were to be converted from a
pastoral economy into an agricultural one. The gaucho who clung to the
old ways of life clearly did not fit into this new scheme of things.

Out on the sparsely settled pampa, when the first colonizers
appeared, the local governmental authorities soon realized that it would
pay them better to cultivate favor with these more provident and
affluent groups. The local judge, often in league with the pulpero,
who was likely to be a Basque or an Italian, saw fit to look the other
way when a simple gaucho was being defrauded of what little he owmed:
his horses, his gear and his unpretentious home. The gaucho, lacking
the initiative and business acumen necessary to survive, degenerated
into a wage slave, a Egég, or, if lucky, into a puestero completely
dependent on the largesse of some patrén. The patrén himself would
likely prefer to live in Buenos Aires and to leave the management
of his estancia to an overseer.

This is the stage setting at the beginning of the 20th century.
Though the frontier had been tamed, Benito Lynch, who had been raised
in the pampean environment, found in this new ambiente sufficient color,
drama, and inspiration to create an entire new and unique gaucho

literature.



CHAPTER IT

LIFE AND EARLY WORKS

Because of his Irish surname, Benito Lynch might be suspect as a
writer of authentic creole literature. Many non-Latins, indeed, had
written histories and travel stories about the land of the gaucho. In
the 19th century the Argentine countryside had been described by
English visitors. The list of their names is long and includes many
famous men of letters and science: Darwin, Andrews, Head, Gillespie,
Robertson, Miller, Burton, Proctor, King, Hall, MacCann, Beck-Bernard,
Cunninghame Graham, and foremost, William Henry Hudson. In their way
these Englishmen, usually writing in English, can be considered to
have been creators of Argentine literature., These distinguished
travellers scrutinized the pampean scene with the keen and objective
eye of the studied observer. They wrote with some degree of understand-

ing and, in the case of Hudson's Far Away and Long Agso, with a great

deal of yearning and nostalgia.1

Does the name "Lynch" belong in this long list of Anglo-Saxon
names? No. He was son, grandson and greakgrandson of Argentines. The
Lynches of Galway, Ireland, are believed to have come to Argentina
around the middle of the 18th century and figured among the oligarchy
of estancieros at the time of the dictator Rosas (1835-1852). The name

of Lynch was prominent in the public life of the nation long before

Landerson Imbert, "La voz del nuevo gaucho", p. 10.
28
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Benito became a famous literary figure.2
Benito's grandfather married a member of the Andrade family,which
figured among the influential ranching and commercial class of Argentina,
From this union were born two sons: Benito (our author's father) and
Ventura. The elder Benito married Juana Beaulieu, daughter of a rich
French-Uruguayan family. The couple soon moved to Buenos Aires where

young Benito was born on July 25, 1880. While he was still an infant,

the family moved to the estancia El Deseado in the province of Buenos

Aires, His father became a legislator in the provincial assembly.3
Young Benito was a quiet child, who seems to have inherited his
mother's reticence. It is believed that his desire to write was
awakened in his early years on the estancia. At seven years of age,
he wrote and published a hand-written sheet full of news and stories.a
Benito and his younger brothers were raised in the rural atmosphere,
mingling with the gauchos, until their father noticed that the boys were
becoming wild and unruly like their rustic companions, a situation not
long to be tolerated by his father. ILynch himself tells us:
A11{ nos criamos. Pero, un dfa mi padre empezd a notar que
corriamos el peligro de hacernos unos gauchos. Yo, sobre to-
do, que no salfa del lado de los paisanos, a caballo, enlazan-

do, boleando « « o Se vino, pues, la familia a Buenos Aires y
entré a estudiar.

EI-Iarshall R. Nason, "Benito Lynch lotro Hudson?" Revista Iberoame-
ricana, V. 23, no. 45, p. 70.

3Angel Flores, Historia y antologfa del cuento 'y la novela en His-
panoamérica (New York, 1959), pe 374.

4Germsn Garcfa, Benito Lynch y su mundo campero, (Bahfa Blanca,
195&'), Pe 2.

5Barreda, "Benito Lynch: el novelista de la pampa."
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Because of the father's fear that the boys might become gauchos,
he took the family to Buenos Aires where they could live among cultured
people and get a good education. At ten years of age, Benito was sent

very much against his will to study at the Colegio Nacional in La Plata.

He did not take to city life, always desiring to return to the carefree
life of the estancia and to lead the gaucho life., Often, studies were
neglected in favor of sports such as boxing, fencing and riding. While
in school, Benito did not neglect his studies entirely. He read heavi-
1y of Daudet and Zola whose influence is evident in his later writings.6
Lynch passed his swmmers in his early life, and later, on the estancia

las Barrancas Coloradas in the province of Buenos Aires. In these

stays in the country he gathered the experiences and memories that were
to serve as springs of inspirations for his writings.

As Benito grew to young manhood, he was a good athlete, tall,
slender and moved with the agility natural for an accomplished fencer.
He was cordial without effusion, modest and simple in his tastes.

In 1902 Lynch's father died and Benito had had to abandon his
studies. Though the family still had sufficient income from various
interests, he became a writer for the newspaper El dfa in la Plata, in
which his father had stock and for which the elder Lynch had been an
editor.7

Lynch became an accomplished journalist and used the newspaper as
an organ for many of his writings. Soon followed a series of short

stories and cuadros: El vaso de agua (1903), Art nouveau (1903),

6Flores, Historia y antologia, p. 374.

TArrieta, Historia de la literatura, v. IV, p. 144,
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l'odern Style (1904), Coups de ciseaux (1904), Origen de un mal (1904),

Madres futuras (1904), Don Severo (1904), Horas de charla (1904), Los

caracoles (1904), Redondelitas (1906), El Doctor Pérez (1906), 1932

(1907), many of which were signed with the pseudonym E. Thynon Lebic
or E. Thynon. After he began to write for El dfa, the biography of his
life was his books. From time to time he returned to the pampas to
soak up observations.

As no criticism of this early literary period exists and these
stories appeared but once in gg;gig, it is difficult to say how they
were received by the readers or to divine their literary merit. The
only evidence available--at least to this writer-~regarding the degree
of Lynch's literary development in his early period is his first ambi-

tious attempt at writing: the novel, Plata dorada (1909). This novel

did not receive favorable notice and, as so often happens with a
writer's first effort, only became known to the public after many
years when Lynch had become a recognized novelist.

Plata dorada shows the foreshadowing of the technique that was to

make Lynch an accomplished author of rural novels and short stories.

By no stretch of the imagination, can Plata dorada be considered a

first rate novel, yet it has most of the solid ingredients that comprise
a good novel: believable situations, p§ychologica1 development of
characters and their conflicts, and above all a faithful picture,

though often sketchy, of Argentine life in that periodes Lynch shows in
this first novel the writing principle that was to be his trademark.
Whatever else in the way of faults his writings have, it cannot be

said that they lack a substantial foundation of versimilitude., Plata

8Garcfa, Benito Lynch y su rundo campero, Pe 2
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dorada is no exception. As is the case of many young writers in creating
their first novel, autobiographical data abound. The protagonist is
forcibly torn away from the carefree and peaceful life in the pampas
while still a boy by a father who aspires to emulate the substantial
English element present in Argentina,

The youth is forced to attend an English school and is taught to
abandon his gaucho ways. After achieving a nominal gentlemanly polish,
the young man finds employment in one of the respectable English business
houses in the city. Though he may associate with the English, adopt
their customs and master their language, the young man is Latin in
temperament, a fact the author emphasizes constantly by creating situa-
tions in which the differences between the two cultures are made to
stand out in contrast. He lacks the stoic calm of his British mentors
and is emotional, a characteristic unseemly to an Englishman. He falls
hopelessly in love with a provocative Argentine girl who is the ward of
an elderly, rich "gentleman". Having a love for the country, he
accepts a position of manager on the scientifically-run estancia of an
Englishman., During an "outing" the young people go swimming in the
river., The girl, one of those "liberated and modern young ladies,"
decides to swim across the river. The youth follows her and succumbs
to his "fiery" Latin passions. The English rancher surprises the couple,
and the girl, mortified to the point of desperation, strikes out swim-
ming wildly across the river. She is caught in mid-stream by the excur-
sion boat and is cut to pieces by its propeller. The young man in a
state of grief and shock is handed a telegram informing him of the
death of his mother. In an insane frenzy he plunges his knife into the

chest of the messenger, who had been a rival suitor for the girl's
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affections, and races wildly away raving like a madman.
The extremely melodramatic climax defies credibility and does not
grow naturally out of the psychological material built into the plot.
The first half of the novel with its strongly autobiographical
flavor is the only worthwhile feature of the book. Had Lynch based the
novel on the solid foundation of that which he knew and understood and
had the ending develop naturally and meaningfully out of the personality

of his characters, Plata dorada might have retained a much higher

literary value, Plainly, Lynch violated the cardinal principle of good
writing, that an author write about things that fall reasonably within
the scope of his knowledge and understanding. Therefore, the novel
transcended the realm of credibility and failed, and the almost infantile
freshness and spontaneity of the early chapters became empty novelistic
sham beside the fantastic climax.

Other weaknesses of the novel consist of Lynch's misuse of English
when attempting to imitate the speech of British-Argentine colonists.
Because of this technical failing and his almost burlesque comic-opera
characterization of the English, we see Lynch as a true son of the
Argentine., His pro-Latin prejudice is obvious in his treatment of
foreigners.

Seven years passed before Lynch again attempted another novel of
any magnitude. If one were to look at a superficial bibliography of his
works, he would notice this lapse in literary production between Plata

dorada (1909) and Los caranchos de la Florida (1916). During this

"dry" period Lynch wrote no less than eighteen short stories among which

figure El hombre-buey (1909) and La cola del zorro (1916), two of his

best, and one three-act play, Como los hombres (1911).
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After the abortive launching of his literary career with Plata do-

rada, Lynch must have learned one lesson: his novelistic environment was
not the city but the country and, indeed, the greatest portion of his
works drew on his vast insight into rural life and the mind of the rural
people.

Lynch's literary technique is revealed in one of the rare personal
interviews granted in his lifetime. Juan José de Soiza Reilly in 1927
put this question to the enigmatic novelist: ™.Cdmo hace sus novelas?®

Lynch defined in his typically humble and simple manner the formula
for the creation of his novels:

Trato de no escribir nunca, "por escribir". Conservo mental-
mente anotadas, las observaciones interesantes que me ofre-
cieron o me ofrecen en la vida los hombres, los animales y
las cosas, hasta que un dfa se me ocurre, por ejemplo: ¢Qué
conflicto podrfa estallar entre un hombre del temperamento

de aquel don Fulano que conoci en tal parte, y un su hijo que
tuviera un cardcter semejante! (the plot of los caranchos de
la Florida) « « « O bien: {Darwin, Musters, Haigh, los
Robertson? « « « ¢Serd posible que esos simpdticos e ilustra-
dos y andariegos mozos ingleses, que tan a conciencia reco-
rrieron nuestras pampas y que tan largamente convivieron con
sus habitantes, no tuvieran con alguna muchachilla del campo
su aventura de amor? . . « {la protagonista? . . . {Quién po-
drfa ser? « « « Esta o aquella o la de mis alld. « .; cuales=
quiera de esas interesantes "chinitas" que conocf o vi alguna
vez en alguna parte hace anos, ¥ « « « adorndndola como es de
imaginar un poquito, ga que arte es belleza. (the plot of El
inglés de los gllesos)

Lynch took the material garnered from his own experience, never
reaching into some exotic land across the sea, and put it together in a
very prosaic way:

Después ya es cuestidn de prdctica y de técnica del "oficio":
plantar los tres jalones: exposicidén, nudo y desenlace, ¥ « .

« o en orden desde el primer capitulo hasta el dltimo, aunque,
como es de imaginar, con los naturales tropiezos y vacilaciones,
v hasta a veces esa desagradable sensacidn que se experimenta
al querer abarcar lo hecho, y que comparo con la que deberia

PJuan José de Soiza Reilly, "iCémo se hace una novela?", El Hogar
ano 23, no. 941. oct. 27, p. 1l.
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sentir el pintor que tuviese que mirar un cuadro grande, in-
concluso, sin tener espacio para retirarse.

Lynch also commented specifically on his first major literary suc-

cess, los caranchos de la Florida:

Es la novela que menos esfuerzo me ha costado. La escribf
en tres meses, y la tuve guardada cuatro anhos, sin volver

a leerla, hasta el dia en que se me ofrecid la oportunidad
de publicarla. Ubiqué su accidn en el partido de Dolores,
pero es el fruto de observaciones recogidas en cien lugares
distintos, salvo, naturalmente, lo que al paisaje se refiere.

Without a doubt Lynch was oversimplifying the effort put into such
a carefully planned piece of literature. His words do, however, tend
to set the tone of his attitude toward his profession as a novelist.

los caranchos de la Florida, written when Lynch was 31, attracted

the immediate attention of the critics and of other novelists who
praised the novel highly. Horacio Quiroga, surprised and delighted
vhen he first read this tragedy of violence and passion, publicly saluted
Iynch, a hitherto unknown writer, and embraced him figuratively in an
open criticism and acknowledgerment of the novel, a significant honor
because Quiroga never had made a profession of criticisme. With most
cordial effusion he stated:

En primer término debo confesarle que muy pocas veces

hallé en relatos de la vida de campo cosa alguna que

me satisficiera. No es, como usted sabe, porque se

nos hubiera martillado los oidos con venganzas de jé-

venes, rencores de viejos, idilios de una y otra edad,

todo sobre un fondo de siestas, inundaciones y sequias.

Bien sé que quisiera extenderme sobre estas cosas,

pues no impunemente se pasan los anos esperando un
libro como el suyo. Acaso muy pronto lo haga. Vaya,

101pid., p. 11.

1lThid., p. 11.
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entre tanto, mi homenaje a su talento, inequivoca-
mente de vardn, con la seguridad en mi de que si
algin dfa hemos de tener un gran novelista, ése va
a ser usted.l?

Another literary giant of that time, Manuel Gdlvez, was no less

liberal with his enthusiasm and praise of Lynch's novel:

Gdlvez consideraba a los caranchos como reflejo
exacto y admirable de nuestras costumbres, de nues-
tros hombres y de nuestros paisajes y parangonaba
sus personajes con Maquellas almas que ha creado
Gogol en Taras Bulba."13

On the basis of los caranchos, Lynch was rocketed to a success he

well deserved but did not desire. He seemed to show little interest in
the fate of his writings. In those days before the advent of promo-
tional campaigns and racy paperback covers, his subsequent novels and
short stories were devoured by an eager and waiting reading public.
Frequently the editions were exhausted almost immediately upon publica-
tion and enterprising book dealers sold copies of his books surreptitious-
1y at greatly elevated prices--such was the demand for his books.

Somehow Lynch's literary career does not fit the stereotyped "Holly-
wood™ version of a struggling young author. He never suffered the
trials and tribulations, the rebuffs and poverty of a neophyte literary
genius; he was independently wealthy and came by his writing skill almost
naturally by birthright. Horacio Varela tells of the ease with which

Lynch entered the literary arena and reigned as the eccentric master of

125 racio Quiroga, "Carta abierta al setior Benito Lynch," lNosotros,
ano 10, no. 89, set. 1516, pp. 316-318.

13Flores, Historia y antologfa, pe 374,
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the rural genre for many years:

Jamis, ni siquiera en sus comienzos--cuando toda lucha es
dura y la juvenil vanidad apremia--tendid Lynch el manus-
crito mendicante para obtener, como otros, mendrugos de
espacio en revistas o editoriales, por recomendaciones de
figuras influyentes o por simpatfas personales. Entrd
Lynch en la literatura castellana, ocupd lugar preponde-
rante y rebalsd con su jerarquia las fronteras de la pa-
tria, por la sola fuerza de su talento creador. Y es es-
to lo que algunos, seudofigurones de las letras no han po-
dido perdonarle.1

After a resounding triumph with los caranchos, there followed from

the pen of Lynch an almost uninterrupted flow of novels: Raquela (1918),

La_evasidn (1918), Las mal calladas (1923), El inglés de los gllesos

(1924), El antojo de la patrona and Palo verde (1925), El romance de

un gaucho (1930), and De los campos portefios (1931), all of which, though

not necessarily of the quality of los caranchos, received the enthusiastic

welcome of the Argentine reader. Interspersed among these publications
dates is a fairly steady production of shorter works: short novels,
short stories, philosophical pieces, a couple of dramatic pieces and some

works which might be called cuadros de costumbres. The span of his pro-

duction bridges the years from 1903, when he published the short El vaso

de agua, to 1941, when appeared Cartas y cartas. After publishing El

i = ey

romance de un gaucho in 1930, perhaps Lynch felt that he had written

"his" books. He did not make the same mistake that so many writers have
made. He probably realized that he had exhausted the possibilities of

the rural scene, at least as far as he was concerned.

laVarela, "Benito Lynch y sus novelas",
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The last ten years of his life are completely barren of literary
output, He became more and more of a recluse, living in seclusion with
his aged mother in the ancient family home in La Plata. Throughout his
entire 1life Lynch had preferred the solitary existence, having very few
personal friends. He rejected with horror all identification with
literary societies and consistently refused honors and honorary positions.
When called upon to engage in literary discussion, he would conveniently
leave on the pretext of a pressing appointment. The closest he ever
came to a public position was when the University of La Plata conferred

1
on him a doctorate honoris causa. 5 To Lynch, the city was a club where

one takes his leisure among frivolous friends, not a Bohemian café where
writers gather, much less an academy of scholars.16
Perhaps the aura of silence and mystery brought about by his "pecu-
liar" ways lent itself to the fomenting of the legend of Benito Lynch.
One might intimate his being a testy and irascible hermit, bitter and
cynical. The evidence about the personality of Lynch is mostly indirect
as he was known intimately by very few, and when, on the rare occasion
of a personal interview he might condescend to comment on himself, he
would reply in an equivocal manner that made him seem all the more
enigmatic. For instance, in an interview with a family friend, Ernesto
Mario Barreda, he was asked whether he were a bachelor. He replied:

"Soltero, sf « + « iMe he quedado solterén! . . o He admirado tanto a

la mujer, que tal vez por eso no me he casado."7

lSFlores, Historia y antolozfa, p. 374.

16Anderson Imbert, "La voz del nuevo gaucho", p. 1l.

l7Ba.rredaL, "Benito Lynch, el novelista de la pampa."
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There was definitely a consensus that Lynch was some kind of ogre
because he refused the camaraderie of his fellow writers. Every account
of a personal interview finds the interviewer approaching his task with
certain misgivings as to the reception he might expect, and each one
expresses his delight and relief to find a Lynch quite different from
his preconceived mental image, a Lynch cordial, co-operative, warm and
friendly, with even a touch of jovial mischief. In appearance he was
tall, thin, with thick eyebrows, broad high forehead, and ample ears
which protruded from both sides of a narrow, bony face. He displayed
an orderly personal appearance since he was always impeccably dressed
in a conservative suit. He was an incessant smoker but a man of dis-
ciplined nature and regular habits, devoting a regular time each day to
his writing. Lynch comments on his writing routine: "Escribo todos los
dfas. Escribo por disciplina, porque muchas veces rompo al dfa siguien-
te todo lo producido en la jornada de la v{spera."18

Perhaps the most positive source of information about Lynch's
personality is his writings. In the age of naturalism in which Lynch
wrote, one is first impressed by the almost complete lack of erotic allu-
sions in his works. His attitude toward human nature may be surmised by
the absence of loathsome characters in his books. We see violent men,
cruel men, proud men, simple and ignorant men, but no matter how brutal
the personage may be, nearly all show a spark of human decency in some
facet of their personality. He presents the rural life as it really was
with a very minimum of value judgment as to good or bad. Probably the

most paradoxical revelation of Lynch's character in his writings is his

18Nico14s C8caro, Benito Lynch (Buenos Aires, 1954), p. 13.
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profound and penetrating analyses of the psychological nature of women,
children and animals. How was it possible for "an old bachelor™ who
never travelled extensively outside the province of Buenos Aires to
have an intimate insight into the esoteric world of the opposite sex?
With a few exceptions, the female characters in his writings are more
sharply drawn and developed than the male characters. Just as startling
is Lynch's treatment of children and animals. One can only posit from
his demonstrated psychological understanding of people a man who was
kind and compassionate, well aware of the stream of human life that
surrounded him, yet unwilling or unable to swim in it.

It has been satisfactorily established that Lynch was not anti-
social at heart, All that remains is to account for his mania for
silence and solitude, a trait that became increasingly acute in his
final years. In his mature years he ceased to write. Perhaps, in
accordance with his temperance and unerring good judgment, he realized
he had exhausted his literary creation. He did not, as so many
literary sinners, plagiarize himself.

Lynch's father, Benito the elder, was the direct antithesis of his
son. The father was gregarious, a politician, a model estanciero, very
much part of the dynamic Argentina of his day. However much credence
one can place in heredity, young Benito seemed to have inherited his
propensity for letters from his Ystrange" Uncle Ventura Lynch. Ventura

was an aggressive writer of articles, like lLa gran canalla, which

exposed the pecadillos of influential and prominent persons. Probably
because of his exposés, he was found in the street one morning unconscious,

a victim of an unknown assailant.
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Ventura had a rare talent for music, as well as being a painter and
a poet, His greatest work is a collection of folklore and popular songs
to which he wrote the lyrics and arranged the music. Some selections
from this work are still sung today in Argentina.

Uncle Ventura was called el loco by the family as he would sit for
hours alone in his darkened study refusing to leave or to speak to any-
one. He seemed to have been afflicted with neurasthenia in his declin-
ing years and saddened the family greatly when he took his own 1ife.l9

Benito seemed to have inherited, along with the literary bent, some
of his uncle's tendencies toward shyness and misanthropy. In his last
years the similarity in temperament between nephew and uncle became
more pronounced. Benito resembled, emotionally and physically, the
strange Uncle Ventura and showed this "Memotional sickness™ as a skillful
portrayer of neuropathetic types in his novels.

Some critics have tried to attribute Lynch's shyness and sensi-
bility to an undeserved literary oblivion. Taking as evidence the
enthusiastic acceptance of his novels on the part of the common reader
and the almost complete absence of harsh detraction on the part of the
critics, the cause of his literary "oblivion" seems to lie more in the
area of self-infliction than with lack of interest in his works. Lynch
was a confident literary artist of the highest order. It seems unlikely
that even a large amount of adverse comment about his works would have
caused his supersensitivity. Had he been preoccupied with public opinion,
he would not have written as he did. He did not try to pleace the great

anonymous reading public with the ™traditional" gaucho thriller like

19Ernesto Mario Barreda, "En un lejano dia con Benito Lynch", El Ho=-
gar, afo 49, no. 2263, 27 marzo 1953, p. 8.
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those of Eduardo Gutiérrez, nor did he lard the pages of his books with
eroticism and violence for violence's sake.

He wrote the way he did because it pleased his esthetic sense of
sincerity to represent 1life as he saw it. He observed, analyzed and
created his works within the framework of his own conscience. It is un-
reasonable to believe such a man capable of discouragement over the
whims of a reading public. The oblivion, whatever its causes, did come
and it was so complete that even men whose profession is literature were
not aware of his existence until their memories were jogged by Lynch's
death on December 23, 1951, His very death made him live again, prompt-

ing a revival of interest in his trilogy: Los caranchos de la Florida,

El inclés de los gllesos, and El romance de un gaucho.

In the following chapters, each of these three novels will be
analyzed. Each presents a separate and distinct facet of Lynch's

novelistic pampa.



CHAPTER III
10S CARANCHOS DE LA FLORIDA

The success of Lynch's novels seems to establish that he found his
literary enviromment in the pampas, and in the scrutiny of his pen the
vast Argentine plains found tﬁeir most discerning expression. As might
be expected, when one keeps in mind Lynch's innately humble and simple
manner of living, his was a realistic style of writing. Lynch often
made the statement that he had never put in any of his novels or stories
a single detail referring to types of people, customs or situations that
he had not seen with his own eyes. As a journalist, he was a trained
observer who made frequent excursions to the country expressly in
search of grist for his writing mill.1 How much his journalistic train-
ing affected his literary style and philosophy can only be conjectured,
but true to the ethics of this breed of writer he observed and wrote,
interpreting his observations with a minimum of complexity and distor-
tion. Being a sensitive person, he must have seen the evils of the
Argentine country life: the loneliness, the lack of creature comforts,
the capricious violence of the elements, the lack of cuvltural and educa-
tional advantages in comparison with those of the city, and the economic
exploitation of the uneducated rural peoples at the hands of shrewd and

ruthless entrepreneurs from the city.

Osvaldo Vargas lolteni, "Benito Lynch y la novela del campo,"
lundo Argentino, 16 enero 1952,
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Realism can manifest itself in many ways. William Henry Hudson had
written of the pampas with acute realism. Under his pen unfolded a
minutely detailed description of each species of flora and fauna, the
appearance of the earth during its seasonal transformations, episodes of
childhood encounters with the gaucho, the Eg&zég, the soldier., Hudson
always painted the pampa as a pastoral paradise frozen in the morient of
history of his idylic youth. His was a photographic realism somewhat
idealized, destined to be read by Englishmen far across the seaj; Lynch
vrote for a native audience that knew the pampa like the palm of its
hand. Both were realistic. To draw an analogy one might compare two
opposing schools in the plastic arts: the traditional lifelike rep-

resentation of nature and the impressionistic representation. The

former would typify the detailed descriptions of Hudson while the lat-
ter is representative of Lynch's realism in which nature and man are
painted for the reader in swift, vivid, evocative allusions written in
all their simplicity in a language well understood by his public.

Lynch's realism differs in yet another way from that of Hudson's.
When he was in his formative years Lynch read avidly from Zola, probably
the most popular author of that time among Latin American youth. Thus,
in Lynch's early works is seen the touch of naturalisﬁ of such novels

as lLa débacle, Lourdes, Paris, Roma and Nana, making Lynch ruch more a

literary son of Cambaceres and Julidn Martel than of José Herndndez and
Hudson. As Lynch matured, the pseudo-scientific approach was mitigated

until E1l romance de un gaucho (1930) is almost completely devoid of the

naturalistic touch.
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The work in which Iynch best portrays the pampa and its people is

Los caranchos de la Florida. What, then, was the pampa like in Lynch's

time?

Though dates are not mentioned in his novels, allusions to daily
tasks on the estancia tell us that we are seeing the pampas somewhere
between 1900 and 1920. Barbed wire had already partitioned the land into
large grazing areas. The plow and the tractor had not yet transformed
the fertile plains into the agricultural area they would become., Life
was still pastoral with each estanciero a feudal lord over his subjects,
the gaucho turned pedn. On the unyielding pampa, where the horizon
blends with the seemingly limitless flatness of the land, the law and
justice of the city had not yet arrived. Officially it was there, but
because of the political influence of the patrdn and the lack of scruples
of the self-seeking, underpaid law enforcement official in league with

the pulpero and the rural oligarchy, justice was perverted and twisted

to the needs and whins of the landowner. The gaucho, once a freedom-lov-
ing nomad, was the victim of his environment. Lacking the ability
(environmental adaptability) and inclination to rise above the role of a
brutish, inarticulate non-entity, he submitted his pride to the indignities
of the patrdn and bared his back to the sting of the rebenque. Surely,

not all of the estancieros were tyrants, any more than all southern

plantation owmers were like the ones depicted in Uncle Tom's Cabin.

Violence was the order of the day and, as in Darwin's animal kingdom,
the stronger preyed on the weaker; the patrdn subjected the pedn to his
will, and the Eeén used his fanily as a release for his own pent-up

hatreds and violence. Thus, the stage is set for los caranchos de la

Florida: a compact rural society of violent people living out a



L
desperate existence in a hostile land that gives up its natural treasures
only after a prolonged protest of heat, dust, storms and floods; all
this added to the purgatory of tormenting insects.

In los caranchos de la Florida is seen the rural social system in

its stark malevolence. In true naturalistic fashion Lynch takes a piece
of the Argentine pampa, fills it with believable people and invents a
plot rich in psychological conflicts. The theme is universal in scope
and deals with iae Lasic conflict of personality between father and son,
both of whom are proud, arrozant and authoritarian. From the very begin-
ning the reader is aware of a feeling of lugubrious foreboding which
muist culminate in the ultimate head-on clash between these two indomiteble
spirits.

Lynch observes this drama of pampean life with the objectivity of
a laboratory scientist. We know from some of his essays that he deplored
the social and economic plight of his beloved paripas, but he portrays in
this novel the places and events without the show of opprobtium of a
rioralist or social reformer. IHe says to the reader, "look, this is what
happened when father and son, driven by animal impulses, came into con-
flict in a rural enviromment where differences of opinion were resolved
by force. I know it is true because I saw it with my own eyes." With
a slight qualification of this hynothetical statement, we may believe his

plot construction. los caranchos de la Florida is not a narrative of an

historical event. He had never seen such a drama actually unfold before
his eyes. The characters are composites of real people known to Lynch
from his travels through the pampa. They are not stereotypes of their
particular station in life. Each is intensely believable, each is

portrayed showing a complex psychological personality.
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Seldom has a novel been so aptly named. Carancho is the name of a
bird of prey indigenous to the Argentine plains. Hudson described the
bird as half hawk and half wvulture, victimizing small animals such as rab-
bits, as well as devouring carcasses of animals., The bird is perfectly
suited to his environment in that the pampas abound with small, helpless
creatures and carrion, and his natural enemies are few. Lynch never lets
us forget that father and son symbolize the caranchos of the estancia la
Florida. When the reader has the key to the author's symbolism he
bezins to view the characters of the novel as animals, an impression that
Lynch reinforces and encourages by using animal allusions to describe
ther.

Lynch wastes no time in describing the character of the older caran-
cho, don Pancho. Though the psychological character development is
subtly and skillfully done, he hits the reader right between the eyes
with a word picture of the patrdn in the first paragraphs of the book:

Don Francisco Sudrez Orofo abre la contrapuerta del
alambre de tejido que protege el comedor contra la

invasidén de las moscas, da un puntapié al perro pi-
cazo que dormita junto al umbral, y saliendo a la

amplia galerfa embaldosada va a sentarse en su vie-
jo silldn de mimbre, en aquel viejo silldén desvenci-
Jado por el uso y al cual, no obstante, todos miran

en la Estancia con el respeto mis profundo.

ila silla del patrdn! iCuintos gauchos compadres
habrdn palidecido en el espacio de treinta anos an-
te aquel mueble modesto, ante aquel mueble casi mi-
sero, que ruestra mil refacciones antiestéticas, y
cudntos retos y cudntos insultos, y cudntas cacheta-
das habrdn resonado bajo el gran comedor que lo al-

bergal

2Benito Iynch, Los caranchos de la Florida (Madrid, 1931), p. 5.
Subsequent references to this work will be taken from the same edition.
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As the novel breaks into the continuum of the Suidrez family, don
Pancho is awaiting daily the arrival of his son, Panchito, who has been
studying for six years in Germany. Briefly we are given the dosier of
the Sudrez family. Some three decades earlier, the elder Francisco came
to the pampa with his two brothers, Eduardo and Julifn. The trio
developed and divided up a large expanse of pampa and proceeded to
create an empire. These men were not gauchos but city dwellers who,
endowed with the benefits of ambition, money and education, descended
like some superior form of creature to impose their will on the indolent
and ignorant gauchos.,

Francisco, bored with country life, travelled to Europe and
returned with a fair, frail English lady. For a short time the English
wife, Lady Clara, had brought a ray of sweetness and light to the estancia,
but soon this delicate English flower had atrophied and died under the
rigors of sun, wind and loneliness, leaving only a fond memory in the

rinds of the peones who knew her, and an infant son who, as the novel

begins, is a grown man away at school in Europe.

Eduardito, nevhew of don Pancho, had also been sent away to school
in Buenos Aires and had become a libertine., Returned to the pampas, he
soon fell under the influence of gaucho life, Don Pancho, disgusted at
his nephew's ways, turned over to him the share of land that had come
to him by birthright from the late don Eduardo, sending him away with
the admonition: "iAndd y hacete un animall!" Eduardito, not disappoint-

ing don Pancho's prophecy, took over the estancia el Carddn and became

caught up in a life of sloth, drinkking and parties, making of his run-

down ranch a haven for every wandering gaucho and wanton woman in the
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territory. Eduardito's fate only lent crdence to don Pancho's conten-
tion that gauchos were no better than beasts and, left to their own
devices, would become animals no better than the semi-domesticated cat-
tle raised on the ranch. Iynch does not let us forget don Pancho's at-
titude, for he constantly hurls the epithet: "iTomd, gaucho animal, pa
que aprendds!", often accompanied by the crack of his rebenque or the
heel of his boot. The source of don Pancho's power over the inhabitants
of the territory stermed from some mysterious political influence in
Buenos Aires. He not only was able to enforce his will on his own es-
tancia, but neighboring caudillos bowed before his omnipotence because
of the threat of his diabolical influence over the law officers in the
territory. The simple threat of his name struck terror into the heart
of the gauchos. His legendary whistle, similar to that of the caranchgq,
was sufficient to stop the bravest in his tracks, or cow the most rebel-
lious colt.

Panchito returns to take up life on the estancia. The young man,
remembered as "el angelito'e Dios" by the old housekeeper, Laura, who
saw him born, is almost the mirrored image of his father, both in
temperament and appearance: the same close-set, bird-like eyes and
beak nose. Except for the blonde hair and blue eyes inherited from his
mother, he resembled his father in every way. Six years of loneliness
had taken its toll on both father and son. Yet neither showed the

slightest sign of emotion at the moment of reunion:

--{Por qué te has afeitado el bigote?

--{El bigote? « o o iCaramba! . . « Ni sabria explicirtelo.
Me lo he afeitado porque todo el mundo se lo afeita. En Eu-
ropa estd de moda. Es mucho mis cémodo.
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--Parecés un fraile.
Don Panchito aumenta en un milifmetro la eterna contraccidn
de su entrecejo, pero luego, encogiéndose de hombros, dice

a su padre muy risueno:

--Es cuestidn de costumbre.3

Given the factors of heredity, the father's strict discipline and
harsh punishment when.Panchito was a boy, and a son's natural tendency
to identify with his father and adopt his system of values, the son
could not help but resemble the father.

The father, thinking himself master over all he surveys, and the
son, returned from Europe full of progressive ideas about ranching,
from their first encounter begin to lock horns like a pair of angry

stags. Ohviously, there is room for but one patrdn on la Florida.

Don Pancho forbids his son to visit the puesto of Sandalio Ldpez,
the old gaucho Panchito had known as a boy. This causes immediate
resentment in the young man. His curiosity is piqued when he finds
out that his father makes daily visits to the puesto and wants to know
more of the patrdn's "la nidada", the daughter of Ldpez. Panchito is
restless after so many years of sedentary life at college and feels the
attraction of the pampa and takes frequent rides into the pampas,
eventurally stumbling upon the small ranch of Idpez'. There he meets
Marcelina, the beautiful and pristine daughter of the old gaucho, and he
immediately falls deeply in love with her., Though he is a man of the
world and far above her in education, Panchito, for the first time in
his life, feels the debilitating effects of true love., After several
meetings with the girl, Panchito confesses his love for her and she re-

ciprocates the feeling.
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From various sources, little by little, Panchito learns of his
father's interest in Marcelina upon whom the old man showers gifts and
the only kindness and affection he has ever been known to demonstrate.
Don Pancho, by way of his various informers, learns of his son's
interest in the girl and, first subtly and later forcefully, tries to
prevent his seeing her., Panchito, just as determined as his father, dis-
regards the warnings to stay away from larcelina. Eventually, there is
a showdown between father and son that ends with Panchito's drawing his
revolver and menacing don Pancho.

The filial tie has been broken and Panchito goes to stay with
Eduardito, where he spends his days drinking incessantly. DMeanwhile,
the father repents his action and decides to let the Ldpez family move
away since he realizes the continued presence of lMarcelina will cause a
permanent treak in his relations with his son. As the erormity of the
argument with his son strikes him, don Pancho is overcome with loneli=-
ness, and for the first time we are told that this cruel and proud pa-
trén loves his son dearly:

Después de mirar por un instante la llama amarillenta, el

patrén aparta de ella los ojos, los gira por todos los si-

tios, por todos los rincones, como si estuviese buscando

alguna cosaj; y, por dltimo, inclinada la cabeza sobre el

brazo, que mantiene apoyado en la repisa de la chimenea,

solloza sobre el mdrmol su tremenda congoja « o

Panchito has sunken into a bacchanalian existence on Eduardito's
ranch, passing his days in a drunken stupor. On the night the Ldpez

family is moving, Panchito rides off to see Marcelina, only to find the

door locked and his father there with Cosme, the foreman of the ranch.

Muid., p. 263.
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Don Pancho, seeing his son approach the door, shouts an order for him to
stay away. Panchito is in such a state of drunkenness that he is hardly
aware of anyone else's presence. The father, forgetting his love for
his son and acting automatically, begins to whip the boy with his reben-
que. The anger of both caranchos at fever pitch, Panchito lashes out
with a wrench he has in his hands and strikes the father dead. Panchito
wanders away in a trance until he realizes the gravity of his sin and
returns. As he bends over the body of his father begging forgiveness,
Cosme, who harbors a hatred for the young patrdn and love for the father
because the latter had secured his release from jail, unsheathes his
knife, With thirty years of grievances to people of his kind adding
impetus to his arm, he plunges his flashing blade into the young man's
back. lMortally wounded, Panchito falls upon the body of his father, and
again and again Cosme's steel sinks into the quivering flesh. Cosme
sheathes the knife and calmly rides away. lNosca, the half-witted mulatto
who observed the scene and had been waiting in the shadows to deliver a
letter from Marcelina to Panchito, aporoaches the scene in dumb fascina-
tion. Though reason would tell him otherwise, liosca, accustomed to
obeying orders, carefully places the envelope upon the body of Panchito:

iAhf estd--dice, y torna a contemplar a la Muerte

pensativo y cenudo.

De pronto, una sonrisa mala y burlona ilumina su

cara negra, su cara de mulato; y entonces, menean-

do la cabeza, vase a través del patio banado por

la luna, murmurando entre dientes:

-=}Llos caranchos! . . « ilos caranchos de la Flo-
rida?l

5Tbid.s pe 276.
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Often this novel has been criticized for its melodramatic ending.
One cannot deny the brutality of the climax, but it does not seem that
there is a lack of verisimilitude in that step by step Lynch carefully
put the volatile ingredients into his test tube, mixed the antagonistic
elements of father and son, both dedicated to violence as a way of life,
added the catalyst of the sweetness and innocence of liarcelina, heated
the mixture to a critical point and ignited the mass with the spark of
human impulse. Given thoscexact psychological factors, a violent end to
the novel was inevitable. Putting the lines that sum up the essence of
the novel in the mouth of a fool might likewise scem to be strairing for
dramatic effect, except that Lynch had carefully foreshadowed the tragic
ending. Earlier, llosca had been discussing the newly-arrived son and he
burst out laughing without provocation:

~-l’'e rfo + « o« me rf0 « « « iDon Panchito giieno! 1Es mucho

pior quel patrdn! Al patrdn lo apodan El Carancho en el

pueblo, y el hijo es otro carancho; tenemqs aura dog caran-

chos en la Florida. iSe van a sacar los 0Jos! « «

Thus, the precedent had been set; the disaster had been predicted.
llosca had, by accident, made a clever statement, the people laughed and
he remembered and repeated as a child would. At the moment of the
ultimate tracedy which he witnessed, he remembered in his confused mind
his moment of sagacity. With that the novel ended.

Julio Caillet-Bois calls los ceranchos de 1a Florida "la novela de

los impulsos".7 Indced, like the animals they were meant to represent

6Ibid., po 57.

7 ulio Caillet-Bois, la novela rural de Benito Iymch (La Plata, 1960),
p. 33.
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the principal characters of the book are driven by pasions which Lynch
does not see fit to explain; none are rational at the moment of crisis.
Don Pancho, when confronted with an obstacle, solved the problem by
lashing out with brute force. Panchito, who had been given the advantage
of a Duropean education, denonstrated no inclination to curb his
impulses. Even at the sweet moment of realization of his love for
Marcelira his emotions are described as almost psychopathic:

Una emocidn entre angustiosa y dulce ha venido a

invadir todos sus centros y a entregarle sojuzga=-

do, inerte, a aquello que es para €l como un de-

lito enorme, pero que lo atrae y lo fascina con
el poder de un encanto irresistible.”

8ros caranchos, pe. 150.




CHAPTER IV

EL INGLES DE I10S GUESOS

On one level, Benito Lynch may be said to be the fulfillment of
Sarmiento's Facundo. Few writers since Sarmiento have denounced and
defined the basic conflict confronting the republic of Argentina bet-
ter than Iynch. This is tne same conflict that faced, and still faces,
nearly every nation in Latin Amerdica: civilization versus barbarism.
Though this theme is the most ubiguitous of all in the novelistic
genre, each author, in his own way, treated it according to his
particular literary philosophy. Sarmiento, an intellectual from the
city, looked on the rural element as a threat to progress. José Her-
nindez, though not a novelist, took the opposite point of view, decry-
ing the plight of his people, the gauchos, under the government from
Buenos Aires. Lynch adopted a point of view somewhere between these

two extremes. In all except one of his rural novels (Z1 romance de un

gaucho) and in many of his short stories he set up a literary contrast
between characters from outside the pampas: portehos, foreigners such
as Englishmen, Basques and Italians, and sons of the pampas that have
been educated in the "civilized" world, and the gaucho:

LUsted ha visto que yo siempre le pongo un

"ladero"?

En Los caranchos de la Florida, en EL inglés

de los suesos, hay siempre un horbre de otro

ambiente, de otra cultura, un "ladero", en
fin, para que "cinche", porque el gaucho solo
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da MUy POCO o .1

Lynch was a man from both worldse In his ovm life he had lived
among the gauchos and came to love them. He had spent most of his
adult life in the city where he enjoyed the ease of living and civilized
atmosphere. The gaucho, he adrired for his spontaneous show of emotion,
his natural reticence and his lack of affectation; the city life he
liked for its obvious advantages of culture and enlightenment.

In los caranchos de la Florida we see both elements with the weight

of sympathy in favor of the rural element. Lynch had great optimism
about the future of Argentina, but in this novel he does not appear to
be concerned with the "right" and "wrong" of the situation. FHe is pre-
occupied only with the artistic possibilities of this simple and force-
ful drama of the pampase.

In E1l inslés de los ollesos (1924) Lynch sets up the perfect

contrast between civilization and barbarism. On one side is el inglés,
Ir, James Grey, product of Eton, Oxford and Cambridge whose cloistered
halls had instilled in him an unshakable belief in the perfection of
man. 1re. Grey is an anthropologist who comes on a scientific mission,
sent to the pampa in search of fossils of primitive American man. With

this motive he comes to the Estancia Grande in whose lake, "una hermosa

laguna azul, grande como un mar," abounds this type of skeletal

remnains.

lBarreda, "En un lejano dia con Benito Lynch," p. 8.

ZBenito Lynch, El inplds de los gilesos (México, 1955), p. 123.
Subsequent references to this work will be taken from the same edition.
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The patrdn, a "playboy" from Buenos Aires, has authorized his lodging
in La Estaca, ranch of Juan Fuentes; not because of his love of science
and knowledge but as a favor to the British minister who is a fellow
member in one of the exclusive clubs in Buenos Aires.

On the other side is Juan Fuentes; his wife, Casianaj; the boy,
Bartolo, and the eighteen-year-old daughter, Balbina, nicknamed La Ne-
gra because of her raven tresses. Grey is the epitome of the phleg-
matic, imperturbable Inglish gentleman, while the Fuentes family and
their rustic neighbors are all that is gaucho: ingenuous, illiterate,
generous to guests, hard-working and impulsive.

At least one writer sees the accounts of the travels of Darwin and

Iuiboldt as Iynch's inspiration for EL inplés de los gil'esos.3 Indeed,

Lynch himself had confirmed this source for his novelistic material.n

Comparing some of the situations in Darwin's Journal of Researches

with Lynch's El inz1és, we see strong similarities between some basic
facts.

Firstly, lr. Grey reserbled Darwin in appearance: " . . . aquel
hombre raro que tanto sabla de unas cosas y tan poco de otras; que
cuando se sonrefa parecfa tener veinte ahos y cuando se ponfa serio mis
de cincuenta,"’

Secondly, Darwin, though not an anthropologist but a naturalist,

relates his "ransacking an old Indian grave™ in Patagonia, the object

JBunice J. Gates, "Charles Darwin and Bemito Iynch's El ing18s de
los gllesos," Hispania, v. W4, l'ay 1961, p. 250.

bsoiza Reilly, "iCdmo se hace una novela?", p. 1l.

531 in-ﬁlés, Pe 8.



of lir., Grey's expedition,

Thirdly, Darwin related having lodged with a don Juan Fuentes, the

3
same narme as lr., Grey's host.

Fourthly, Lynch referred on several occasions to Darwin's impres-
slons of the malicious but good-natured humor of the gaucho, a victim
of which lr. Grey becomes as the Fuentes' children see the foreigner as
a source of honest diversion.6 In Asschadas, one of Lynch's short
stories, he alludes to this particular type of gaucho maliciousness:

Pues que yo soy un convencido de que estos diablos de

gauchos portenos "se lo farrearon" hasta al propio Darwin,
hasta al propio e ilustre autor Del oricen de las especies.

Escucha. Lo "farrearon" en una forma tan alevosa, que el

pobre sabio registrd la broma inocentemente en su libro, en
donde ha pasado hasta hoy tan inadvertida como estdn pasan-

do al través de alcunas ediciones de la obra toda esa rulti-
tud de "avestrds petise", "carranchas" y "viscaches" que la
infestan, sin que haya mano caritativa capaz de corregirlos . 7

Lynch places the cultured Mr. Grey in this semi-civilized pampean
environment whose day-to-day routine is devoid of novelty, where the
slightest deviation from the ordinary creates a sensation. The English-
ran's arrival could not have been more startling had he landed by rocket
from Marse. The author paints a vivid word picture of the foreipgner in
the first chapter:

« «» » aparecid de repente, alld por el bajo de la laguna,

jinete en el petiso de los mandados de la "Estancia", nis

cargado de bdrtulos que el imperial de una diligencia y

desplegando al tope de su alta silueta, nitidamente recor-

tado sobre el fondo gris de la tarde lluviosa, un paraguas
I'Ojoo o o

6Tbid, pp. 9-12.

T2enito Lynch, "Agachadas", Caras y caretas, ano 32, no. 1599, p. 2.

8

£l in-1&s, p. 1.
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Not only in his appearance enough to precipitate peals of laughter,
but his proposed project of searching for "gllesos de dijuntos" is the
most inconceivable possible to his hosts. As is the gaucho custom, he
is offered what meager accommodations are available. With traditional
British "stiff upper 1lip" el inglés acclimates himself admirably to his

crude surroundings and sets about his task of digging near la laguna de

Los Toros. Because of his peculiar ways and appearance and "su lenguaje
enrevesado", the Englishman is a never-ending source of merriment for
Balbina and Bartolo and later the butt of their increasingly malicious
pranks. Finally, Balbina, purely on a contrary impulse, comes to harbor
an intense hatred for NMr. Grey, who, completely absorbed in his work,
seems not to notice this change in attitude. When Mr. Grey cures Balbina
of an intense earache, her attitude changes to one of gratitude and fascina-
tion for the blonde stranger.

Santos Telmo, a young gaucho desperately infatuated with Balbina
and whose professions of love she consistently scorns, is spurred on by
gossip about Balbina and Grey to believe the latter the source of his
frustration. Fired by the passion of jealousy, he stabs Mr. Grey. The
Englishman, close to death, is brought to the house where he slowly
begins to recuperate.

This act of treachery by Santos Telmo and her pity for Mr. Grey's
suffering have tipped the balance. Balbina becomes his nurse, attending
him constantly, gradually becoming his sole protector, to the jealous
exclusion of all others.

Through the many hours of his convalescence Ealbina becomes more
and more possessive of the Englishman, her one-time deep hatred reversing

its polarity to a love just as unreasoning and desperate. One day a
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letter comes from lMr. Grey's university orcering his return. Balbina
should have realized that el inglés was not going to remain forever;
but being young and not possessed of the provident temperament of the
English, she refuses to face the prospect of losing her love. She re-
acts violently to lMr. Grey's determination to leave. UTLespite all the
patience and words of advice of her mother's, Balbina falls into a state
of nervous sickness. The Englishman realizes that he is somehow the
source of her anguish but, because of his inculcated self-disciplire
and outward restraint, he cannot conceive of any lasting damage result-
ing from the girl's torment.

I’r, Grey is chaste, educated, veracious and self-sacrificing, and
his conduct is directed by Kantian imperative of duty. All this permits
bim to resist the tremendous temptation that is Balbina's pristine beauty,
effected by an instinctive honesty and an inexhaustible wealth of tender-
nesse. lir. Grey is not a romantic. He is an intellectual, a cold and
severe scientist, dedicated heart and scul to his discipline, anthropo=-
logy. Despite the fact that he is a scientist and English, he doubts
like Hamlet and vacillates. Why not? The attraction of this girl, the
rmagnetism of her youthful beauty and pure heart without artifice are
very impelling. Put more than once his defensive egotism and the iron-
clad discipline of his spirit had faltered, feeling the impulse to burst
the bonds of his ingrained prejudices and inhibitions and savor the
fruit that he has so near. In a rebellious instant he thought to him-
self: "iAl diablo con esa disciplina estdpida! &Toda su vida habia de

ser asi, inhumana degollacidn de deseos y un eterno aplastar de flores?"9

Icarmelo . Bonet, "Benito Lynch, El inglés de los gllesos, obra psi-
coldgica y pampeana," El Hogar, 26 mayo 1950, p. 28.
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But after savoring the titillating prospect of a carefree life with
this unspoiled child of nature, his English good sense overcomes his
whime The possibility of a chair at the university had been the ulti-
mate goal of his 1life. He would return to his museum, to his books and
university cloister, to the conquest of academic honors.

Balbina is unable to dissuade Mr. Grey. Her grief becomes a
physical sickness. Dona Casiana seeks the aid of dofia Maria, the octo-
genarian curandera. Dona Maria, who has tended to the ailments of the
vicinity for longer than anyone can remember, immediately diagnoses the
problem. She assures Balbina that she can cast a spell on the English-
man and prevent his leaving. The girl undergoes a complete emotional
transformation; being superstitious, she has confidence in doha larfa's
incantations. All concern over losing el inglés seems to have left the
girl's mind as he prepares his boxes of specimens and packs his equip-
ment. As lr. Grey mounts the carriage, Balbina (also the reader) awaits
the miracle of the spell, the occurrence from the blue that will deter
his departure., As the coach starts to riove, dona Casiana hails the
driver to wait because a rider is approaching. The coach stops. Surely,
thinks the reader, now dona Marfa's spell is working., Who is the
mysterious rider? Santos Telmo? No, it is Pantaledn, the nephew of donia
¥arfa, carrying the news of her death. Balbina realizes that her cause
is lost., That night, in a fit of desperation, she hangs herself with
the lazo the Englishman had braided for her.

Lynch, as if in novelistic reverence to the memory of this fragile
wildflower of the pampas, does not defile her mortal shell by his usually
vivid description. In a subtle, low-key climax the author uses Bartolo's

dog, Diamela, to reveal to the reader Balbina's suicide. Here again,
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Lynch with his deceptively simple but sophisticated technique, takes the
potentially most dramatic scene--Balbina's suicide--out of the reader's
sight and relates the occurrence through the brutish eyes of the dog,
thus heightening the dramatic tragedy. The dog, symbolic of the unfeel-
ing world, observes, registers rmomentary concern in a dumb manner, and

continues on about its daily search for food:

Diamela que dormia hecha un ovillo junto a la
puerta de la cocina, despert§ con sobresalto

e o o« Quizd oyS almin ruido quizd creyd que lo
Oiaooo

Pero lo cierto es que ya no volvid a acostarse, y
que, sentada sobre los cuartos traseros, palpitan-
te la lustross nariz y muy erguidas las largas ore-
jasy que el rocfo habia jaspeado de plata, se puso
a observar con cierta inquietud aquella gran inva-
sién de niebla pesada y densa que casi llenaba por
conpleto el patio del puesto, que esfumaba las si-
luetas de los drboles humedecidos y goteantes, que
por todos los sitios se introdiucia, y que hasta a
ella misma, y como con un vaporizador invisible, le
habfa trocado en gris aquel terciopelo retinto de su
lomo « o &

Pero cormo aparte de ciertos y familiares rumores pro-
venientes del corral de las ovejas y de uno que otro
timido pfo de ensayo entre el frondoso follaje de los
sauces inméviles y amustiados bajo su enorme carga de
agua, no oyera Diamela otro ruido ni sospechoso ni in-
teresante, no tardd en abandonar aquella contemplacidn
para entregarse de lleno a la intima tarea de combatir,
en diversos sitios de su cuerpo, otros focos de comezdn,
que la humedad sin duda exacerbaba.

Y como siempre como llegaba a hacerlo a veces, hasta

en las circunstancias menos adecuadas o mis comprore-
tidas del pastoreo o de la caza, la perra de Bartolo

se rascS con uhas y dientes, hasta la exageracidn, hasta
el infinito, adoptando las posturas rds extravagantes y
grotescas y empleando en ello tanto tiempo que cuando se
dio al fin por satisfecha y un tenue rosicler de aurora
comenzaba a tenir la niebla por el lado del corral de
los caballos, piaban pajarillos por todas partes y el
gallo mds viejo del gallinero, con su voz engolada,
alzaba su grave canto . + »
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Entonces Diamela se qued§ un instante inmévil y
como sorprendida., Se hubiera dicho que pensaba

L] L L]

Pero en sezuida nomds, y recuperando toda su
animalidad con un ruidoso bostezo en el que

mostrd groseramente hasta el fondo de la garganta,

se puso a andar lentamente por debajo del alero y

a lo larpso del muro de barro de la cocina, ruy ar-
queado el lomo y oliendo con aire entendido hasta
las mis mindsculas e insignificantes basurillas « « &

Después, y corio una bandada de Mmixtos" madrugadores
viniera a posarse, vibrante de vida y de gorjeos, en
aquel trozo de patio negro que dejaba libre la inva-
sidn de niebla, Diamela los espantd con una zurda ca-
briola de cachorro que jueza, y en seguida se metid
rmyy despacio, y siempre olfateando, por el corredor-
cito cubierto aquel que llevaba al otro lado de la
casa, es decir, hacia el corral de las gallinas, ha-
cia el lavadero de dona Casiana, hacia el jardin de
la Negra y hacia donde el sol salfa + « &

Y fue el momento en que surgia al pie rismo del gran
sauce en donde estaba la batea de la puestera, que

la perra, distraida como iba y con la luz del amanecer
de cara, experimentd un sobresalto que la hizo engara-
batarse toda y recoger nerviosamente una pata « « »

Le parecid sin duda una vibora aquel extremo del lazo
mal trenzado que, descendiendo del drbol, se tendfa
sinuosamente delante de la puerta . «

Mas Diamela reacciond en seguida, y después de coriprobar
su error por medio de un minucioso olisgueo de aquella
larga 7 despareja trenza que trascendfa a jabdn, fue y
examind también una silla de enea tumbada al pie del
sauce y un pequeho zapato de lLa Negra, y por dltimo,
levantando los ojos hacia la copa del drbol, mened fes-
tivamente la cola e hizo con su afilado hocico algunos
visajes expresivos de reconocimiento y simpatfa + « «

Pero como nadie respondid a su halago, sino que, por el
contrario, una gran bandada de "mixtos" que all{ estaba
se alzd del drbol y se perdid volando entre la niebla,
en larga guirnalda de flores amarillas, Diamela, después
de detenerse un momento para rascarse una vez mis el
pescuezo, se puso a andar lentamente en direccidn al
gallinero, siempre observdndolo todo, siempre olfateando
las cosas « & .10

195) ins18s, pp. 202-20%,
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In the most eracting definition of the word, El in~1&s de los g'ic-

sos is a tragedy. Roberto CGilusti defines tragedy:

Yo hay verdadera trasedia sino allfi donde el hombre lucha
con el destino. Cuando el hombre lucha consigo misrwo o
con otros hombres, su causa puede despertar nuestra simpa-
tia o nuestra compasidn; pero sSlo ante lo ineluctable,
cuando le vemos revolverse indtilmente en la red del Sino,
sentimos el verdadero soplo trdzico.ll

Fate brought el inglés to the one small isolated spot on this globe
where he would rmeet Balbina., An unlikely set of circumstances threw
these two persons--as unlike as any could be--together for one short
moment in eternity. Iir. Grey, "hombre de marcha", caught up in the
intellectual tradition of the Vestern World, dedicated to the perfection
of man (and of himself), is torn away from Balbina's side by a power
stronger than his animal impulse for self-gratification. Balbina is on
the periphery of the civilized world. She talks about "Glenos Aires"
as though it were at the farthest end of the earth. In the novel Balbi-
na is the very esscnce of barbarism; she is the living incarnation of
impulse as opposed to rational thinking:

{Qué virtud tiene Balbina? Es una bestezuela salvaje, capri-

chosa, arbitraria, grosera, deslenguada « « » En su arisca

inocencia, es el instinto aun en capullo; es la virgen natu-

raleza. Aborrece y ama con igual violencia apasionada e im-

pulsiva. Si sospechara una rival, la matarfa sin piedad como

Santos Telmo intentd asesinar a James. Y asi coro primero se

burld de é1 de un modo primitivo y arbitrario, y en seguida

le odid, hasta desear su muerte--cuando sus sentimientos

cambian, por gratitud, por curiosidad, por secreta atraccidn
del instinto, desde ese dia le considera cosa suya, para

llRoberto Giusti, "Letras argentinasj Benito Lymch," llosotros,
ano 18, no. 184, p. 98.
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siempre, "el hombre de su destino". Cuando le busco a
Balbina una hermana, pienso, saltando por encima de todas
las diferencias de raza, de ambiente, de sentimiento--en

Sotileza,

The drama of Balbina, the poor "chinita", victim of her environ-

ment and the capricious wheecl of fate, is the eternal drama of love

and death.

12144., p. %.



CEAPTIER V

EL ROIANCE DZ Ul GAUCHO

The third novel of Iynch's trilogy, EL Romance de un goucho, seems

to resuscitate once again the question of Arcentine literary nationalism.
It is an ultimate attempt to create the truly Argentine novel. The
neans and the vehicle for such a literary undertaking are the use of
unadulterated native speech faithfully and skillfully presented and
Lymch's evocation of pure gaucho types acting out this pampean drama in
some isolated corner of the vast plains. Apparently reaching back to

the tradition of lartin Fierro and its prose twin Don Segundo Sormbra,

Iynch sought to strike the responsive chords of a latent native senti-
mentality and to recreate the environment of the past without deviating

from his proposition of costurbrisro.

Without actually stating his intent, ILynch seemed to have placed
great hopes in Tl romance as the culmination of his previous works.
This novel is unique among all his more ambitious works in that he

abandoned a device he had wielded so skillfully. In los caranchos de

1a Florida, El inr18s de los sllesos, Ragquela, Plata dorada, lLa evasidn

and in rany of his short novels he had included a foréigner as contrast
in order to add emphasis to the gaucho theme.

In El romance, Lynch avoids any element of foreign intrusion that
might disturb the scene of 1life on the open plains with houses scattered
at great distances from each other, and even the smallest centers of
population. Known places are mentioned in passing, but the author

seems to have made a conscious attempt to make his novelistic environ-
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ment as ambiguous and nebulous as possible in order to avoid giving the
reader a familiar point of reference.

El romance is unique in its presentation becsause every passage,
be it dialogue or description, is related through the mouth of an old

by b %)

gaucho, Lynch tells us in the introduction to the novel:

Esta novela es obra de un viejo gaucho portehno, fallecido

hace rmchos afios, y a quien conoci alld, en los dorados

dfas de mi ninez campera,

Recuerdo que era ruy alto, flaco, feo sobra toda pondera-

cidn, y que se llamaba Sixto, "El viejo Sixto", para mis

vadres y para toda la gente seria de "La Estancia", y,

"El viejo perro", para alzunos jévenes peones que querian

vengarse groseramente de su adusta y despectiva misantropia.l

Undoubtedly, Lynch must have known such a gaucho in his youth, but
as the reader proceeds through the novel, he soon becomes aware that
the old gaucho narrator is merely a device concocted by the author in
an effort to create the illusion of verisimilitude. As the plot unfolds
the reader is able to see the almost tantalizingly slow psychological
developrment of the characters, definitely the mark of Lynch's pen.
Furthermore, though the description could apply to an old gaucho, the
terms, "alto", "flaco", "feo" could easily depict Lynch himself with
his "misantropfa".

The direct narration, without rhetorical flowers or visible
artifice, begins by presenting the protagonist, Pantaledn Reyes:

Era muy agraciao de cara, educao y fino; por lo que
todos sus conocidos lo apreciaban. Tocaba la guitarra

lBenito Lynch, E1 romance de un paucho (Buenos Aires, 1933), De 5o
Subsequent references to this work will be taken from the same edition.
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bastante tien, trenzaba que era un primor y . . « la

madre se riraba en sus ojos, coro quien dice . . 2

This passage typifies the authentic gaucho pronunciation and syn-
tax as well as setting the tone and story-tclling style of the author-
narrator.

Pantaledn, only son of dona Cruz, a widow, lives with his mother
on their small estancia in a remote spot on Lynch's nebulous pargpae.
Their life is tranquil; the youth dutifully performs his tasks, seem-
ingly satisfied with his lot, completely obedient to his doting mother.
One day a family cores to live in a nearby ranch. With this apparently
innocuous event the die is cast and the boy bezins a slow plunge to his
ultimate human tragedy. Dona Julia, the new neighbor, hardly older
than Pantaledn, is the wife of Pedro Fuentes, an irdolent, drunken,
cruel man some ten years older than she. The girl, accustomed to the
livelier social 1ife, soon strikes up an intimate friendship with Panta-.
ledn and his mother, and visits their ranch durine her husband's many
absences. Nothing extraordinary would have happened if the youth and
loneliness of the girl, abandoned frequently by her husband, and the
nascent virility of the boy had not placed them in a potentially
dangerous situation. It was thus that a tinid sympathy grew out of the
natural affinity of the two. Pantaledn begins to feel a strange, un-
explainable yearning, avoidable perhaps at its onset; it was encouraged
by Julia who, though married, had the instinct of the coquette. The
awakening of love in this shy gaucho, as related in the rustic speech
of the old narrator, is one of the finest, yet sirplest pieces of psycho-

logical analysis to come from Lynch's pen:

23 romancc, pe e
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A los principios, Pantalidn sabtfa atenderla de

callao mientras ella conversaba con la madre.

Habia algo e curiosidd y de sorpresa en sus ojos
limpios de mozo inocente y chicaro . « « iAguellos
modales tan finos y raros de la forastera, aquellos
dientitos menudos y apretaos como el grano del cho-
clo tierno, aquellas manos tan blancas! . . . Pero,
después, Pantaledn comenzd a sentir las fieras ansias
de la angurria, de los locos deseos que trastornan al
hombre, que empiezan por incendiarle el corazdn y
acaban por recetirle el celebro. Ansina,_cuando qui-
so acordar, ya el arua le levaba el anca.-

Also in this passage appears powerful rustic figurative language:

"dientitos menudos como el grano del choclo tierno", and the allusion to

a perilous river to be crossed on horseback, where necessity and human
will confront the unrelenting current, is a superb personification of

inevitable destiny: "cuando quiso acordar ya el acua le lavaba el anca."

The awakening of love in the youth is the most delicate and meaning-
ful part of the novel. The descriptions of Julia bring to mind Balbina

in El inpglés de los gliesos. The gaucho narrator proceeds with psycho-

logical sketches of the protagonist, ever delving deeper and deeper into
the profound changes taking place in Pantaledn--a doubtful skill for an
old gaucho, however sage he may be. Certainly, Lynch is speaking through

the mouth of the gaucho:

El mozo en su inocencia, no sabia bien lo que le pasa-
ba, pero si se daba cuenta clara de que ya no se halla-
ba a gusto mis que al lao de la forastera, de que no po-
dfa vivir ya sin ella y de que cuando mis fuerza hacia
por desprenderse de aquella suerte de embeleso, tan lindo
y desconocido que lo envolvia, mis se enriedeba como el
animal cuando cocea las boliadoras « « »

bid., p. 11.

“Tbid., p. 11
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Ponia Cruz, seeing her son with all the symptoms of love-sickness,
questions him:

--Mird, Pantalidn: (lo seri que te aburrfs tanto porque dende
hace tiempo no hacés nada y te estds volviendo medio haragin?

~=iY0? « o« o 1Yo hago lo de siempre, me parece!

--No, m'hijo--le replicd la madre--, no hacds lo de siempre.5

Pantaledn is so smitten that he is hardly aware of the reality of
everyday life around him. The narrator goes beyond simple psychological
presentation as he attempts to rationalize the young gaucho's actions:

{Pero qué culpa tenfa é1? . . . Por mis que quisiese, no tenfa

ni voluntad ni juerza para otra cosa que pa ella, la forastera,

que pa estar pensando en ella todito el dfa, que pa estarse en-

loqueciendo la cabeza, con las mds raras y lindas fantasias. . .

Iynch, with his innately simple style, clearly and succintly defines
and presents all the essential content and dominant characters in this
pampean tragedy: Pantaledn is already the devoted lover, consecrated
body and soul forever to Julia, and the latter, the discreet object of
his affections, faithful beyond reproach to her brutish husband. Pedro
Fuentes and Dona Cruz play similar roles in that their actions and mere
presence constitute obstacles for the young lovers.

Dona Cruz, who finally realizes the reason for her son's distress,
forbids him to see Julia. Pantaledn is unable to return to the life he

had led before and leaves his home to wander the pampas, visiting neigh-

boring estancias, the nulperfas and reunions of gamblers--in an ap-

prenticeship of manhoods In an attempt to prove his manhood, he drinks

heavily, squandering Cruz's money with reckless abandon. Even this life

5Tbid., p. 12.

6Thid., p. 13.
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of sloth and dissipation in her eyes was preferable to the taboo path
dowvm whkich he had been headinge. She indulges his whims by providing
money for his gambling, for which he shows little talent.

One day, in an argument over money, Pantaledn is injured and taken
to the Fuentes' house. The youth awakes to find himself under the lov-
ing cere of Julia, If he were ever to escape the fatal attraction of the
young woman, fate had seen fit to place him again in her presence., le
is lost forever. Julia cares for him during his recovery. There
develops between them a platonic love which neither seeks to break be-
cause of mutual respect for her marital status.

The mother, meanwhile, completely forgotten by her son, learns of
his whereatouts by way of gossip. Pantaledn does not want to return to

the Flsng.iaia, estancia of his mother, and confides in his protector,

Pedro Fuentes, who does not susrect the situation between the youth and
his wife. The boy has contracted heavy gambling debts and is ashamed
to face his mother. Finally, he decides to go out in search of work in
order to pay back Fuentes who has loaned him the money. At this point
Pantaledn seeris to have finally made the transition from adolescence
into manhood.

In his wanderings it seems as if fate has again misguided his steps
as he comes to the estancia of the Rosales brothers who operate a
dilapidated ranch more as a hideout for their nefarious activitlies than
as an economic enterprise, Thelr run-dowm ranch, gambling, drunkenness

. . - . P d .
and sloth bring to mind the clan of Eduardito Suirez in los caranchos.,

Pantaledn, the same as Panchito, becomes caught up in this irresponsible
life. Perhaps his love for Julia and respect for his mother avert his

falling even further into a degraded condition. e returns to the



maternal home,

Dona Cruz pardons him with the stipulation that he never see Julia
again, and life takes up azain where it left off before the initial
conflict, It seems as though his madness has subsided and his impos-
sible infatuation for the married woman is to pass, but Pantaledn is no
longer a boy but a man well-tested by the risors of 1life., His desire to
see Julia becomes too strong and he yields to the temptation to visit
her, The visit is far from satisfying for him as he is received with
polite coolness. Julia, like each of ILynch's female characters, shows
more strencth and good sense than her lover in recognizing the impos=-
sibility of continuing their relationship. She is well aware of the
young man's affections because, in his nafveté, he has confessed his
love for her often,

Reacting to this new frustration, he heads for the pulperia to
drovm his sorrows in gifiebra. Pantaledn returns in a drunken state,
and dona Cruz, who has had his actions watched for weeks, ties him in
his bed and whips him mercilessly. This almost senile woman who would
freely sacrifice her own life for her son becomes a perfect demon to
the principal meening for her existence when disobeyed. What a paradox!
What a powerful scene this incident would make for the theater!

Pantaledn answers this ultimate affront in his characteristic
fashion: he runs away. As he prepares to leave forever, a messenger
arrives from Venero Aguirre, a rich estanciero, requesting Pantaledn to
come and work for him. Dofla Cruz grasps at this opportunity. FHe leaves
without reconciliation with his mother and, for the first time in his

life, without asking--nor receiving--her blessing.
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Yhen the youth arrives, Azuirre requires that he procure explicit
permission from his mother before beinz hired. But Pantaledn, as the old
narrator relates, "el corazdn 1:ds negro que pozo en la noche, y nds amar-
go que la carqueja", never will submit to the indignity of begzing permis-
sion.7

At this point in the story the reader becomes aware that Pantaledn
will never return to his home, and remembering the tragic climaxes of
Lynch's other novels, one is almost certain that the young gaucho is
dooried. The character of the youth besins to decompose visibly. Iilany
factors, not the least of which is his insane love for Julia, have
converged to lead him to self-destruction. All that remains is how
this is to be realized.

While Fantaledn is absent, dona Cruz becomes ill and Julia nurses
her back to health., The two women, despite the elder's former resent-
ment, become fast friends. Fate holds out one last hope to Pantaledn.
Pedro Fuentes dies unexpectedly, leaving his wife free to marry. With
this obstacle removed, dona Cruz sends a messanger to find her son and
tell him the news. Pantaledn, wild with joy, strikes out alone on a
desperate journey to arrive at Julia's side as soon as possible. Ee
rides wildly through the night pushing his faithful horse beyond
endurance. When the horse falters and cannot continue he punishes the
animal cruelly, and finally in a frenzy of rage and frustration, plunges
his knife into the exhausted animal®'s heart. Undaunted, he continues on
foot babbling: "iHe de llegar! iHe de llegar!™ After travelling a

few hundred yards, he hears, or rather senses, hoof beats behind him:

7Ibido’ Pe 49’4.
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El hijo e la viuda escuchd, devisd, pero . . . iladal
e « o En el campo no se movia una paja y la luna alun-
braba tan claro que en fija, se hubiera podido ver una
horriga andando por los suelos « o

But, reality or hallucination, the unrelenting sound of hooves draws
ever closer. The novel ends with this passage:

I'i media cuadra tendrfa andada esta vez cuando de pron-
to y sintiendo como un frio en las paletas, tuvo que
pararse y darse gielta e nuevo « . o Ahura no habfa du-
da ninpuna: Un caballo, un caballo suelto se le venia

e galope por detrds haciendo rctumbar el campo y largan-
do un resuello que enllenaba la noche con su ruido « «

iVirgen santal--nensd Pantaledn--. iEse tiene que ser mi
malacara que me sigue por castigo! Y en seguida, craindo
ver, o viendo quizd nomis, a la luz de la luna, el bulto
de un caballo inmenso, que echando juego por los ojos y
largzando sangre a borbotones por una punalada que tenfa
en el pecho, se le venfa encima, en toda juria; ahf no-
mis largd el recao y perdiendo el sombrero, agarrd a dis-
parar a los gritos, como loco, hasta que no pudo mis y se
jué al suelo redondito.
« o o y dicen que a la ranana sicuiente unos que pasaban
con tropilla, lo hallaron muerto ya, durito, a un costao
del camino, entre unas pajas « « o«
Where should such a novel be placed within the production of Benito
Lynch, within the entire novelistic production of Latin America? Thisis
ifficult to answer because of the novel's unique nature. Oncwould look
far before finding a book in any literature with which to compare it.,
At least one critic, Juan B. Gonzdlez, writing in 1930, the year of its
first publication in serial form in a newspaper, had mixed feelings

about the novel. He comments about its merit in relation to Lynch's

other works:

8Tbid., p. 541.

9Ibido, Poe 541-51"20
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Hay en €1 una atmdsfera de estatismo, de quietud

y deliberada tardanza que no atrae la colaboraciodn
viva y entusiasmo del lector. Los didlogos prolijos
¥ tan abundantes que absorben casi toda la obra, re-
tardan el fluir de los sucesos y van como seccionan-
do el.relgto. Falta'un interés cenf:gal1 fuerte y
cormnicativo, que oriente la narraciodn.

This criticism was written shortly after the publication of El ro-
rance in eighty-nine installments. The novel had not yet been read
widely by the public. Vhen Gonzilez refers to "la colaboracidn viva
vy entusiasmo del lector," he means himself, Criticism of such an un-
seasoned work is, at best, uncertain.

A11 in all, El romance is an important novel., The figure of Panta-
ledn, whose travels and misadventures constitute the backbone of the
story, in accord with the title, proves that there is unity to this
lengthy novel., The action revolves around him and the other personages
complete the small novelistic world of this work. Pantaledn falls in
love and believes his love corresponded by Julia, but an insurmountable
obstacle separates him from his goal, His contumacy in the face of its
impossibility creates the drama. He fights with himself and against
forces which he does not understand and cannot overcome--~true tragedye.
The incorruptible honesty of the young married woman adds fuel to the
conflacration of his torment. What can he do alone against such impedi-
ments? Force his attentions on the girl? Confront the husband in an
attempt to elirinate him? Though his own heart is burnirg with passion,
he cannot be sure of the girl's affection for him., ©She has given him

little encouragement. The greatest obstacle is the conquest of Julia's

will. Since she is perfectly honorable and stable, the young woman

10suan B. Gonzdlez, "El novelista Penito Lynch," Yocotros, afio 24,
no. 256, set. 1930, p. 2(0.
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would never consider an act that right violate her sacred married state.,
Pantaledn, though pucrile and impulsive, never once considers violence
as a possible solution. Julia accepts the path of letting time and
forgetfulness heal the wounds of infatuation, an alternative that the
young gaucho refuses to accept. Society says to him: "The world is
large anc there are many pretty girls elsewhere. Why not be reasonable
and forget the forbidden fruit and seel a love without impossitilities?"
Pantaledn cannot even comprchend such words of wisdom and prudence. In
this obstinacy of the youth we encounter the true novelistic value of
the story. Gonzdlez analyzes it:

Mo es el de Pantaledn uno de esos arores vulgares

gue con poco esfuerzo pueden variar de rumbo y ob=

jeto. IEs un amor ¥nico, extraordinario. Julia es

la elecida, ella o nirruna. En el carino de Damas-

co del muchacho habfase producido el deslumbramiento

que marca la orientacidn de una vida. La voz del des-

tino hebia sonado para su corazdn.

Though Pantaledn is the protagonist, he does not dominate the scene.
Iynch, with his skill at creating characters, does not disappoint the
reader in this novel, His lesser characters often deserve as much
attention as the protagonist. Doha Cruz and Julia, a2s much as Pantaledn,
posses traits that transcend the restricted space and time of this
rezional work. Dona Cruz is the epitome of the Latin rother: she loves
her son above all thirgs, she would be capabtle of immolating herself in
order to spare him pain, she is mistress of the hore and indisputable
patrora of her estancia. In her widowhood she had gained in maternal

authority. It misht scem as if the brutal punishment she meted out to

her son, in an attempt to scourge him of his imrurities, would irply a

ryig., po. 261-262.
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hard heart. She menaced him with the threat of the police if he continued
to disobey her, but when the godfather, Venero Aguirre, advocated the
same corrective measure, she rejected the plan, almost offended by the
suggestions As the old gaucho narrator expresses it:

e o« o corio glena madre que era, pensando, era capaz

de agarrar las mis risurosas determinaciones contra

el hijo de sus entranas, pero encuantito se trataba

de dir "a los papeles" como quien dice, ya su cora-

z0n se ponia blandito coro manteca y ya aquel grando-

te e rmchacho, se la hacia tiernito, como pa carecer

de envolverlo entre pahalcs.

And vhat of Julia, the heroine? She and Balbina are the master crea-
’

tions of the feminine soul that Lynch has contributed to enrich Argentine
letters. Here again, one rust wonder at Lynch's insight into the psycho-
logical meke-up of women--bachelor that he was, Julia is genteel and
delicate, somewhat sentimental. On the other hand, she is a practical
creole wife; with her malicious and coquettish exterior and honesty
beyond reproach she is a novelistic personage developed with rare mastery.
The passion she finally begins to feel for Pantaledn offers a gamut of
rich psychological tonality. She, as well as the youth, was experiencing
for the first time true love. At no time does she appear ingenuous--a
trait that would be psychologically false-~; she knows how to wield her
feriinine wiles without contradicting the reality of her merital state.
Julia possesses the same child-of-nature spontaneity that characterizes

the figure of Salbina. Palbina solicits more reader sympathy and

interest, but the character of Julia is more subtly drawm and more

12 romance, p. 39%.
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artistically depicted. Balbina loves with the candour of a newly opened
flower; she spreads her perfume prodigiously and wilts with the same
inscrutable fatality. Balbina is able to achieve a discreet intelligence
within the framework of her love. The only certainty she is able to re-
cognize.is that of her love., If it should fail her, she would die.
This movirng tragedy, developed with a skill that overpowers the reader to
the point that his sensibility is subjected to the emotion of the moment,
is different from the case of Julia. The latter is young and pretty,
has a keen sense of her wifely obligations, and is irreparably disil-
lusioned with her marriage. With stoic resignation she is pledged by
her marriage vows to respect her insensitive, drunken husband. Such a
character is much more complicated, rmch more difficult to depict.

Around the central figures revolve other characters of excellently
drawn gaucho types: dona Casildra, the curandera; Aguirre, the epitome
of all the traits of the rich patrdn; the Rosales, gaucho outlaws, and a

myriad of pulperos, peones and estancieros. Herein lies one of the

charms, as well as one of the faults, of the book. The inclusion of so

many elements of costumbrismo--gaucho types always speaking through

routh of the narrator in gaucho idiom, and using sayings, proverbs,
rustic smiles and native humor--serves to underline the novel's authenti-
city; such prolixity, however, tends to detract from the train of plot,
which, is, in its basic presentation of action and psychology, a
universal theme. The first love, the maternal concern over her erring
and inexperienced son, the sensitive young woman tied to a trutish
husband, the frustration placed in the path of the lovers' happiness by
the quirks of fate, all could just as easily have occurred in Europe,

America or Asia--past or present. This is a paradox in the novel.
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Cn one hand, there is the purest expression of Argentine creole life in

ILynch's masterful costumbrista style, presented in a faithful graphic

representation of gaucho speech; on the other, an intensely human ccon-
flict that transcends space and time, linking the gaucho characters with
the great faceless mass of huwranity.

Another apparent weak point of the novel might be its complete devo-
tion to gaucho jargon. This poses the guestion: Is it artistically
licit to write an entire lengthy novel in a dialectical variation such
as that peculiar to the Rfo de la Plata region? For a reader of Spanish
accustomed to the precise syntax and graphic presentation of Castilian,

El romance de un gaucho might, at first glance, tend to be disturbing.

The peculiar speech of the pampas has received more attention than any
other dialectical variation in Iatin America. One of the definitions of
a language is that it possesses a distinct, well-developed literature of
its ovn. A full cycle of literature; folk-songs in the oral tradition,
rormances, epic poetry of the first order, the novel and theater, have
all developed out of gsucho life, much of it written in the quaint dialect
of the rural element of Argentina. If this were the only consideration,
gaucho speech with its vestiges of 16th century archaisms, vocabulary
larded with indigenous works, and colorful use of idioms and expressions
that spring from the life of the pampas, it should constitute a distinct
language within the various Romance dialects that have risen to the
position of a separate language. But possession of a characteristic

literature is not the only criterion in this case. Juan B. Gonzdlesz

Exzceptuados algunos modismos o giros pintorescos y el
cornin tono sentencioso en las ideas y elfiptico en la
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forma, €l lenguaje de los gauchos no se aparta en
nada esencial del buen espafiol. Su misma sobrie-
dad y campesina precisidn lo hacen de ficil tras-
lado en correcto castellano. Iucho nis laborioso
es el trabajo inverso, reproducirlo fielmente en
sus deformaciones prosddicas, como Lynch lo ha
hecho,

The lanzuage of the novel is not an obstacle to its artistic merit
for, once the reader is accustomed to the rather logical variations of
the graphic representation of standard Spanish, he may become intrigued
by these differences.

For the ordinary reader who has only a mild interest in gaucho
language and customs, the greatest fault of the novel lies in other
aspects: too many printed pages, a gencral languor in the plot develop-
ment and action, and an annoyingly minute attention to details. As Gon-
zdlez expresses it:

Dijérase que en Z1 romsnce la elaboracidn minuciosa,
un tanto fria por ese dominio de los efectos, mis
"técnica® que vital, sin tropiezos de impericia pero

tampoco sin €lan creador, en definitiva dana mds que
beneficia al conjunto.l

In the above mentioned aspect Il romance de un caucho contrasts

sharply with the hard-hitting and relatively succint plot development of

los caranchos de la Florida and El in~18s de los glesos.,

LYNCH'S STYLE AND LITERARY PHILOSOFEY

The scope of this paper does not permit a detailed analysis of the

13Gonzilez, “E]l novelista Benito Lynch," p. 266.

P Ivid., p. 266.
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many short stories of Benito Lynch. In synthesizing the essence of the
author's novelistic creation, let suffice some generalizations that
encompass his style, his technique and literary philosophy. The trilogy
contains ample and typical examples of the most outstanding character-
istics common to all his works. Statements made in reference to the
three novels under scrutiny may apply to all his works. In this sense
Lynch is an "honest™ writer. Early in his career, after some initial
gropings, he found his novelistic environment in rural Argentina and he
adhered to this proposition with only minor aberrations, all of which
realized little success.

Probably the most outstanding characteristic of Lynch's work is his
realisme Though his characters were hot real people and his situations
not representations of actual events, he makes the reader feel what he
is reading actually occurred. This realism manifests itself in various
aspects of his writing. In his characters we see real people., The
gaucho in Lynch's barbed wire-enclosed pampas possessed the human fail-
ings common to 211 men. The idealized gaucho had been depicted in Eégzig

Ficrro and Don Sesundo Sombra. Surely no gaucho could possibly have been

endowed with all the skills and virtues of these symbolic figures. They
could ride faster and farther, sinz and play the guitar better, vanquish
the most formidable enemy, and endure suffering that would overcome the
normal humane Lynch's gauchos were inexpert: they had human flaws:
doubts, fears, jealousies and anxieties.

Lynch rompid los moldes de la pampa tradicional--de la

pampa de Ascasubi y de Hernindez. Dejé de lado las pul-

perias, los bailes, las payadas, las faenas pastoriles

con resonancias épicas. Fue el primer escritor gue, no

dejdndose seducir por la figura familiar en las evocacio-
. . . [ ¢
nes de fin de siglo--llevd a sus relatos paisanos autén-



ticos, howbres de carne y hueso que &1 hatia tenido

ocasidn de conocer en su vida de estancia. Se atuvo
- . [«

a la realidad. Eludid los sfmbolos.id

Thouzh Lynch's plots showed careful planning, his forte was

characterization:

Es Benito Lynch, ante todo, un psicdlogo. Gusta de
hondar en caractercs. No presta mryor atencidn a la
naturaleza; lo indispensable, para dar la sensacidn

de un ambiente, para situar un personaje. SS8lo se de-
tiene a describir--pero entonces si con verdadero de-
leite--en contadas ocasiones; cuando adquiere visos de
protagonista el paisaje, cuando lleza éste a formar
parte inseparable de la accidn misma, como ocurre, por
ejemplo, con el cuadro de la tormenta en lcs caranchos
de la Florida, o en el de la quemazdn en Raquela. No
obstante su escasa aficidn al descripcionismo, palpita,
y de modo intenso, el campo argzentino en todas sus obras.
Estd en el alma de los protagonistas: estd &y sus actos,
en sus pensairientos, en sus conversaciones.l

in important feature of Lynch's literary creation is his vivid and
detailed description of the countryside. To enhance the arbiente he was
trying to create for his characters, and not merely for esthetic or
stylistic digressions to satisfy his own ego as a writer, he could conjure
up a precise and intense word picture. His method of creating descriptive
passazes is the most interesting of all his writing devices. First of
all, he used such passages sparingly, including them Just often enough
to keep the reader orientated to the surroundings and environment
through which his characters walked. Secondly, his diction aims to com=

municate creole ideas to a creole audience, liot once does he use a

15Enrique Williams Alzara, La pampa en 1a novela ar~entina (Zuenos
Aires, 1953), pp. 216-217.

16Thi4., p. 216.
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classical allusion or a figure of speech that would not be understood by
an Arzentine reader; every figure of speech falls easily within the
framework of pampean life.

His descriptions of persons and places might be classified as
follows: the nature of the pampa, descriptions of people and their ac-
tions on a relatively superficial level, physical and psychological
descriptions that evoke the mental attitude of the person described, and
short, swift, often exaggerated and disagreeable, alusions to things and
persons.

This description of the pampa gives the imprescsion of its desola-
tion and endless expanse:

El campo abre ante sus ojos inconmensurable, apenas
ondulado y del color de la piel de los pumas. El

gris de los duraznillos y el verde casi negro de los
juncos senalan el paso de las cafiadas a lo lejos, ¥
aquf y 2111 levanta el fachinal sus altos e impenetra-
bles rurallones: un alambre corre del sur hacia el
norte, perdido entre el oleaje de la maciega, y sus
postes desaparecen bajo verdaderos colchones de paja
voladora. Ias arboledas aparecen azules a la cistan-

cia, y alld, en la tersa planicie de un cefiaddn, el
azua relumbra como la hoja brunida de un arma nueva.

Or this less complicated description from the short story El sscrificio

de Rlas:

El horizonte estd todo rojo y las finas y larcas

ramillas del sauce, penden verticales sobre nues-

tras cabezas, como si fueran los mil hilos de agua,

de una gren_lluvia verde, que no alcenza a llegar al
1 18

SUCLO o o

17105 caranchos, p. 219.

1%enito Iynch, De los campos portencs (Buenos Aires, 1940), pp.219-
220,
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The greater part of Lynch's fisures of speech are similes that
cornare sore person or thing to an aniimsl, an insect, a2 bird or an
Argentine plant. Those that arec lirited to some physical asnect of a
character are usually the rost conventional, the least oricinal and

sugcestive, Doth father and son in los coranchos de la Florida have as

one would exnect, a "nariz aguilena y aguda coro €l pico de los caran-
chos" (p. 10). James Grey is "seco y largo cowo una tacuara" (Inglis,
pe 10). TDon Panchito as a boy was "desgarbado y feo ccmo los potros
mestizos de la Quirua" (Caranchos, p. 22). Especially conventional are
those that descrite the young women. Julia had "las cejas necras y ar-
quiacdas como el ala de la golondrina™ (Domznce, pe 43), and "sus manos
tan delicadas parecian al moverse dos de esas rariposas blancas que por
primavera juegan revolotiando sobre los pastos" (Zomance, p. 104). Iany
times the expressions are exac;crated; for instance, i'r. Grey's hands
are described as "dedazos largos y encorvados como pinzas de cangrejo"
(Inz18sy pe 27)3 and don Pacomio's M™aano corta y arrugada como pata de
pveludo viejo" (Joronce, pe 77)e Another typical exagsceration is seen in
the description of one personage: "una boca desdentada y rala, que se
escuendia entre las barbas, mesnamente coro vizcechera vieja entre un
ratorral de paja seca" (Lomance, pe 27).

Frequently Ijynch uses similes in order to create purely huwroristic
effects, as the only nolished fingernail of the protaconist, diszuised
as a gaucho, en D~guela, "contrastaba con i mano rugosa y ennegrecida,

N

. ~ o . C
como una amatista engarzada en la pata de un nendd v1cgo".l“

One of the

1Yzenito Iimch, Raguela (fuenos Aires, 1531), p. 1C.
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most cclorful arnd quaeint descriptlons occurred in Z1 antodn de 12 catro-

na vhen he describes the old cook:

Y su voz apagada, que parecc surgir de las profun-
didades de su estdmaro no puede arronirzar mejor ccn
sus lentos aderenes y con aquella sombrfa vestiren-
ta que envolviéndola de pies a cabeza, coro una mo-
rmia, remata en un pafiuelo en pico, donde su vieja faz
se recata y egconde como alimana asustada en el fondo
de una cucvae.

Lynch's similes, though at times rerulsive, often show great
ingenuity and originality, as when Pantoledn is described: "juera por
vergllenza de hombre, por efecto e la mucha bebida que tomd o por cual-
juier otro fildmeno, un rederente se me le puso verde corio escupida de
mate" (Dorance, p. 288), or when the curandera " . . . se riyd con
esos lablos gruesos y colorados que tenfa y que parecian rifones de ca-
pén arretatados por el jueso" (Rowance, p. 43). These expressions,
faithful reflection of the vulgar speech of the rural people, occur in
the dialogsuess; for instance, the last two are spoken by Sixto, the
illiterate narrator and do not seem at all strance.

ther fisures can be truly poetic. They evoke the reserve of the
gauchos when they are gathered in the kitchen, awaiting the evening
meal: ".uy pocos son los gque haklan, y los que lo hacen tienen pala-
bras lentas, palabras que vuelan a flor de tierra, coro pZjaros noctura
nos que tuvieran las alas hiredas" (Caranchos, p. 4%). Or thus: "al

. 4 . . .
oirla €1 volvid a sentenciarle con ese modo e decir pesadote y despacio-

4 . -
so que tenla, como pisadas de caballo en la noche" (Zonmarce, p. 196).

2OBenito Iynch, Palo verde v El antojo de la patrona, (Santiaco de
Chile, 1921), p. 101.
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Frequently the similes serve to describe gestures or noverents of

persons: "Con una agilicad iwpropia de sus anos, la anciana desmontd

&

s &

en el palengue, ¥ + « o se dirigid resuelta hacia las casas con troteci-
11o menudo de zorrino" (Inclés, p. 22%). The three sisters of Deolirdo
Génez in the same novel are described: "le rodeaban y se apretujaban ya
contra €1, como apifiz en los jaglleles el ganado sediento en el punto
aquel del bebedero en donde vuelca la men~as" (p, 219). The rapid rove-
rents of a person are compared to those of a snake: "Doha Cruz se ende-
rez8 como culebra que va a pegzar el salto™ (Romance, p. €4); "é1 se mo-
vid un poco en el tanco, como vibora que se retuerce al czlorcito el

sol + « o™ (Domonce, pe 201). Another rather gross description is of

the fat doha Casiana: "Dora Casiana, tan seria y malhumorada de ordina-
rio, se refa con esa risa nerviosa, incontenible, que hacfa sacudir toda
su carre a la manera como sacude el trote el fldccido ijar ce los vacu-
nos" (Inglés, p. 10). The action of rising suddenly brings forth another
allusion to animals: "Ni la perdiz cuando medio la trompieza el caba-
1lo, ni el novillo maniero a2l que la quiebran la cola, se alzan tan de
zopetdn coro se levantd Pantaledn" (Romance, pe. 403). Or at another
time: ™ . . . aquel pronto repugnante de celoso cobarddn que lo agarrd
redepente + + « me lo hizo salir de la cocina ciego cormo el terncro que-
mao por la marca, cuando lo dejan levantarse, sacdndole el pie del cogo-
te" (Romance, p. 328). Various allusions to repose result in description
equally as graphic and suggestive., A pedrn, who has climbed the ladder

of a windmill, " . . . aparece alld, al extremo de la escalera galvani-
zada, como un insecto negro adherido a la punta de una paja" (Caranches,

p. 103). In a moment of sadness Pantaledn presents this aspect: ". . .

cada vez nds agachao en su banco, lo mesmo que esas velas de sebo, que
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ablanda la gran calor en el candelero y las hace dueblarse para abajo"
(Romoance, p. 143). Sounds also are sugcested in the same way: "Rorca-
ba mesmamente que yeguarizo chicero enlazao del cogote™ (Romance, p. 143);
"Y los ojos extraviados. « « €l mozo aguardabe, Jjadeando como una yegua
" ~1&= £
enlazada" (Inglés, p. 50).

In more complicated situations, Lynch uses similes to indicate human
enotions and psychological states of the person or to point out emotional
relationchips between one person and another. This technique evokes in
a very graphic fashion the precise feelings of an individual at a given
moment. Pantaledn, in the presence of dofia Julia, is in a state of care-
free bliss:

Glleno, pero sucedid también que aquella tarde, al igual

. . ~ . « &
que en otras ocasiones, en cuantito dona Julia lo volvid
a hablar, todos los tristes pensamientos que le enllena-
ban la cabeza se alzaron y Juyeron en bandada como paja=-
ritos que se asientan en los limpios alambres y vuelan de
golpe, todos juntos, cuando pasa alguna gente. (Pomarce,
pp. 131-132)

When Santos Telio is confronted with the anger of his father, Lis
mental attitude is described thust: "Cuando su padre le hizo conocer es-
ta resolucidén en cduras frases, y estremecida la hispida pera por la vi-
bracidn de su contenida cSlera, el mozo no dijo una palabra, pero levan-
tindoce de donde estaba sentado, fuése esquivo como un perro enferrmo a
apoyarse en un poste del corral de las ovejas" (Inglés, p. 113). Dis-
couragerent and sadness are painted this way: " . . . yo siempre con es-
te dolor del cuadril que en ocasiones no me deja ni cormir y este m'hijo
siempre tristén y sin dnimos como carnero abichao" (Romance, pe 32).

And anxiety: " . . . la pobre, que sentfa en su ansiedd como le andaban

hornizas en el cuerpo « « o" (Po7once, p. 165). Doubt sucgests the
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image of a dog gnawing the carcass of an armadillo: "I sin embargo, la
duda atroz, la duda inaguantable, secufa clavdndole los dientes en 1la en-
trafla, con ese encono casi sidico con que los perros hacen crujir €l ca-

parazdn de las mulitss (Inzlés, p. 265). Thoughts usually group in the

rmind of a person like clouds gatherinz for a storm, or like animals
crowding around a watering trough or like horses milling around a corral:
"Se la empezaron a arontonar en el celebro las mds tristes y piores ca-
vilaciones lo mesrtito que alld, en el cielo, se amontaban aguellos nuba-
rrones negros que el ventarrdn enloqueccfa™ (Zoiiance, p. 328); YEL pobre
mozo forcejeaba por decir algo dino, pero los pensarientos se la atrope-
1laban como ye~uas chicaras en la puerta ajuera de un corral®™ (Zo~ance,
p. 22).

Iikewise, Lynch often reveals the character of his personages. The
moral and ermotional degeneration of Panchito is depicted in these words:
"E1l muchacho, --que pudo ser gliero en otras manos--por causa e la falta
e cerjuter de la madre, ror la mucha regaloneria con que se crid, y por
no habersemé querido escuchar cuando aconse’é como padrino y hombre de ex-
periencia que soy; poco a poco se ha ido slzando corio viznaga en tape-
ra y torciéndose todito, corio poste e desecho” (Porisnee, p. 236). Ju-
lia is described as btecoming calm after her husband brings her a gift:
"insina, dona Julia, en cuantito le oy8 hablar al esposo e recalo, y
encorenzd a ablandarse, mecmamentc que la zrasa puesta al sol en vera-
no" (Fornnce, pe 223). Two evil trothers are descrited: " o o o como
sucede, poco a poco se jueron larzando a lo hondo y nds cuando encoren-
z8 a faltarles la platita en rama pa satisfacer sus vicios, que eran
rids muchos que tdbanos en verano" (Dcaarce, p. 210). The character of

a pulrero is deseribed thusly: "ZIso tarbién es cierto--contestd el
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pulpero, que como ya se dijo tenfa la costumbre no alegar munca con los
clientes, a menos que se tratara de culstiones e su negocio en las que
sabfa peliar y defenderse como gato panza arriba® (Romance, p. 313).
A character describes himself: "Cuando yo no entiendo algo, me wvuelvo
desoconfiado como una cabra tuerta .21
Relations between one person and another, and the human reactions
in a determined situation are presented in a zimilar way. Balbina is
implacable when confronted with the professions of love by Santos Telmo:
“La pasién de aquel hombre habfa resbalado tan inocuamente sobre su oco-
razdn y sus sentidos como resbala la llama de las punas secas sobre los
postes de quebracho® (Inglés, p. 14). In the heart-rending scene when
Mr. Grey is leaving Balbina forever, moments before his departure, he
thinks:
10émo podfa callarse La Negra?! iCémo podfa estar asf,
inmévil y mirando las cosas con ojos vagabundos e inex-
presivos, cuando sabfa que el coche iba a partir de un
segundo para otro, cuando sabfa que en aquel instante
iba a romperse de un tirdn brutal y para siempre toda
aquella prodigiosa urdimbre invisible de hilos de amor
y esperanza con que el ciego Destino habfa vinculado sus
vidas tan distintas, con la misma arbitrariedad con que

el monte virgen une la tela del fanduty las iuias de una
mosqueta con las espinas de una tala, (Inglés, p. 297).

Again in E1 romance de un gaucho, don Pacomio is talking to dona
Cruz, but allows no interruptions to his conversation: * . . .siguid
como el glley chacarero que no hace caso e los perros, cuando se va ga-
nando al maizal® (Romance, p. 239). To insinuate the patience and man-
ners of Julia, Lynch writes: "La atajé Pantalién pero la senora siempre

2lBenito Lynch, Las mal calladas (Buenos Aires, 1933), p. 38.



sonriyéndose, siguid suavecita como el cuero e la mitria a favor del pe-
1o" (Rormonce, p. 354).

Finally, Lymch uses similes to ermress philososhical ideas relative
v 9 Py &

. . . . . r e .
to the meaning of life, recalling to mind epic passazes from ‘artin Fie-

v

"llaides es glleno ni r2lo; lo gue hay es que todo cristiano tiene

rros

rids o menos su parte e desperdicio, como el animal que se carnea, o co-
mo el zapallo que se elige pa echar en el puchero” (Rowance, p. 110);

" ., . . como rerordiriento e pfcaro no dura lo que una bolida e perdiz,
el houbre acabd por conformarse y por crairse cumplido . . " (Romance,
pe 267). The Basque in Palo verde expressed his observations about Pau-
la, the helpless woran: " . . . vos sabds que mujer solo y acracio

(sic): no te camina mucho por el canpo limpio, sin que te la agarre al-

(&7

odn perro" (2zlo verde, p. 40). Doha Cruz, on the other hand, reflects

upon the nature of men:

Tenza paclencia, hijita--le decfa--que sSlo con pacien-
cla se puede sacar alro gleno de los hombres « « « liire
que el vardén es, mala comparancia, tan cosquilloso como
el caballo arisco « . « No almite modales bruscos y de
ah{ que no sean las mis corajudas las que se salen con
la suya, sino aquellas que ticnen mds maha y mis pacien-
cla pa lidiarlos . . « lLos mejores domadores son los me-
nos Jjinetes, saben decir siempre los hombres « « « LY
por qué? iPor lo mesmo! . . « Forque el domador que le
tiene miedo al snimal que estd amansando, se le atraca y
lo trata con una delicadeza que no emplean los que lo
ffan a la juerza e sus piernas. (Romance, pp. 19-20)

Although the use of such similes and metaphors is characteristic of

211 works of Lynch's El romance de un gaucho is a veritable treasure

trove of rural Argentine speech. Its faithful graphic representation
and figurative language originate in the daily life of the pampean peo=-

.

ple. This novel records the dialect of the province of Buenos Aires in
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the vords of the imacinary gaucho who relates the story. This tech-
nigque of narration contributes certain esthetic rierits to the style: a
deliznt™ul hwior and a refreshing vizor. By this use of authentic zau-
cho speech, Lynch creates in his readers a sense of proximity to the
pampean ambiente. Defore an author and characters who think and express
themselves in this way, the reader does not have the impression that he
is observinz an zriicnte and individuals desceribed and analyzed from
without, but that he himself has penetrated this zmhkiente and these

1 . \ sas 22

characters, in order to know them intirately,

One must not be deluded into believing that Lynch wrote such homely
figures of speecch because he was incapable of more sophisticated prosce
Should the occasion arise, Lynch could paint word pictures with almost
poetic clarity, showing an intimate knowledgze of the scene-~a familiarity
born of first-hand observation of the scene and its accompanying
emotional impact. The famous quenazdén from Ragucla marks the zenith of
such description:

L1l espectdculo irponia; el incendio rugfa en los corta-
derales como un fuelle gigantesco, ¥y la sorda crerita-
s @ ~ . J

cidén de las verdes canuelas, al estallar renedaban un
fuero graneado de fusilerfa a la distancia. !4ré el sol
¥y era un sol de eclipse, un disco ruin y de color pardus-
co, siniestramente enclavado en la inmnensa bdveda de hwiwo.
El greve mizir de lass vacas arreadas por ¢l fuezo, el
nlanidero balar de las ovejas y las locas carreras de

los yziuarizos estremeciendo el suelo, aurientaba la hon-

da eriocidn del especticulo.

Or he could create a scene of terror from the same incident:

22John X. Leslie, "Similes campestres, en la obra dz Becnito Lynch,"
Bovista Tberoamericana, no. 34, enero 1952, p. 322,
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e o o ¥ decpuds vino el dranma esrcantoso, la horrenda
tragedia, mis bien sosjechacda que vista, porgue la
v1olencLa dcl fueso y la intensidad del humo no me per-
miticron ver ¥ quedarne allf, sino vreves instantes.
Roces siniestros del pajonal removido, sorcdos vataneos
de patas, toses ahorcadas, relinchos azudos coro alari-
dos, intensas vibraciones de los alarbres e“pudaaoa
por los reculones violentos de las ancas, 7, por Glii-
1oy ese acrc olor carascteristico de la cerda quenada,
esparciéndose en el viento. (p. 29)

. CLUZICES

Had Zenito Iynch never written his trilosy of nampean novels, ctill
he would have made his marlk in the annals of Argentine literature. Iis
more than one hundred short works: novels, short stories, plays and

essays would have imnrortalized his name. llardly a Iatin fuerican antho-

lozy fails to include E1 potrillo roans, a nafve and bitter-siweet tale

taken from his chilchood memories. This autoblographical tale and
twelve others--sore previously publisicd separately--are included in

De los cammos rortelns, This bool, the most enerjetic collection of

his short stories, parallels illiam Yenry ITudson's Foar Airay and Lonc
’ o

n
¢
i

Aro in its nostalgic reminiscences of lost childhood hours spent on the
pampas. The protazonist, llario, is Lynch himself. The series of stories,
rather loosely held tozether by a single central fisure, follows the
life of the son of an estonclero from infancy to raturity in which la-
rio demonstrates the same characteristics of confirued bachelorhood
hiat the author adopted.

Such erminent critics as Arturo Torres-Rioseco, Enrique Anderson

Inbert, Juan B. Gonzdlez and larshall R. llason, to mention a few, have

dealt with Lynch's important novels, their unlorgettable characters and

intense conflicts, but little if any attention has been shown to Lynch's



©3

many shert stories. If this giant of Argentine prose is ever to occupy
the place he deserves among other important writers a collection of his
short works must be made and published.

In order to promulgate an aporeciation of Lynch's works, several
obstacles and prejudices must first be overcorme.,

First, his innocence stands in the path of wide acceptance. Iynch
wrote about the gaucho throuch foreign eyes, That is not to say he was
not a bonafide Argentine. Though he was a native and his favorite sub-
ject, the gaucho, was the same entity about whom so many authors wrote,
Lynch was a unique figure in Argentine literature. Estela Canto, with

daring introspection, states the case clearly:

Quisiera senalar, brevcriente, en qué consisten las
diferencias que hacen de Benito Lynch un casc espe=
cial dentro de nuestra literatura. En primer tér-
mino ocurre algo paraddjico en epariencia: Benito
ILynch, que escribid casi exclusivamente sobre nues-
tro campo y sobre sus cauchos, es el dnico escritor
que ha tenido una visidn europea sobre su peis.
Quiero decir que su zpproach, su manera de encarar
las cosas, de ver sus persoriajes, de plantear sus
libros, era erinentemente europeaz, y no argentina.

Benito Iynch mird sencillamente, con inocencia, la
campana argentina. Vio formazs en esa desolacidn,
percibid problemas y tipos humanos. En ese campo cha-
to y desroseido, que nos aver;lenza, vio colores, rom-
bres. No exdigid condicidn previa para atreverse a
tratar 21 gaucho--el coraje sin sentido. Sus gauchos,
en la estancia o en el puesto, fueron horbres con pro-
blemas de hombres. Y no cometid el turdo error de
creer que la virilidsd estaba irrerisiblermente unida
2l coraje. Sus hombres tienen valor, o riedo, secin
sea su situacidn. ELl "coraje"--palabra de sospechosas
reminiscencias--quedd para los gzuchos falsos de otros
litros o rglatos, dorde se deforrd la fizura del hombre
de carpo.“s

loled
““Canto, "Serito Lynch o la inocencia, pp.110-112.
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Lynch violated the nationsl vanity and mace a real Lhwian being out
of the gauchoj not a larzer-than-life firure like lartin Fierro or Don
Segzundo Sombra. It is my contention that Iymch's works were rcad by the
Arcentines for their rasterful narrative and psychological visor, and
that they were subconsciously offenced by the pathetic--albeit complete-
1y human--fizure of the caucho as seen in his works.
In an age of realism and naturalisa Iynch chose to orit a device
that never fails to titillate the fancy of the reader. Ie aluiost entire-
1y nezlected to exploit the novelistic possibility of sex. e mace
literary fodder of practically every other huwian erction: envy, greed,
brutality, pride, falsehood, loyalty and covctousress., A man of seen-
ingly irreproachable worals in his personel 1life, he rust have felt
that the sensual aspect of relations between man and woran was offcnsives;
and, incdeed he achieved a great deal of passcion without its use. Torres
Tloseco comments on this point:
Izmch, sin ser moralista, sicnte un gran desdén por
cierta clase de literatura escabrosz, de malsano ero-
tismo, de anorrelidad sexual ¢ de sensitilidad deca-
dente, ¥y cree que el mester de gaucherfla posee la vi-

rilidad y el interés suficiente para ser considerado
’ . . . . .
cozo la mas alta contribucidn argentinz a2l arericanis-

mo litcrario.2¥
Lynich, binself, emrhasizes the same point:

« ¢ o ¥y oscribo sflamente sobre lo que conozco bien,

v el campo de la provircia de Buenos Aires es lo que

doriino mds. literariamcnte, rie he ajustado siempre

a la mayor honestidad posible. DPor eso, entre otras
ruchas cosas, me he apartado casi siempre ex-profeso

del sciiuelo sexual, auncue este eipeiio hace mis ciff-
cil la tarea de producir la emocidn del lector y

uTorres-Rioseco, Grandes rovelistas, p. 115.
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aungque yo ya he visto y vivido 18 hastante como para
poder exhlotarlo literariamente.
A1l of the literary production of Benito Lynch, despite certzain
shortcomings already cited, assumes a worthy and elevated rank. los ca-

roncios de la Florida, with its robust descriptive force and deep

dramatic quality; P-quels, somewhat foreign to Lymch's habitual thematic

treatment because of its hwmor, but with its unsurpasscd description

of the querazdng El in-1és de los l2sos, notable peycholosical study

and his most polished work; and El romance de un gaucho, even with its

defects and crcessive length, are literary accomplishments of the first
order. In addition the numerous stories and various short novels he

wrote, always about pampean scenes and peoples, like El antojo de la pa-

tronz, Pzlo verde and El potrillo roaro, remain as literary models,

worthy of inclusion in any antholecsy of universal masters of the genre.
Placing Iymnch in perspective in Argentine literature, Horacio Vare-

la evaluates hinm:

Senito Iymeh fue el intérprete ficedicno del carpo
bornerense. Lo reflejd en toda su dramitica inmen-
sidad con honcdvra analitica, fuerza y sentido poéti-
co. 1o en vano habfase consubstanciado con €l desde
niro. Faisaje, houbres, situaciones, clira, faenas,
tocdo lo revivid con genuina substancia. Sin exace-
raciones, sin iLiprimirle ese falso nativisio de fac-
tura declamatgria que con harta frecuencia encontra-
ros por ahf,<®

Ismeh, unli%e GUiraldes and other mortravers of the rormantic saucho
b I 4 O b

T
v

does not let the awe-inspriring pompa govern the rovement and the destiny

O

of the creaturcs that inhabit it. Instead, it is they in their dowestic

icolss Cécaro, Renito I-mch, p. 13

4 .
25%apela, "lenito Iynch v sus novelas".
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daily life on the estoncia that reflect in ouvtline the ambiente rural,

ilaster of the dialocue, Ijynch achieved in novels and stories a
srontaneity and netural ease seldoam equalled in Argentine letters.,
Thoursh cultured and sophisticated detractors have scorned his books for
their sceminsly puerile style and literary espression, in the dislosues
of Lyach is heard the voicc of the true caucho in all its rust

nohility.
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Williams Alzaga, Enrique., Ia pqmpa en 1a novela arventina (Suenos Ai-

) ~ 7

res, Lbstrada, 1055), 210-23%,
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For the benelit of those vho ray wont to irvestizate the vorks of

Benito Lynch further, an erhaustive bibliography is here incluced

1I2RCS (en orden cronold~ico)

I-mch, Denito (1°20-1971)

Plata dorada (Zuenos Alres, Rodriguez Ciles, 1907), 282 p.

In: Teor1fn (Duenos Aires), afo 3, no. 34 (29 abril 1926),
137-1%3. Con noticia preliuinar sobre el autor.

cararchos de 1o Floridsy roronoc cavhero (Pucnos Aires, 1716),
501 p. Iiblioteca de lLa llacidr, no. 691.

t
Q
]

inticipado bajo el tItulo: Cooltulo de una rovela ern Tl disa
(La Plata), no. 14 (30 de rayvo 1710).

Ios caranchos cde la Florida (RBuenos Adres, 1017), 201 p. Iiblio-
teca de La ilacidn, no. 691,

oc carsnchos de 1a Flovida (Tueros Alres, Zd. Fatria, 1520). 3i-
Lliotcea de rovelistas americanos, no. 1 Dir. !anuel Cdlvez.

Ios caranchos de 1n Florida  (Ruenos Aires, Ide Ibérica, 1026),

220 poe T¢;1 iluse. wor Alejandro Sirio. 3e tiraron 3.000
ejenplares en papel pluia Vergé y 2% ejenplares nurmerados
del 1 al 25, fuera de couercio.

los caronchos de 1» Florida (ladrid, Espasa-Calgze, 1271), 27¢ »p.

Toz carnnchos de 1a Florida (Vadrid, Espasa-Calpe, 1936), 275 p.

Ioz caronchos de 1a Florida. n: Ico1%n (Duenos Aires), 23 jinio
1927, 102-1L7,

los cawnchos & Tlorid~  (Duenos Aires-.érico, Espasa-Calpe Ar-

ri
77 pe Colec. Austral, no. EC.

Toz car-rchos e 1a TMorida (Zuenos Alres-i&ico, Zsapasa-Calpe Ar-
gentina, 1935), 187 n. Colec. fustral, no. 0.

Toc corverchos de 1a Morida (Zuenos Alres, Ed. Troguel, 1G77), 220 o,

100
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Ragrela (Zuenos Adres, Tucnos Alres Cooperativa editorial liritada
v agenein ceneral de librerfa y publicaciones, 1973), 179 n.
Prélozo: Un movelista av~citino, vor rnucl C{lvez. Eztu-

Flovd 2,

e =
dio dedicedo a _on enrarnch

Aal

o la, Dt o voucla del dfa (Sueros Alres), ciio 1, ro. 7 (27
cice 1912, prloera parte), 127-14%; afo 1, no. 7 (20 clelem=
mre 1912, zcounca parte), 1402171,

- & - -~ . .
7*”“07". En: I~ novela o1 ¢f1 (Buenos Alres), ano 1, no. 7 (Junio

) 7—1 ?E‘o

Porcls (Duenos Adlres, Bde INérica, 1926), 141 p.

Pkl TR} . . L d —~=
Prguela Zde corrz=iis. Sucnos Alres, Librerfas Anaconda, 1331)
Zaresa S ’ ’ I+l

Dann-la Ené Teor1%n (Buenos Aires), aho 2, no. 19 (18 set. 1935),
Ta0-182,

Rorncloy Ia evocidn y Tl antods Ade 1o zatrona (novelas arcentinas).
Py > B m 4 = — A
(:adrid, Zcpasa-Calpe, 1.3%), 220 n, Ivdlogo: Daonito Lwmch,

por Vicente A. Snlzverri.

Ta orncidn, Tas T

- 2 rovela senonal (Suenons Adres), afio 2, no. 11
El = —~ P

(22 enero 1”1“,, 12 n. Toto_raflia cn la tapa, retrato de
I;mch ¥ ZTirva autd-rafa iroresa,

(Carcclona, Tl. Cervantesz, 1922), & n, Incl. los ci-
~ilentezs caentost For oo mnm:o, Ta vaca e nontanna, T ~aa
< 7

P <
110 nus wolvid dn 1oz tofwnelooss ¥ Ia cola dcl o200, [Ji6-

locos por Vicente A, S-laverri,
Ta cva~idn,  En s)

: Tror ieabo (Buenos Alr
marzo 1029, prine‘a parte), homy -

~ sy [ 4
15278, serunda naric), -8,

Py

, afo 17, no. 829 (13
1 9 ﬂo. .JIO (:..O r

[=}
<
~
ano
Zaal

I~z m~1 c21124-5 (Buenos Aires, Ed. Babel, 1223), 177 p. Piblio-
teca Argentina de buenas ediclones llter ariesz, dir. Sarmuel
Glusherc,

Iss =2l ealladas (Tuenos Aires, Dd. Zabcel, 1227), 1% p,

Tos m2) eallad-s (Pmenos ALires, Anaconda, 1932), 197 ».
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Tl in~lés de los occos adrid, Dsnaga-Calpe, 1022), 2Vt o,

T inclés de los ellesos  (Lladrid, Ezpesa-Calpe, 1930), 311 p.
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T 15285 dg log Mecos ((adwid, Espacc-Colpe, 1222), 271 p.

1 in-18s 42 loz Merns  (Prenos Aires, La Facultad, 19227), 22% ».

1 in-1€s de los idlecos Mne: Leos1 % (Duenos Aires), aflo R, no. 54
(3 febrero 1937), 100-152, Tatrato del autor por 281 Valon-
cla.

Tl in2-185 do 1o ~Uesos  (Tadrid, Espasa-Calpe, 10322), 222 p.

. [ d

T ir~1&s A2 Yos Mlooos (Tuenos Alres, la Faculted, 1900), 304 o,
Frélo:o editorial con fram-entos de juicios de Alfredo L.
Palacios, :znuel “achado 7 R. I-llestC“oo de Yartos. Ilus,
¢e tana por Iino Palacio. (adends una tirada esrecial
120 ejerplares muterados on papel hilo iritacidn pluwa).

Tl ir-18:c 2o 1los Mesos  (18xico, Ed. Z1 libro pooular, 1955). Pro-

lozo de Mavier Zacal, (Zdicidn clandsstina

™ in-1%5 dc Yoz Moros  (Santiaso de Chile, 1. Fromcteo), 207 p.
(idicidn clandestina).

de Yoz Mesos  (Contevideo, Ed. Elite, 19257), 217 p.  (EZi-

137185 de los ~Hesos (Buenos Aires, Troguel, 19:2), 227 p. Pro-
L2 novela yviral do Renito Timeh, por Julio Caillet-Zoics.

Tlus. de Fali. Zepre fote. c¢el ianuscrito original.

in~185 do los ~Mesos (Zuenos Aires, Ed, Trogquel, 1950), 232 p.

1

Introd. y notas de Julio Czillet-Zois,

f\ﬂ/ -

185 de los ~Mesos  (Puenos Alres, =d. Troguel, 1560), 20¢ ».
Tlus. de tapa de Silvio Baldess:

antojo de 1a matrona y Palo verde (Evenos Aires, Zd. Latine, 1925),

o
157 »e Incl. el cuento EL ncne,

™wmAa

antojo de 1a vatrona y Polo verde (Bucnos Alres, Ed.

1/J1), 15% pe Iluse ¢e rafacls Incl. €l cuento Z) _nonc,

antoio de

1a -atrona v Palo verde (Santlazo de Cuile, Troretco),
7 = 3 - "
1% pe Ilvse de tapa de o lan tina).

Palo verde y otras novelas cortas (Buenos Aires, Espasa-Calpe Argen-

tina, 1940), 175 p. Colec. Austral, no. 127, Incl: Locura
de honor, El pagquetito y El casao =2 crca guicre,

Palo verde y otras novelas cortas (Buenos iires, Zd. Troquel, 1940),

7/
212 pe Ilus. de tapa de Silvio Zaldessari. Incl: ILocurn ce
honor, El paguetito y El casao su casa guiere.
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e 1los capos portenos (Zuenos Alres, Anaconda, 1931), 276 p. Con-
tiene: Ja esnina de Sinzoy Un ancelitn caucho, Fl notrillo
ro:ﬂo, Un norocio en piclcs, Tor oatos, A la Fnrra., lirmay,
Ia esquiladora, la chuna, El sacrificio de Blas, nombres y
teros, Coritas

Te los eampos portenics (Puendss Alres, La Facultad, 1922), 292 p.

De los camnos nortefios (Buenos Aires, la Facultad, 19:0), 232 p.

Tl romance de un =sucho (Buenos Aires, Anacondz, 1322), 501 p.

Ilus. de J. Zotae

El romance de un cavcho, BSas Sacitario (Ia Platz), aho 1, no. 2,
(iule-aze 1925, fregmentarianente), 141-151. Tlus. retratio
de Lynch, de Zmilio de Fettoruti.

. . - .« P . N
£l rosance 2o un ~aucho, mn: I~ Mocidn (Puenos Aires), 15 dic. 1929
— = ESANERIS R )
al 15 marzo 1630, 1 forma de folletin, con 29 nireros.

sucho  (Buenos Aires, Guillermo ¥raft, 1941), 5h2 p.

Il cctinciero  (Duenos Aires, Ed. Seleccidn, 17221), 31 p. Cuader-
nos mensvuales de cultura, no. 3, dir. Atilio Garcia ellide
Tluse. retr. de Lyach, de Ermilio Pettoruti.

. 3 « @ .

Tl ecstanciero. IDn: Ia Macidn (Buenos Aires), 23 set. 1928, Ilus.
por Juan Carlos Zuergo. (Titulado: Narracidn de costurbres:
los arrenticos vistos por los ars/entinos.

Cuantos criollns (Buenos Aires, Ed. Atahualpa, 1940), 32 p. Prd-
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