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ABSTRACT

NARRATIVE STRUCTURE 1IN
FEDERICO GARCIA LORCA’S
POETA EN NUEVA YORK
By

Ronald Francis Rapin

For many years, scholarly interest in Federico Garcia

Lorca’s Poeta en Nueva York produced numerous studies of

themes, images, and textual tradition. This dissertation
undertakes an analysis of the narrative structure of the
work, and demonstrates that this collection of poems, so
often labeled surrealist, chaotic, and even incomprehensi-
ble by many critics in the past, is in fact a carefully
constructed composition, influenced by surrealism, but not
surrealist.

In the "Introduction” a study is made of Lorca’s
epoch, which includes the various artistic movements of
the early twentieth century as well as the socio/political
tenor of the times.

Chapter One analyzes the polemic which came about
when serious questions concerning the "correct"” text and
format of the work were raised in the last decade by Lorca

scholars. The principal arguments are reviewed, and a






Ronald Francis Rapin

rationale is given for selecting the 1940 Norton edition
of the work.

Chapter Two elaborates the principal themes in the
work: 1love, death, and oppression.

The narrative structure of Poeta en Nueva York is

analyzed in Chapter Three. It is demonstrated that no

poem in the composition can be appreciated aesthetically or
fully comprehended when it is isolated and read out of con-
text from the poems which precede and follow it in the work.

A study of narrative structure in Poeta en Nueva York

reveals aspects of the work overlooked until now. Through
careful ordering of the poems, and innovative use of
narrative voice, which are the foci of this study, Lorca
created a poetic chronicle, enigmatic and incoherent at
times, but purposefully so. He successfully portrayed
fundamental aspects of modern American urban reality by
instilling into the text the same elements of confusion

and chaos that are commonly associated with it.
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INTRODUCTION

In the forty five years which have passed since the

publication of Federico Garcfa Lorca’s Poeta en Nueva York

(PNY), much critical study has been undertaken by Lorca
scholars interested in explicating this enigmatic poetry.
The work has generated numerous studies of themes, imagery,
and textual composition, but very little interest has been
shown in PNY’s narrative structure. A fundamental
structural unity pervades this work, and any attempt to
assess, comprehend, or appreciate Garcfa Lorca’s
accomplishment is incomplete without a consideration of this
important element of poetic composition.

This study undertakes a thorough analysis of Poeta en
Nueva York by analyzing the relationship between its
thematic content and its narrative structure, a task
complicated by an on-going polemic regarding the work’s
"canonical”™ disposition.

Poeta en Nueva York is a complex work which

incorporates diverse thematic and structural elements.
Psychological, sociological, spiritual, and political
concernsg can all be discerned in the poems. But each poem
in the composition, while an entity in and of itself, may be
more fully understood if it is related to all of the others

in the work. Certainly, each poem may be isolated and



appreciated separately, but the poet’s true genius becomes
apparent only when one congsiders what extraordinary measures
he took to assure that the work would follow a formal
narrative structure.

An overview of Lorca’s life and times is a necessary
first step toward an analysis of PNY. The political and
social circumstances of that period are discussed in
conjunction with Lorca’s own biography, and also with the
dynamic modes of artistic expression which were generated
and flourished during his life time.

A consideration of the polemic regarding PNY’s
compogition and disposition follows, and highlights the
reasons behind the selection of the 1940 Norton edition as
the one used for this study.

The major thematic concerns in the work are then
investigated. This is a crucial "middle step” which must be
taken prior to a comprehensive analysisgs of the structure of
the work. As already mentioned, the structural pattern of
the work was deliberately formed. Lorca did not submit a
group of poems simply "thrown together”™ haphazardly to be
published. Rather, he paid scrupulous attention to thematic
content, narrative structure, and the interrelatedness of
each poem to all of the others. The value of an analysis of
this correlation lies in how‘it allows for a re—examination
of the work by elucidating the narrative structure of the
poems, a task having never been undertaken before. For many

years after the first appearance of the work——-particularly



in the first two decades after its publication——Lorca
scholaras tended to either ignore PNY, or to treat its theme

and content in highly unsystematic fashions. Many found it

eagier to label the work a "surrealist enigma,” and to

gimply shrug it off as the ramblings of a poet undergoing a
severe psychological and artistic crisis. Angel del R{io, a
close friend of the poet, described the work in this way:

[Poeta en Nueva York]. . . is8 the outcome of a
triple crisis: an emotional crisis in the life of
the poet, to which he constantly alluded in those
days without completely revealing its nature; a
crigsis coincident with, and, in part, as result
of, the crisis through which all modern poetry
was going with the advent of surrealism and other
"isms," and finally, a crisis——a profound one——in
the American scene that the poet was going to
encounter (1).

While it is indeed true that the work was the result of a
personal crisis, Del Rfo’s mistake, echoed Iin the work of
others, was to analyze PNY almost exclusively in these
terms, and to ignore other important elements.

In recent times, critics have been more thorough in
approaching the text as a whole, but for the most part, have
focused on Lorca’s biography in relation to the text, or on
the ideology which affords it unity. Valuable studies
discussed below treat these thematic concerns, and while
many have been most scrupulous in their analyses of each
poem, few have attempted to take the important final step
and relate the substantive thematic context of the poetry to
a coherent structural narrative which is innate to PNY.

To undertake such an enterprise, references are made to
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several instructive studies dealing largely with thematic
concerns which have been published over the years. There
have been Marxist, Freudian, and Jungian analyses made of
Lorca’s New York poetry, and these all make pertinent
contributions to an understanding of the work. Insights
drawn from gemiotics and reader response criticism and other
modern methods are employed because they offer tools vital
to an analysis of narrative structure.

Poeta en Nueva York is at times complex and obtuse.

Through the use of narrative structure as a basis, the work
can be more thoroughly analyzed with regards to its use of
metaphor, symbolism, and narrative volice.

The complex New York poetry was a product of its times.
So was its writer. Federico Garcfa Lorca lived in an epoch
of radical socio-political and artistic change that was both
global and regional in scope. Spain experienced in
microcoem the currents that were sweeping the world at that
time, and the poet’s own busy life reflects the complexity
of his epoch. Lorca was born in Fuente Vaqueros, Granada,
Andalusia in 1898, a decisive and highly significant year in
Spanigh history due to the loss of all her overseas colonies
during that year. He was executed in 1936, during the first
chaotic weeks of the Spanish Civil War (2). The social,
political, and artistic movements which transpired during
the years of Lorca’s 1life time often created both a regional
and a global atmosphere of flux. Currents and counter-—

currents Iin the artistic world were rampant, and reflected



in varying degrees both the incredible advances and novelty
of the era, as well as the catastrophes and upheavals of the
times. An examination of the early twentieth century aids

in an analysis of Poeta en Nueva York, a work mediated by

the dynamics of this tumultuous era.

Garcifa Lorca’s biography should be considered in
relation to this period as well, since numerous events in
the life of the poet were later coded in one way or another
into the work. It is currently a disputed issue as to what
extent the biography of an author should be considered when
analyzing his/her textual creation. If parameters are set
which keep a textual analysis from degenerating into simple
biography, then certain biographical elements may be used as
an enhancement to the interpretation of a text. Lorca’s New
York poems are overwhelmingly centered on "yo,"” as evidenced
by both the first and last poems of the work, "“Vuelta de
paseo,” and "Son de los negros en Cuba,” ae well as several
within the composition ("1910 Intermedio,” "Tu enfancia en

”»

Menton,"” and "Poema doble del lago Edem, to name just a
few), and for this reason, it would be inappropriate to
minimize this personal element. On the other hand, a
textual analysis will often require a careful screening of
biographical information, since it should always be the text
which is the main focus of literary research. In a study

entitled, "Psychology and Literature, Carl Gustav Jung
offers gsome helpful advice which can be used to establish

the appropriate parameters of biographic study:



Every creative person is a duality or a synthesis
of contradictory aptitudes. On the one side he
is a human being with a personal life, while on
the other side he is an impersonal, creative
process. Since as a human being he may be sound
or morbid, we must look at his psychic make—up to
find the determinants of his personality. But we
can only understand him in his capacity of artist
by looking at his creative achievement. We
should make a sad mistake if we tried to explain
the mode of life of an English gentleman, a
Prussian officer, or a cardinal in terms of
personal factors (3).

Jung’s observations offer a helpful guide when attempting to
integrate elements of Lorca’s biography into an analysis of

Poeta en Nueva York. An attempt must be made to understand

Lorca as an artist, but only inasmuch as this understanding
may be applied to textual concerns as well.

The scientific advancements and social upheavals of the
early twentieth century did not develop in a vacuum, but
rather, evolved out of the theories, discoveries, and the
historical dialectic of previous centuries. Certainly, the
nineteenth century was highly influential. Challenges to
long—held doctrines and beliefs effected by Marx and Darwin
and the repercussions of these challenges only intensified
by the turn of the century. Reuben Osborn summarizes some
of the changes in world view which occurred in the
nineteenth century:

The dialectical view of reality received its main
impetus in the nineteenth century, when the view
that the world was a product of a long process of
evolution was making its way. The old Greek logic
which dealt with rigid, unchanging things was felt
to be inadequate to deal with the changing rhythm
of the universe. Aristotle had formulated three

laws which gave a framework for reasoning about
all things, and which had remained almost



completely unchallenged to the beginning of the
nineteenth century (4).

This change in the world view had repercussions in all
fields of human endeavor, political, social, and artistic.
Several scholars have noted a "speeding up" of life
during the nineteenth and twentieth centuries. A complexity
of events, scientific discoveries, and technological
advances had a tendency to fragment the social, political,
and artistic fabric, and just as new advances were
incorporated into the lives of the people of the epoch,
several older, more stringent beliefs were discarded
proportionally. C. Day Lewis describes the relationship
between evolving patterns of twentieth century history and
the poetry of the period:
It is surely not fanciful to suggest that the
profusion of novel imagery we find in the
Metaphysicals, in the Post-symbolists, and the
poets of our own time, has its source in certain
historical conditions; for, if the image is a
method of disclosing a pattern beneath phenomena,
it seems reasonable to argue that, when a social
pattern is changing, when the beliefs or structure
of a s8ociety are in process of disintegration, the
poets should instinctively go farther and more
boldly afield in a search for images which may
reveal new patterns, some reintegration at work
beneath the surface, or may merely compensate them
for the incoherence of the outside world by a more
insistant emphasis on order in the world of their
imagination (S5).
This concept of the incoherence of the modern world expressed

in modern imagery has been noted as one of the main

characteristics in Poeta en Nueva York. In fact, early

scholars linked the incoherence of the verses with what they

supposed were Lorca’s "incoherent” perceptions of the
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overwhelming American metropolis. Often, because there are
baffling juxtapositions of imagery and metaphors, many simply
called it “surrealist," and dismissed it as somehow
incomprehensible. The preponderance of nouns and verbs in
the imagery of the New York poetry is perhaps what most
confused the early critics. It certainly fits Day’s
observations concerning the use of multiple imagery by the
modern poets, because the New York poems are replete with
novel and shocking imagery. We note the preponderance of
multiple imagery in the following verses from the book:

Cuando el chino lloraba en el tejado

sin encontrar el desnudo de s8u mujer,

y el director del banco observaba el manémetro

que mide el cruel silencio de la monedas,

el mascarén llegaba a Wall Street.

No es extrafio para la danza

este columbario que pone los ojos amarillos.

De la esfinge a la caja de caudales hay un hilo tenso

que atraviesa el corazén de todos los nifios pobres.

El I{mpetu primitivo baila con el impetu mecénico.

Ignorantes en su frenesi{ de la 1luz original.

Porque 8i la rueda olvida su férmula

ya puede cantar desnuda con las manadas de caballos

y 81 una llama quema los helados proyetos

en cielo tendr4 que huir ante el tumulto de las ventanas

(6)

In these verses, Lorca Jjuxtaposes several dysfunctional
elements which he perceives in the city, with other,
positive elements that he associates with Nature. The
impotent Chinese man, and then the banker who keeps vigil
over his money, are contrasted with the horse, here an image

representative of Nature and wholesomeness. As can be

clearly observed in this passage from "Danza de la muerte,"”



Lorca often borrowed from the surrealists their chaotic
imagery, and it was this which confused many of the early
critics of the work. However, modern critics perceived the
inherent structural and thematic unity of the work, and thus
were able to discern certain outstanding themes, such as the
destruction of nature, and the dehumanization of the
technolocical society as epitomized by New York City. These
themes can be discerned easily in the passage above. The
nineteenth century Symbolists, themselves participants in
the rapidly fragmenting order of their day were the ones who
were the precursors of what was to develop into the multiple
styles of modern poetry: surrealism, creationism, ultraism,
etc. But what 1links the poets of both centuries is the
tendency to ignore—-—and even to disdain--rigid poetic
stylistics, and to concentrate instead on producing poetry
which almost barrages the reader with a series of either
related or unrelated metaphor, symbol, and imagery. There
can be little wonder that this practice of breaking with the
rigid rhyme and metric structures came at a time when the
old political and social world order was breaking down as
well. Lorca’s poetry stands, therefore, as a kind of
paradigm of the innovations, and of the artistic movements
which brought the changes.

It has only been relatively recently that the critics
have stopped labeling the New York poetry "“surrealist."” Not
surprisingly, when scholars began to delve beyond labels,

they began to realize that PNY is not simply a textual
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torrent of swirling and chaotic imagery, but rather, a
systematic and thematically coherent composition. The
element of surrealism which does seem to have had great
influence on Lorca was its insistance on liberty, in both
the artistic and political realms. Just how much the
leftist tendencies of most of the surrealist artists
affected Lorca is open to debate, but after reading the New
York poetry with care, it can be plainly seen that the
influence was considerable. This political aspect in Garcia
Lorca’s work is often left uninvestigated, even though it
deserves attention, especially when analyzing his later
works, such as PNY.

Before examining Lorca’s own political tendencies, a
short discussion of surrealism is instructive. Germin
Gullén makes a valuable connection between the world events
of the time, and the evolution of surrealism. Any scrutiny

of Poeta en Nueva York must recognize the influences of both

upon the poet:

La primera Guerra mundial y la Revolucidédn rusa de
1917 supusieron sendos golpes de gracia a la
falta de confianza que la intelectualidad tenia
en el orden de valores herederos del positivismo
del siglo anterior; severas transformaciones
sociales evidenciaban la necesidad de cambio que
produjeron unas alarmantes fluctuaciones
politicas bien documentadas en la historia de 1la
época. En 1909 el italiano Felippo Marinetti
lanza el Manifesto de Futurismo, con lo cual se
inaugura oficialmente la época de las
vanguardias. El futurismo venia a sumarse al
expresionismo, al cubismo, precediendo al
dada{smo y al surrealismo, por nombrar sgbélo a
cuatro de los movimientos signifitivos. Los
ismos se sucederin en gran profusgiébn y
representan una respuesta apropiada al fracaso
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del Estado moderno en asumir sus
respongabilidades en términos contemporéneos.
Ademis, sus creaciones revelan una total
desconfianza y abandono de los caminos de la
razén; las conculsiones de la devastadora y cruel
guerra europea hizo que los artistas perdieran
toda fe en el poder deil raciocinio, tenido en
especial apreciaciédn en los siglos precedentes
(7.
Those involved with the "vanguardias"” to which Gullén
refers were members of an artistic group labeled the
“avant—garde.” The label itself is significant, because it
implies a "movement forward" in the arts. The challenges
to the restrictive artistic dogmas of earlier decades gave
way during this movement to several innovative sub-
movements such as futurism, dadaism, and surrelaism in both
the plastic arts and in poetry, all of which, as Gullén
indicates, were generated as responses to social and
political events that could not be reconciled with the
positivist thinking of the previous century. Darwin’s
theories, which implied the perfectibility of the human
species, seemed little more than false promises to many who
had witnessed the violence of the Russian and Mexican
revolutions and the First World War.

Perhaps the earliest, and one of the most dynamic of
the avant—-garde movements was futurism (8). Felippo
Marinetti, an Italian poet most noted for his exhortation
to "burn all the museums” and any other buildings which
represented a "stale"” and anachronistic past, became the

spokeeman for the futurists in 1909. He urged artists to

ignore the "crusty"” and irrelevant arts of previous
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centuries, and to look rather to the future and toward the
onward thrust of scientific and technological change for
their inspiration. Futurism was exhilerating. It was
youth—-oriented and extremely anti—-establishment. Marinetti
and several of his followers were political anarchists. 1In
their poetry and their paintings, they attempted to depict
the dynamic movements of machinery and to capture the force
of new forms of energy which were being introduced in
Europe at that time such as electricity. Anita Rozlapa
captures the intimate linkage between art and technology
which existed in the artistic philosophy of the futurists
and other members of the avant—garde movements. She notes
that during the first two decades of the twentieth century,
artiats became increasingly interested in the incorporation
of industrial and technological motifs into their artistic
works, and that it was the Futurists, who glorified
technological advancements and modern modes, who were at
the forefront of this trend (9).

Whereas futurism focused upon the accomplishments of
scientific discovery, dadaism, the movement which followed
on its heels, rejected its logical integration of
technology into artistic expression, but adopted, and
augmented, the anarchistic elements of futurism. Dadaism
wag an attempt to bring about an utter collapse of logical
relationships, and rational thought patterns. The dadaists
took their inspirations from what they perceived was the

collage-like interpretations of reality by infants and the
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mentally infirm. José Marfa Capote Benot describes this
movement:

En cuanto al dadaismo, el movimiento precursor
del surrealismo, fue una tendencia literaria de
egcasa duracién formulada por Tristan Tzara,
cuyo Manifiesto dadaista fue publicado en 1918.
Se trataba en dicho movimiento a imitar el
lenguaje infantil, llevando a cabo composiciones
carentes de toda racionalidad légica y
literaria, tal que si hubiesen escritas por mano
de un nifio, presentando as{ poemas sin siquiera
una disposicién formal o versicular tradicional,
y llegando, por consiguiente, a una absoluta
distorcién, tanto literaria como caligr&fica, e
incluso arquitecténica o distributiva (10).

It is impossible, or at least ill-advised, to ignore
the year in which the Dadaist Manifesto was published.
Much of the world was reeling at that time from the effects
of the devastating first world war. Furthermore, the
violence which characterized both the Mexican revolution,
and the Russian revolution and subsequent Civil War were
inescapable reminders to the people of the period of the
irrational component of humankind’s character. The shocks
which these occurences produced on twentieth century
thought and perceptions of the world generated dadaism
first, which sought to rebel against any western
rationality——after all, what had it produced but
destruction and war? But this utter abandonment of 1logic
and system in the arts was short lived, and during the
twenties, the world soon began to stabilize from the
effects of the world war. André Breton published the first
Surrealist Manifesto in 1924. The surrealist credo

incorporated several elements of the earlier futurist and
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dadaist movements, but the most important element
incorporated was an emphasis——an absolute demand in fact,
on artistic freedom and liberation from any form af
artistic constraints. Perhaps the biggest difference
between surrealiem and the other two artistic movements was
its marked leftist tendency. Whereas the futurists had been
largely anarchists, who consciously rejected any form of
political creed (and who, indirectly hastened the rise of
European fascism by causing a backlash to their views),
the dadaists had not even interested themselves in these
political matters. But the surrealists extended their
artistic call for liberty to include a similar political
call as well. They rejected what they perceived to be the
stifling and oppressive capitalist system, and embraced a
leftist ideology, to which André Breton gave voice in his
two surrealist manifestos which were both highly laudatory
of the communisgt system. It might be helpful to remember
in this regard that the surrealists, who demanded autonomy
and liberty of expression, were inclined to shun dependence
on patrons and “"bourgeois™ tastes, and to look with envy on
the Russian artists who were considered laborors like any
others, and were guaranteed an income like any other
worker. Breton, who maintained his position as the
official spokesman of the Surrealists for well over a
decade, exhibits in both his First and Second Surrealist
Manifestos the leftest tendencies which led him and many

other surrealist artists to support Communism. In the
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First Surrealist Manifesto, published in 1924, Breton
focuses largely on the Surrealist Movement itself, and on
the debt which it owed to Sigmund Freud. For example, he
writes:

It was, apparently, by pure chance, that part of
our mental world which we pretended not to be
concerned with any longer—-and, in my opinion by
far the most important part——has been brought
back to light. For this we must give thanks to
the discoveries of Sigmund Freud (11).

But in the Second Surrealist Manifesto, a strong shift
toward Communist orientation is seen. 1In this work
published in 1929, five years after the first one, Freud is
de—emphasized, and Trotsky and Engels are cited instead:

Our allegiance to the principal of historical
materialism. . . there is no way to play on these
words. So long as that depends solely on us-—-1I
mean provided that communism does not look upon
us merely as so many strange animals intended to
be exhibited strolling about and gaping
suspiciously in its ranks—-we shall prove
ourselves fully capable of doing our duty as
revolutionaries (12).

Henri Peyre relates the surrealist political protest
to both the first world war, and to the perceived
corruption of the capitalist system:

In the field of politics, the fierceness of the
Surrealist protest is best understood if one
remembers that it originated during the First
World War. And in many ways the First World War
shook the minds of men more powerfully than the
Second. For it broke out after a long era of
peace and material progress, during which
Europeans had become accustomed to celebrate
civilization and science as undeniably
benificent. Suddenly, they were faced with the
glaring bankruptcy of science, of logic, of
their faith in progress, of philosophy and
literature which failed to protest against the
great massacre and often undertook to Jjustify it
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(13).
Just as Peyre hasg done above, many critics have
concentrated on the political aspects of the surrealist
movement. But to maximize this facet to the exclusion of
its other dimensions is8 to do an injustice for two basic
reagons., First, and most obviously, surrealism was an
artistic movement, and as such, it should be analyzed first
and foremost on the aesthetic qualities of the works of art
themselves. This does not diminish the importance of the
political themes of many of the works, but rather, places
them in a proper perspective. Another reason for wariness
when attempting to link surrealism to the left is that not
all of the artists were of leftist ideological persuasions.
It is8 sufficient to cite the example of Salvador Dal{ to
prove this point; an undisputed surrealist artist, Dalf
shunned politics almost completely, and on those rare
occasions when he did not, gave reason to believe that he
had fascist leanings (14). Vicente Aleixandre’s surrealist
works, like those of Dali, deal very seldom with political
themes.

There are other facets to be assessed when
investigating the essence of the surrealist movement.
Psychological elements, existentialist philosophy and
alienation all played roles in the development of the
surrealist art forms. 1In surrealist poetry, numerous
stylistic innovations were undertaken as well.

Experimentation with meter, rhyme patterns, and mutations
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of traditional style and imagery were popular and
encouraged. There are, in fact, so many diverse elements
involved with attempting to delimit or define the movement
that many opt for a minimal, or skeletal definition,. For
example, the noted scholar Ricardo Gullén, in his article
entitled, " ;Hubo un surrealismo espafiocl?"” despairing of
the vast number of characteristics that some include in a
definition of the term, chooses to define it in its
simplest form: " . . . fusién de lo real y lo fantdstico
en una realidad otra (15)." If the desire is to simplify
the definition, then Gullén has certainly succeded. His is
a workable definition, but perhaps somewhat too broad.
This definition tends to complicate matters because it does
not delimit the parameters of the movement.
Yves Duplessis offers another useful perspective on
Surrealism when he writes:
Surrealism may be considered a form of that impulse
which, throughout the ages and in all countries,
has infected those of the elite who have wanted to
emancipate themselves from their limits. It
opposes classical Western philosophy as well as
every negative and hopeless concept of existence.
It allies itself with the great advances of
thought, which escape all historical classification
gince they aim at nothing less than to resolve the
agonizing problem of our destiny (16).
The idea of the universality of surrealism is instructive,
yet it should be noted that this definition too has a
tendency to be rather broad in scope, as other artistic

movements throughout history have also addressed the

question of human emancipation.
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Any attempt to determine a definition or description
of sgurreallsm based on its artistic creation must include
an elaboration of common traits. Jogé Marfia Capote Benot,
in his "Introduccién” to Luis Cernuda’s Antologfa offers a
useful list, which includes: an affinity for the exotic,
an interest in Freudian theories related to the
subconscious and the dream state, a spirit of adventure,
irrational and disparate associations, and an exhaltation
of love and eroticism (17). Yet even this concise
summation of the characteristics of surrealism lacks one
important factor, the idea of a mutation or evolving
character of the movement. The dynamic aspect of avant-—
garde art, including surrealism, is central to Renato

Poggloli’s fundamental work, The Theory of the Avant Garde

(18). 1In it, he describes four distinct tendencies found
in the movement: activism, antagonism, nihilism, and
agonism. According to Poggioli, these four components form
a dialectical process, which encompasses both a genesis and
an "apocalypse" of the movement. The first phase, or
"activism” is the "sparking to life” of the movement, which
in turn engenders an enthusiastic taste for action and
adventure on the part of interested artists and supporters.
This is the "birth" of the movement. The second stage, or

“antagonism,” comes about as the artists attempt to defend
themselves and their fledgling movement against those
forces in the society determined to stamp it out in the

interest of maintaining tradition. The artists may go on
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the defensive at this point, and openly fight what they
perceive to be the status quo of the artistic world which
refuses to make way for their evolving artistic forms. The
third attitude, the "nihilistic,” is actually an
amplification of the second. Nihilism is a destructive
stance which attempts to break down with absolute disregard
any form of barrier or resistance opposing it. Finally,
the thriving forces of the movement turn away from outside
destruction to inner—-directed inhilation, and the movement
destroys itself, a victim on the "sacrificial altar” of
creative evolution. Poggioli explains this destructive
element of the theory in the following manner:
Still in the ideologies of more recent avant-
gardes, the agonistic sacrifice is conceived in
terms of a collective group of men born and
growing up at the same moment in history: in
other words, as Gertrude Stein called a
generation that ironically survived itself and a
world war, a lost generation. But {t is
important to repeat that this destiny is often
accepted not only as a historic fatalism but as a
psychological one as well. So the agonistic
tendency itself seems to represent the
masochistic impulse in the avant-garde psychosis,
Just as the nihilistic seems to be the sadistic
(19).
An application of Poggioli’s discoveries assists in
determining an accurate description, and at least a partial
definition of the multi-faceted movement. In addition to
scrutinizing various themes and literary devices,
surrealism must be viewed in the context of a dialectic

process. A close correlation may be discerned for example

between the energetic appearance of the French surrealists,
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and their subsequent rapid turn toward the political left—
the activistic and antagonistic attitudes to which Poggioli
refers were forces which acted on the artists of that time.
Soon after the founding of the movement in the late 1920’s,
artists such as André Breton, Marcel Duchamps, Luils
Cernuda, and Rafael Alberti were in open rebellion against
the restrictions of their respective societies, and
conveyed their contempt not only in the artistic arena, but
in the political arena as well. Thelr artistic

works "lash out" at their societies, through their
manipulation of the "shock value” produced by those works.
Their political statements are of an equally radical tenor.
And whereas these artists remained politically active all
of their lives, their art forms eventually lost their
elements of surprise, since the world eventually became
accustomed to surrealism. Once that "threatening” element
was gone, then surrealism lost the vibrancy which had held
the world captivated for more than a decade. Surrealism
finally reached Poggioli’s final stage——he would say that
surrealism brought about its own demise by sacrificing its
fundamental attribute——the very ability to shock-—the
quality which had given it its initial strength.

If components from the definitions reviewed above are
combined, a workable definition of the movement can be
advanced. Surrealism wag a dynamic artistic movement which
encompassed the years 1924 to 1945, more or less. The

artigts involved assigned great emphasis to dreams, the
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subconscious, personal and artistic liberty, and shock
value. This last facet, having been integrated into
popular artistic taste, lost its ability to surprise, and
thus, hastened the demise of the movement itself.

There is, of course, disagreement among Lorca scholars
as to the extent of Surrealism’s influence on the Spanish
poet, as well as on other poets of his generation. Some

have staunchly maintained the Poeta en Nueva York is a

surrealistic work, and others have denied this assertion
with comparable vehemence (20). In view of the
multiplicity of definitions which exist concerning
surrealism, this polemic comes as little surprise. A
possible way out of the deadlock is to ignore the question
as to whether the work is surrealist as such, and go
determine, to the extent possible, in just what ways the
surrealist movement influenced the poet, and which aspects
of the movement he chose to incorporate into his poetic
creation. The semantics of the abstract debates are thus
avoided, and the texts of Lorca’s work can serve as a basis
for analysis.

The situation of Poeta en Nueva York within the

corpus of Lorca’s other writings 1is an instructive first
step toward measuring the effects of Surrealism on Lorca.
His first widely successful work Libro de poemas was
published in 1921 (21), and thus, was not influenced at all
by the surrealist movement engendered roughly three years

later, and given strength with the publication of Breton’s



22

first manifesto. Manuel Duréln characterizes Garcfa Lorca’s
first poems as "post-romantic” and much influenced by Juan
Ramén Jiménez: "Garcfa Lorca comienza su carrera poética
como post—-romintico, semi-modernista, sensible y
melancélico discipulo de Juan Ramén Jiménez" (22). A
second book of poems, Canciones (23), was then published in
1927. What is still not noticeable in any of these poems is
surrealist imagery, but rather, a strong romanticism.

Betty Jean Craige describes certain of these romantic

”

tendencies in the first two works: . « « Libro de poemas

and Canciones contain what may be described as a mystical
desire for the unattainable, for peace, for the stars. . .
(24)."

In 1928, Lorca published what was to be one of his

most acclaimed works. It was in his Romancero gitano (25)

that he began to incorporate some of the oniric and
psychical elements which so fascinated the surrealists,
including violent impulse, murder, and incest. Paul Ilie,

in his study entitled Surrealism and Spain, discusses the

surrealist aspects of the work In detail (26). Lorca’s
strong concerns for social inequality and oppression is
seen in this work as well, which 1links it on a political
plane with other surrealist works written at that time.

In addition to his poetic works, Lorca was
simultaneously working on his dramatic productions.
Mariana Pineda was completed in 1925, and produced on stage

in 1927 (27). A condensed version of La zapatera
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prodigiosa (28) was produced in Madrid immediately after
his return from New York and Havana in 1930.

The years 1929-1930 seem to be pivotal in Garcia
Lorca’s 1life and in his artistic creation. He began to
take a much more active interest in the techniques of
photomontage, the cinema, and other innovative sources
which caught the attention of the surrealists of the
period. Juxtapositions of time, space, and reality appear

in Poeta en Nueva York, just as they do in some of his

screen plays such as Viaje a la luna which were written

during his sojourn in the American metropolis (29). Soon
thereafter, he began to write some of his most widely

acclaimed dramatic works: El amor de Don Perlimpin con

Belisa en su jardi{n (1931) (30), El1l1 retablillo de Don

Cristobal (1931) (31), As{ que pasen cinco afiog (1931)

(32), El1 pGblico (1933) (33), Bodas de sangre (1935) (34),

Yerma (1934) (35), and La casa de Bernarda Alba (1936)

(36). Manuel Duré&n has noted the important tie between

Poeta en Nueva York and the dramas which Lorca subsequently

wrote: “Poeta en Nueva York seffala una crisis, una

experiencia de solitario durante la cual Lorca hallaré la
clave de su carrera literaria y la férmula de su teatro
(37)." This is an astute observation, for there does seem
to be a definitive shift on Lorca’s part away from poetry,
starting from 1930 onwards, to drama-with one notable

exception, Llanto por Ignacio Si&nchez Mejfag, (38) which

Lorca published in 1935 in honor of his friend slain in the
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bull ring. Whereas in his earlier works, such as Libro de

poemas, Canciones, and Romancero gitano no noticeable

narrative structure is8 discernible, in Poeta en Nueva York,

the poems begin to be interrelated on temporal and
geographic planes, and form a much more evolutionary
composition, much closer to the media of cinema and drama
than to that of verse. To cite just one example, in Libro
de poemas, the rather melancholy and highly personal poem
"Veleta,"” well-known for its strophe,

gin ningGn viento, jhazme caso!

gira, corazén;

gira, corazén (39).
is directly followed in the book by a rather whimsical and

totally unrelated poem "Los encuentros de un caracol

aventurero” (40). In Romancero gitano there is slightly

more inter-relatedness in the poems due to the common gypsy
motifs, and there is quite possibly an inherent narrative
gtructure in this work as well, albeit not as pronounced as
in PNY, but yet, each romance tends to form an entity in
itself, and may be read independently of the others. The
interrelatedness of the poems in this work is of a

secondary nature only. But in Poeta en Nueva York, the

sequence 18 wholly discernible, from the first poem in the
work in which Lorca cries out against his solitude and the
overwhelming city ("Vuelta de paseo”™) to the following two,
which are (almost cinematographic) flashbacks to his early
childhood. This important element forms the basis for

other portions of this study, but it is important to point
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out here this change in his stylistics. It should also be
noted that this juncture Iin his creation came about Jjust as
Lorca began experimenting with surrealist imagery and
technique. It 18 a facet of his work which must be
scrupulously examined if an analysis of structural
narration in the work is to be successful. C. B. Morris,
while not referring specifically to the New York poetry,
offers a helpful insight into Lorca’s adaptation of
currents in vogue during the period:
Lorca was drawn to the attempts made by the
surrealist artists and filmakers to shape a new
reality on a plane where——through a change of
angle, focus, and intention—--familiar, concrete
objects are placed in new contexts, familiar
actions become sinister, and sinister actions
become familiar (41).
Morris offers an important key to a serious reading of this
work. Lorca wags indeed drawn to the attempts of the
surrealists to "place familiar, concrete objects into new
contexts."” Unfortunately, for many years, Lorca scholars
failed to perceive the deeper significance of Lorca’s work.
Many were quick to label his work "surrealist,” based
exclusively on the imagery which Lorca included in the
text. Images such as "wind blurring the mirrors (El rey de
Harlem),"” "a storage cell powered with the smother of wasps
("El rey de Harlem"”)," and "those who drink down the tears
of the dead girls in the bank—-lobby (“"Danza de la muerte),”
to name but a few, were cast in the light of Lautréamont’s

famous "fortuitous clash of distinct and unrelated

objects,” and subsequently dismissed by the critics as
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unfathomable images. Virginia Higginbotham, however,
of ferg a much more enlightened commentary concerning this
aspect of the poems:
Quizi la contribucibédn mlds famosa de Maldoror al
surrealismo sea la famosa met&fora en el canto
sexto en que Lautréamont compara la belleza
humana con el encuentro fortuito de una miquina
de coser con un paraguas sobre una mesa
quirdGrgica, la met&fora que dio a los
surrealistas uno de sue ejemplos m&s estimados de
‘le hasard.” El efecto que produce esta
met&fora——1la sorpresa y el choque—es el resultado
que buscaron los surrealistas y que Lorca buscé
también para expresar el estado de conmocién
psicolégica que sufrié4 en Nueva York. La
referencia a insectos y animales en poemas que
describen la vida mec&nica de la ciudad aumenta
la impresién del encuentro accidental y violento
entre el mundo natural y el mundo tecnolégico
(42).
Higginbotham demonstrates that Lorca was not simply
deriving a new set of imagery and metaphor in New York by
pulling elementsg "out of the air,"” but rather, he was
describing what he saw. This is an important point,
because many Lorca scholars believe that the poetry
reflects "par excellence”™ the fortuitous encounters of
things, or unrelated material objects which so interested
the surrealists. But as Higginbotham indicates, Lorca was
not inventing these encounters gimply to create the
surrealist goal of shock. Just the opposite is true. What
seems even to have shocked the poet in the American
metropolis is that these "fortuitous encounters”™ were to be
seen around every corner. In other words, most of the

imagery that Lorca presents in the work is not surrealist.

It 18 very real. Butterflies drowned in ink-wells, cats
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flattened to sheet metal, tape worms preserved under glass,
and several other poetic images that appear in the work
certainly have all at one time or another been seen in one
form or another in New York City. They are indeed
fortuitous encounters of unrelated objects, but they are
not surreal. A walk down the streets of that city would
produce visions of these images, and more. Thus, these
were not the automatic creations of a mind in crisis, but
rather, the scenes which Garc{a Lorca encountered in the
city. Joseph Zdenek offers the best clarification of these
conglderations:

If we examine the historical framework in which
Poeta en Nueva York was written and consider some
of Garcfa Lorca’s poems and his ideas about
poetic theory, it seems that Poeta en Nueva York
is8 not a product of his gubconsgciousnessg, but of
his superconsciousness and that it is not truly
surrealistic, but rather, superrealistic. The
extra doses of realism, the bombardment of real
experiences on the creative mind of Lorca led to
a supersensitivity to the world surrounding him,
with no contact with the subconscious or the
inner world of dreams. In other words, his
thought was not uncontrolled by reason, nor, in
my opinion, did the figurative elements in this
collection come from a "reperatorio de imégenes
del delirio o del ensuefio y sus enlaces fortuitos
o incoherentes,: a definition of suprarrealismo
or surrealism found in the Real Academia (43).

Zdenek’s observations are fundamental, for they correct
some common misconceptions held by earlier Lorca scholars.
Even close friends of the poet, such as Roy Campbell,

mistook Poeta en Nueva York as a surrealist work, as can be

seen in the following commentary:
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Lorca went and stayed in the United States for
some time, but was unable to establish a real
contact with the Americans or their way of life.
He under-went, while there, the intellectual
influence, if not domination, of Salvador Dalf{,
his friend. Lorca at—-tempted to follow the
Catalonian into the complex world of surrealism.

(44).

Over the years, more detailed studies have been made
of the year in which Lorca lived in New York, and its
influence upon his artistic creation. In his New York
poetry, Lorca was, in fact, much separated from the
automatic, and sometimes capricious writings of the
European surrealists. He used several of their innovations

in the arts in order to present a more coherent world view

(which captured then, in turn, the incoherence of the

modern metropolis); he chose not to retreat into a personal
Psychical realm of automatiesm and inner exploration, but
rather, to present what he perceived to be the "surreal"
Wworld of technological, industrial, and economic
OPPression. It was Iin the face of this world that he
struggled to give modern 1ife a kind of coherence. He
coul d do this as a poet first by naming the things which
assaylted his sensibility in New York, and then denouncing
them, Betty Jean Craige has researched this aspect of the
New vYork poetry in detail (45). Sequentially, the forms in
the book follow this type of order. In poems such as
"Vueilta de paseo,” "Aurora,"” and "Navidad en el Hudson,"
drawins his imagery from the chaotic city in 1929-1930, he

describes the desperate plight of the humans trapped in the
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modern nightmare of metropolitain life. Later in the
composition, once having decried the lack of fundamental
character in the lives of the city dwellers, he then
distances himself far enough away from the city and the
effects which it has on him in order to denounce the entire
situation ("New York: Oficina y denuncio,” "Grito hacia
Roma”). In these two poems, and others, he denounces the
oppression of existing governmental and religious
ingtitutions, and his political leanings thus become clear
through the poems. The politicse of the work should be
examined in order to comprehend the New York poetry more
completely.

Garcfa Lorca very rarely characterized himself as a
political being, and, in spite of his own assertion, made

earlier in the Libro de poemas that e « o.yo soy nihilista

(46)," and in spite of numerous similar claims he made
subsequently, Lorca was by no means an apolitical figure.
His sympathies tended always to rest on the side of the
poor and the oppressed of the world, which often placed him
much in harmony with the leftest European surrealists. His
well—known sympathy for the gypsies, for exploited
children, for the Blacks of Harlem, for the plight of women
and homosexuals placed him s0lidly in the camp of the anti--
traditionalists. José Ortega comments on the political

content of Poeta en Nueva York in this way:

Este poemario no puede reducirse, como parte de
la critica ha pretendido, a una crisis personal.
Una lectura atenta nos descubrird que 1la
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la angustia del hombre que se rebela contra las
premisas de una razén y orden que
sistematicamente han venido instrumentando 1la
subersién y destruccién de los valores humanos, o
sea de la libertad (47).

Juan Cano Ballesta corroborates Ortega’s observations,
while singling out the capitalist system in particular as
the principal "villain” in the New York poetry:

El poeta entiende su época mejor que muchos de sus
contemporéneos y adquiere plena consciencia de 1lo
que ocurre a su alrededor. Rechazando toda
complacencia beata en una realidad que se le
vuelve cada di{a mis extrafia e impenetrable,
presiente la amenanza de un futuro inquietante y
trata de expresarla en un lenguaje poético de gran
originalidad. M4s que impresionado por el
espectacular avance tecnolégico de Nueva York, se
muestra preocupado por su capacidad destructora.
La atmésfera de armonia paradisf{aca entre hombre y
naturaleza se ha disipado. La expansgién
industrial destruye y contamina el paisaje,
mientras el sistema de explotacién capitalista
divide a los hombres en opresores y oprimidos
(48).

In later years, after his return from the New World,
Lorca often identified with the poltitcal left in his own
country (49). This must be a consideration in the analysis

of Poeta en Nueva York. This chapter has examined several

influences, political, social, and artistic, which in some
way affected Lorca. His writings exhude political
statement. As he became more forceful in expressing these
views in his works, the works themselves became more and
more innovative, and thus, the liberties which Lorca called
for in his works are reflected in the liberty with which he
experimented in his dramas and poetry. Some of his works,

like PNY, are in themselves "revolutionary”™ in their vision
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and composgsition. Instilling a narrative structure into the
New York poetry was highly innovative, since it was an
experiment with new forms of discourse and poetic

expression.
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352).






CHAPTER 1

THE TEXTUAL TRADITION OF POETA EN NUEVA YORK

Fifteen years ago, a polemic was generated among
Garcia Lorca scholars concerning the "correct"” composition

of Poeta en Nueva York (PNY). At the root of the problem

are the unusual circumstances under which the work was
published. A rigorous investigation of the two sides in
this debate must be undertaken in order to determine
which——if any——of the two originally published versions
presents the correct canon, or order of the poems, in the
work.

The poems which comprise Poeta en Nueva York were

written in 1929 and 1930. 1In 1936, on the eve of the
outbreak of the Spanish Civil War, and just weeks before
his assassination, Garcfa Lorca entrusted the manuscript
of these poems to his friend José Bergami{n. Lorca
continued to work and rework his New York poems in the six
year span between their original writing and his death.

He frequently mentioned in correspondence and at
interviews that he planned to publish the poems in two

separate works, Poeta en Nueva York, and Tierra y luna

(l1). These allusions, which were made repeatedly
(especially during the years 1930-1933) have been the
sub ject of careful investigation by Lorca scholars,
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because the poems were, in the end, published as one
volume in 1940, four years after the poet’s death. Thus,
the polemic regarding Lorca’s "last intents"” was born.
Editorial Losada of Buenos Aires was the first to
attempt a publication of a work entitled Poeta en Nueva

York in 1938, in an edition of the Obras completas of

Garcfa Lorca, compiled by Guillermo de Torre (2).
Guillermo de Torre openly acknowledged that the canon of
the New York poetry was deficient and largely arbitrary.

He explained in the "Introduction™ to the Obras completas

that he had been unable to obtain the complete manuscript
from a "friend of the poet (a sarcastic reference to José
Bergamin, whose possession of the original manuscript was
common knowledge at the time).” He was thus forced to
publish an incomplete edition of the work, gleaned from a
collection of Lorca’s New York poetry which had appeared
gporadically in various Jjournals from 1930 to 1936.

In 1940, two editions of PNY appeared within weeks of
each other. The Norton bilingual edition, translated by
Rolfe Humphries, appeared first in New York (3), and
Editorial Séneca, the Mexican company founded by José
Bergamin in residence in Mexico, published the Spanish
version a few weeks later (4). It was not until 1972 that
any serious concern was shown for the orthographic,
grammatical, and stylistic discrepancies between the two
editions. The versions are vastly different; some poems

were omitted in the Séneca edition, and included in an
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appendix, along with several "variantes"” of certain poems
found in the main body of the text. The Norton edition
was missing several poems as well. The Séneca edition
also included much more punctuation and strophic
divisions, leading some modern-—-day critics to conclude
that one of these editions——or both—~— do not accurately
reflect Garcfa Lorca’s original intents. It is most
interesting to note that if the New York Norton edition
had been published only in English translation and not in
both languages, there would be no polemic concerning the
order and structure of the poems. However, in such a
case, José Bergamin’s possible tampering with the poems
(which will be discussed later) would never have come to
light, and Lorca scholars would be all the worse for that
lack of knowledge.

One probable explanation as to why Lorca scholars——
even those highly dedicated to the study of this work-—
have tended to avoid careful analyses of the narrative
structure of the collection is this intense controversy
which exists regarding the correct position of each poem
in the composition, a consequence of the circumstances of
its publication, described above. In 1972, Eutemio Martin
suggested in an article (based on his doctoral
dissertation) published in Insula, that the composition of

the published versions of Poeta en Nueva York was more the

work of Bergamin than of the poet himself (5). Martin’s

article was extremely valuable, because it was the first
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to discuss the irregularities of the Norton and Séneca
editions.

Cognizant of the fact that Martin’s discovery was not
made public until 1972, the Lorca scholar must view all
literary criticism of the New York poetry written prior to
that time in a new light. Many studies made prior to that
date——and many afterwards as well——payed little or no
attention to the structural problems. Even the very well
known modern studies by critics such as Betty Jean Craige
(6) and Richard Predmore (7) fail to take the structural
question into account. For example, Richard Predmore
makes the following observation concerning the
compogitional problems:

Poeta en Nueva York resulta ser un libro
sumamente diff{cil de interpretar, no sblo por
su novadoso lenguaje poético sino también por
el caréicter problemAtico de un texto no
publicado hasta después de la muerte del autor.
Hay problemas textuales de todas clases:
puntuaciones probablemente equivocadas,
variaciones de edicién que afectan seriamente
la interpretacién de algunas poesfas, y sobre

todo, dudas resgspecto a la entereza estructural
del 1libro (8).

but once having acknowledged them, proceeds to analyze the
work completely ignoring these problems. Betty Jean
Craige does much the same. This 18 not to say that their
studies are flawed, for they are both scrupulous
investigations of particular elements in the work, but
Perhaps had they not ignored the profound structural
aspects of the book, their studies would have been richer.

1972 was the pivotal year in literary criticism with
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regards to Poeta en Nueva York. As mentioned, critics

prior to that date had not been troubled by any of the
textual problems which emerged from Martin’s insightful
comparison of the two first editions of the work. Those
who dealt with the work after that year, and who ignored
the problem of the "text”™ did so in order to simplify
their studies. Others, such as Daniel Eisenberg, Miguel
Garcfa Posada, and Andrew A. Anderson openly addressed the
problems inherent in establishing a canon for PNY.
The three critics are in agreement on one point—-that
José Bergamin holds the key to a solution to the
structural problem. Both Martin and Eisenberg suspect, at
the very least, that Bergamin tampered with the text which
Lorca left in his possession in 1936 shortly before his
death. Eisenberg makes the following comparison between
the Séneca (Mexican) and Norton (American, bilingual)
editions:
Al analizar estos poemas descubrimos que hay
una sorprendente diferencia entre el texto de
Humphries y el de Bergamin. La diferencia
consiste en la puntuacién. En la edicién de
Humphries por ejemplo, vemos que el poema
"Vuelta de paseo” no lleva ningdn signo de
puntuacién, exceptuando los signos de
exclamacién del final, mientras que el texto de
Bergamin lleva dos comas y cinco puntos. (9)
Eisenberg later implies that Bergamin simply tampered with
the text in ways that Garcf{a Lorca would not have desired.
Examples of textual variation between the two

editions are numerous. Punctuation is different in the

two, strophes are formed differently, and in some cases
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entire words are different. In some extreme instances,
such as in the poem "Nocturno del hueco,” the American
version differs in numerous lines from the Mexican
edition. Three comparisons will demonstrate the degree of
variation found between the two. In Bergamin’s edition,
some verses from the poem "“Norma y paraiso de los negros"”
are rendered as follows:
Aman el azul desierto,

las vacilantes expresiones bovinas,

la mentirosa luna de los polos,

la danza curva del agua en la orilla (10).
while the lines appear in the Norton edition in this manner:

Aman el cielo desierto

las vacilantes expresiones bovinas

la mentirosa luna de los polos

la danza curva del agua en la orilla (11)
An entire word changes in the first verse from one edition
to the other, which in turn affects the interpretation of
the poem. A "blue desert” and a "deserted sky"” are
certainly very distinct images, and if the reader is
unaware of the textual problems which bear directly on
this image and others within the work, then they will be
able to make a only partial analysis of the poems at best.
The differences with regards to punctuation are marked as
well. Bergamin’s edition has three of the four verses
cited above ending in commas; the Norton edition has none.

Numerous discrepencies may be found in the poem "El

rey de Harlem."” For example, in the Séneca edition, the

lines rendered,

Negros, Negros, Negros, Negros.
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Jam4s sierpe, ni cebra, ni mula
padecieron al morir (12)

appear in a dissimilar fashion in the Norton edition:
iNegros! i Negrosl i Negros! i Negros!
Jam4s sierpe, ni cabra, ni mula,
padecieron al morir (13).
In this case, there is change in strophic divisions as
well as a change of wording (cebra, cabra), and
punctuation irregularities as well. The exclamation
points of the Norton edition add an extra tone of vibrancy
to the first verse; the commas of the Séneca edition
create a more monotonous or droning tone. A comparison of
these two editions produces a myriad of these types of
discrepancies. Furthermore, and more importantly for the
purposes of this study, the canons of the two editions are
markedly different. The table of contents in the Norton
edition reads in part as follows:
I. Poems of Solitude at Columbia University (Poemas
de la Soledad en Columbia University)
——Promenade (Vuelta de Paseo)
~-1910, Interlude (1910, Intermedio)
~—~Dawn (La Aurora)
——Round of the Three Friends (F4bula y rueda de
los tres Amigos) (14)
and the table of contents in the Séneca edition differs
quite markedly from {t:
II. Poemas de la Soledad en Columbia University
——~Vuelta de Paseo
——1910 (Intermedio)
——F4bula y Rueda de los Tres Amigos
—Tu infancia en Menton (15)

In just this first subdivision of the ten subdivisions in

the book, irregularities in the canon may be seen. The
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Norton edition has included "La Aurora"” as the third poem
of the book; Bergamin placed it as the sixteenth poem of
the book. "Tu infancia en Menton,"” included as the fourth
poem of the book in the Séneca edition was omitted
entirely from the Norton edition. It has been supposed
that Norton was gimply unable to acquire a copy of this
poem which he knew was to be included. Most critics today
accept its placement as it is Iin the Séneca edition, based
upon the similarity in theme and tone with the other three
poemg of the first subdivision.

It is plainly evident that before any analysis of the
work can be made which emphasizes the inherent narrative
structure of the poetry, as definitive a text as at this
date can be established must be selected.

As already noted, Lorca scholars are indebted to
Eutemio Martin for bringing the textual questions to their
attention in 1972. Even Daniel Eisenberg, his most
"gtrident"” critic, is in debt to him in this regard.

As was noted above, both scholars attribute the
discrepancies in the 1940 editions to José Bargamin, but
hold diverging theories as to precisely why the two texts
appeared in the formg which they did. Eisenberg believes
that Bergamin simply tampered with the original
manuscript, going as far as to alter radically the order
of the poemg in a way that he believes violated Lorca’s
intention. On the other hand, Marti{n believes that

Bergamin gsimply had two copies made of the manuscript,
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sending one to the translator Rolfe Humphries in New York
for use in producing the Norton edition, and using the
other as a basis for the Séneca edition. Eisenberg flatly
accuses José Bergamin of hoarding the original manuscript
entrusted to him by Lorca:
No creo que sea imaginable que Bergamin haya
de jado este manuscrito, de un valor enorme tanto
desde el punto de vista econémico como
literario, se haya extraviado de un modo casual,
después de haberlo guardado celosamente durante
los afios de la guerra civil; 81 lo ha dejado o
quizid lo ha vendido, debe aGn saber
perfectamente a qué manos lo confié. Mi
conclusién es que Bergamin todavia tiene el
manuscrito pero no quiere colaborar con la
familia Lorca en la edicién critica de las obras
de Federico tanto tiempo aplazada. Bergami{n no
est§ precisamente en buenas relaciones con la
familia Lorca (16).
Bergamin counters Eisenberg’s accusation by claiming that
he gave the original manuscript to his son-in-law, and was
unable to locate it several yearg later after his son-in-
law had died (17). It is at this critical juncture that
Eisenberg and Martin differ. Martin believes that the
edition which was published in 1940 by Bergamin’s Mexican
publishing company was indeed taken directly from the
original. Thus, he agrees with Eisenberg that Bergamin is
the culprit in the textual tampering, but his accusation
is somewhat different from that of Eisenberg; he believes
that Bergamin may very well be hiding an original, but
for very different reasons than those presented by

Eisenberg. Martin believes that Bergamin does not wish to

release the original manuscript because by so doing, he
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will be opening himself up to charges of tampering with
the text entrusted to him by Lorca (18). Thus, both
Martin and Eisenberg are certain that José Bergamin must
be very much involved in any real solution to the textual
problem. In addition, both are of the opinion that the
edition published by Séneca in 1940 is not the text most
representative of Garcia Lorca’s desire for that work.

In fact, both critics depict José Bergamin as a less than
legitimate publisher, who was well capable of committing
the actions which they attribute to him. Martin writes,

"Poeta en Nueva York lo publica Bergamin en Mé&jico, sin

el ’‘copyright’ de los herederos del poeta. Es algo
perfectamente ilegal y Bergamin no tenfa por qué ignorarlo
(19)." Eisenberg tends to echo Martin’s low opinion of

Bergamin, and in his critical study, ‘Poeta en Nueva

York:’ Historia y problemas de un texto de Lorca, he not

only accuses José Bergamin of "underhandedness” in this
particular case, but implies that he and his Séneca
publishing company were often involved in questionable
practices (20).

The frustration of these two investigators is plainly
evident in their writings on this subject. Their zealous

investigations of the textual problems of Poeta en Nueva

York are admirable, and each has engendered more
conscientious consideration of this problem by other Lorca
scholaras. Both have implicated Bergamin in a conspiracy

or a campalign to conceal an original manuscript, or tamper
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with the one entrusted to his care. Up until this time,
Bergam{n has denied both charges, and the serious
investigator can do no more than to proceed with analyses
of the work based upon the most up to date evidence and
research of the textual problems. On occasion, it has
been suggested that the Garcf{a Lorca family may be

harboring a definitive manuscript of Poeta en Nueva York

in the family archives, but until such time as one does
come to light, the arguments of the main contenders in the
polemic concerning the text should be compared and
contrasted with regards to their potential merit, and then
a choice should be made.

Eutemio Martin, as already noted, was the first to
issue a challenge to José Bergamin to produce the original

manuscript of Poeta en Nueva York in a 1972 article in

Insula. Some years later in his critical edition of PNY,
Martin comments on Bergamin’s response to his plea:
"José Bergamin dio la callada por respuesta pero, una vez
que Insula lanzé la cuestiédn a los cuatro vientos del
hispanismo, tuvo que resignarse al acoso de la legf{tima
curiosidad de los lorquistas (21)." In his doctoral
dissertation dealing with the problem, his investigations

led him to conclude that Poeta en Nueva York, as published

in 1940 in both editions was radically reconstructed from
the form in which the poet had originally desired it to
appear.

In order to establish his hypothesis, Martin relied
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heavily on the transcriptions of several of Garclf{a Lorca’s
“"conferencia-recitales”™ which Lorca presented often during
the years 1932-1933. Martin notes that at those lectures,
Lorca often followed certain patterns in the manner in
which he presented the poetry. Before reading each poem,
he would relate the creative process that led to the
poem’s compogition, oftentimes using anecdotes and
personal biographical references. The conferences
generally followed a chronological narration. It is
important to remember that the New York poems during these
years had not been published as a complete work, but that,
in spite of this, the public knew a great deal about them.
Besides his numerous conferences, Lorca also permitted a
large number of the New York poems to appear in various
Journals throughout Spain.

Having studied the "conferencias” in detail, Martin
next appealed directly to the Lorca family for assistance.
He was permitted to peruse the family archives, and in the
process, and much to his astonishment, discovered that
Garcfa Lorca had "scribbled"” a list of poems, under the
title Tierra y luna on the back of one of the New York
poema, "El nifio Stanton."”

Martin’s next step was to link the "conferencias”
with the discovery. Basing himself once again on the
early recitals, at which Lorca seldom read any of the
poems found on the back of "Stanton,” Martin concluded

that these poems were never meant to be included in a work
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of poetry entitled Poeta en Nueva York: “Del cotejo de

esta lista de t{ftulos con lo que hemos inferido de la

conferencia-recital de Poeta en Nueva York resulta una

interesante constatacién: Lorca no leyé ni aludié en ella
ninguno de los poemas que figuran en su lista de Tierra y

luna (22)."

Ag further evidence of his claimsg, Martin cites an
interview that Garcf{a Lorca gave to a reporter from the

Heraldo de Madrid shortly before his death:

~=Y dime, ;de libros en proyecto o en la realidad?

—~Tres libros, tres: el de "0Odas", empezado aqui y
ahora terminado. Y dos de allA.
~=Uno.

——"Tierra y luna", trabajo en el campo, en Nueva
Inglaterra.

-—0tro

——Una interpretacién poética de Nueva York.

——;Su titulo?

——"Nueva York™. . . (23).
Finally, based upon correspondence and a personal
interview with José Bergamin, Martin concludes that Garcia
Lorca’s original intention to publish the New York poetry
as two distinct works was completely ignored by José
Bergamin when his Séneca company produced the book in

1940: "Forzoso es concluir que la edicién, hasta ahora

tenida por princeps, de Poeta en Nueva York ha sufrido un

trabajo de reconstrucciédn por parte de su responsable
(24)." During his personal interview with Bergamin
(conducted before the preceding statement was made),
Martin also took the opportunity to discredit Eisenberg’s

assertion that the Humphries/Norton edition of Poeta en
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Nueva York should be considered the most faithful

reproduction of the work:

E. M.——De 1o que s{ estd4 Ud. seguro es que no se mandd
el original (to Norton)?

J. B.-—Pero, ;cémo se iba a mandar el original?

E. M.~-Disculpe la pregunta que puede parecerle idiota
pero toda la tesis de Eisenberg esti basada
sobre la suposiciédn de que lo que Humphries
recibié4 de Séneca no fue una copia de Poeta
en Nueva York sino el original mismo (25).

Bagsed on a combination of all of the factors detailed
above, Martin introduced a radically redesigned edition of

the work Poeta en Nueva York in 198l1. He separated the

poems which had until that time been incorporated in the

work entitled Poeta en Nueva York into an entirely new

work entitled Tierra y luna. Several critics, and Miguel

Garcfa Posada in particular, praised the new edition;
Posada used the fruits of Martin’s research to publish an

Obras completas using the Poeta en Nueva York/Tierra y

luna division (26). Other critics such as Daniel
Eisenberg, Marfa Clementa Mi11l4n, and Andrew A. Anderson,
condemned the division outright.

As mentioned, with the publication, in 1981, of a new

rendition of the Obras completas of Federico Garcfa Lorca,

Miguel Garcf{a Posada placed himself strongly in the camp
of Eutemio Martin with regards to the bisection of the

earlier Poeta en Nueva York into two distinct poetic

compositions. He writes in his "Introducciébn,”

Hoy, tras las investigaciones de Eutemio Martin
y Daniel Eisenberg, no es posible seguir
editando el texto mexicano, ni en s8u estructura
nl en las versiones de los poemas. La
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biparticién del libro hasta ahora conocido en
dos conjuntos, Poeta en Nueva York y Tierra y
luna, postulada por el primero de los
investigadores, parece, al menos con la actual
documentacién, una solucién filolégica razonable
(27).

In addition to what he terms a philological solution,
Garcl{a Posada bases himself largely on the contents of

Garcfa Lorca’s early conferencia-recitales, at which Lorca

refrained from reading the poems from Martin’s
reconstructed Tierra y luna, those which he discovered
written on the back of a manuscript of the original of "El
nifio Stanton” in the Lorca family archives:
En el texto de la conferencia-recital, 1los
poemas siguen en un orden cronolégico claro, que
corresponde a las diversas etapas del viaje.
Ese orden preside la proyectada estructura de 1la
versién hasta ahora conocida. Consideramos, por
tanto, factible, y lorquiano, estructurar el
texto restablecido en seis bloques, que pueden
ir titulados con fragmentos seleccionados de la
conferencia (28).
This assertion, much in harmony with Martin’s hypothesis,
has recently been given some discredit by researchers such
as Marfa Clemanta Milldn, who points out that three of the

titles on the 1list on the back of "Stanton"™ were later

included by Lorca in Divan del Tamarit:

El segundo testimonio importante de Lorca con
que contamos para el esclarecimiento de estos
poemas es8 la lista manuscrita de Tierra y luna
(. « )y que también ha servido para establecer
divisién de estas creaciones en libros
distintos, aceptando como componentes de esta
obra los poemas aparecidos en el manuscrito.
Sin embargo, esta lista inicial, fechada
probablemente hacia 1933, fue sufriendo
modificaciones hasta 1936, ya que tres de sus
poemas, por intervencién directa de Lorca,
pasaron a formar parte del Dividn del Tamarit, y

la
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otros como "Asesino” y "Nocturno del hueco",
estarfan fluctuantes entre ambos poemarios.
Todo ello nos demuestra, en primer lugar, el
caricter no definitivo de esta lista, y en
segundo lugar, la estrecha relacién entre Poeta
en Nueva York y Tierra y luna, que en ningin
caso podrfan ser compartimientos estancos, como
as! parece evidenciarlo el "Insectiario”
mencionado por Lorca (29).

Mill4n’s observations do some damage to both Martin and
Garcfa Posada’s newer editions of the work, especially
when she points out that Lorca himself at one time, pulled
three of the poems from this list in order to be included
in another work altogether.

Garcfa Posada justifies his edition of Tierra y luna,

as does Martin, by citing the same interview which Lorca

gave to the Heraldo de Madrid in 1936. The following

words of Garcfa Posada are extremely similar to those of
Martin:

En conjunto, dieciocho poemas que componen una
crénica poética [Poeta en Nueva York] de acuerdo
con la estructura ti{pica del género: 1llegada,
estancia y partida. Pero Nueva York inspira
también a Lorca un libro muchos menos
descriptivo, Tierra y luna, al que el poeta se
refirié desde los difias de Nueva York hasta la
Gltima entrevista de su vida, y cuya existencia
esti atestiguada por el hallazgo de un {ndice
encontrado al dorso de un manuscrito de "El nifio
Stanton”, en los archivos de la familia Lorca
(30).

It is undeniable that Garcfa Lorca, at the time of his
last interview, was planning to publish a work entitled
Tierra y luna. However, Lorca’s assertion during that
final interview should also be considered in conjunction

with the words of a close friend and fellow poet Vicente
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Aleixandre, who makes the following observation, . . .
[Garcia Lorca] era muy aficionado a inventar t{tulos de
libros (31)."

There are some areas of Martin and Garcia Posada’s
regsearch which are questionable, and it should be noted
that, at times, their research has led to different
conclusions. This final element of their research still
remainsg to be examined, that is, where the two diverge in
their views of the structure of the work. Garcia

Posada’s Obras completas relied heavily upon Martin’

schism of Poeta en Nueva York into two separate works, but

even Garcia Posada refrained from using Martin’s exact
version. For example, Garcfa Posada does not locate the
poem “Iglesia abandonada” in the second section of the
work, whereas Martin does (32). Additionally, and very
much contrary to Martin’s theory, Garcf{a Posada tends to
accept the earlier Norton edition for its structure and
punctuation in each individual poem, and only rejects the
ordering of the poems:
Hay que rendirse a la evidencia: el manuscrito
de jado por Lorca en el despacho de Bergamin no
era, desde luego, un manuscrito definitivo,
dispuesto para la edicién. E1 juicio de
Eisenberg de que el original estaba "m&s o menos
terminado"”, puede aceptarse, aunque con
matizacionesg, para los textos, no para la
estructura del libro (33).
This assertion, however, 1s soundly criticized by Andrew

A. Anderson, who believes that Garcfa Posada has no right

to accept the Humphries edition as being textually
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faithful on the one hand, and to reject it with regards to
its canon on the other:

As I said in passing in the preliminary remarks
to this review [of Garcifia Posada’s rendition of
Lorca’s QObras completas], there is a fundamental
contradiction—illogicality—-1lying at the heart
of Posada’s position. Between them, and by
comparing them, Norton and Séneca are good
enough to provide the individual copy—-texts but
not good enough to determine the canon and the
order (34).

Daniel Eisenberg, who has already been mentioned several
times in this discussion, has been substantially involved
in this textual controversy since he published his book on
PNY in 1976 (35). His extensive research has led him to
drastically different conclusions from those of Martin and
Garc{a Posada, and his theories are fundamental in
determining a "definitive"” text of the New York poetry.
Eisenberg’s premise is that Martin has constructed a
completely arbitrary and ficticious work entitled Tierra y

luna based upon inadequate evidence. His main argument

with Martin (and thus, naturally, with Garc{a Posada) is
that Martin relied far too heavily on the substance of

Garcfa Lorca’s conferencia— recitales in formulating a new

poetic composition. His comments are brusk, and
oftentimes unflattering to Martin, and have thus created
tension between them.

Al formular todas estas suposiciones Martin
muestra una gran falta de sentido comGn y un
conocimiento superficial de la bibliograffia
lorquiana. Hoy en df{a contamos con unos
materiales que podrfan ayudarnos, aunque
modestamente a establecer el esquema general de
Poeta en Nueva York s8i nunca hubiese llegado a
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publicarse (36).
Eisenberg believes, with some justification, that Garcla
Lorca had ample time between the presentation of his
lectures, ending roughly in 1933, to rework the poetry
into a single composition before his death in 1936.
According to Eisenberg, the fact that Lorca was still

alluding to a work entitled Tierra y luna in 1936 is

explained by the simple fact that Lorca had another work
bearing this title projected which he was never able to
actually complete due to hisg tragic assassination. There
is, however, a more important difference between Martin
and Eisenberg’s theories. Eisenberg insists that the copy
of the text from which Humphries took the 1940 bilingual
edition published by Norton is the most faithful textually
and canonically to the intents of the poet. He
catagorically denies Martin and Garcia Posada’s belief
that Lorca intended the poems to be published as two
distinct works, noting that a full three years passed

between the conferencia-recitales and the poet’s death,

which was ample time for Garcfa Lorca to restructure the
order. He also believes that Bergamin sent the original

manuscript of Poeta en Nueva York to Humphries to be

translated (37):

Antes que nada, queda claro que Humphries
trabajé a partir del manuscrito original que
Lorca dejé en el despacho de Bergamin y que no
usé una copia que de este original tal vez
hubiese podido hacer Bergamin o un mecanégrafo
de Nueva York. En su "Nota del traductor”™
Humphries habla detalladamente de este original
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mecanografiado y de 1o que permitfa suponer
acerca de las intenciones de Lorca, pero no
ingistié en que éste era el manuscrito original
de Lorca porque no le pasé por la cabeza que
ésta pudiese ser una cuestiédn polémica (38).
Furthermore, Eisenberg implicitly condemns Bergamin for
altering the poet’s original manuscript before publishing
the Séneca edition. He accuses Bergamin of having
corrected punctuation and strophic division which should
never really have been changed (39). Anticipating a
possible argument that perhaps it was Humphries who
tampered with the original, and not Bergamin, Eisenbersg
explains that it would be very rare for an editor to
delete punctuation; but rather, that an editor would be
more inclined to add punctuation due to the editing
process:
Por muy chapucero e irresponsable que sea, a
ningn editor se le ocurre coger el manuscrito
que va a publicar y quitar sistemdticamente
puntos al final de las frases y comas en medio
de grupos de palabras. Sin embargo, es muy
posible que un editor afiada sistemiticamente 1la
puntuaciédn a una obra que a su entender carece
de ella (40).

It was demonstrated earlier that Martin believes José
Bergamin when he claims not to have sent an original to
Rolfe Humphries in order to produce a bilingual edition of
the work. Martin also cites a letter written by Bergamin
April 2, 1977 to Ian Gibson to refute Eisenberg’s premise.
In this letter, Bergamin claims that he made a gift of the

original manuscript to his son-in-law Eduardo Ugarte, and

that at some time while in his possessgion, the original
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manuscript was lost:

Yo recuerdo que en Séneca se hicieron dos
copias, una para Norton-Humphries y otra para
utilizarla nosotros, para no tener que enviar el
texto original a la imprenta; y ambas, claro es,
cuidadosamente exactas; copias que cuidaron y
revisaron conmigo, entre otros amigos de
Federico y mfios, Emilio Prados (el poeta) y
Eduardo Ugarte (mi cufiado, muy amigo de
Federico) a quien éste habfa regalado el
original de Llanto, y al que di éste del Poeta
en Nueva York porque me lo pidié. Siempre crel
que é1 1o tendrfa. Sin embargo, su viuda (mi
cufiada) no ha podido encontrarlo, seg@n me di jo,
entre los papeles de su marido. . . (41).

Eisenberg tends to be much more skeptical of Bergamin’s
assertions concerning the original manuscript and thus
strongly questions the above statements:

Nuestras conclusiones pueden resumirse
rdpidamente de este modo: Lorca dio un
manuscrito de Poeta m&s o menos terminado a
Bergamin, quien a su vez lo presté a Humphries.
El texto de Humphries es mis fiel a este
manuscrito de 1o que lo es el de Bergamin. Al
faltar este manuscrito, el texto de Humphries es
el que debe preferirse; los poemas que faltan en
el manuscrito deben estudiarse como casos
individuales (42).

The frictions which have been created between the
principals of this polemic are unfortunate and
counterproductive. At times it seems that the goal of

determining a definitive textual version of Poeta en Nueva

York has taken a back seat to personal intellectual
vanities. The research done on this has been instructive
in the process of fixing a text, and it is, in the end,
more fruitful to compare and contrast critics’ findings,
than embracing just one position while rejecting out of

hand the other. What has been needed in this debate was a
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more objective voice outside the oftentimes belligerent
atmosphere of the Mart{n-Eisenberg—-Posada posturing.
Andrew A. Anderson’s recent work on the subject
provides that perspective. This critic offers some
extremely convincing evidence which tends to discredit the
hypotheses of Martin and Garcfa Posada. In two highly
detailed articles he examines both sides of the polemic,
and takes care to include some of Garcifa Lorca’s
biographical data which he deems vital to an understanding
of the textual composition. Anderson believes that Garcia
Lorca had, by the end of 1933, already fixed the canon of
PNY in a way quite similar to its appearance in Norton in
1940, incorporating into it several poems which he had
earmarked years before for use in his abandoned project,
Tierra y luna (43). Anderson’s findings are, of course,
much more supportive of Eisenberg’s theories than of those
of Martifn and Garci{ia Posada. Andergon goes on to cite an
instance in which a poem which Martin claims belongs
undeniably to Tierra y luna, was referred to by Lorca as

part of Poeta en Nueva York:

In the first number of Caballo verde para la
poesia, October 1935, the poem "Nocturno del

hueco"” appeared with a note "Del libro inédito
Poeta en Nueva York."” Given that "Nocturno del
hueco"” appears on the Tierra y luna list, this
seems to clinch the hypothesis of the conflation
of the two canons, by the autumn of 1935 at the
latest, but, as I have suggested, more probably
at the turn of 1933-34 (44).

Anderson’s conclusions, on the whole, support those of

Eisenberg. He believes that Garcf{a Lorca entrusted a
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manuscript to José Bergamin, who, in turn, made a
typescript of it in order to send to Rolfe Humphries for
use as the basgsis of the New York bilingual edition. Thus,
he believes that Eisenberg is definitely correct when he
states that the Humphries/Norton edition of the work is
the one which should be used as the definitive text:
Discounting errata and occasional titivating on
Humphries’ part (which is only likely given his
editorial scrupulousness, when he really could
make no sense of a word or phrase, or actually
had to supply a missing poem), the Norton
Spanish text therefore represents Lorca’s
manuscript as faithfully as Bergamin’s typists’
efforts and the legibility of the original would
have allowed (45).
Anderson’s more dispassionate approach to the textual
problem may be summed up in the following manner. He
believes that Bergami{n unnecessarily "normalized" Lorca’s
manuscript. He also argues convincingly that most of the
discrepancies in the two editions published in 1940 are so
minimal that there is absolutely no call whatsoever to
reconstruct the texts as radically as Martin and Garcia
Posada did (46).
Based upon a careful consideration of all of the
above research, the 1940 Humphries/Norton edition, with

glight modification, should be used as the definitive

edition of Poeta en Nueva York until such time when, or

if, a new manuscript is located. Eisenberg’s research, as
well as that of Anderson, demonstrates convincingly that
Garcfa Lorca had, by the time of his death, conceptualized

the New York poetry as a single poetic composition.
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Eisenberg’s argument that the Séneca edition was tampered
with should be accepted by virtue of his observation that
editors would seldom delete punctuation from any given
text.

Martin and Garcfa Posada’s theory that Tierra y luna

was a distinct and defintive text projected by the poet is
refuted by the fact that "Nocturno del hueco"” was

indicated as belonging to Poeta en Nueva York. And

furthermore, as both Eisenberg and Anderson point out, the

substance of some conferencia—-recitales given in the years

1933-34 are insufficient to substantiate the separation of
the two works. It is well-known that Garcfa Lorca
continually re—worked all of his poetic creations
substantially, until the time when he submitted them to
his publishers. Furthermore, the observation by Mar{fa
Clementa Millin that several of the poems listed on the
back of "El1l nifio Stanton” were later included, at Lorca’s

wish, in Div4n del Tamarit demonstrates that Lorca was in

the process of, if not in fact, finished with, dividing

the poems once belonging to Tierra y luna among other

books of poetry.
In some of the most extensive and scrupulous research

carried out to date concerning Poeta en Nueva York, Marfa

Clementa Mill4n substantiates Eisenberg and Anderson’s

fundamental assertion: that Poeta en Nueva York should

never have been separated into two distinct works:

Como consecuencia de lo aducido anteriormente,
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podriamos decir que no es f&cil admirar 1la
divisién de estos poemas americanos en libros
distintos, teniendo en cuenta, en primer lugar,
que los puntos de apoyo fundamentales, con que
contamos para esta distincién, conferencia y
lista de poemas, son insuficientes como razones
exclusivas para esta diferenciacién. Y, en
segundo lugar, que un estudio interno de los
poemas pone en tela de Jjuicio esta divisién, ya
que, a nuestro parecer, no existen diferencias
suficientemente importantes entre las creaciones
que compondrf{an ambos poemarios para poder
ratificarla (47).

Taken in consort with the findings of both Eisenberg
and Anderson, Mill&n’s opinions form a sound basis for
rejecting Marti{n’s basic assumptions. Therefore, the

Norton/Humphries edition of Poeta en Nueva York will be

used as the definitive text In this dissertation for an
analysis of the structural narrative of the composition.
Only two modifications will be made. These are the
inclusion of the poems "Tu infancia en Menton" and
“Crucifixién."” With regards to the first, Lorca had
always intended that it form part of PNY, but it had been
unavailable to Humphries at the time of his translation.
With respect to the second, Lorca had indicated on several
occasions that he wished to include it as well, but in
1935 even he did not possess a copy of it. He was forced
therefore to write to a friend asking him to return his
copy (48). Although Lorca never did obtain a copy of the
poem during his lifetime, one did surface after his
assassination, and most critics favor placing it into the
canon of the work precisely where the Bergamin edition has

it. Virginia Higginbotham writes:
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For fifteen years editions of Poeta en Nueva
York appeared without "Crucifixién" included,
due either to the unavailability of the
manuscript or through unawareness of its
omission. As the third and final poem of
Section VII, Angel del R{o remarks of
“"Crucifixién,” that "independently of the
external reasons, . . . it is evident that it
fits perfectly into the pattern of the book
where it has been placed (49).

Andrew A. Anderson agrees with del Rfo and Higginbotham
(50). Having thus established the inclusion of both "Tu
infancia en Menton” and "Crucifixién” within the work, the

canon and the text of Poeta en Nueva York must, until new

evidence indicates otherwise, rely almost exclusively on

the Humphries/Norton edition.
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probable that the expansion of the canon of Poeta en Nueva

York to include these poesf{as more or less gsueltas, and
the change of title to which the report of this recital
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"Introduccién a la muerte”), and possibly also with the

transferral of a further five poems from Tierra y luna to

various other sections of Poeta en Nueva York as we know

it today. Although it is possible that some of these
changes did not take place till summer/autumn 1935
(. . ), it is nevertheless probable that it was at this stage-

—the turn of the year 1933-34--that Poeta en Nueva York

(alias Introducciébn a la muerte) assumed a form

considerably different from that indicated in the
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conferencia-recital and closgse to that in which it appeared

in the 1940 editions.” Anderson, "Evolution,"” p. 231.
The "elsewhere” to which Anderson refers 1s another
article he published in 198l1. Andrew A. Anderson, "Garcia
Lorca en Montevideo: Un testimonio desconocido y mé&s

evidencia sobre la evolucién de Poeta en Nueva York,"

Bulletin Hispanique, 83, 1-2 (Jan.-June, 1981), p. 8.

44, y P. 234,

45, y, P. 239.

46. "I think that it is very important not to over-—
exaggerate the differences between the Norton and Séneca
editions. A great many of them are of punctuation and
line or stanza distribution and disposition. It is clear
that Bergamin/Pradogs took it upon themselves to tidy up
and normalize Lorca’s texts——as to a large extent he might
well have expected of an editor-publisher——-whereas
Humphries took the opposite scholarly view of altering
nothing. Furthermore, it is entirely understandable that
in the process of transcription from difficult originals
and in the setting—up by a compositor of this
transcription for printing, some stanzas might have been
fused with others whilst others might have been created
(when the text of a poem goes over a page
misunderstandings can easily arise), and equally the odd
stanza might have been inadvertently omitted. The
remaining divergences suggest precisely that Lorca’s

modifications and revisions were sometimes hard to



77

decipher or interpret, and that on other occasions an open
or undecided revision had been made which would force a
choice on the part of the transcriber. It is in this way,
by positing an original heterogeneous manuscript of this
gsort——nearly completed, but certainly non—-definitive—-—,
that the discrepancies may be satisfactorily explained.

It is my opinion that they are not nearly serious enough
to force us to adopt the extreme attitude propounded by
Marti{n and Garcf{a Posada. Indeed, where both editions are
identical, there are very strong grounds for thinking
that, barring errata and the odd misreading that can be
controlled by reference to previous versions, the text is
reliable."” Anderson, "Evolution,"” pp. 241-2.

47. Millén, p. 1é6.

48. The following is a fragment of the first letter
which Lorca wrote to Miguel Benfitez Inglott y Aurina
requesting that he send him a copy of the poem:
"Queridisimo Miguel. Estoy poniendo a mi&quina mi libro de
Nueva York para darlo a las prensas el préximo mes de
octubre; te ruego encarecidamente me mandes a vuelta de
correo el poema "Crucifixién"” puesto que td eres el Gnico
que lo tienes y yo me quedé sin copia. Federico Garcia

Lorca, Obras completas (Madrid: Aguilar, 1954), p. 1260.

Having failed through this first letter to recover the
poem, Lorca again wrote to Benitez on August 14, 1935:
"Querido Miguel: Hace unos di{as te escrib{ una carta

rogédndote me enviaras mi poema "“Crucifixién" que guardas



78

td. Como no he recibido contestacién, te lo vuelvo a
recordar, supliciéndote no de jes de hacerlo, pues es de los
poemas m&s interesantes del libro y no quiero que se

pierda."” Garcfa Lorca, Obras completas (Madrid: Aguilar,

1954), p. 1261.
49. Virginia Higginbotham, “The Son-Christ Image in

Poeta en Nueva York, Garcfa Lorca Review, 8, No. 2 (Fall

1980): 117, 118, 125N.

50. This is8 how Anderson justifies the placement of
Crucifixién” in PNY: The main source which Humphries
worked from in preparing his translations and texts for
the 1940 Norton edition was a typescript provided by
Bergamin which included several reminder sheets where the
texts of certain poems intended for inclusion were somehow
still missing. Lorca had no copy of "Crucifixién,” and
tried to retrieve the text in August 1935, but was
unguccessful. The reminder sheet paginated 67 in the
incomplete typewritten copy of the manuscript preserved in
Humphries’ papers therefore states ‘El poema numero [sic]
tres de esta parte se llama CRUCIFIXION y hay que pedir el
original a don Miguel Benitez [sic], Casa Fiat,
Barcelona”. Humphries’ assertion as well as a
reconstruction of the typeset allow us complete certainty
in placing "Crucifixién"” as the intended third and last
poem of section VII, immediately following "Cementerio

Judfo.” Anderson, "Evolution," p. 223.



CHAPTER TWO
An analysisg of the narrative structure of Poeta

en Nueva York must be preceded by a discussion of major

themes in the work. It is only through an awareness of
these themes that the narrative inherent in the book
becomes fully apparent. Lorca integrated his thematic
messages very closely into the structure of the poems
themselves, and an analysis of this sort will yield the
discovery of a new dynamiem and coherence in the work
which has been overlooked until now.

Three major themes permeate Lorca’s New York poetry:
love, oppression, and death. It is difficult, if not
impossible, to separate these themes from the poet’s
degcriptions of, and reactions to, the American
metropolis. These three themes are the same ones which
appear generally in all of his artistic creation, be it
his early poetry or his later dramas. Contrary to the

opinions of many criticse who viewed Poeta en Nueva York

more as an aberration in the corpus of Lorca’s work, the
thematic content of the work is extremely similar to
earlier and later writings. Calls for liberation and
protests against blind authority are as strongly voiced in

Poeta en Nueva York as they are in Libro de poemas and

Romancero gitano. The search for love is important in the

New York poetry as well as the rural dramas written later.

79
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Betty Jean Craige writes:

Poet in New York is a poetry of anguish and
outrage, a poetry of the solitary individual
isolated within a chaotic, hostile universe with
which he has no communication. The apparently
surrealigtic imagery expresses a very different
world from the Andalucf{a of Libro de poemasg; yet
the poetry reveals an attitude toward the world
that 1is not, finally, radically different from
that of Lorca’s early twenties. The poet who

(. . .) yearng for his innocence forever gone is the
same poet who raises his cry against the modern
dehumanized civilization of New York (1).

Even the poet’s own brother Francisco saw little
difference between Lorca’s earlier works and Poeta en
Nueva York (2). Many Lorca scholars confused his
innovative language and imagery, which Lorca drew from the
discoveries and poetic explorations of the European
gurrealists, with his extremely coherent and definitely
non—-surrealist perceptions of life in a modern industrial

soclety.

In his article entitled, “On the Relation of

Analytical Psychology to Poetry, Carl Jung describes a
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