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ABSTRACT

The present dissertation draws the comparison, based upon literary

structuralism, between Moliére's play, Dom Juan ou le Festin de Pierre, and
Byron's poem, Don Juan,- ;I.h;, an attempt to detect similarities which would--Jus
tify tﬁe identity of the titles, and possible differences.

The dissertation: bégins with é theo;retical chapter, emphasizing tha va
riety of judgements on the legendary character, dus both to tﬁe great number
of versions of the subject and to the fact that critics, 16 general, do not
refer to a specific Don Juan, Then .the twp.works are enalyzed and contrasted
in regard to theme, plot, characters, and the literary gerires used.

In the conclusion, the similarities detected are synthétically present
ed, as well as the numerous differences, meking it evident that Molieére and

Byron .used two different approaches to the same theme.



RESUMD

A.presente dissertagac efetua a comparagac, com base no estruturalismo 4

terario, sntre a pega de Molibre, Dom Juan ou le Festin de Pierre , & o poe-

ma Don -Juan , de Byron, prucurando dstectar as similaridadss: que Justifigques
a identidade dos titulos, assim como as possiveis d:lferaﬂ;as.-:‘

0 trabalho principia com um capitulo tedrico, ressaltando que exists uma
' diversificagao de julgamentos quanto ao lendario personagem, devida quer ao
gzinde nuameroc de vérs'ées sobre o assunto, cuanto ao fato de os criticos, em
-garal, nao se referirem a um Dom Juan especifico.

“Em séguida as duas obras ss0 analisadas e contrastadas do ponto de vista
do tema, do enredo, das personagens, e dos geéneros literarios utilizados.’

Na conclusao, ss0 apresentadas, sinteticaments, as similaridades encontra
das e as inumeres diferencgas, evidenciando‘zquevlblll’ere e Byron realizam duas

abordagens distintas sobre o mesmo tema’



INTRODUCTORY

1. Statement of Purpose

Sincs our f’irst‘ lreading of wron"s Don Juan we were struck by the
satirical tone of the poem which differed completely, at least apparently,

'frqt_a_z_"_lb_li’ere's Dom_Juan ou le Festin de Pierrs, a play we had previcusly reed.

Thus, the purpose of this dissertation is to establish a parsllel between Mo
liere's play and Byron's poem, in an attempt to depict the two authors®' ap-
proackh to the theme of don,jﬁanism. Starting with the anslysis of tha theme
provided By some theo:'isfs, we wiil campare Moliere's play to Byron's poem

~ in regard to the plot, the litersery genres, the main charscters, the treat -

style is not intended since their use of two differént narretive structures-
poetry and drema- makes it impossible eny Damllelism‘ in this field,

it is necessary to state that it is not cur aim to compare either - Mo~
11dre's Dom Juan to his other plays, or Byron's .poem to his other poems, but

but to compare one Don Juan to the other, trying to depict similarities and

" differences between the two.
In an attempt to drew the evolution of the theme we will occasionally
refer to Tirso de Molina's E1 Burlador de Sevilla y Convidada de Piedre, as

the first literary version of the subject.

2. Methodological Aspects
' Adopting Benedetto Lroce's viewpoint that " the advantages brought



to poetry by the knowledge qf the authors' Dmofical lives are neither many/{
nar irreplaceable, nor irrecovereble®{1l), in this paper we will follow nei -
ther the biogrephical approach nor the psychological ol'fcef,~ restricting ourssl
ves to the texts themselves. | |

The cr:!.t:l.r;al review is intendad as an illustretion of the diversity.of"
approaches and viewpoidts in what concems Moliere's play and Byron's poea
and it was not teken into account by the» author in the process of writing
her thesis.,’ &ince the l;n‘l_:ical raview was done .eAlg__"ter the completion of the
chapters and thq conclusion any resemblance of dpin:_l.on will bbe a true coinci-
dencs.

As far as possible we wi}l use original texts for bibliographicael refer
ences and will 6n1y translate intoc English the quotations in Portuguesa.

References to Lord Byron's Don Juan will give canto andb stanza numbers;
ths text used is that edited by T; 6. &teffan, E. Steffan and W.W. Pratt, Pen
guin Books {London, 19‘?'7); Rafergnces to, Tirso de Molina's play will give act
and scene numbsrs: the text used is that edited by Editoriai Sapsna Argentina
8.R.L. (Buenos Aires, 1943). References to Molisre's Dom Jusn will give act
and scene numbers; the text used is that edited 'by Libiaird.e Larcusse—~ Nou =

yeahx Classiques Larousse (Paris, 1965).

3. Roview of Criticism

So much has bsen writtem on tha theme of dm:juanism. and specifically
on Moliére's Dom Juan ourde Festin de Pierre and Byron's Don_Jusan that we had

to limit our review to those criticsof the last twenty years who hava dealt with

the same topics of the two works we did. Many more essayists and critics have



written about those topics but we hed to restrict oursalve; to those works

which we found both interssting and accessible. Nevertheless we didn®t find
any references to essays or books which compared Moliere's play to Byron' s
poem». We did find some parellelism between the first one and Tirsc de Mpli-

. na's E1 Burlador de Sevilla.y Convidado.de Piedra which we shall elso . -com- - -

ment upon.
In faci:. the Don Juan character seems "inepuisable® and, as Weinstein

. Bays,

* he can't be completely defined. He defies
any ettempt to put him into a brief class

ification and even logic has to yield when
two diamstrically opposed views of him are
pr-ésented. both of which seem to be at
least partially right."(2)
3.1, Moliére's Dom Juan
- 8lnce 1t—was-—fi#sb— performed, in 1665, Dom Juan has provoked a
lot of controversy. Considsred by few a morelistic play and by many an eu -
‘logy on vice, the play has, however, kept its fascination, Critics have
showr: different end opposed viavé of the main character, Dom Juan:
Buicharmaud (3) considers him a happy but a monomaniacel man,con
fined to his own person, a:priscner-of his own being, who exists: through -
his concuests. According to him, Dom Juan is beyond morelity, neither a de~
vil nor a. free-thinkar.t |
Roger Laufer (4) also sees in him é slave, a slave'.of? his own de

'sires, Despite being wicked, hypocritical and witty Dom. Juan would bs a com



mon seducer, divided betwsen rsasoning and passion.

Fr;ncis L. Lawrence (S), on the other hand, visualizes Moliere's
hero as & farce villaein, a devil, whoee worst vice is caloulated cruelty.Ac
cording to him, Dom Juan's wickedness contrasts with Sganarelle‘'s mmlib.

Aobert Nelson endows Dom Juan with idealism, According to this
critic, Dom Juan is a kind of humanist, who eesks self-definition in action.
He refuses to deceive himself and seduction is only a game for him. He aslsc
pPresents a unity of character since he doesn't repent and his honesty con -
trests with the other characters' apparent adaptation to social conventions.
His hypocrisy would be a temporary saelf-denial due to sociel restraints to
his freedom and hie death would be just en instrument of self-assertlon. By
resisting God Dom Juan achieves * his fullest dignity as a man"(6), Nelson
concludes,

James Doolittle also sees through Dom Juan's seduction a philoso

phy: a free~thinker and a libertine Dom Juan fights

* the subjugation of the individual to the:
gane;él, of the essential to the super =
ficial, and the restriction of human as=-
Plrations to fit conventions which are

artificial, abstract, and therefore in-
human. " (7)

Accox"d:l.ng to the same author Dom Juan seduces in order to dominate and mas-
ter beauty since his "criterion of beguty is the functional excellsnce of
the beautiful object.”(8). He goes from one adwenturs to another because,

»

as a human being, his natux;e always demands ‘more than the event can provide,

Bat Doplittle finds another side of his seducing activity: by seducing



woman and overcoming difficulties Dom Juan proves his superiority over the
rest of nature, and his deeds are those of a congusror's.
In *"Moliére's Festin de Pierre® the author presents Dom Juan .as

® an gver-refined sansualist who tries to

prolong the preliminaries as much as pos
sible and for whom fulfillment and sati
ety have becoma synonymous®(9).

T - - cee - -vAocﬁrdingvto this author, Dom -Jsan usss hypocrisy 83' a means, and
discardg_ God, marriage, parental authority and conventions in order to attain
his main goal- pleasurs. ‘

Will 6. Moore (10) endows Dom Juan with intellectusl daring: he
refuses to be dominated by what he doesn't understand and sets himself apart
~ ::.-.  and above the rest of" :tumnity; as if he were a god. Thué-. the is ‘punishod be=
| cause of his capital ein - pride;
| Alvin Eustis (11) and Francis Lawrence, howsver, don't consider
Dom Juan so self-sufficient. Eustis says that he is agg:ma;y sensitive to
fds public image and afraid of appearing udiwioué.wm«z. methods of seduc =
.-v,t:lon.,revaai a bourgecis, he says, and.his lovs of ‘libex'ty and his fleeing of
entanglements make him depend upon his vélet. Francis Lawrence sees in Dom
Juan a man more seduced than a seducer, since he surrenders‘to attractions
that render ﬁim powerless. Has is, Lawrer;ce Qdds. a libertine of flesh and
mind, who rejects 111um1nét1m and doesn't repent.( a Faust?) His aim is to
~abolish time. and-live -in:-the:presentj,:and_,sﬁch an ambition reduces him to a, -
human parody of the dm;on:i.c. His acceptance of death is nat considered staic

by Lawrencs, but only



" his c;ustomaxy acceptance of the chal
lenge offersd in the instant."(12)

Julegs Brody emphasizes BDom Juan's mastsry of languags::. He is a
»creator of illuaions® (13), he says, and because of thi;e, gift he manipu}-
‘atas paople,words, circumstances. Conscious of the chaos of the world Dom
Jsan :i.s its amusaed spectator, and his"being is in perfect harmony both with
his aims in 1ife (complete freedom) and with ths chaotic dispe’nsation of
the world®(14). His sensuality would be only a symptom of his aspiration to
total fregdom, and his death, a punishment for his rejection of the princi-
ple of constraint itself, he concludes,
| In his exotic article about Dom Jian Lionel Gossman {15) empha=-
sizes zthe hem's.; passivity. According to him Dom Juan tas no aim in life ex-
cept to achi'a'\ie"jabsolute superiority over others. He tries to prove his
superiority }by humiliating - - others (Sganarelle, Pierrot, the beggar), and
is guided by his impulses and desires. Not a real sensualist, any woman ap -
_peals touhin oncé she loves or is loved by mmw else. The object of his
seduction is not only ' woman but elso . man, he says, and God ud.j.l be
his last rival. Gossman explains Dom maﬁ"s inconstancy as a Prustratio: he
wantg to _be the master of a free siave and never attains his end becguse the
wo@n. when seduced, becoﬁas an object in his hands., Bossman sees in Dom
Juan's mean activities and in his Mial language a caricature of the ha-
roic' Baroque -parsonal:l.ty.

Christine Gergy (16) sees in Dom Juan®s conception of love his
"art de vivre®. He is 1ﬁcapable of idsalism, she éays, and he accepts death

because it is the only way for him to find a proof of God's existence.



For Alfred Simon (17) Dom Juan's seddctim is a way of grasping -
the universal; to the ignorencs and feﬁr disguised in faith Dom Juan opposes
the rigour of sclentific proof, but the price of his consciousness is g0l =
itude, he 'sgys. |

Critics do not diverge only about the charecter of Dom Juan, but
also about events and other characters of the play. Thus, whsreas Gossman
interpretes Dom Juan's revival of intersst for Elvire as a wish to reduce
her because she was able to tear herself away from him, -Janeé Doolittle in-.
 terpretes the fact as Dom Juan's sadistic wish of witnessing her surrender
to him again.

The fact that Dom Juan doss not perform any seduction within the
Play has also provoked ssveral interpretatians. Gossman says that it reveals

his lack of sensualism and his desire to dominate people. In Moliere's Festin

de Pierre {en essay with no indication of author, publisher or date) the au-
thor attributes the fact to diema restrictions;

®...the day-by-day attack which Dom Juan
employs cannot bs conveniently demons -
tratad in the confines of a play, The
only possible way of showing Do Juants
stretegy in action would have been to
.1imit the portrayal of his character to
a relationship vd.th' one womén, but in
that case Moliers could notwhave used
Dom Juen to deé:lct e social typs - the
libertine."(18)

In fact, the last argument ssems to be irrefutable.
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The ending of the play has also besen the object of much discus- .
sion and many interpretations. Lionel Gossman gives two possible interpre-
tations: since Dom Juan is only another actor in the comedy, he says, he
could only be condemned from bayond his own socliety; for lbliére's.aud:lmca.‘
an thé other hand, it must have been a satire on the feudal Christian and
chivalrious ideologies;‘:

qames Doplittle seas in the stone-statue a supreme mockery of man,
~ whersas in "Moliare's Festin de Pierre™ the .authﬁr sees it as

* a convenlient and effect-producing
-deus ex machina®(19).

Francis Lawrence considefs Dom Juan'’s death his own rasponﬂbi—
_ 11"2); for having refused tp experisnce anagnorisis. His damnation would be,
tharafnn, gmtescpe.

will 6. Moore thinks that Dom Juan's death shows the limits of
| humanity, and Alvin Eustis considers it a punishment for his pride and vani-
ty.

Jules Brody visuglj;gay Dom_Juan's ‘daath as an evidence of his
supsriority: |
“"6od proves to be the only adversary
worthy of Dom Juan®(20),

he says, since the human institutions failed,

Robert Nelson seems to egres with Brody in what concems Dom
‘Jan's superiority. According to him Dam Juan®s refussl of God ;ls a way of

—

self-assertion for him, and it also shows that he reassumed his ideals of



fresdom and humanism after a period of hypocrisy. The statue~ghost would sym
tolize a reproach directed at the supernaturel for using brute force to over
whelm an equal advex‘aaijy. |

Roger Laufér seems to be more objective, in assertipg tlaaj: ADom
Qian's death proves that he lost the gams and that Sganarslle's common sense
pm@ to be right,

Even Sganamlle.Adom.uan's valet, has received several interpre-
tations. Soms, like Guichamaud and Christine Geray shars the opinionlthat
Sganarelle feels inexplicebly attracted to his master and thus exists through:
him, F.L.Lawrence thinks that he is tha ironist, not jl:hé master.

Jules Brody sayé that despite the fact that Sganarelle has no il=
lasion about Dom Juan he respects him and even imitates him occasionally,.

' Mollie Gerard Davis {21) recognizes in Sganarelle an agent of com
ic effect and a transmitter of tradition. Will Moore adds that he expresses
~ the morel sense of the auqiéme._ Though kind and human, his utmast values -
era his personal safety and _mone}", &111§ Davis remarks.

Whereas Alvin Eustis considers Sganarelle.opportunistic, Lionsl
&)ssmn thingf that, despii;e his fascinatiqn for his master’ hé succeeds in
pfeserving his own indepecid_ence. | |

| Lgyrem_:e mal;_es“;n interesting remark about Sganarelle's enslave
ment to physicél- ug'ges: he finds it an echo of his mastex"'s bondage to pas—
sion, |

Alfred Simon considers Sganarelle Dom Juan's sole -chance for di-

alogue.

As we have tried to show, the opinions about Moliere's Dom Juan
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are so varied and cantradictory that we will not teke them into account in .

our analyses.

3.2. Molina versus Molisre

In his essay Jules Brody refers to Molina and MoliGre depicting
a difference bastween tha two. In Molina's play, he says, at tt;e snd the or ”
" der is reestablished through the king's interference agd thres ma_n'iages;'gg A
cur, Therefore ‘the damage caused by Don Juan is repaired. On the other handy
in Moliere's play none of Dom han's victims benefit from his death: Elvire
stays in the convenf', her brothers don't redeem their honour and Sganarelle
_doesn't get. his wages. Therefore; Dom Jman's wrongs have not been righted. o
Gértainly, Molina's aims were more morelistic than Moliere's.

In "Molieére's Festin de Plerre” other differences betwsen the two
plays are pointed ocut: ﬁ:l:laa_'s hero 1is les‘s intellgc'l;ual but he _has more
passion than Moliere's hém; El Burlador also measures swords, but with a
God in whom he baiiﬁas and who is constantly made pmsént. whereas Molisre
. has his Hero fight an :I.dga he doesn't beiieve and face only the disapproval
of his socistymhich is not littls, Whereas thars is a lack of self-axplana-
tion in Molina's hero, Moliere's conveys his religiéus skepticisa and cool
reasoning through words; the second one also shows a philosaphy, whareas tﬁe
f:l.jst one doesn't present any explanation for his seductions. The author of
this article al= notices a difference between the female characters in Mo-
lina‘'s and in Moliare's: | |

“e.o.they are aeither coarsely deceived or have

selfish motives for giving in to the Burla -
dar~(22),
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be says, whereas Elvire is " a woman af real worth®(23). These are two re-—

dical judgements that would demand some discussion if our basic aim wers to

compare Molina'’s El Burlador to Moliera®s Dom Juan.

3.3, Byron's Don Juan

In this review -é will show some critics' and essayiats' opinions
on what concems Don Juan. with regard to its main character, mantic char-
acteristicsj genre, the role and tha importance of the narrator, the female
characters and plof.

Though most of the critics emphasize the ideas convaeyed through
the digressions of the narrator we will focus upon what they say about his
role and his importancs in the structure and tone of the poem, since it is
not our aim to discuss BymnA's :ldeaé on life and man, but to compare his
paem ;:o uoliére's play.

AF:lrst of all we realize. that most critics rely on Byron's latters
v(and epm_meﬁts’f .3'.' approach we have gvpiééd in our dissertation. Nevaz:theleas,
ch diff_e,x@anf ways some of our conclusions saem to mtch v'thsirs.

Conceived as an epic and given shape from 1818 to 1823 end left
mfinishéd,' 8yron®s poem amuséd mch discussion since the publication of
its first Canto,

In his article "Byron and the Epic of Negation®, Brian wilkia(ga)
 states Byron's debt to the epic tredition, end the unheroic quality of the
poem. Nevertheless, he says, tha poem is not simply mock-epic. And he goes
on furmmishing examples of Byron's intantional ﬁagation of ;ﬁehe;ai;: ualities

a deliberater absence of pattem, the use of comic modc-?apid in the mocking

of the epic as a literary mode, the mocking of heroic performance snd hers
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eism; ironic adaptations of more specific traditional epic davices; the noth:

ingness of heroic deeds; the endorsement of love as the altemative to war

“thus reversing the antifeminism which is implied
in one form or another by almost every tradition

al epic*(25),
he says. Mr. wilkie dbesn't_ seem to realize that the qualities he pointed
out are _fhe characteristics of the mock-spic, as we will see in the course
‘O this dissertation, and that the negation of the epidis, in a way, the
mock-epic.
Francis Oocherty, 'in his book Byron, z_-ef’ers to Don Juan as a come
ic poem but sesms to giv‘e its es#ent:f.al mack~epic qualities:
" «.othe grandilo;;ugnt language and theatrical
. gesturingaretempared by burlesqgue end mock
ery"(25), |
he says, and that
*Byron wants us to recognize it as an epic poem, a poem
of the highest serigusness, 'accoz-didg to tha canons of .
‘lit.emtum.inhexﬁ;teﬁ bythe Western World from its clas

sical progenitors. And yet this recognition is an iron
ic recognition that this poem is not en epic..."(27)

_,..A. B. Kernan, in "Don Jueh", recognizes some remnants of true e-

pic in the poem, but, on the whole, he says,
"the epic is invoked only for purposes of mockery"(28)

In his essay Keman enalyses the satiric;.comic and tregic qualities of the

poem whose true subject, he says,



#{s8 freadom: and the oward flow of
all life~*(29),

‘all - Presence of the narretor.

W. H. Auden, in The Dyer's Hand & Other Essays, in a guite super-
ficiael anelysis of Don Juan, declares that the poem is a comedy and not a

satire. According to him,

*satire would arcuse in readers the

desirs to act so that tha contra =

dictions disappear; camedy would

persuade them to accept the contre

dictions with good humor as facts

of lifg egainst which it is useless

to rebel-. (30)
In our chapter on genre we will discuss the satirist®s aim which doesn't
seem to be what Auden states.

Wilkis; though apparently unconsciously, seems to perceive Byron's

‘poem as a satire. He points out its satirical devices without naming them
as such:

"Byron repeatedly throws the reader off balance .by

his notorious habits of digression and of incon -
gruous tone-shifting*(3l),

A he says. He recognizes thét Byron seems to expect nothing of
*so fraeil a being as man" (32),
‘without realizing that man is Byron's ultimate target of criticism,

John Jump ssems to bslieve in Byron's proolaimed spontaneity
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and improvisation::

*So far does he seem to te from having
rehaarsed or even planned his narra -~
tive that before long he has to recall
himself from a wrong treck (33),

and

*"His manner of expression appears to he
ecqually unpremeditated~({34).
George Ridenour (35), in a more acurate analysis, sees Byron's
spontaneity as the conseguence of pains. Wilkig alsc sess the poem as

“calculatedly f'ox‘l‘ess.-.'_:‘ assthetically
and in its ideas"(36) '

However, neither Jump nor Ridencur view Byron's "apontaneity® as a satirical
device. |
Keman also points out the satirical elements of the poem: its
presentation of a world with a vast number of persons, objects and actions,
a hypocritical and 6om’used world
"where men seem determined to destroy
themselves®(37);
the revelation of the laham ﬂ;f civilized 1ife; the truth about individual man:
and human institutions; the attack on hypoﬁrisy, stc.
In what concerns Byron's romanticism Meurice Bhwra_ ec‘aphasizes its

absence from Byron's Don Juan. According to him

*Byron differs from the authentic Roman—



tics not merely in his low estimate
of the imagination but in the pecu-

liar quality and power of his wit.®
(38)

He adds that Byron criticizes the romantic outlook bacause he sees that

*human beings may have bteautiful dreems
but fail to live up to thiem”.(39)

He also sses another antiromantic charascteristic in the poem: Byron saw and
spoke about the helplessness of man before nature, instead of sesing it on~
ly in its gentler moods. Nevertheless, Bowra sees Byron as true to the Foman

tic outlook

*in his devotion to en ideal of man
which may have beem no more then a
dream, but none the lese kept his
devotion despite the ordeal of
facts and his own corroding skept
1cisn"(40) |

Francis Doherty, Kemen and Leslie A, Marchand detect a vestige

of romanticism in Haidée's-episode. According to Marchand

*Byron allowed himself, in telling their
story, to quiet his .cynical concapt of
love end depict almost without interrup
tion an ideslized portreit of young love,
all innoccent end fres from the corrupt-
ing influence of conventional and..sophig
ticated hypocrisies.*(41) |

Frederick L. Beaty, in his essay "Byron's Concept of Idesl Love®,
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detects other romantic charecteristics in the poem. The first one would be .

the importance of nature as man's salvhtiqn and naturel hapitat veraus eco=
nomdc anﬁlpolitina; contemporary society..fhas is evident, according to him,
16 the figure nf'ﬂaidée ’ who has remainsd combletaly uncorrupted, and in =
directly in the figure of Lambro, who

wgymbolizes the tyranny of a predatory

materialistic societyv(42).
The other characteristic of romanticism he recagnizes in tﬁé~p;e;_is'the i—
doalized love batween Haidee and Juan which is mt as the union of 'souls,sap_
ses ana hearts, hesides its panthsistic treits, |

xéman visualizes Haidde as a tregic heroine left with the tragic

choice. She would be one of the tregic ela@ents of the boam, the other being

.the narrator whose situation
*is more desperate than that of older
tragic figures*(43),

since he is tha major charscter of the poem but disembodied.

The importance of the narrator is emphasized by all the critics
who deal with the subject. Kernen contrests his disillusioned view of life
to Juan's lack of consciousnaess. According to him

"the narrator has no hope of msaning-

ful action bscause he finds the thi-

verse itself ultimately meaningless”.
S (aa)

Whereas Kerman points out thé narrator's “startling contredictory

statements about 1ife and people"(45), Marchand seys that he was
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"sincere and fairly constant in his
" fundamental points of view and at-
titudes toward the world and life

and experience as he had known :l.t"( )
. ! . 46

Auden says that

- "Juan is only a convenience: the real

hero of the posm is Byron himsslf®,
(47)

Most of the critics agree that the narrator's voice is Byron's
and Jump says that

- 'cr'itioal theorists rightly disen—
courage us from simply assuﬁiﬂg the
idantity of post with imagined nar-
rator, but in this particular in-
stance the scrupulou& dissociation
of the two brings great inconven .-
1encés and mo advantages. As a mat
ter of biogrephical fact, Byron e-
vidently thought of himself as speak

ing with his own voice in Don Juan®
 (a8)
Whereas Marchand sees the poet-narrator and Juan as two separate entities,
k&orge Ridenour notices a narrowing of the gap between the two as ..uan 8 -
yalves from imocénce to experience. According to this author, in the Eng-
lish Cantos Juan rises to ths level of the persona (the narrator), v)hic'h pra
duces a |

=tightening of the action thersby a-
chieving a coherence and unity at



~once psychologically and artistic-
ally effective.~ (49)

Ridenour also sess in the figure of the narrator aen organizing
. sgent of the poem, and Jump adds that he is

*the sole sffective unifying factor
in Don Juan® (so)

In the anslysis of thehcentral charscter of the poem, Don Juan,

the authors emphasize unanimously one guality: his passivity. Auden says that

"far from baing a defiant rebsl against
i_:he..laws of God and Man, his most cons
picuous treit is bis gift for social
conformity” (51), '

and wilkie emphasizes his "failure to have a mission". »(5.2_)
Keman says that

‘"he feels passionately, acts directly,
moves with grace and sase through the
flux of existence, but- he does not |
know what he is or does", (53) |

for he is thoughtless and lacks nemory.‘ Since he is lucky, for his troubles
are only temporary and tum out to be good luck in disguise, Kernan consi-

ders him a comic character.

Francis Doherty sees Don Juan as

"an object of sexual desire on all sides,
from the harem to the sisge of Ismail on
the Danube, fighting for the Russians s>

gainst the Turks, from the Danubs to the



19

imperial court of Catherine the Great,
and from thence to England (...)and

he remains the passive tool in the hands

of fate and his oreatar®(54).

Whereas Marchand and Jump detect no ewolution in the character whn,
according to Marchand, remains

"an almost static fictional character,,
not develdping like the hero of a Bil
dungsroman, not molded by the environ
ment or chameleon-like * - taking on
its colar" (55),

Ridenour notices a certain evolution, from innocence to experience, in the
English Cantas,
Varchand sess in the figure of Don Juan

"gssentially a norm against which to
view tha absurdities and unreason of
the world® (56),

and Francis Doherty considers him
"a peg on whom Byrom can hang reflec-
tions and éoral pronouncements, a way

of tapping off soms of his own moods
and responses® (57).

‘Wilkie remarks that 'ayrdn's aim was aimlessness and his message
relativistic skepticism”(S8), and that

"Byron wanted to create a poem that was

deliberately and in every sense incon-

clusive, since he wanted to show life



itself as ultimately without meaning,
despite its enthrelling varisty and
the high flavour its particular epi-

sodes could have (59).
Keman also doubts that the posm could ever have heen finished,

. In what concerms plot Francis Doherty defines the poem as a pica=-
ras.que'tale in versse, Kernan, however, says that it provides a comic view
of experience due to its

“particular rhythm ef existence, etermally

in movement like the(ceaselassly changing

waters of ocean® {60).
Hae seams to believe that thers are real changes in the plot, a point we shall
discqss later on. Nevertheless, he empbasizes the plot as an important vehi-
| cle which gives

* a loose continuity to the rambling
. —--collection of stories and digres -
sions® (61).

With regard to Byron's view of the woman Maurice Bowra thinks

that he

"takes a lower view of men than of women,
and seems to think that men are incapa-

ble of real constancy and devotion” (62)
Frederick Beaty remarks that in the Haidee episode love means mors to her -

then to him and that in. time of crisis she seems capable of greater sacri- ~

Il

fice than Juan,

We shall deal with these topics in the following chapters.
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1, DONJUANISM

- ..In this chapter wo shall see what is generally conceived as don-
jusnism. First of all we realize that Don Juan has trenscended litersture
and haoomé a popular theme. me“his first version, writfen by Tirsc; da Mo-
lina, up to ths Fbméntics‘aﬁd Bermard Shaw, . he has lost his heroic quaii-;
ties in such a way that Otto Rank (1) considers the theme exhausted. Accord-
ing to Welnstein

"the absence of a universally acgeptéd Don Juan

version accounts for both the strength and'wea_lf_
ness of the legend®., (2)

The Pact is that Don Juen is "all things to all men" '(3) ¢ either the ideal=
Saaken:or the calculating seducer; either virile or effeminate, either tize
devil or the bringer of happiness; either the individualist or the "révolté"
against bourgeois society. This variety of judgqments is due not only ta the
several versions of the subject that exist{y)but also to the fact that theo—
rists, in general, do not spesk of & specific Don Juen but of a mixture of
Don Juens ar even of a Don Juen they have crested themeselves, having in -
dulged in pure fantasy. This is v:ﬁat we are going to try to show by analyz-
ing four autmr-sg kierkegéard (4), Denis de Rougemont (5), Otto Rank

and Albert Camus (6).

1., Kierkegaard's Thaory

~ According to Ki_erkegaard@x.*),the idea of Don Juan belongs to

(*) See Appendix.

(.**) Kierkegaard bases his analysis upon Mozart's opera Don Glovanni

-
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Christianity and through it to the Middle Ages. Chzistﬁanif:y brought thas se=
paration between flesh and mind and Don Juan would be the spirit of the flesh.
1. a., sensuslity. He represents sensuality, the enemy of the spirit.
In the Middle Ages the spirit abandonet the earth leaving it open for sensu-
ality end Don Juan would he the elder son of fh:l.s kingdom of éensuality. .Th:l.s
kingdom is not a kingdom of sin because it lacks reaéoning. When reasoning a
rises sensuality gets an aspect of the demonic, as something that must be des
troyed, and then Don Juan is killed.' |

Kierkegaard establishes a parellel betwsen Faust and Don Juan. Ac
cording to him Don Juan is the expression of the demonic determined as sen-
suality; F‘ausf is the expression of the demonic determined as that spiritu-
elity the Christian spirit excludes from itself. In other words, Don Juan is
energy, neither planned nor reflected, whereas Faust is the consequence of
-reﬂect_ian énd conscious det;is:lon.‘ Faust is at ‘the same time an idea and en
individual because he has bath elment;. the spiritual and the Adémonic, con=
centrated in him, wheraas% Don Juan is essentially an idea and so is unde =
_ﬁha&. Heb:l.s life and strength, a perpetual becoming., |

According to K:lerkegaard., Don Juan is amorel. The obqéqt of his
desire is smsﬁalj.ty, but he is ﬁot conscious of his deeds, he doesn't plan
his conquests, he doesn‘t use grtifiges& 'll?ha‘rafo.re, he is not a mél seduc=
er. He desires and his desire has an effect of ;eduction. he says. Once sat-
isfied he searches another object, i.e., another mm.wh;ch stlov;s that hs
is never reaily satisfied, He is not witty, he doesn't knou haw to spesk
persuasively, whereas Faust uses his spirit and lies.’ Faust's objective is

more than. sensuality end the seduction he berﬁoms is planned, so that the
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pleasure he fesls is more of the reasoning type. Ha seduces one girl and
’destmys her wcb more than Don Juan doss Vto the swéral ones he has con =
quered.

According toKierkegaard the idea of Faust had several interpre-
tetions but he never found and never will find an interpretation in music, as
Oon Juan didl.‘ And he explains why:‘ Faust is a''concrete idea, an individﬁal,
whereas Don_ Juan is a ul;tivarsal.and thaerefore, abstrect idea. He will live
forever due to the abstract character of the idea, and only .- music can ex
press him perfectly. Being a natural, indefatigable and demonic strength, for
he is passion, he can only ha ‘thought of as music. If he> is tmught of as an
individual he will be cunsidax;ed funny end ridiculous, because of the ﬁuu -
ber of his seductions, but thé number of his seductions bsgomes important if
he is concelved as a force. H:Fs sensuality is a principle, ha lacks spirit
and fs only flesh. He énean“tilwerne women but all the women bacause his
love is seasual and not psychical. His love means rapetition, 'a'swmning up
of mments.‘ Ha is always triumphant and never doubts his success, The es =
sential f’dr him is femininity in its abstract sense, Therefore he seduces any

women, whereas in the psychic love the individual charecteristics are im-
portant. That explains why . - music is his ideal means of expr;essioa- o is
more abstract than lenguage and it expresses the universal, not the indivi -
dualy |

_ The strength of Don Juanfs seduction lies in sensual desire. He
.- desires-all-tha womanliness in evary -woman and, happy or unhappy, none of
them would réject a moment of happiness with him. Only - ausiey @zaﬁ's

Don Giovanni, can express Don Juan®s seduction, his joy of life.
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Language, Kierkegesard says, can express the artifices of & ration=-,
al seducer, but not the vifal.strgngth af Den Juan. Not even - . dancé could
express him, for he is an ida&, a.symbol.

Acéoxding to Kierkegaard, Byron jt:ried to interprets Don Juan through
language and failed. By making him an individual, with family and infancy,he
des;myed his_ ideality. In the opera Don Juan is the infinite of passion, the
endless stxﬁngth which nothing and nobody cen resist. Once imagined J;ikei
an individusl Don Juen faces complexities and difficulties which demand the
mad_e;-'s attmfion and so. he bscomes interesting. and comic whan surmounting
all the difficulties. |

Kj.erkegaard establishes an inter_'esting difference between seducers:
the musical Don Juan is the éxfensivélseducer, who appﬁciates_ the satisfac-
tion 6? A_his desire; the verbal Don Juan is the intensive seducer, who réasons
and plens his seduc'tion‘g and who appreciates not only the satisfaction of
his sensual desires but also.treasom and intrigue. What the intensive seducer
réally enjoys is a reflection of plwéé&;?lre; his seduction 15 a work of art
and c;n.a sola conguest is enough for Him, sinc_e the way he concuers is impor—
~ tant. The important thing for the extensive seducer is the seduction itself, _
not wham or how he seduces,

Kiezkegagrd attributes. to Mnli"ere's influence the fact that tha ma=
jority of the iﬁtemrgtations of Don Juan are comic. If oﬁa cannot satisfy
one's passion, he says, the rasult can only be tragic or comic, and if the

idea seems unjustified the effect is comic. (k)

(%) In Moliere's play Dom Guan's love for a woman lasts such a short time

that he cannot suffer from a refusal; and since he is not aware of his .
mi sdeeds death loses its aspect of punlshment.
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In order to prove his theory of the superiority of the opera o=
var the literary intem_retations of Don Juan thé author establishea a par-
allel batuaen,ﬂoliére's play and Mozart's opara: the scene; at the begin-
ning oé the play, whers Sganafella defines his master correspomds to the:

‘waria of the servant® in the opera.Whereas the first one is comic, he says,
the second one ravaals-tha demonic power of seduction of Don Juan. The i -
nal scene, with the commender, in Moliéra's play, is considared A 8§andal by
Kierkegaard: as an 1ndividua1 Oon Juan doesn't need an extra pouefltar be
destrayed, ﬁe éhouldAbe defoated by a trivialfforce; In the opera, howevsr,
he cansiders_the prasence of ths statuélcompletely Justified: ms a force; Dom:
Juan coaid‘anly be defeated by a mors Dowerfﬁl force.

Kierkegaard alsé cuiubares Leporello, Don Giovanni's valet, to Sga
marelle, Den Juan's'Valet. Accorﬁing to hiﬁ one can undératand why taporﬁllo
doesn't abandon his_mgSter;(Don Giovanni, as a fbrcq,attracts him inexorably)
but one cannot understand why Sganarelle stays with a master who doesn't sven
pay him his s;lary, einp;_ths twe of them are énly'individuala.

Kisrkegaard bomts out another aspect, which he considers nega=

- tive, in Moliere's Don Juan: Sganarelle tells us of his conquests but Don

Juan is seldom seen seducing a woman, whereas in the opera nothing is told

and evbzything is performed,

Wae comg to the conclusion that fﬁr Kierkegaard donjqanism;would
be‘sensuality, passdén. vital strength, in a word, an abstract idea. Never-
‘theless,-ye-realiza that, although he refers to the tradition of Don .nén in
order to:qémuara it to Mozart's opere,he doesn't make a clear referance to
it. One wonders which tradition he maans,

We also notice a mixture of points of view in his essay: somg =
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times he refaers to the music and sometimes he refers to the libretto of the .
opera, 1. 8., to literature. It is -clear that the music is all important for
him, and he seems to regject the value of literature, at least in what con -
cems Don Juan. But how could the opera have been composed if Mozart did.n't
knﬁw about Athe tradition of Don Juan?_ And if thers was a - tradition it could
only be oral. Kierkegaard doesn't refer to Lorenzo da Ponte, who wrote the
libretto for Mozart, although he does meks allusiens te the librette.

It seems almost incomgruous to us to compare two dif’f’erenf types

- of art. Music and literature have different devices end it doesn't seem fair
to compare them in terms of valua.“

In the parallel Kierkegsard establishes between Moliere's play and
the opera we notice some interesting paints: it is true that Sgénamlle re-
ports the majority of the eﬁants whareas in thg opera théy are ber?ormed,
but the scene with the tailer and the‘ scene w::.t:b Charlotte and Mathurine, in
lbli‘ere's, don't seem to us only a common dramatic intrigue: they revsal Don

war:a's intslligaﬁce end hie power of psrwasién.On the otljer hand, im the ope-
ra, as in Molina®s play, Don Juan uses artifices and disguisss,which indi-
cates planning. In Molisre's, however, he is always himself, at least in hs
conguests; he has his own psychology. This seems to reinforce Kierkegaard's
remark about the individuality of Don Juan in Molipre'splay end his universalism
in the opera, but it goes agaiﬁst Kierkegaard's asa;mtion that only a deep '
psychological character in literature could have the same idsality as the Don:
Juan of the opera. A deep ps}chologi_cal character, 1;1: seems to us, would be
unigue and not universal, | |

If we compare Da Ponte's libretto with Molina's El Burlador we-
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notice much similazd.f:y between them, in the plot as well as in the central ,
character. Don Juan is, perhaps, a little more malignant in the‘ second éna.
If; seems to ué that Kierkegaard's theory about the powsr of music to express
passion is acceptable but the character he views in the opera seems to be
a creatiom: of his own imagination since it is not the character wa find in

the libretto of the opera, in Byren, in Meliers er in Melina.

1.2, Otto Rank's Theory

Otto Rank. bases all his analysis upon a supposed traditional leg-
u;:di'tf bon Juan, Ha doesn't analyse tha Don Juan we find in litersture, .but
-he applies fo the "legendary” character his knowledge of custams and tradi-
tions of primitive pecples. In fact, the earliest accourt of Don Juan goes

back to 1630, when Tirso de Molina published his E1 Burlador de Sevilla y

Convidado de Piedre. It is supposed that there existed a popular legend 1ab.~
out Don Juan _but thers ars no vestiges of it. What Aank does is to try to
trace it, following the traditions of nations anﬁ also applying the notion
of the double., He ;ayé that histery registers the existence of a man in Spain, '
named - Don Mlguel de Marena, who led a luxurisus 1ife up te the time ef his

marriage. He was faithful to his wif’e whom he loved tanderly, and after her

death he bacame a mork. o, Rank seyS, there are twn figures of Don Juan at -
the begiming of the legend,b in Smai:n. and 'l;ha two have been mixed., Apparent
ly that u;.m].d explain the contradictory nature of the character of Don Juan

in literature: an umsti'einad sensuaiist and a feeling of guilt_ together

- with fear of punishment. This duality, the author remarks, is, indeed, a strug
gle bastween the joy of 1life and the f’ear of death, And anly the music could

express those two contredictory feslings, what would explain the grandeur of

Mozart's Don Giovanni.
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Nevertheless, since Don Miguel de Marana was bom in 1626 and

El Burlador de Sevilla y Convidado de Piedra appeared in 1630, when Don Mi-

- guel was four years old, one @ders how Tirso de Molina could have mixed

the two chamctérs.‘“ Gn the othar hand, the duality of Oon Jan's ch_araoter
seems dubious too. In Tirso de Molina's play he doesﬁ't _show any fear of death
or any guilt feeling exéept at the very end, when de;ath is in front of him
Personified by the statue-ghost. In ulali‘ere, he even refuses to repent, des=—
pitse the fact that he knows that hie refusal implies in death, and in Byromw
he doesn't commit any crime that would demend mpaptancé.

It seems to us that Otto Rank has a certain Don Juan in mind, re-
gardless af the literétdra concexﬁiqg him, a Don Juan who seduces women and
is punislasd not Becauss aof his deeds but because he overestimated his pow—
ers and didn't believe in spinltgal forcesy |

In the Don Juan Rank has craatad) Leporello, the valet in the op~
- era, is Don Juan's double. He is Don Juan's conscience, he represents Don
Juen's fear and self-criticism, Tbarefbra. Don Juan would be the Ml, and

Leporello the good. According to Christien m ttemms, Rank says, Don Juan

would be a personification of the devil.

in anaiysing Oon Juan's behaviour Rank doesn®t see in it the li-
bartine's behaviour, an image derived from the Middle Ages, he says, but
the strong and voluntarious man of antiquity in charge of posssssing the wo-
man before the fueband did so that, by fecundating hsr, his .soui would be per
patuated, Such was the hero's task and the husband accepted it gladly because
he recognized the hem's superiority and ‘also because he was afreid of losing

his own soul by fewn&at.tng his wife.



According to Rank, that would explain why Don Juan do89m*t kill
his rivals. In fact, ha has no rivals in love due to his own character. He
requests wives and lovers as a ﬁght,’ and he does_n.'t intend to conguer them
in téms of "dureée%, but only to meke them women, as it was done in encient
tines, So, ,egterna.lly Oon ;.I:an has all the traits of the ancient demiurges.

Thus, accurdin_g to Rank, we have two conflicting images of Don
Juan - the diabolic¢ and the heroic, The first one is a result of Christiani-
‘ty, HRank says, and the second one must have inspired the legend. Rank remarks
that at the beginning there was no connection bstween the demon and sexuali=-
ty. It was the Church which, in the Mddle Ages, made tha devil the persenifi-
cation of the most vile sexuality. N

Another importént fact abeut Don Juan,besides seduction,is his pun-
ishment am.:I' Ranic alsﬁ explains it in two ways. According to him the leémd
of statues of ston'e actiég as revengers goes back to antiguity. The statue
always represents the Mmge of the dead, And hel remarks that the belief in
the dead ooming back to teke thé cﬂiv& still exists; othqnise how r;an one

explain tli’a hurry of society in burying them?

 Thus, according to that old tradition, the stone statue in Don
Juasn is the démm who eats the corpses and who is, ultimately, the victor e~
ver the hern who challenged death by Possessing women and giving them his
soul. Following the same line of reasoning, Don Juan could also have baen
punished for having abused his rights: instead of aiming st giving the wo =
mon his saul he may have seé#:hqd only his sexual ﬁleasure. By doing so he
didn't glve thom a soul and deserved punishment for his cheating. The wamen
ask.!.ng for revenge, Don .hén is punished naot because of hié saxual perfor —

mance but because he sinned against spiritusl velues.In Chnatian,paftams,
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Rank :says, Den Yuan is alse punished bacause he underestimated spiritual

forces, having broken Christian moral laws. Sa, depending on'me's paint

of view, Den Jumn can be either a hera or a devil, Rank sesms to say.

1.3. Denis de Fbugemnt's Theory

In his book Lﬁve Declarad Danis de Rougemont begins the essay on
Don Juan_by rejecting Kierkegaard®'s assumption that Don Juan is only the nat
ural fire of desire, a |
*ind of vehement and somshow innocent an
inality" (7). |
Ha argues that nature has not produced anything like this and that there is
no Don Juan among the noble. saVagés. or the pxiuﬁ.tivas. He belisves that Oon
Juan presupposes a socisty encumbered with piact rules wh;lch he infx:ingns.
(But why does he suppase that primitive societies didn't have their own rules?)
"~ In fact, Huugemunt declares that Don ..uan‘naeds the exiétence of such rules
‘becanse his'maiﬁ pleasure consists in infringing them. His aim is to violate
the J.aws of morality, he says. so.' whereas Kierkegaard considers Don Juan an
extensive seducer, Rougemont ssems to consider him an intensive seducer, some
one who plans his conquesf;s and whose plsasure is more of the reasoning
type. He tries to x;einfome his point of .v:l.&u by saying thai:

*the true Sansualist's Jjoys lie beyond

. those momants Don Jusn flees as soon as

they are within his grasp”(8s).
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Well, for Kisrkegaard those joys are the intenslivs seducer's joys and Don
Jian would be the extensive seducer, i’.‘e., not a real seducer. We would ask
whether the Joys Rougemont refers to are not the joys of the seducer instesd
of the joys of tha sensualist? It ssems to us that the inpoi'tant thing for
the sensualist is the moment of the conquast, not what comes afterwards. Per
héps a separation of terms would clarify the matter: for Kierkegaard Don Juan_
is the sensualist, whereas for Denis de R.ougemnt he is ths s_educér, sa that:
bseduber: and sensualist wouldn't be Synonymous .

After a glimpse at the "Sthool of Mienna"'s verdict on Don Juan (4;)
which he considers ineffective to explain Don Juan's insolent fury and his
g&} and ﬁuarulous swﬁgger. Pougemont begins to apply what he -calis "spiritual
.critar.la":. a)- Don J:an.seaks novelty at any price not only because he has
not (a man who seeks is a man who has not) but also because he is not. He
doesn't love beceuse in order to love one;has to choose and choosing demands
being, and Don Juan has no being.

. Thnt. seems to agree with Kierkegaard's idea of Don JSuen as a uni-
varsal idea, a cosmic stmngth.

k) On the t-:ther hand, Rougemont says, the contrary is also applic
able: Don . Juan has an ideal type of female beauty (ur;cpnscious mamory of his
mt!:aer)} that mékes him ;appmaéh every woman with a slight rasemblance to: that
ideal. As soon as he fscugnizas his mistake he fesls disappointed and leaves

the woman " fer another one, ever more agonized and cruel.

(az) Accprding to the School of Vienna Don Juan suffers from a secret anxiety
bordering on impotences, Hmigemont says,
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The author seems to adopt the second possibility by saying that ,

'Don Juan is Don Juan because he cannot and will never find his type. He is

"either impotent to attach himself, or
impotent to release himself from an ob

sessive image”.(9)

By .adopting the seconc-l possibility Bougemont seems to go back to
his first statement on Don Juan, concluding that he is a passion of the mind
and that his passion is mt always linked’ to sex, 1.8., hs is,-in Kierkegaéfd'.s
terms, an intensivs seducei'-. His perfomance as a séducer is not very danger
ous. to saciety, Rougemont sgfs; because it follows rules, a system, and does

| not institute a new order in it. ) |

The author establishes a parallel betwsen Don Juan and Nietzscha.

. According to him, Nietzsche would be a Don Juan of ideas. Me waﬁted to vio=
late the secret of each idea, éagh b§lief. each value, not to construct a
system but only for the joy of iﬁtellectual repe. Like Dan Juan, Nietzsche
nesds the old rules in order to have pleasurse in de'stmying them. He sets up
val_ugs which destroy the old ones but ;vere they accepted as true they would
lose their Vmear'ling and nothing would be left for thelr euthor

As Don Ju#m pursues the imgge of his‘ rmother, Nietzsche pursues the
imege of a Truth he cbuldn"t destroy, ; Tyuth worthy of his true passion.
Finally he finds it -~ the idea of the Etemai - Retum, which meens that eter-
nity is the retumn of time and not the victory over time. Metzsche finds an
object of love, and that is the eternal distant. ’

Don Juan mekes love without lovimg, as Nietzsche sets up values

in which he doesn't helieve. They both triumph by violating the truth of hue,
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men beirgs, but since they are aware of it they also respect that truth.

Gnce they respect the rules thesy lose the game. Thay can either be damned
or receive pardon for their cheating, and since thay don't believe in pare
don

"they are obliged to win during the time-

span of their lives - hence the cheating -

or else they must deny the end of time, the

final reckoning, the last judgement - hence

the notion of the Etemal Retum® (10).

like Kierkegaard, Pougemont mekes little reference to the liters—

ture of Don Juan. We slightly refers to Mozart's opers and hiis theory seems
to be based upon a fixed idea of Don Juan, an 1deé whose origin he leaves un

knom._ '

l.4. Albert cams's Interpretetion

In his book Le Mythe de Si.syphs Albert Camus has a chapter on don

juanism. For him Don Juan ia an axistentialist who en.joys life, doesn't ig-
nore the absurd:lty of lifa, which he considers a game, and ‘who doesn't ex =
pect anything from death, Because he is not 1gnoraqt and doesn‘_t expeet he
is happy. He knows h:ls.l:lnﬁ.t,_s and it is ‘this knowledge that ﬁakes him a ~gea_1;

",..1%ntelligance qui connait

ses frontieres”. (11)
Whereas Faust believed in God to such an extent that he sold his
soul to the devil Don Juan, aware of the absurdity of life, death and man,

commands 1ife's satiation, Camus says.



- 'Don Juan is viewed by Camus as _the true lover, According to him, -
the more one loves the more lévé's absurdity is consolidated. It is not due
to lack of lova.t_hat Don Juan goes from woman to woman. He does so because
he loves them with the same strength and eve;y time with all his self, in
such a way that he nesds to have the phengmsnon repeat.ed for that is his way
of knowing, of touching life. If he lesaves a woman it is not beqause he does
ﬂdt desirerher any longer but because he desires another. Why, asks the author,
should. we love rarely in order to love intensely? It is Just the oppes:ite
that is tx_ue, he says: ths more one loves the lbore intense love 1is,

According to Camus, Don (duan is not immoral for he has the mfal_:!._
ty of his affection or his dislike. He searches quentity and not quality.
Whereas the seint has the ethics of quality because he beliesves in a deep
meaning of the things Don Juan ‘has the ethics of quantity because heAlacks
that belief. He vdoesf not care for the past or the future. He only cares for
the.bresent. end time flees with him. That's why, the author says, he doesn't
want a collection of women, becauss to céllect is tﬁ_ live in the past, and
living in the past involves regretting 11:.(*)

Neverthelass, Don Juan is not & common seducer. for Camis. Bedng
conscious that seduction is his beinqb,’ it is what makes him fesl alive, he
is Qven more absurd but such a knowledge doesn't make him change.

tuite surprisingly Camus éual:_tfies Don Juan's love as libsrating.
Love, as if: is generally conceived, he says, ‘has the quall:lty of etemity. The
person who experiences this kind of love is a Werther, a potential suicide,

for to forget one's self completely is a form of suicida. But there is some-

(zt')‘.In this statement he dossn't teke Mozart's opera into account, since Dan -
Giovanni kept a register of his conquests.,
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thing else about such a lover: he also kills the beloved:

"Un seul sentiment, un seul &tre, un

saul visage, mais tout est devore" (12)

So, this kind of love is not generocus; it is selfish becauseA it demands ster
nal possessien. Den Juan's love, en the contrery,is liberating because perish
able. He has chosen to be nothing and to taeke nothing. His leve is singular,
despit.e being temporary, and it is its repetitien that censtitutes fer him
tha gerw of life, his way of giving and making soneona live.

Like the priﬁf critics Camus does not refer to. a specific literary
taxt on Don Juan but to en undefined legend. Everything he has said up to
this point would well apply to Molidre's hero, but not to Molina's hero, nor
to Byron's, |

Camus even seems to believe in a real Don Juan and refuses to be-
lieve the legend . éoncarn:lng his death. According to him, people felt
insulted by Don Juan's grandeur and so have imagined his puqishmmt by ths
statue-ghost whic;h would symbolize the valuses He has negafad— order, stem=
al Reason, universal mli#y. Accordil"tg .to him, they have felt the naad_ uﬁ“
colouring his deatﬁ with tints ;:'F punj.shment.

In constructing his theory Camuys goss back to thé hisi:orical
Don Juan, Don Miguel de Marane, who finished his days in a mnaS‘tery; But in
Camus‘ts Qiew Don Juan doss not go to that place because he has‘ repentéd but
because, getting old, he, as an absurd man, goes there to wait for his dpath,
fac:l.ng a God he does not adoi*e and a _heaven he knows empty, Camus views him
looking at the magnificent land of Spain with which he identifies himself be

caase that land, just like him, doesn't have a soul, and waiting for the deg



Pised end -~ death. Death, for Don Juan, canmnot be a punishment, Camus  says; °

it is only one of tha rules of the game, his fate as evarybody else's,

1.8. Other current interpretations of Oon Juan
'Besides the :!.ntemretations analysed above we would like to mention

some opinions an Don Juen which are guite current:

1,5.1,. Dr. Gregorio Maranon (13) defends the-thesis of Dori Juan®'s lack
of.vir:l.iity based‘upgn a sci@tif;.c study of the lesgend and .of’ living Don
‘Jaan types. |

1.5.2. Jose Ortega y Basset (14) sees in Don Juan

wthe personification of virility, the

man who makes a woman truly a woman®.
' (15)

1.,5.3. Ramiro de Maeztu (16) considers Don Juan a myth, created by pep
ular imagination as a solution for people’s problems,
1.,5.4. Georgs Gendarme de Bevotte (17) saes in Don Juan the defender

of natural laws and individual rights against human and religious laws,

1. 6. Persanal Reflexions

From tho'analfses of the critics ucl have read we arrive at the
conclusion that the conception of donjuanism depends on the critic's pzrspac
tive. Tt has been an ill-dafined term because the majority of the critics
tend to look at Don Juan as if he had one sole version and as if there were
a known legend ambout him.In fact, the existence of a legend is only a suppo-
sition since the theme first appeared in 1630, with Tirso de Molina. Scholars
seem to consider Moli_.na"s originality unacceptable, and insist upon a legend

which, if existed, didn't leave sny traces. They all show a lot of imagina= |



tion but lack accuracy, since their internretations cannot be appliad to all

the Don Juan characters.

An interesting fact about Kierkegaard and Camus is that denjuanism

scams te be integruted in their philesophy, whereas Rougemont and Otte Rank

ssam te be scholars who only study donjuanism as a phensmenon.
Thus we ceme ts the cenclusion that, as Leo Welnstein says, we nsed
a_speaific Don Juan as a fira basis for discussion since just the name Don

.him, and gonsequently denjuanism, escapss a cemplets and sxact definitien.
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2. THE PLOT AND' ITS RELATIONSHIP WITH THEME

In this chapter we intend to enalyse the plﬁt of Moliere's Oom Juan
and Byron's Don Juan, emphésizing the similarities batween the two as well
as the differences and their implications.

We also intend to draw the evalution of the Don Juan thema, from Mo
lina to Moliere, and from Moliere to Byron, through a parellel between the
first andi:the second,- and bt:ytwean the second and the third.one.

Since there is no historical evidence as fo whether Byron and Molig
i'e knew Don Juan's first version and whethar Byron was acouainted with Moli-
ere's Dom Juan we won't desl with these matters in detail but will only make
allusions to them when the opportunity appea#s.

In the study of the comicity, shared by Moliére and Byron, we shall

apply Bergson's essay Le Rire — Essai sur la Signification du Comicue, {1),

on what the twe authors have in comman,

2.1. E1 Burlador de Sevilla y Convidado de: Piedra

-The story bsginé in Néplas whgr-é Dan Juan Tenorio seduces Isabe-
la, his friend Octavio's fiancee., Taking advantage of the dark night Don Juan
pretends to be Isabela’s lover and so is successfui; But Isabel& realizes her
misteke and screams for help. In the confusicm that arises Don Juan escapes
to Spain Near Tarragona, accompanied by his valet Catalinon, he almost dmwns
and is rescued by a fisher woman, Tisbea, who takes him to her house. 8y pro
mis:l.ng to marry Tisbea he seduces .her and leaves her alone and dishonoured,
escaping at night.

Arriving in Sevilla Don Juan meets his friend the Marquis de la Mo-,



ta, who tells him his misfortune: he is in love with his cousin, Ana de
Ulloe, but her father wants her to warry another man. At night, pretending
to be the marquis Don Juen enters into Ana's house intending to seduce her
but she realizes he is not her .lover and screams. Her father, Don Gonzalo de
Ulloa, appears with sword in hand and f!_.s killed by Don Juan, who .escapes un-
‘recognized, |

One dey, riding through the country Don Juen snd Catalinon hear ab-
out a wedding and Don Juan decides to attend it. He immediately decides to
conguer tﬁe bride, a humble country girl. First of all hs tells Batricio, the
future husband, that his fiancee, Aminta, is in love with him end has élready
bean :posses;ed by him. On hearing that Batricio goes away, and Don Juan then
tells Aminta that Batriéio doesn*t love her any more and has gone away. He
swears to love her end to marry her, and she yields to him,

In Sevilla, Octavioc and Le Mota become aware of Bon‘ Juan's treasons
and wish to revéng_e. According to.the king*s wish I#abela has come back from
Naples in order to marry her- seduéer. On her way tﬁ Spein she meets Tisbea
who tsllsl’ﬁer all her misfortune aﬁd »Isahnla 'brings her to Bevillé too. There
is also Aminta who has come to ﬁnd Don. Juan and mske him marry her. Don Jusn
has the king's lpfotection because of his father, Don Diego, an honoured no-
bleman who, like Catalinan, Igpéhs waminé_him not to forget God and His jus-
tice.

One day Don Juan ﬁnds himself in the chapel where Don Gonzalo de
tlloa had bsen buried. He sees h#s statue with the imscription:

sAqui aguarda del Senor
E1l mas leal caballero,



La venganza de un Treidor” _
(111,3)

Don Juan laughs at the inscription end invites the statue to have
supper with him, after having taken its beard. At night, the statue goes to
his house, sits down at his table and has supper. It invites Don Juan for
supper iﬁ the chapel the next day and Don Juen accepts the invitation. He no
tices that the statue transmits an unusual heat, and after saying good-bye
it disappears in the air,

The nexi: day Don Juan goes to the chapel whem the status offers him
supper. The menu is very Stranga:: nails, snake, vinegér instead of wine- and
the music is also dreadful, The waiters are dead people aras;_;ed in black,
and the table is the lid of the coffin since the tomb is open.

After dinnef the statue asks Don Juan. to glve it his hand and so he |
does. But he cannot stand the heat transmitted by the statue. He understands
thgt the statue is God's agmt énd asks far a priest in o;dar to confess ﬁis
sins and be absqived b_ut the. statue answers it is t§a late f‘pr repentance,
Don Juan uses his sword, trying te kill tﬁa statue but is unsuccessful .He
wplaﬁé he has not sedut;éd,Ana bacgusa: she réalized the fraeud ‘in tima vand
the statue replies that it didn*t matter since he had had the intentiqﬁ. And
. Don Juan dies éaying: |
"Due me quems! Que me abraso!

Muerto soy! ©
‘ (111,7)

The statue resumes its role:

“"Esta es justicia de Dios:

Quien tel hace, gue tal pague®.
- {(111,7)
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Catalinon runs to the king's palace to tell him what has happened.
There he meets the Marquis, Batricio, Aminta and Tisbea who had comg to com-
. plain to the king about Don Juen's behaviour. After listening to Catalinon
the king decidas to have ths weddings that same nighf: la Mota will marry A
na, Octavio, Isabelq, and Aminfa, Batricio. The king orders the transporta-
tion of Don Juan's corpse to Madrid so thét more people could know about the
incident,

2.2 ¥oliere's Dom Juan

The story begins in é palace where Sganarslle, Don Juan's valet,
ana Busman, Elvire's servaht; éra talking about Dom Juan's sudden departure
and its implications. Sganarelle makes a very real déscription of his master
who has abandoned his wife Elvire. Although being a nun she had left her con
vent in order to marry Don Juan and soon saw herself abandoned,

Sganarelle tells Gusman that bom Juan gets married very easily,
generally once a month, and that Elvire shouldn't have run,aftef him because
she will only Pind disappointment and suffering. His words will prove true
because when Elvire demands an explanation for his baﬁaviour he says he feels
guilty for having offended de when abducting her %rom a convent, end so .
has decided not to live with her any more. She replies that God shall punish
him for his treason.

Dom Juan tries to conguer § young fiancee just bscause: he can't
stand her happinéss with another man. Since ba fails in his purpose he de -
cides to capture her durin@ a boat trip but almost drowns, He is rescusd by

a young fisherman, Plierrot, whose fiancee, Charlotte, he decides to seduce.
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Some diﬂ’iculfy arises because a friend of Charlotte's, Mathurine, has also -
fellen in love with him' and they both dispute his love. Nevertheless he leavas
the scesjae successfully and the two girlg remain with the ova‘ﬁviotiun that one
and not tvl"we ofhef was the obJoct'of Dom Juan®s love and that he would come
back to marry her. |

Being aware of the fact that Elvire's brothers are :Ln search of
him in order to kill him Dom Juan and Sganarelle disguise themselves as coun
tryman and wqtor, rcspectivsl&. Riding in a forest they mest a beggar who
tells them the information ebaut the road they naeded. The beggar explains
that he is a hermit whﬁse sole oecupai:ion in- life is to pray for those who
help him, and lthen he asks Dom Juan for an alm, Dom Juan mocks his faith
which does not make him sumive and seys that he will éive h:Lm an alm only
if he blasphemes, The men refusqs to do it, despite Sganarelle'’s insistence,
and Dom Juan finally fhmws him a coin,

Bn tﬁeir way they mest a young man who is baing atfacked by some
burglars. me ..har_a helps him and the bui'glars run away. The young man happans
to be Dom Carlb:;z, a brother of Elvire's who didn't know Dom Juan, Dom Carlos
tells Dom Juan ébout his and his Smfher's: intentién on what congerns Dom
Juan and this one pretends to be a r;:lose .fri‘end of Dom Juan'’s and offers him:
self to set a date for a dusl betwesn the two in which he would be his friend's
partnei'. Just as they are talking Elvire's elder brother, Oom Alomsé, appears
and so Oom Carlos is informed of Dom Juan's resl identity. Neverthsless he
‘refuses to let him bé killed jﬁst after an incident in which, if it weren't
for Dom Juan's courags, -he would certainly have perished. Dom Carlos gives

Dom Juan a day in ordsr to prepars himself for a dusl, since the two brothers
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nead ta revengse the family honour.

'On his way home Dom Juan finds the mausolsum of a commander he
had killed. Besides the fomb there is a statue of the commander in it. Dom
Juan greats the statue and invifas it foi' dinner. To his surprise, the statue
nods its head. |

Arriving at home Dom Juan receives three visitors- his tailer, i
Dimanche, to whom he owes money but never pays, his father, Dom Louis, who
repraaches his behaviour fiercely and Elvire who is going back to her con =
vant and haé. come just to tell _'him a dream of hers in which she foresaw his
death. She as&s him to repent and change his way of life in order not to be
punished by Bod. He does not accept her advice and decides to think about the
matter within twenty or thirty years. He feels a certain attraction for her
again and urges her to stay in his house that night. But she refuses his in-
vitation and goes away..

| That nighf the statue comes for dinner. It doesn't eat én}thing
and invites Dom Juan .for supper the next day, an invitation accepted by him,'
Sganarelle is scared tﬁ death, and gets even more afraid when Dom Juan says
that he w:lli also go to the supper in tﬁe mausoleum,

Dom Carlos comes to see Dom Juan in a last attempt to avoid the
duel, e asks Dom Juan to take Elvire as his wife egain but he replies that
his conscience doesn't allow him to. do it, since Elvire is God's creaturs.
He also tells Dom Carlas that he has decided to have a different and virtue-
ous 1ife but Dom Carlos dossn't accept his sxcuses end thm;tegé"eu kill him
whensver the. opportunity éppears.

A specter appears and says that Dom Jian has oniy one moment to
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repent and so deserve God's mercy. It has the figure of a woman and it

changes to the figure of time, with a sickle on the hand. Dom Juan tries to
reach it with his sword but the specter dissolves in the air. Sganarelle im-
plores his mast‘erl to _rapenf but he sayé thﬁt. no matter what comes, nobody
will ever be able to say that he has repented.

Dom Juan is leaving but the status-ghost appears and reminds him
of the dinner. .Dom Juan agrees and at its requast gives it his hand, An in-
visible fire burms him immediately. A strong storm begins, with lightnihgs
and thunders and A big fire comes out of ther hole :f.nto which Dom Juan has
submergsd.bGnly_Sganarella is unhappy with Dom Juan's death and the last words
of the play are his: |

"Maes gages, mes gagesi"
(v,6)

for he hadn't been paid.

2.3.' A Parallel between Molina's plot and Moliere's plot

We not_:!.ée that, whereas in Molina's play the actions are performsd
within ﬂ1e play - Dom Juan séducaé thres women and tries tp seduce a fourth
one; he kills the commander whose ghost will kill him at the snd - in Mo=-
liere's version, ‘although Dom Juan has also performed many saductioné and
committed a murder, his deeds are reported by Sganarclle,. by his father, by
Elvire and the others, but they are not performed on the stage.

 The Acomander's statue.ghost is suddenly put into Moliere's play
whereas it is linked to the previous avents in Molinats, If ,seéﬁs that Moli-
Sre took it for grented that the audience knew about the commsnder and his

role in the action of the play. The same thing happens to the dinner scenes

I'd
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Moliere omits it, only alluding to it. (Molina®s influence?)
In Molina's play Oom Juan promises marriage but never gets married
whereas in Moliere's he gets married once a moath, according to Sganarelle.
There is another interesting dif’fereﬁca baetween the two plays:
Molina's is mainly moralistic and religious, whereas Moliere's presents some
sacial ecriticism:

"...1'hypocrisie est un vice a la mode,
et tous les vices a la mode passent pour

vartus”
- (%2)

"Et qu'avez-wous Pait dans le monde pour
etre gentilhomme? Croyez-vous qu'il suf-
fise d'en porter le nom et les armes et
gue ce naous soit une gioira d'etrs sor—
tis d'un sang noble lorsoue nou vivons
en infames? Non, non, la naissance n'est
rien ol la vertu n'est pas. Apprenez en-
fin qu'un gentilhomme qui vit mal est un
monstre dans la hature, oue la vertu est .
le premier titre de noblesse, cque Jje re-
garde bien moins au nom cu'on signe qutaux
actions gu'on fait, et que je ferais plus
d'&tat du fils d'un crocheteur qui serait
honnete hoﬁme,que du fils d'un monarque

ui vivrait comme vous." (IV, 4) (k)
There is death in both plays, but whereas in Mblina®s death is

definitely a punishment, in Moliere's it can be interpreted as punishment by

{%) In this passage wa can see Moliare's influence upon Besumarchais, whose
play Le Barbier de Seville presents a monologue very similar to the pas
' sage abova. '




52.

the reader or the audience but it is Vnat viewed this way by the hero,

Both plays present ' a- magic element, the coménder's statue~
ghost, which is a supematural interf‘ereqce into: human aeffairs, and also a
shipwreck.

Even the seduction, an important fact in both plays, is not fo-
cused the same way by the two authors., In Molina's play Dom Juan never falls
in love and oniy féels attraction for women who are in love with somsbody
else, as if his aim were not to seduce but to dishoneur them and destroy
thelr happiness. He even chooses his friends' fiancaes (Isabela and Ana), as
if such a condition increased his pleasure. Using artifices and disguises' he
seems to be Kie;kegaard;s intensive seducer whose pleasure is more rational
than sensual. He doesn't seem to fit Otto Rank's hero since his purpose is
not eltruistic, and the fact that he believes in Gad and in a life hereafter,
for he rapents and even asks for a priest, discards Camus's. existerytialistic
approach,

We are left with the psychological intemr;atations-which, as we
saw in the previous chapter, are extremely Qaried. Furthermore, thera is no
reference whatsoever, in Moline's play, either to Dom Jan's mather or to
his _childhood; Apparently he hates women but if psy:;hOanalysts and psycholo~-
gists have not come to en agreement on the explanation of Dom ..ban'.s behav~
iour wé. vho are neither one nor the other, will not invade élien fields,

Moliere's hero, on the other hand, falls in love constantly. Ha
~ is constantly insconstant:

"La constance n'est bonne gque pour des ridicules"
{1,2)
he says, and
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¥, ..tout 1s plaisir de 1l'amour est

dans le changement"®
| - {1,2)

He has real love affairs and love means pleasure for him, In feact,

what he searches for in life is plsasure and ha is a gay charucter:

"Ah! N'allons point songer au mal qui

nous peut erriver et songeons seule-
ment & ce qui nous peut donner du plai

sir.” (I,2)
All these traits seem to characterize Moliere's hero as the ex =
tensive seducer Kierkegaard .refars to-

#Pour moi, la beauta me ravit partout
ou je la trouve, et je cede facile -
. ment a cette douce violence dont elle
‘nous entraine (...) Les inclinations
naissantes,apras tout, ont des charmas

inexplicables...” (I,2)
Nevertheless, his following his tendency is a matter of choice for him,
which reveals a conscious attitude towards life, and not an irrational quﬁaé"
He also seems to be the existentialist hero of Camus: he is skep=

tical about God and & life hereafter-

" Dom Juan~"Ce gue je crois?
Sganarelle: Qui. a

Dom Juan: Je crois gue deux et deux sont
gquatre et. que cuatre et uatre

‘sont huit.* (III,I)
He even challenges the divinity by accepting the statue's invitation for din

ner and refusing to repent. Once he chooses death, death is not a punishment
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Rank's historical hypothesis sbout Dom Juan apparently could be
applied to Moliere's hero, except for the fact that his purpose, as Moli -

na'’s hero 's) is selfish,

2.4. 8yron's Dan Jian

Son of a hidalgo, Don Jose, Juan was brought up by his mother, a

widow named Inez, in great austerity: | (
", .half his days were passed at church, the other
Between his tutors, confessor and mother.® {I,49)

A young friend of his mother's, Julia, married to a man off‘iﬂ:y.
Don Alfonso, falls in love wii:h him, He is then sixteen years old and she is
twenty~three. One night Don Alfonso catches them in a compromising situation
and, as a rasult, Aduli.a is put into a nunnery whereas Juan is sent to travel
through Europe in Aorder to

"ve. divert the train of one of the most circulating
scendals that had for centuries bsen known in Spain/

At least since the retirement of the Vandals *
- {1,190)

Juan embarked in Cadiz, following his mother's wish, with his tu-
tor, Pedrillo, His ship wrecks and. some of the crew and passangers, including
Juan, have to survive for some days.en a boat. At this point Byron mekes a
long description of their woes and Jan's courage, not without an ironic
tone. Beginning to starve, the survivors decide that someone must ba sacri -
ficed and the lot falls to Juan's tutor. They had previocusly eaten Juan's dog,

a gift Prom his father. Nevertheless, Juan refuses to eat his tutor end his
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The f'ew who survived drowned because thay could not swim,

| Juan, a good swimmer, reaches shore where he is rescued by a
young lady and her maid. He is kept in a cave and Haidae and her maid Zoe
bring him clothes and food. They are on a Bresk island and Haidéa, the only
- child of e rich pirate and slavg—tradcr keeps Juan in secret lest her father
could sell hi@. The two fall in love and Byron describes their love in e pgr-
adisiacal scenery, according to the romentic tastg— love and nature s,

Juan and Haidee are very happy. Haidee's father, Lambra, goes to
sea and so they bacome careless about their love affair. Lambro is described
es a stc;ny man whose only good is laving his daugh_tar tandérly. He comes
back home without aennouncing it because he intended ts surprise hia
beloved deughter. But , since a report spread on the island avouched Lambro's
death, Haidae, his sole heir, lived in her father's house together with Juan
who played the master's role. ﬁhen Lambro érr:lQes what he sess makes him fu-
rious: people eating, dancing end singing in .his gardens while Haidee and
Juan Bat. r'ichly in his house. He:asks one of the musicians the reason for
the Pestivity and the answer is that the master of the island is dead and
his heir and her lover were then ruling all th_é affairs, Lambro enterg the
house through a private and secret gate and,getting close to Haldee's mom
observes the couple without being noticed. After supper Haidés and Guan go
to bed and Haidee has strange dreams. She wakes up at th-e sight of her fa-
ther. She confesses her guilt and professes Juan's innocence, begging Lam~
bro's: pardon, but in vain. Juan is sent to sea, woundad and chained, as a

slave. Haidee becomes very sick: she doesn't remember anything about her for
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she gets mad and for twelve days and nights she doe#n't sleep and finally
dies. Mesanwhile JUan-finds himself on a boat with Italian slaves. They ar-
rive in the Dardanelles from where they will be sent to the slave market in:
Constiantinople. There thesy ars exhibited in order to be purchased. A black
eunuch buys Juan and another fellow, an Englishman, and takes them to the
sulten's palace. There the eunuch makas Juan dress like a woman end infro -
duces him to the sultana. She had ssen him on the market and , having'found
him attractiveshad told 8aba, the.eunuch, to buy him, Gulbeygz, the sultana,
wants Juan's 1§§e and asks him if he can 1099, Still remembering Haidee Juan
gets very angry and answers:

B.¢e the prisoned esgle will not pair, nor I

serve a Sultana's sensual phantasy.” (V,126)
The Sultana felt extremaly insulted:

"Her first thought was to cut off Juan®s head;
Her second, to cut only his -~ acguaintance;
Her third, to ask him where he had been bred;
Har fbufth, ta rally him into repentance;

Her fifth, to call her maids and go tovbed;

Her sixth, to stab herself; her seventh, to sentence
The lash to Baba; but her grend resource

Was to sit down again, and cry of course.®

(v, 139)
At the sight of her tears Juan began to stammer some excuses but had to stop
baecause the Sultan was coming to see his fourth wife. Juan is then put among

the Sultana's maids and his beauty is noticed by the Sultan who says to Gul=-

bayaz:
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* I ses you'va bought another girl; 'tis pity
That a mere Christian should he half so pretty®
(v, 1s5)

That night the Sultana slept w.tj:h the Bultan and Juan, now named
Juanna, was taken to the sereglio with the other girls, Since he was not ex-
pected there was no couch for him and the maids' supervisor placed him with
Dudu, a beautiful and silent girl. In the middle of the night the whole sera
glio woke up with Dudu's cry. She axplainad she had had a bad dream and ex;
cused herself. Jduanna, nevertheless, slept soundly and everybody went to bed
again. | | |

The next morning BGulbeyaz knew about Dudi's dream and that Juan had
slept on her couch. She guot very angry and ordered Baba to bring the two new
slaves toﬂher and to have a boat ready on the secret #nrtai'# side..aeba
tried to dissua@e herlfrum her revenging purposes, but in vain, Hs then helped
Juan and his_f:iand-to escaps from the Sultana‘'s power and palacs.

Leaving the palace the two friends find themselves in a battle
fisld., The Russians are bssieging Ismail and Juan and Johnson surrender to
the Russians and.fight togethef with them, In this part Byron inwvakes Homer
in order to relate the battle that is going to happen between Hussigns and
| Turks, In this nérration Byron poafically.eonveys all his horror and aversion
for the atrocities of war, especially this kind of war- useless, aimless,; not
based on principles.

‘The ‘Russians triumph, the Sultan and his five sons die stoically,
Juan saves a ten-year-old girl froﬁ some wild Tartars, named Leila, and be- -

cause of his unintentional bravery is praised . and taken to Russia. He
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had vowad to take care of Leiia for.ever and so he takes her to Russia with’
him., He had been sent there as a herald with the news of ths surrender of Is
| mail. |

In Russia, Catherine II, who was forty-eight years old (accord -
ing to Byron), falls in love with Juan and takes him as her favouz'ife.
dian grows a little dissipated in the Russian ceurt, with tos meny dances,
and mnnoy,whiqh h |

"nade ice seem paradise, and winter sunny® (X, 21)

Suddenly he gets sick and the doctor recommends a change of climate. Catherine
sends him to Britain on a political mission. He and Leile go through Poland,
Germany, Holland and finelly arrive inAENQland; Juan gets enchanted at the
viaw of London and while he is praising its beauty, freedqm.and honésty/fourA
burglars attack him. He kills one .of them and tha others run away.

Soon Juan is accepted in the best London society., His manners, his
elegance, his politeness, everything in him indicated a man of high rank. He
"has a mundane live - visits, lunches, dihners, receptions, etc. Being a bach
aler ha is the eenter of nftentian of all the girls and their mothars. He
is convinced by the ladias that Leila should be breught up by a waman.Many
of the lqdies wish to accompliah such an honourable duty end Juan finally
chooses Laedy Pinchbasck, an 2ld and virtuous woman who, in hervynuth,»haﬁ
Provoked some gassib.

At first Juan didn't find the English women pretty but later on
ha changed his mind. He was often

"exposed to temptation, even though himself avoided

the occasion® (XII, 85)
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Because of some diplomatic affairs Juan becomes an acquaintance .
of Lsrd'Amundeville. He is invited to spend'tha month of July in the Amunde~
vilies' country house, an old monastery recovered and rebuilt. Theres the men
hunted, rade and read while the wmmen_walked, rode, sang,.wrute letters and
discussed fashion. There were around thirty guésts in the house., All of them
played cards, billiards, and até a lot, After'dinner there was some dancing,
soma "decorous” flirtation and political discussion. All Qent to bed before
miidnight.

Juan distinguished himself by his conversation, riding skill and
dancing, becoming a favourite of the ladiss. Dhe of theﬁ, fho Duchess of
Fitz-~Fulke bagan to treat him with some distiﬁctiqn. TheirAflirt;tion caused
whispers and sneers and lady Adeline Amundeville thought it was her duty, as
a fzviend; to admonish the Duchess aegainst such a behaviour. Her husband, Lord
Henry, didn't agree with har.

Lady Adeline Amundeville grew very fond of Juan. She belisved it
was a pure feeling and that she consi;ered him like a brother since she was
six months older than hﬁsé'She-éven_adviseq him to get married but he re-
plied that |

"he'd wed with such aor such a lady, if that they
were not married all already" (XV, 30)

She suggested several bridss tq hi@, omitting one, Aurora Raby, who was rich,

noblea,beautiful énd an orphan,Juannoticed the omission and expréssed his sur

prise but lady Adeline replied she could not guess uﬁat he saw in that
%grim, silent, cold Aurora Raby® (XV, 49)

Her remark made him pay more attention to Aurora and he began to admire her
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Asslf—possession and high charactar. He tried to talk to her at tha dinner '
table and, though reluctant at the beginning, she started to question hiﬁ too..
One night Juan didn't fall asleep and decided to have a walk in
the house. The moon was shiﬁing and invited pasple to dreams and wonders.As
he walked he entered a gallery with old pictures of great dames and knights
but, at night those pictures had somsthing
*ghastly, desolate, and dread® (XvI, 17)

Suddenly he heard footsteps, and saw a monk

"arrayed in cawl and beada and dusky garb”
) (XVI’ 21)

The monk moved slowly and péssing by Juan glanced on him a bright eye, with-
out pausing., Juan was petrified, he doubted what he had seeh. The shadow -
passed by again and vanished. dUan-remembered the tale of the HBlack Friar,
‘an old monk's ghost who lived in the house and who appeared somstimes. So,
that night he slept badly,

Tha{following morning Juan sesmed worried and tired but he didn't
say to any one what he had seen. Lord Heniy bsgan’to tell him the lsgend of
the Black Friar whom he and Adeline had seen in their honeymoon. Adeline in=
terfersd for noticing that Juan was growing”paler. She then sang tha song of
the Black Friar and played it en her harp,

| That was a busy day iﬁ.the huusea_The elactions were approaching
and Lord Henry, a candidata; was receiving without announcement any one who |
wished te talk to him. A bangust was offered and Lord Henry and his wife ware
Qery gentle to the peasants. When the day was over and the house quiet again

all the guests began to laugh at the poor pesple they had seen, mocking their
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mamners and clothes. Only Aurora and Juan didn't make any comments and Auro-
ra seemed to epprova of Juan's silencs.
After dinner thay all went to their rooms. Juan put on his nightgown but
felt uneasy. He heard footsteps and saw his door open. The friar came into
his room, all dressed in black and with a hood, so that only his eyes éould
be sesn. Juan got engry and struck the ghost but hit only the wall. He tried
again and the ghost's clothes fall apart,‘as well as the hood, and. than
the Ducﬁasa of Fitz~Fulke appesared.

The next moming the Duéhass came down to breakfast the last but
one, After her, the latest, came Juan

*with his virgin face”
| (xv11, 13)

He looked as if he had combated with more than one ghost and the Duchess
seemed pale and shivered

"as if she had kept a vigil or dreamt

rather more than slept®

(xvrI, 14)
It is clear they had slept together.

The pqém ends up abruptly at this point since Byron died without
finishing it. The reader wonders about Jian's futurg amorous adventures,since
there are at least three possibilities: Adqline. Aurora gnd Fitz~Fulka. &6
also wonder about Leila's fufure-and duan's'own end, A hypothesis is that
Jﬁan's last aﬁd ever lasting affair will be with Leila. The fact is that
Byron himself hadn®t decided about the poem's end,which is clear in his let-
ter of February 16, 1821, to his editor, Murray: |

"I meant to take him the tour of France,
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with proper mixture of siege, battle and
adventure, and to make him'finish like
Anacharsis Cloots in the French Rsvoly
tion (i.e., guillotined)... I meant to:
have made - -:. ./ him a.Cavalier Ser
vente in Italy, and a cause for divorce
in England, and acsentimental *"Werther-
faced man * in Germany. But I had not
guite fixed whether to meke him end in
Hell, or in an unhappy marriage, not know
ing which would be the severest. The Span
ish tradition says Hell; but it is probab

ly only an Allsgory of the other state." (%)

(2)

2.5. A Parallel between Moliere's Dom Juan and Byron's Don Juan

2.5.1. Similarities

We find some interesting similarities between Moliére's'play and
Byron's poem: both herves séem‘to enjoy the moment and neither of them thimk or
worry abaut the future. There is social criticism in both and their criticism
has one common target- hypocriticel aristocrecy. But whereas in Moliere's ver
s;ion Dom Juan is the attadﬁer -

»...I'hypocrisie est un vice & la mode,et tous

les vices a la mode passent podr vertus." {V,2)-
and by loving women of all social classes he states his dislike for the.
aristocratic snobbery, in Byron's poem the narrator or the circumstances play
tha satirical role: all the women Qha try té seduce Juan belong to a high

rank.

Ek) Since ths other known and popular version of Don Juan, in Spain, is Zore

rilla's, in which he finds the ideal type of woman, Byron is possibly re
ferring to El Burlador, who ends in Hsll,
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Another similarity lies in the way both authors seem to view es-.

teblished religion, symbolized by convents: in Moliere's play Elvire leavss

the convent in order te marry Dom Juan and goes back ta it after Dom Juan's
refusal to live with her; in Byrun's poem, Julia is sent to a convent as.a
punishment for her unfaithfulness to har husband. It éeems that convents ar§

only a refuge for frustraeted or punished wamen,

Nevertheless, what the>two authors reslly share is the comicity.
In order to understand the parullel thét will follow about the comicity of
tﬁe two works it is necessary to give a glimpse at Bergson®s essay on comi-
city- Le Rires

Bergson defines the source of comic;ty as autogation, revealed
through distrsction, exageration and repetition. Man is laughable, he says,
- when his attitudes, his gestures and his movements reveal a certain mechani=-
cism; Thus, the overlapping of body and soul produces a comic effect, for ex
ample, becsuse when man®s physical urges prevéil over his feelings he shows
_himself as a machine whiéh obeys its mechanisms. |

| Bergson distinguishes three types of comicityz.l) Comicity of

language=- It is either -created: by lénguage - structure of sentences, choice
of words, “"jeu de mnts“,.gtc ( 1t can hardly be tfensléted‘ffﬁh one language
into another); of expressed by language (it can be trenslated from one lan-
guage into another). The comicity of lamguage can also be created by an in
version of tone (irony). 2) Comicity of charscter: This kind of comicity is

provided by eutomation, distraction, unsociability and rigidness, all inter-
penetrated. Thus, the character who is a typs, who follows his destiny auto-

matically or who is absent-minded,is ‘a funny character. A charscter who ig-
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nores an aspect of his self is alsoc comic. A character conditioned by ne-
cessify and circumstances is éomic too. This type character has no individu-
ality end is presented like an object. 3) Comicity of situation or action-
It is generally connected with fwo independent series of events, i.e., an e
vent which may be iﬁferprated in two completely differént ways, by different
people. The rigid repetition of an action or event is also a source of laqgh
ter.

Based upon automation as the main source of comicity Bergson furmn
ishes some clear examples. of situations or people. that ars comic: a good
or a bad quality which apéears like a patterm for many-people; similarity
between characters; disguising; a character who anonsciously pravokes his
ovn doom; repetitlon of stereotyped sentences:.to say what uné hadri't planned

to say or to do what one hadn't planned to do; morel organization of immorel

ity ( to do evil or to behave badly but to describe such a behaviour in terms
of strict respectability); inversion of common sense, i.e., to see what one
would like to see instead of thinking about what one sees, stc.

‘Thus we are going to apply Bergson's theory»tanodr twe authors,

2.5.1;1. Comicity of Language

It is the most evident formw ﬁf comicity in Byront's due to the
Dresancebof.the narrator And his digressions, Irony is its most striking de-
vice.

In Molisre the comicity of language is created mainly by Sga-
narelle - I,2; I,1; II,S5; I,1, etc;has gives funny ans;ers and mzkes funny rs
marks; fhe play alsoc has that kind of comicity Bergson calls "created by

ldhguage: in Acte II, scene I, in which the dialect spoken.by Gharlofte and’
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2,5.1.2. Comicity of Character

An interesting fact about Moli®re's Dom Juan is that the hero
is névén comic. Ha is sométimés witty. Almqs;t all tha comicity of character
of tha play is centralized upon S‘ganars;lla: ﬁe is smart, he pretends inno -
cence and excuses his cowardica; he always -f:l.ndé an excuse for his behaviour _
end has an answer ready for any circumstance. An example of tliis is his ans-
wer to his master who orders him to have dinner with him and the statue-

' eJe vous rends grace, il est demain Jjetne pour moi®
' ’ (IVUB)

In Byron's puem we find many conﬁ;c characters: the hero himself,
who follows his dastiﬁy automatically; the type chaﬁcters - Jdulia, Adeline,
Fitz-Fulke, Gulbeyaz and Catherine are all beautiful, proud, coquettish, sen
sual and stupid, and the male characters - Don Alfonso, Lord Amundeville, the
pasha, are all middle-aged (between fifty and sixty), authnr:l.taﬁ.én, jealous,
proud and betrayed by their fumg wives; Don Juan's mother, Donna Insz, is a
typical bluestocking. Thig similarity bgtwesn characters, paointed nuf: by Berg
son as a source of comié.ity,_ is also .fugnd in Moliere's play: in Actell,
scene Iv, Charlotte and Mathurine behave alike, like two puppets manipulated
by Dom’ J:an.

Byron's poem presents the overlaphing vnf‘ body and ‘sou]'., in Canta
II: while Juan raegrets his separation fmm Julia hs gets ssasick; people are
transformed into objects, when Pedrillo is saten by his mates becauses chosen
by the lots;

2.5.1.3 Comicity of Situation
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In Moliere's we find several independent series of happenings: in
Acte I, Scine II, Sganarelle pretends to be talking to a diffarent master to
whom he says sverything he thinks of him and, of course, everything he says
applies to Dom Juan, but he sa}s:

“Je parle au maitre qua j'ai dit" ;
(11,4)

also in Acte II, scene IV, Dom Juan conquers both Charlotte and Mathurine at
the same time and both of them yield to him and believe that he loves one and
is only sorry for the other; in Acte III, scene III, Dom Jusn talks to Dom
Carlos and praises his own psrson pmtmdiﬁg to be a closs friend of Dom
Juan's; he‘ even agrees that bom Jian ought to be punished and offers himself
ta be his partner in a duel; Ain Acte IV, scene III, .Dom Juan ié =0 aniable to
his taylor that the men leaves tha hoﬁsa satisf’ied. without having obtained
the payment of the debt, |

We alsﬁ find two independent series of héppeﬂings in Byronts poem:
in Canto I Don Alfonso tries to excuse h'imsalfi for having suspected his wife's
unfaithfulness while Juan is hidden in tﬁa;wamm"be; bonna J;!lia makes a real
spsech about her honour while Juan is under her own éhaets; in Canto VI Dom
Juan, dressed like a woman, is treated by esverybody like a young lady, with
tha exception of Gulbeyaz and Baba; in Canto XVI, lady Adeline sings the song
of the Black Friar In order to amuse Juan and he gets even more uneasy since
he had seen the ghost the night before.

The "muiproguo® is also found in both works. In Molisre's (Actell,
scene IiI) there is a guarrel between Dom Juan and Pierrot. Sgahaz‘ellg inter

feres and receives a slap from his master which was maant for Pierrot. In
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Byren's poam,old ladies are deflowered in the dark by soms soldiers, by mis

‘take. (VIII,130)
Bathos is another comic device employed by kMoliere and Byron. In

the poem, in Canto XI, Juan is praising Laondon and the Engliéh civilization
and in the middle of his speech is attacked by four burglars. In Moliere's
play, we sea bathos ltwice: in Acte III, scéné' I, Sgénarelie talks enthus»iagt‘.
ically about man, &)H and religion and suddenly falls on the ground; in
Acte_v, scene VI, the solemnity Aof’;Dom Juan's death is cut by Sganarelle's
reaction to it:

' "Mas gages, mes gages!" (V,6)

Disguising, another comic device cited by Bargson, is also found
in both works. In the Dlaf,' in Acte 11I, Sganarelle, in order not to be tak-
en for his master and so be killed in his place, disguises himself as a-doc-
tor alj& Dom .hgn‘is disguised gs a countryman. In Byron's poem, in Canto Vj
Jduan is dressed like a‘wbman in order to Eecdme the Sultana's lover. The
Duchess of Fitz,-Fulke also disguises heArse-lf; es the Black Friar in order to
seduce' .Jugn. The éndiﬁg of the Black Friar incide;':nt is also an example ofb
bathos. in the poem. . |

| Thus we realize that the comicity of situation, in its several
devices; is fhe most striking s:l._milarity betwéen Byron's Don Juan and Moli-

are’s Dam Juan.

'2.5.2. Differences

Thers are semes striking differences between the two works in terms ef

Plat.Whereas in Moliere's play there is no reference tes Dom Juan's childhoed,

in Byron's posm wa sse thﬁ develspment of the character, from his birth
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and childhood up to his adventures in Englend; in Byron's poem there is no

wedding, whereas in the play Dom Juan gets married sevaral times; the route
treveled by Byron's hero is .much longer than Molidre's hera's, There is an
absence of Bod in the action aof. tha poem, and no idea of punishment, githers
The women seduced by Noliere's herc are ell natve, romentic and a little fool
‘ish, whereas the women Byron's hero meets are, with the exception of Haidee,
expéﬁeﬂ;ed and luxurioué; In the poem Don Juan does not perfarm any betrayal

on purpose whereas in the play inconstency is the hero's philosophy.

2.5.3~ Apparent Similarities

There are some events in the two works that at first glance ap-
pea: to be similar, but a deeper analysis shows the dif’ference. Thus, there
is a shipwreck in both but, whereas in Moliére's it is caused by Dom Jaen's
luxury and f’eolishnass:in Byrﬁn's it {3 a general catastmphe in which all -
perish except the hera. There 1s a love affair comnected with the rescus of
the two herves but, whereas in Moliere's Dom Juan seduces:Charlotte intention
elly, in Byron"s» poem Juan and Haidée fall in love with each other, withaut
any premeditation. There is murder in bath works, but in very different cir-
cumstances: in the play Dom Juan kills a commander and Sganarelle reportsA it :
as if it bad been a ml crime_, whersas ;ln i?he poem Don Juan kills a burglar
who has attacked him. There. is conflict in b;:th works, but :i.ﬁ the play Dom
Juan fights intentionally. in arder to help. ng Carlos, whereas in the poem
Don Juan finds himself on a battle field all of a sudden and has to fight in
- order to preserve his life. Even the supernaturel element is found in both

works, but in Byron's it is ridiculed since the Black Friar's ghost is a
fake. - _ » .
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Navertheless, ths most striking apparent simllarity bstwasn the .
two is the seduction we find in both. Whereas = Moliere's herv seduces wo-
men for his own plsasure,ayron's hero is a nice—lookihg guy who is seduced
by women; he is so naturally attractive that all the women fall in Iove with
him and

”...his main concem is not seduction but,

. on the contrary, protecting himself against

being seduced by women he does not love."

(3)
There we ses the revarse of Moliere's hero as well as Molina's, In fact, as
an author éoints out)(d) B}rnn opened the way.tn a real licence in what con-
cerns donjuesnism. After him any character who has adventures with women may
ba called "Don Juan®,

How could the notions of donjuanism we saw in the previous chapter
be applied to Byron®s hero? He doesn't have any of the characteristics of the
intensive seducer or of the extensive seducer Kierkegaard refers td. Ha does
nat search for the image of his mothsr, or the i:_leal woman, as Rougemont
belisves, simply becauss he doesn't search for anything. Furthsrmore, the
image he has of his mother mustn't be a good one. He is neither the Christian
devil nor the hero of Otte Rank since he lacks an aim in his life; he lacks
conscieusness. The other psychological intsrprotaticﬁs of donjuanism. con-
ceming virility and impotence, can also be discarded since he does naot per-
ferm any seduction, ha is only a man who reacts the way a man is supposed to
react in certain circumstances., Hs seems to be sé psychologically normal

that he even falls in lave huf doesn't die of leve.
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Only a small part of Camus's interpretation of denjuanism could be

.appliod ta Byren's heru: ths fact that ke doss not care for the future and
enjoys enly the prasent. But Don Juan lacks all the ressoning and conscieous
ness of Camus's imaginary hero; as a normal person he wants fa live, te

survive, and all his actions are dicteted by extérnal circumstances,

Thus, we realize that Moliere's donjuenism is completely different
frﬁm Byron's. In a way, Byron's hero seems to ba a more successful Don Juan
tﬁan Moliere's or Molina's since he does not need to meke any effort and
doesn't hayewany,saguctive:purﬂose*.pon;thc other hand, sxsctly bacausé
he doesn't need to surmount diffiéuities and doesn't have a purpose in life
his conguests seem measningless; they ddﬂ't brihg him Joy and he seems. a vic=

tim instead of a hero.
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3. THE LITERARY GENRES AND THEIR RELATIUNSHIP WITH PLOT

In this éhapter-we intend to sstablish a parallel between Moli -
-erae's pléy.and Byron's poem ,.concerningl geﬁfe. Since the two seem to
have Qsed mixed genre§ we shall discuss the theorstical aspects of the gen-
res they may have used - comedy, tregedy, epic and satire, im en attempt to
classify both of them. it is also o#r inteqtion to verify to what extent the
differences in plot we dstected in the previous chepter could be imputed to

the literary genres used.

3 ol ™ The Epic

3.1.1. Concept

Hegel, in his Aesthatibs (1), defines epapee as a poetic re-
constitution of a heroic past which constitutes the foundation of the cons-
cience of a nation. 6bcording to him, the epopee is a collective enterprise
in which thg tutalit} of ; natioﬁ'# sp;rit is expressed, at the beginning of
its heroic stage, in thaAform of events and histﬁrical figures, through the
intuition of one poet. Staiéer (2) saemé to agree wifh Hegel when he says
that thé epic poet is in a circle where he tells the group his story ( in
the wordy way his listeners view it, according to tﬁeir tradition), so that
the poetvshows that'he has graSﬁéd the inherent'rhythm and the way of expres
sion of hi; pedﬁle and indicates to tham; fhrough his poem, their own found-
ations, | |

F.. Germain says that
*l'spopée traduit soit une sociéts, soit une

mentalite primitives (,..)L'épopse raconte
1l'enfance des peuplas.” (3)
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It presents to mankind, according to Germain, a world of “grandeur“, of har—
olsm, of abnegation and superhuman struggles, a world of victory. It can ap-
pear at any time when nman fagls in a primitive mood and‘ insecure bscause
then he fesls the ﬁaceégity.of an ipspiration, of a remembrance that will
push and stimulate him.

3.1.2. The Epic Poet

According to Hegel, the epic poet must share the Eeliafg and
way of thinking of the time he sings, but his'production is the free produc-
tion of an individual. Nevertheless, he must disaapear bafore his creation,
and his exprgssimn of the evgnts.mu$t be conveyed by his characters,

Northrop Frys (4) seems to mean exactly the oppasite: the poat
addressés his Audienca, he says, not as a character but as the author, where
as the characters remain hidden; Could he possibly mean that, since the epo-
pee is a narratiive and not a drama there are no diaioguas but a narrator who
is the authr?

In ordsr to clérify the matter we shall adopt Aristotle's étate—
ment which has possibly 1nspiréd Hegel : |

"The post must sﬁeak as little as possible

by himself, sinca it is not through speak

ing that he is an imitator{...) Homer, af
ter a short introduction, immediately in-
troduces a man, a woman or another charac

ter, and not only do they have character
but also their customs are studied.® (5)

Emil Staiger points out the stable attitude of the poet, his ab-

- sence of emotion, which becomes evident through his innumerable digressions
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and interruptions in the narrative. These charactsristics reveal, ecdurding,
to Staiger, the poet's preoccupation with the objsct by itself and not with
the ending of the poem so that the ending cannot be emphasized, In fact, he
-says, there isn't dramatic tension in an epopee.

Staiger also says that the epic poet looks back into the past as

a contrast to the present and F, Germain completes his thought:

"L*éwocation épigue du passé a toujours

eté le meilleur moyen de pousser a 1l'ac

tion.” (6)

3.1.3. Objective of the Epic Poem

‘According to Hegel, the objective of the epic poem is to paint
facts and concrete events, F. Garmain sees a social objective in the epic;
a stimulus tb action, through the reminding of ancient heroes and heroic ac-
ti&ns.

3.1.4. The Epic Characters

Hegel points gut that the epic characters must be reslly his-
torical figures, presented in their réal activities. They must ﬁffer, accord
ing to him, a variety of chéracteri;tics that make them complete men: they
are husbands,.lovers, sons, fathers, and abpear in various situations. The
fact that they are the synthesis of a national character puts them in a su-
perior level. F. Germain completes Hegel by saying tﬁat the epic hero must
be the model of his society, with all its possible and desirable gqualities,
one of them being invenéibility. Neuertheless, Hegel remarks that the es -

sential qualities of the hero musf be the innate ones, the natural side of
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his character, and not his moral qualities or those that were the product

of his conscious will.

Emil Staiger detects another characteristic of the epic hero: his
existence has as its foundation one sensae. sight. He loves what is visible,
the light. That seems to combine with Hegel's dascription of the concrete as
the objective of the epopee and it seems to explain Staiger's remark that
death, love and orgy have a very secondary role in the epig, if eny, since
they are not concrete (lova) and are dark {death and orgy).

To F. Germain, the epic hero is the central figure of the epis.

3,1;5.'Characteristics of tha Epic

Tha epic work has many formal or structural chaiacteristics
pointed out by.sevenal authors.

Hagel séems to emphasize the unity of the epic’ unity of char
acter, i.e., one character must be present at all the events and report them
.from the beginning tq the end;: unity of the objective events— the starting -
point of the epic ﬁeem is always an individual event to which all the epi:=
sodes are linked even 1f‘on1y as obstacles tq the hero's aim; and finally,
the unity of the epic work must»bz pravided by a determined aim so that
it forms a whole, finished and complete. That doesn't mean, according to Ha~
gel, that the details and particularities do not share a relative indepen -
dence, a point stressed by Staiger when he Says}that there is an autonomy: of
tﬁe parts and an addition of independent barts when the parts of life repre-
sented are also independent. Frye says practically the same when ha points
ﬁut the episodic plot of ths epic poem.

Both Hegel and Staiger stress the absence of separation batween -
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feeling and action, internal aims and accidents or extemal events since the
states of mind as well as the thoughts are viewed like events, in the apopée.

Hegel points out the varisty of themes found in the epic and both
Staiger and Frye agreé with him, Life is presented in its total diversifica-
tion because the spapee presents the characteristics of the gods, of men and
of everything .else; according to Steiger. Frye exemplifies Staiger and Hegel:
eéarything.reléted to human life is a theme of the epic -»lifg, death, old
age, youth, nature, freedom, slavery, hypocrisy, ju#tice, war, civilization,
the woman, etc. |

Hegel says that fate praevails in the episc. According to him the
circumstances are superior to tha hero whose dﬁstiny is created outside him
although heAcoﬁtinues to be strong and independent because he diseredits omens
and presages. That's the reason, he says, for the main interest of the epic
'wprk to rest upon Qhat happens to the hero accidentally and not upon his
wishes and aims.. In a way Hegel seems to have found an ultimate reason for
Staiger's remark about the absence of d;amétic tension in the epic work and
its iatares§ by iitself and not by its gnding. Thig would also explain the
prolixity of the epic narratiQa and its numerou$ digr;ssions, qualities
stressed by Hegel, Staiéer and Frye,

Both Frye aend Staiger point out gnother formal characteristic of

the epic: its symmetry, detected in a rhythmic and metric unity. According

to GStaiger such a symmatry reveals the emotional distance of the epic poet
from his work. o
Both Frye and Staiger point out the identity and immutability of

facts and peqple in the epic work. Frye says that the classic epic work is
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cyclical: it seems that the ending of the action resembles its beginning,sqg

gesting a coherent stability in the universe. And Staiger points ocut the ab-
sence of ewvolution in what concerms people: the last years of @ man's life
do not derive from his first Qqes but are simply addgd to them. Aging and
maturity seem not to exist for the epic characters, he says.

Staiger emphasizes the rich vocabulary of the epic, - what seems
| to be dariQed from its variety of themes, and Frye adds that there is always
an enormous amount of-traditional knowledge, allusions and references twm
mythological beings, famous poets and leaders, in an epic work. The anpeal
to the muse is another ghgracteristic of tﬁgﬁepic..accdrding to Frye and Stai
ger. o | |

Hegel thinks that fhe mast convenient situation for the epic poem
is the one characterized by the war between tﬁo di%fersnt nations, In such
a circumstance the epic adopts é universal and hisforical cléim from one
people againét another, what uniteé the people. F. BGermain extehds this idea
by saying that thersocial gtnup‘plays an important role in the epic:

"...l'@popee raconte des guerres, des expédﬁtions)
de vastes enterprises; 1'@popée préche souvent un
effort collectif, un vaste rassemblement d*hommes,
au mepris des divergences personnelles. La foule
est donc un ecteur essentiel dans une veritable &
popee. C'est pour elle gue le plus souvent lutte
le heros{...) Cette foule n'est pas passive. Elle
se bat pour amenager:un avenir houvaau; et c'est
cette entreprise gui donne le sens de chague epo-~
pee." (?)

Frye distinguishes the epie of returning from the othar kinds
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of the epic.According to him the “Odissey" began that type of the epic, in
which the hero escapes safe from unbelisveble dangers and arrives home in
~ a cruciasl moment. Besides this characteristic the epic of returming sharas

with the others the same gualities pointed sut above.

3.2. The Traged

3.2.1. Explanatinns'of Tragedy

According to Northrop Frye there are two formulae which have
often been used to explain trugedy:

"One of these is the theory that all tragedy
exhibits the omnipotence of an external fate.
(.+.) The other reductive theory of tragedy
is that the act which sets the tragic proc-
‘ass Qoing must be primarily a violation of

moral law, whether human or divine; in short,
thaﬁ:Aristétlc's hamartia or "flaw* must have

en essential connection with sin or wrong -
doing.* (8)

According to the first formula the rightning of the balance in
nature which was disturbed by the héro (a process celled nemesis by the Greeks)
happens»impersonally, unaffected by the moral quality of huhan motivetion
involved, |

According to the second explanation of tragedy the nemesis is re-
lated to a violation of moral law, connacted with sin or wrongdoing.

Anyway, accaording to Frye,

"the response to tragedy is 'this must be', or,
perhaps more accurately, 'this does happen';
the event is primary, the explanation of it
secondary and variable.* (9)
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According to the same suthor,

*in its mast elementary form, the vision of law
{dike) operatas as lex talionis or revenge. The
hero’provokés enmity, or inherits a situation of
enmity, and the retum of the avenger constitutes
the catastrophe{...) We notice however the fre -
quency of the device of meking the revenge come

from another world, through gods or ghosts or ore
cles.” (10)

3.2.2. The Tragic Hero

In analysing tha tragic hero, Frye, based upon Aristotle, says

"that he is very great as cﬁmparad to us and very small as compared to gods,
fate, mccident, necessity, fortune, circumstances or any combination of these.

Another characteris;§§ of the tragic heruv, pointed out by Frye,
is his proud, passionate, obsessed mind, which caonstitutes his fatal flaw or
hybris and would explain; to a certain extent, his failure., Thers is always
a crucial moment in tragedy, or Augenblick, he says, in which two opposite
ways of behaviour are seen by the aqdieﬁco simdlfanaously,; on; conducing te
catastrophe and the other conduting to happiness or‘succass,but they are not
perceived by the hero because of his hybris or, if they are, there is no
mare option left for him, for the wheel of fortune wiil have begun its ine-
vitabie cyclical movement downward.

In analysing the tragic hero Henri Bargson emphasizes his indivi-
duality:

"Le héros de tragedie est une individualite unique
en son genre(...) Personne ne lui ressemble parce

qu'il ne ressemble a personne. Au contraire, un



80

instinct remarquable porte le poete comique,
quand il a compose son personnage central, a
en faire graviter d'autres tout autour qui Dqé

sentent les memes traits généraux.i'(ll)

3.+2.3. Other Characters of Tregedy

Besides the héro Frye mentions another character in tragedy
called the "suppliant®, who corresponds to the buffoon of comedy. The supp{i
- ant, often a female character, presents a pathetic figurs of helplessness
and destitution.

Analysing the chorus or chorus character of tragedy Frye says that -
it represents the society ffum which the hero is gradually isolated or the
social norms against which the hero is sinning. Therefore the chorus is not.
the woice of the heru's conscience although if never induces him into dis -
astrous action.

3.3.' The Comedy (y)
Northrop Frye defines the theme of the comic as

“the integration of society, which usually takes

the form of incorporatidg a central character in
to it." (12)
This incorporation of the hero into the society and the obstacles he finds
in it would then constitute the action of comedy.
The relationship between the sudience and what goes on the stage

is very important. The logic of the events generally yields to the audience's

() According to Encyclopaedia Britannica comedy arose out of the revels con

nected with a god of vegetation,Dionysus; so the wnrd comedy: is, from its
beginning, linkad with revel.

Y
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wish of a happy ending, so that at the end of a comedy there is & kind of
communion between the audience and the play since the final society emerged
ie the one desired by the audience.

Keman says that

. ®"the deus ex machina may be anathema in tragady,

but it is a vital part of comedy."” (13},
and Frye observes thet the happy ending is generally manipulated by the
author. He points out two other charecteristics of comedy: its tendency to
include as many people as possible in its final society end the f‘act that
the blocking characters (%) are more often reconciled or eonverted than re—

pudiatad, which emphasizes their inconsistency.

3.3:1. Titles of Comedy
According to Henri Bergson the object of high comedy is to
paint genersl types. He says that even the titles of the great comedies ere
meaningful : | |

"Le Misanthrepe, 1'Avare, la_ Jousur, le Distrait, etc,
voila des noms de‘gem'as; et 1a meme oU la comedie de
_caractére a pour titre un nom propre,. ce nom propre
est hien vite entraina, par le poids de son c‘onteﬁu,
dans le courant des noms communs. Nous disons 'un Tar
tuffe', tandis que nous na dirians pas 'una Ph?adre"uu

'un Polysucte'”. (14)

He reinforces his point by saying that many comedies have as their titles

nouns in the plurel or collsctive nouns.

{x) The characters who impede or try to impede fortunes of the lovers.
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3.3.2. The Comic Haro

In aﬁalysing tha comic character Bergson establishés a parallel
betwesen the comic character and the tregic character; The latter, he says,
is an individual observad in depth by the author whereas the comic author
chooses characteristics for his hero that may be reproduced and are not de-
finitely lirked to Him but may. be detscted in many people. Therefore, the cam’
ic author doesn't search the ultimate reasons for his hero's qualities and
behaviour because, according to Bergson, that woﬁld kill the comic effect:

"Il faut, pour que nous saoyons tentes d'en
rire, gue nous en localisions la cause dans

une régionlmoyenne de l'ame.” (15)

Frye says that the comic hero is generally mediocre but socially
attractive, whereas the emphasis is put upon the defeated characters. One
reason for that is the fact that the-succesgful hera's 1life will begin at
the end'bf the play, when the audience is given to understand that everybody
will be happy afterwards, including the hero and his beloved, The action of
the play is constituted ﬁy the obstacles thé hera finds in his integration
with society so that those characters that bppo;e his integration have to
be emphasized. |

3.3.3. The Other Characters of Comedy

Frye lists three types of comic characters: the alazons or im-
postors, the eirons or self-deprecators and the buffoons. He adds another
one, the churl who, with the buffoon, polarizes the comic mood.
The alazon is generally a blocking character but what characterizes
him is more a lack of sslf-knowledge than simple hypocrisy.

The eiron type is rather neutral and unformad in character. In
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this type are includad the hera, the harcina, the type

“gntrusted with hatching the schemes which
will bring about the hero's victory" (16),

who is either a tricky slave or a valet or a vice (#), and the character,
usually an older_man,'whq bég;ns the play by withdrawing from it and ends
it by returning.

The buffoon type is the entertainer of the audience; His function
is to increase the mood of festivity rather than to contribute to the plot.
The buffoon may be a professional fool, a qlawn, a page, a singer, a cook,

a parasite, a jovial host, He centralizes the comic mood,

| The churl type generglly belongs to the alazon grﬁup. His role is
that of the refuser of festivity, the one who tries to stop th§ fun or, if
he does not refuse the mood of festivity he marks the extent of'its‘range.

The role of the refuger of festivity may be played by another char
acter whom Frye calls the plain dealer,

"an outspoken advocate of a kind of morel

norm who has the sympathy of the audience.®
| | (17)

In an ironic comedy, Frye says, an absurd society may be condemned by or at

least contrasted with the plain ¢eéler, who may become a malcontent or railer
~ and may seem superior to hls socisty. According to Frye

"such a character is appropriate when the tone

is ironic enough to get the audience confused

about its sense of the social norm:he corresponds
roughly to the chorus in a tragedy, which is there
for a similar reason. "(18)

,@*) The vice acts from pure love of mischief but his activity is banevolent,
. Frye remarks.



. 3.3.4, Phases of Comedy

According to Frye comedy blends into irony and satire at one
end and into romance at the other. He recognizes six phases of comedy, from
infancy to deathg a) the first phase of comedy and the most ironic of all is
that in which a humorous society triumphs or remains undefeated. In this
phase a more intense irony is achieved when the humorous society simply dis-
integrates without anything teking its place. In this type of comedy there
is always a redeeming sgent who can be divine (deus ex machina); b) the sec-
ond phase of comedy is that in which the haru does not transform a humoxups
society but simply escapes or runs away from it, leaving its structurs as it
was befome. This is the guixotic phase of comedy; c) The third phase of come
edy is that in which an old character./a senex iratus or other humor gives
way to a young man's aasirés; d).With the fourth phase we begin to mave out
‘of the world of experiencs, i.e., the ironic wafld, into the world of romance
and ideal. The world visualized in this type of comedy is a world of desire,
not as an escape from society but as tha genuine form of the world that hu-
man life tries to imita¥e; e) In the fifth phase of comedy we move into a
warld that is'still more romanti#, less Utopien and more Arcadian, léss
festive and more pansivé, where the comic ending is less a matter of the way
the plot turns out than of the perspective of the audience. In this phase
the reader or audience feels raised above the action)and its tragic implica-
‘tion is presented as though it wére a play within a play that we can see in
ell dimensions at once; f) The aixth phase of comady presents a world of
ghost stories, thrillers, and Gothic remances, in a total desintegratien

and collapse of the comic ssciety.



3.4, Satire

3.4,1. A Definition of Satire

According to Northroup Frye

*"the word satire is saild to come from satura,
or hash, and a kind df parody of form seems
to run all through its tradition, from the
mixture of prose and verss in early satire to
the jerky cinematic changes of scene in Rabe~-
lais.” (19)

In his course Modermm Literary Satire Dr. John HReagan defined sat-
ire as "any literary form which has as its ma;n purpose to attack a problem,
a situatioﬁ or people in order to change the reader's perception of the real
ity that surrounds him". (%)

3.4.2. History of Satire

Aristotle, in the Poetics, says thét the earliest division of
poetry occurred when the graver spirits reproduced noble actions and the ac-
tions of good men composing hymns to the Gods and praises of herges. In con-
trast, spirits of a hore trivial sort, who reproduced the actions ofAmeaner
pérsans, composed safires in order to criticize them., The first onas,>who
were‘EDic pogts, became writers df Tragedy and the other ones, the lampooners,
became writers of comedy. So, éccérding to Aristotle old comedy derived from
the satiric improvisations uttered by the leaders of the phallic songs which
were |

. --~ - "ritual performances devoted to increasing
the fertility of the land, the herds, and
the people." {20)

(%) Notes from the_course Modern Literary Satire, which we attended at George
town Uhiversity, in May-June, 1973.



Elliot points out that

*in its early manifestations in Greece,

Arabia end Ireland satire is intimately

conngcéed with magic and the satirist

hardly distinguishable from the magician.”
(1)

3:4.3, Types of Satire

Kérﬂén affirms that criticism has traditionnally distinguished
ohly two main types'nf satire: foimal verse satire énd menipbean satire. Ac-
cording to Keman tﬁe,term menippean, which originally referred to those sat
ires written in a mixture of verse gnd prose, has gradually come to include
any satiric Qurk written in the third person, in which the attack is managed
under cover of a fable. Works short of extreme realism would then be classi-
fied as menippean.

Formal»vérse satire, on the'Athar hand, has been usad;to identify

those satires written in vefsé, wjth,nd cﬁntinuous narrative and'where the
author eppears to speak in his own perépn.'

According to tﬁe'same éuthnr enother difference between menippean
and formal verse satire lies in their focds; In the menippean type the scene
is stressed to a point that it absorbs the satirist whereas in formal verse
Safire the satirist dominates the scene. He may be identified as I or may be
even given the author's naﬁs but his main characteristic lies on his emerging
from anonymity, pruviding the reader wifﬁiﬁints of his character and origins.
He is generally agrariaﬁ, presenting the countryside as the ideal life by
contrast with the scenery pf his satire which is always urbaﬁ;

3.4.4. The Essence of Satire
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Frye establishes two essential qualities for satire: wit or hu-

mor, founded on fantasy or a sense of the grotesque or absurd, and attack,
behind which there is an implicit moral standard: for effective attack, he

say s,

"we must reach some kind of impersonal level,
-and that commits the attécker, if only by
implication, to a moral standard,” {22)

Frye establishes as one of the central themes of the mythos of
satire the disappearance of the heroic. This would be the reason for the pre
dominance in fictional satire of the Omphale archetype,

“the man bullied or dominated by women, which
has been prominent in satire all through its
history, and embraces a vast arsa of contem-

porary humor, both popular and saophisticated,.*®
| (23)

He considers as the archetypal theme of irony and sétiré the sense that ef-
fective action and hervism are absent, disorganized or foredoomed to defeat,
and that anarchy and confusion reign ﬁver tﬁe world; a sense which he'calis
"sparagmos"é ”

Kernan emphasiZes.thg elusive speaker who 1s sometimes identified
as "I" and sometimes given a name in satire, as well as the picture of soci
ety it provides, But satire's mosf striking‘quality isy, in his point of view,

the absence of plet:

"We seem at the conclusion of satire to be
always at very nearly the same point where
we began{...) the scenery and the faces may

have changed outwardly, but fundamentally we



are looking at the same world, and the
same fools, and the same satirist we met
at the opening of the work" (24)

Such a statement reinforces the "sparagmos” Frye feferred to,
which creates the tone of pessimism inherent in satire. Kernan sven says
that whatever movement there is it is a mere intensification of the unpleas
ant situation with which satire opens and not plot in the true sense of change.

Dr. John Reagan emphasized in his course the social aspect of'sqg
ire: satire always attacks a basic problem and tries to change the reader's
perception of it. Since it deals with values and establishes a norm it forces
the raader.to meke a judgement. Another aépect emphasized in his course was
the pessimism inherent in satire whicﬁ makes the apparent solutioﬁ to a prob
lem be merely.a particular one, while.the genafél problem remains. Another
of his boints, shared by K?rnan,»is the.absance of true characters in satire
which presents only caricafures, with no p#ychologinal_depth.

‘The ultimate main»ta;get of attack in satire seems to hevhuﬁan
nature itself since |

_ . "what starts as local attack ends up by
calling the whole institution into ques
tion* {25), ‘

and
“when the satirist criticizes human actions

and accomplishments he naturally criticizes
humans themselves.” (26)

Another remark made by Keman deals with the. similarity between

the satirist snd the tragic hero who both
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"cry out that they are men ‘more sinn'd
against than sinning®' and try to opposs
the course of evil with the lash of

scom and vituperation® (27)

According to Frye we should look for the continuing encyclo -
paedic tredition in satire and irony and

“we should expact.thaﬁ:the conteining form of
the ironic or satirib epic would be the pure
cycle, in which evsry quest, howevér success
ful or hervic, has sconer or later to be made

over again.” (28)

/34,5, Characteristics of Satire
Besides its inherent qualities satire bas some other character
istics such as
va deliberate rambling digresgiveness" (29),
in the words of Frye, which would explain the extraordinary number of frag=-
mentary, unfinished or anonymnﬁs satifes. | |
Another characteristic, péinted out by Kefnan, is the disorderly
and crowded scene of satire:

"It is no accidant that most satire is
set in the city, particularly in the

metropolis with a polyglot paople.‘" (36)

This also reflects the agrerian attitude of the satirist.

Keman also points aut that

"the author of satire. always portrays the
grotesque and distorted, and concentrates

to an obsessive degrse on the flesh " (31)
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Frye points out another characteristic of satire, a calculated
bathos, a guality very much related to the “sparagmos® and mock heroism,

According to Keman

“"of all the major literary genres satire
has traditionnally made most pretense of
being realistic" (32),

and the satiric author

*fills his work with references to contemporary
customs, places, names. He will probably call

attention to the absence from his writing of
the usual omaments of poetry® (33).

S0 that the attention of the reader is

"thus directed away from the satiric work itself
and toward some second object, the personality
of the author or the contemporary social scene”.
(34)
But, Kernan goes on, all these efforts to repudiate the Muse and to empha-

size the down-to-earth quality of the satirist and his work are

"themselves stylistic devices used in a perfectly
conventional manner to establish ths character

and tone traditionally thought appropriate for
the satiric genre, Péradoxically, the claim to
have no. style is itself a-trick of style employed
by nearly every satirist, and his realistic touches

ars themselves satiric conventions.” (35)

So that, according to Kerman, we mustn't deny the independence of artistic

status to satire and
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" we need to approach satire in the way we do
other poetry - as an art; that is, not a di
rect report of the poet's feelings and the
literal incidents which arocused those feel-
ings, but a construct of symbals- situations,
scenes, characters, language - put together
to express some particular vision of the world.
The individual parts must be seen in terwms of

their function in the total poem and not
judged by reference to things outside the poem

such as the medical history of the author or
. [ .
the social scene in which he wrote". .(36)

Anather characteristiq.of'satire, pointed out'by Kernan, is its
"fragmenticity", or its»tendepcy to pass rapidly frﬁm one'subject to another,
which he sees as-either a fuﬁctiéh of the-plot, demonstrating the continuous
movement that newer brings about change, or

"as an attribute of the scene contributing
to thae effect of a disordered world in which
there is a limitless amount of depravity". (37)

Kerman also points out that

"although there is always at least a suggestion
of soms kind of humane ideal in satire (...)
this ideal is never heavily stressed for in

the satirist's vision of the world décency is
forever in a precariocus position near the edge '
of extinction and the world is about to pass

into stemal darkness.” (38)

And Dr. Reagan sseems to complete Kernan when he says that if there is a so-

- lytion-to a problem that solution applies only to a particular situation, -
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letting the general problem remain.

Another point made by Kernan is that if it is a character who
delivers the attack on vice he must appear the moral opposite of the world
he condemns, he must be horrified at what he sees and mustn't have any

doubts on what is right and what is wrong.

3.4.6. Satirical Devices

L ... According to Dr. Reagan the author of s satire makes us fesl

and sense VBry directly a problem through several techniques such as iro-
ny~ situational or of 1ﬁversian.,sércasm. Jjuxtaposition of two situations,
. allusion (which demands aA;ertain knoﬁlege from the reader, to be sffect-
ive), allegory, grotesgue gllusions, parady, wit and humor, bathos, ete.
We will study in detail those that characterize the mock-epic or mock-her
oic::

'a) burlesgue or antii-heroism - It is the comic imitation of a serious
literary form - spic of #iagic - relying on an extravagmnt incongnpity ba
tween}a subject and its treatment. Parody is the burlesque applied to a
 certain author, poem or other wark, and it demands the knowlege of the o=
riginal that is being mimicked.

Frye points out the constant tendency:to sglf=parody in satiric
rhetoric " which presents even the process of writing itself from becoming
an over simplified convention or ideal. In Don Juan we simultanecusly -

read the poem and watch the post at work writing it: we eavesdrom on his
associa&io@s, hkis struggles for rhymes, his tentative and discarded plans,

the subjective preferences organizing his choice of details (...}, his de

-+ cisions. whether to be._seriocus or mask himself with humor®. (39)
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b) Bathas « It is an anticlimex which results from a sudden break of the
dramatic tension, a dropping from the sublime to the fidiculuus.

Burlesque and bathos are the essential gualities of a literary
form which is called either mock-epic or mock~heroic. According to C.Hugh
Holman these two terms are frequently used interchangeably. They designate
a literary form |

¥ which burlesques the epic by traating
a trivial subject in the *grand style®,
or which uses the epic formulas to make
ridiculous a trivial subject by ludicrous
ly overstating it." (40)

tisually the characteristics of the classic epic are employed - invocation
. to a daity or to a muse, division into books and cantos, speeches of the
herces, descriptions of warriors, battles and games, employment of super—

natural machinery, etc,

3.4.7. Satire and Irony

It may be advisable to draw the distinction betwsen satire and

ireny in terms eof structurs. According to Northrep Frye

“the chief distinction between irony and
satire is that satire is militant irony:
its moral norms are relatively clear, and
it assumss séandards against which the
grotespue and absurd are measured. Sheer
invective or name-calling (*flyting®) is
satire in which there is relatively little
ifony::on the other hand, whenever a reader

is not sure what the author'’s attitude is
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or what his own is suppased to be, we
have irony with relatively little sat

ire; » {41)

Frye defines satire as irony structurally close to the comic, re

-Placted in satire's double focus of morality and fantasy, saying that

" irony with little satire is the non-heroic
residue of tragedy, centering on a theme

of puzzled defeat.” {42)

3.4,8, The Satirist

The satiric author is very similar to the moralist who also
tries te change his audience's perceptions, but they differ in their aims,
The main goal of‘the moralist is to change his audience®’s views and perceég
ions, to make people act in a different way,whereas the satirist is gener-
ally satisfied with changing his readers'views and not in solving problems.
Very often the satiric author does not present any clear solution to the
problem he transmits although he often establishes norms of conduct through=-
out his satire. In faqt, the satirist looks for an emotional reaction. He»
does not believe that evil will be eradicated, for his sense of the world is

“one in which |

"vice is so omnipresent and so arrant that

it cannot be;avoided."~(43)
According to Elliot

"the satirist claims, with much justification,

to be a true conservative. Usually (but not

always, there are significant excentions] he

operates within the established framework of



society, accepting its norms, appealing to
reason (or to what his socisty accepts as
rationsl) as the standard against which to
judge the folly he'sees.'ﬂe is the praéerver
of tradition- the true tradition from which
there has been grisvous falling away". (44) |

That's why, it seems, the satirist

"seems always to come from a world of

pastoral innocence and Kindness" (45)
All this claim generally comes in an Apologia, whether forﬁal or informal,
which the satirist has Felt-compqlléd to write from the time of Horace, qu
sius, and Juvenal, down to Buileau.‘Swift and Pope aﬁd into our own day. From
the Apologies we get

* a kind of ideal image which the satirist
projects of himself and his art®,

according to which he is

"a public servant fighting the good fight
agrinst vice and folly wherever he meets
it; he is honest, brave, protected by the
rectitude of his motives; hé attacks only
the wicked and then seldom or ﬁever by name;
he is, in short, a moral man appalled by
the evil he sees around him, and he is

forced by his conscience to write satire”. (a8)

Nevertheless Kermman makes a very important remark:

"The satirist must be regerded as but one postic
device, used by the author to express his satiric

vision, a device which can be dispensed with or
varied to suit his purpose®. (47)



34,9, Phases of Satire

Frye distinguishes six phases'inlthe myth of satire.

The first phase corresponds to the satire ﬁf the low norm: it
takes for granted s world full of anomalies, injustices, crimes and follies,
which is permanent and undisplaceabla; Aﬁyona who.wants to keep his balance
in such é world must learn to keep his eyes open and mouth shut,'Frye re -
marks, The sedond phase corresponds to the picaresgue novel, in which
a sdccessfbl rogue mekes conventional society look foolish without establish

ing any positive standard. Don guixotte belongs to this phase.

The third phase.correséonds_to the satire of the high norm, in
.Qwhich thé satirist uses his fantasy, bresking éo&n cu#tomary assaociations,
and negeting the value of our sgﬁse»experiences. He may show us his hero
changed into an ass and humanity seen through an ass's point of viéw. or the
society transformed into a society of hideous gients or, the opposite, dig-
nified pygmies.

The fourth phase is that_of en explicit realism in which human
misery seems most;y superfluous and svitable. It stresses the humanity of
its heroes and minimizes the inevitabilityIOf tragedy;

The fifth phase is irony in which the main emphasis is on fate
~or fortune. It is more stoical and resigned than melioristic and its motto
seems to be Browning‘sz |

"fhere may be héaven; there must be hell"™ (48)
The siXthAphase éresents humah 1life as en unrelieved bondage;

Its settings are prisons, places of exscution, mad-houses, etc.



3.5. Applicetion of the Theory of Comedy and Tragedy to
Molierse's Dom Juan
We noticed that Moliere's Dom Juan seems td be a mixture of com-

edy and tragedy. Thus wa will analyse its tragic and comic characteristics,

3.5.1. Tragic Characteristics

In analysing the formulas that axplain tragedy, Moliare®s Dom

Muan sapms to fit the ;ségond one: thes tragic process, whose climax is death,
is set by a violation of moral law, whether human or divine. Dom Juan vio-
lates mralA laws which are human aﬁd g&:-muy considered also divine. As a
true hedonist he conguers men and abandons them in order to sesk pleasure
in naw advsntums; The reveange comes from another world in the figure of the
statue-ghost. |

In terms l.f the tregic hero Dom Juan also shares some of his
gualities: he is a proud hadonist and thers lies his fatal flaw which would
explain, to a certain V.xtont. ﬁis *failure®., The play also has a crucial mo-
ment, when the specter tells Dom Jusn to repent and havrnj-cts its advice,
what results in his death.

Oom Juan also presents another character of tragedy, the *suppliant®.
Frye describes it as a pathetic figure of helplessness and destitution, of-
ten a female charactc_r. Elvirn ssems to fit those qualities, in Acte 1V,
scens VI, when she comas to Dom Juan in order to beg him to.change his way
of life:

* De grace, Dom Juan, accordez-moi, pour dermiere

fami;, cette douca consolation; ne me refussz

_ Po:lnt votre salut, que Ja vous demande avec larmes;



et si vous n'Gtes paint toucheé de votre
interst, soyez~ls su moins de mes prisres,
_et_m'spargnaz ls cruel deplaisir de vous
voir condemner a des supplices etsmsle®. .
| (1v,6)
3.5.2. Characteristics of Comady

In terms of the comic thems and action we realize that
Dom Juan 1s not incorporated into the society but expelled from it. This
fact would ssem, at a first glence, to discredit the play as a comedy, sc-
cording to Frye's definition of ths comic thema. Neverthaless, Frys also
points sut the strong .nlat‘ionship...betwémtho sudiencs and what goes on the
stage, cuphasiziné the fact that gsnarelly, in comedy the logic of the cwn_ts
.yiolds to the audience's wish of a happy ending so thst there may arias a
kind of communion betwaen the audisnce end the play. From this perspective
Dom Juen's death wouldn't seem tragio but comic: being e viclator of the mor
‘al values and laws of that sudisnce Dom_Juan's death should be desirsd by
tha sudiencs. In this case, the status-ghost wouldn't bs ths revenger but
the redesming sgent of that socisty by -1iminating Dam Juan. Of course Dom
Juan's cﬁnvarsion would be sven mors desired since he belonged to ths same
class of his audisnce - aristocracy. But after shaping a character like Dmh
Juan could Moliere yield to his audiance's wish to that extent? It seams that
tha author found a middle term: in order not to displsase his audience he
had his hero killed; aﬁd in order not to destroy the consistincy of his char
acter he didn't have him repent.

In terms of  the hero of the play ws realize he is a very par
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adoxical one: contredicting the usual comic hsro hs is neither socially at-
tractive nor mediocre. From the audimca'a Paint of view hs may seem s de-
featad character, what 1sn't a characteristic of ths comic hero sither. Nev
-rbhalcss,. the smphasis of the piay is put upon him, Would has be an anti-hcru?

| On the other hand, under Oom Jsan's point of view hs .may not be
a defeated character since ha is a man who modeled his own destiny, who re—
fused to change his way of 1life although awsre of the fact that such a refus
al could imply in death, Under this psrspective death is not a punishment for
him, but a choics. And such a choice cualifies him as sto:!.c.. But is stoiciam
a quality of the comic here? On the other hand, if Dom Juan is not ths hare,
who slss could be? |
Losking at the list of charscters of comady furnished by Frye we
realize, first of all, the absence of the alazon typs in Mnl:l.ih's play. In
what concerns the eiron typs, the only character that could t;. included in
it is Elvire, if one can mﬁsié-r _her the heroine: she is rather-unformed in
charucter. &anamllg. alt@gh a valet is quito a well-formsd character and
nat

"entrusted with hatching the schamas which
will bring about tha hero's victory.® (49)

He Kesps advising Dom Juan not i:o follw his plens, refusing Dsm Juan's mood
of festivity, what would entitle him as a cﬁurl. But ha alse has soma of thas
qualities of the buffoon since he centraelizes the humor of the play.

-~ _ .Dom Juan's father,: Dom- Louis, ssems to play ths rols of the re-
fuser of f’cstiv:l.ty as ths "plain dealer*®,

*an gutspoken advocates of a kind of moral norm
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whe hes the sympathy of the audisnce®
| (s0)

Hs sesms ts symbolize the honest and supsrior aristocret, censcious of ths
responsibilities of his rank:

. _ __"Apprenez enfin gu'un gentilhamme qui vit mal
est un monstre dans la nature, gus la vertu
est le premier titre de nohliss.. qua je re-
garda bien maoins au nom gqu'on signe gu'aux
actions cqu'en fait, st cus je ferais plus d‘_;_
tat du fils d'un crocheteur gui: sarait honndte
homme, gue du fils d'un mpnargus qui vivrait

comme vous.®
(1v,4)

On the other hand, Don Louis may alse have been an imnicél de -
vica used by Meliere. Is the aristocrecy of his time similar to him or to
his son? (Juxtapositinn]. Frye says that |

*such a character is appropriate when the tens is

ironic enough to get the audience confussd about

its sense of the social norm.” (Sl1)
And ons may guess that- the gristocmcy of Louis. XIV may have bsen confused
at Moliere's play.

Tha title of uou;n-s play is also msaningful, according to Ber—
gson's assay. Dom Juan, like Tartuffe, is not a collective neun, is not in
ths plural and is not generic but we de sa.y. "a Dom Juan® whsn referring to
a man who oonqéwrs women, _Su_,__:gc:c_::z;'dipg_ to Bergson's theory Dea Jsan mldA

bs a comedy.

Looking at the six phasss of comady distinguished by Frye Dow ..uanl
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if a comedy, would be in the first phase- that in which a . humorous society

triumphs or remains undafeated through a divine agent. But one mustn*t for-
get the fact that the character who menaces the socisty is a member of it
and not an outsider, Iff Dom Louis may symbolize the good queiities of that
sacisty his son may symbolize its bad cualities and his "punishment® may be
sxtended to his peers, what wouldn't mean a triumph.
Although tha play itself does not presant the esssence of farce-

a genre that only aims at provoking laughter by broad visual humor- 1t does
prasent some of its elements:

réverences irenicues, poursuites a trevers la

scens, soufflets applicques, mangués ou qul se

trﬁmpmt d'adresss, chutes, bastonades, Avec

la'camique des gestes, le grotesgue du langa=-

ge: bagalements, bréplouillenmts, lgpsus, sen

tences citees de trevers, compliments entrs -

coup#s, discourds treinards ou courant la poste,

charsbia, jarguns medicel, paysan, latin, suisse,

limousin, picard, sabir, oui chevauchent les uns

sur les autres et rebattent les oreilles® (52)
All that we visuélizo in Acte II, ir which appear Pierrot, Char—

lotte, Mathurine, Dom Juan and Sganarelle.

3/5.3, Soms Deductions from What Wes Seen in 3.5.1. and 3.5.2.
From what we discussed in the previocus items we have the fole
lowing facts conceming Moliere's Dom Juan:
Tha play has some chamcteristids of tragsdy =
a) It Pits the second explanation of tregedy if Dom Juan's

death is censidered a punishment;

U
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'b) Dom Juan has tha essantial cualities of the tragic lero- 2 proud and ob-

sessed mind which censtitutes his hybris;
©) Elvire may be considered a suppliant;

Neverthelsse, the play also has some charscteristics of comedy-
a) A certain communion batween the play end the eudience is achisved by Dom
Juan's death; .
b) The emphasia of thes plgy is put upon a"duf’éated"chamcter, Dom Juan, de-
feated under the audience's viewpoint, at least. But tlﬂ.s leaves the play
without a hero;
c) The title of tﬁc play suggests a comedy;
d) wWith qualities of & buffoon and vqualities of a churl, Sganarelle is a hu-
morous charecter;
e) Oom Louls may be considered a blain dealer;
f) Molisre's play f.:l.ts.».to a cartain sxtent, the qugl:l.tics of the comedy of
the first l'Jhasa.-;. al humerous sooiety tﬂumhs or remains undefeated through
a divine agent;
g) It has some farcical elements, found in the comicity of gestures or si-
tuation ~bows, flaps, end of languege- slang end the regional dislect of e
de Ffence. |

Thus, it seems very difficult to classify Moliere's Dom Juan. The
Play has soms tragic oﬁamcteristios, but it is humorous; it also has some
comic characteristics, but its hero seems to be an anti-hero. Besides the
incongrucus hereo the ending of the play is also dubious. Martin Esslin, in

his book An Mato@ of Drams declares:
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"It is avident that the simplest definition,
ona that the majority of theorists would
call simple, continues to be gehemlly ap-
plicable, although it doesn't help much: a
play with a sad ending is a tragedy; a play
with a happy ending is a comedy.” (53)

The cuestion is: is Dom Juan's death a happy ending or a sad end-
ing? It seems to us that the answer depends on the psrspective one visualizes
it, as we discussed bafore.

Bince the play ssems to be a mixturs of tragedy and comedy one
could fgel tempted to consider it a tragicomedy. The definition of tregicome

dy provided by Holman -

® A play which employs a plot suitable te
‘tragedy but which ends happily like a
camady® (54) - |

turns ‘us back to tha problem of the ending of the play. Besides that, Tirso
de Molina proved, in hi§ El Burladar;tﬁat the plot was suitabla to tragedy,
but Byren pmvéd that it was also suitable to satire. Even if we teke it for
granted that Moliere's play has a plot suitable to tragedy we- cannot guaren-
tes that its ending is a sad one because death ués viewsed by its hers as a
choice. |

S0 we arrive at ths conclusion that Moliare's Dom Jusn does not
fit eny literery genrs spacifically, being a mixture of cnmedy‘ and _tragcdy.
a polemic play which leaves the reader with an interrogation in his mind,

On tha othar hand, ihliérs was naither unigue nor the first one

in this type of drama. Frye refers to it, though not in relation toc Moliere,



as @ kind of romantic drema fn which

*the relation bstween the hare's hybris and

his death is mors casual than causal® (s5) /
He says that this type of drama is clossly related to 'tragedy;' it WMS
tha exploits of a hem whosaf. end.l may eventually bes death, but this death in
itself |

*is naither tragic nor comic, bsing

Primarily spectaculer *. {56)
He cuotes Tamburlaine the ﬁt, by Christopher Marlawe as an exampla of this
kind of dra’m;a,- which was first performad in 1587, and puial:lshcd in 1590. Mo-
lisre's Dom Juan was first performed in 1665, mare than a century later but,
~besides the fact that nothing indicatas.‘ in Moliars's biogrephy, that he knew
Marlowe’s play, tha existence of a dmma in the same pattern does not dimi-
nish the walue of his play. .

3i6: Application of the theary of the epic and sstire to Byron's .
Don_duam |
In enalysing Byron's Don_Juen we realize that it 1s a mixturs of
the epic and satire. Thus we will analyse its epic and satirical character—
istics.
3i6.1. Charscteristics of the Epic

Besides many structural or formal epic charecteristies we al-
80 notice; in Byron's poen, fﬁe absence of dramatic tension, revsaled in its
innumereble digressions and interruptions which emphasize ths past®s preoc~
wpgtiun with the poem by itself and not with :i.ts ending. This seams to fur
nish a reason for his having left it unfinisted,

But what the poem really has of the epic is its formal character—
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istios: an episodic plot; unity of character and of tha objsctive svents '

assured ngt only by Juan, whose eommlséry departure from Spain gives birth
to everything that happens afterwards, but mainly by the narrator of the
poem, its most mukable preseﬁoe and the one responsible for its satiric
tons; a l_arge variety of themss detectaq in the narrator's digressions; the
prevailing of fate over Jduen's wishas who is taken from one place te another
carried by circumstances; the symaetry, providad by a 1y1:hm:!._c and metric uni-
ty conveyed by the Italian ottave rims, end the division oé'the poem in Can
tos ( seventeen cantos when interrupted);

1dmt:l.ty and. immutability of f’acfs and peoples, for everywhaere he goes Jusn
finds the same kind of men - middle-aged _pr‘old. authoritarian and Jjealeous,
and the same kind of women, with the exception of Haidée; the places may
change but the people and tha facts remain the seme: Juan always Dmvoke;
enmity because of the passion he arouses in the women he meets and so is ei-
ther seﬁf away oOr persecuted, Basides those chgractexistics we also notice
the absence of the evolution of the main character, Juan, who never gets
old, a rich wcamlafy and allusions to mythological beings (Titan), famous
poets {Horace, Homer, Pope, Shakespaam; Wordswarth), philosophars (Aristo-
tle) and leadsrs .(ngolebn, Ngm)'; A mock-heroic naote is fumished by the
appeal to the muse. Even ivgr. the ideal _subject for the epic,; s 1s present
in the poem. It also hés the main qhamctaristic of the epic of retuming:
Juan escapes safe fzﬁm unbelievable dangers - drowning, slayery. deéth in
m - and- 1f Byron had finished the poem one could suppose, had hs intendad
to do it according to the epapes of retuming, that Juan would go back to

Spain since the poem stops abruptly in London, when the circle of his travels
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is almost complets: Greace, Tdrkey.- Russia, Poland, Garmany, Holland and

England. {Ses map on next pags).

3.6.2, Characteristlos of Satire

What lacks in Byron's Don Juan in what concerns the epic is
exactly the essaence of ths epic: a postic reconstitution of a heroic past
which constitutes ths fwnds@:ibn of the.consoienoe of a nation and a here
who is the synthessis of a national charaecter, the model of his soclaty,with
all its desireble qualities. And in thcse. absences liass the satire. Don_Juan,
is- not.a.:.boafic,'r;wo_@stitut:l(on:.of--at*hamic; past simply bacauss under the sat
iristfg point of view thare n.s\‘ler was such a past. Juan may symbolize the m_g
del of his seciety but ‘:.l.nétead of the heroic qualitiss of the epic hero hg
is dumb, passive, controlled by women. Through Juan Byron is satirizing the
soclaty ef which he is the prototype, and probably, if not 'ma.n!dnd at least
civilization.

Byron's poem seems to have the two assent:l.a} gualities of sat:l.ra_
pointed out by Frye: humor, founded on fantasy or a senss of ths gxﬁtésqqe
9pd absurd, and .attack;- Tha absurd and fhe grotesaue ara visualized in al-
most all the lovs semag; especially the ones with Julia, Gulbsyaz; Catherine
and Fitz-Fulks and very strongly in thé boat episode, Bssidss being absurd
and gmtes.quef those ‘scenas aré alsoAhu.‘mmua. Tha attack has severel tar -
gets: civilization, a;d.sfacmcy. hypocrisy, authoritarianism, war, slavery,
ets. | |

Tha disappeazance of the heroic, one of thas central themes of the

mythos of satire, in Frye®s words, is alsoc present in Don Jsan, in the fig-
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ure of its haro who is the “Omphale archetypa®”. Effective action and her =

oism are absent or disorganized in the poem, what bacomes evident in the
war between Turkish and Russians, a war whose motives are unknown to both
parties, and anarchy, confusion and’ iﬁasponsibility seem tao reign ovér the
world, creating a tone of pessimism in the poem, tendered by its humor.
Kerman's mast striking quality of satire, ths absence of plot, is

also found in Don Jsan: the places and faces may change outwardly but th§
world is fundamentally the same - the same men, thé same women, ths same liy-
pocrisy and the same rotten society are fwnd evarywhere Jian goes.

| Another important characteristic of satire, pointed out by Kern-
an and Raagen, is aiso present in éy:t;n's poem: the absence of tmq char -
acters. Juan is a caricature, with nao psychologicel deptﬁ:: he doesn't act;
he doesn®t épaak and he doesn't think, He is taken by the circumstances and
the anly thing the reader knows about him is that he is young, handsome and
attractive to women. The women he meets, with the exception of Haidae, are
frivolous, luxurious and hypocritical, whether ysung or old,

"A deliberate rembling digressiveness® (57),

in Frye's words, 1s abundant in the poen, end its disorderly and crowded
scene is also préseht. for the incidents are mostly .se.t in citiaé: Seville,
Canstantinople, Leninéi-éd, Landcuj. |
| Kerman's remark ébout the obsessive preoccupation with the flesh
denoted by tﬁe gatiﬁst aléo appi:les to Byron®s poasm: Jian is a sexual ob=
Ject fof the women he meets and sex seems to be their sole aim in 11fe._
) Byron creates thp traditional tone 6? satire by making pretense

of belng realistic. He dlsmystifies the poet®s work and fills his Posm with'



109
refarences to contamporary customs, people and places, calling the rsader's.
attention to his contamparaxy.social scena what, agoording to Kermman, is on-
ly a stylistio device qsed convantienally: |

*Oh Mrs. Fry, why go to Newgate? Why
Preach to poor rogues? And wherefore not begin
with Carlton, or with other houses? Try

Your hand at-hardened and impsriel sin.”
| (x,85)

The fregmenticity of satire, paintad cut by Kerman, can alsa bs
kdttccted in Byrun;s pe;m. in which sudﬁan incidents interrupt the narrative
for several stanzas.'sugﬁ as the desgriptien of.tha Ita}ian opera company

Juan mests on his _m;y 'td fum-y. (Canto 1V)
4 " The suggestion of soma humane ideal in satire, painted out by
Kernan with the remark that it can nsver be heavily stresssd, can alse be
fqynd in Byron's posm, in natural love (t_he Haidée episode), and in the fig
‘ures of women: Haidées, Leila énd Aérorn, The first.onn dies of love, the ssc
ond 4s only a child and Aurora disappears with the intarruption of the posm.
Byron mlsoc uses several satirical devices, sﬁch as: |
a) irony |

fesscecnnen. and above

 A11 praised the Empress®'s matermnel love”
e - (x,32)

b) juxtaposition = As Juan is praising Lendon and its people four
burglars attack him.

¢) allusions - to Cervantes (XIII,1l), to Socrates (XIV,4)

The mock-epic characteristic of his poem is evident by his use
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of the burlesque~ the *grand style' is used to describe the adventures of an

Omphale archetyps, bathos - the incident with the Black Friar, and parody -
either of Molina's, Molierae's (%) or of‘:.tta‘lian writers bu-t,"in any case, a
parddy of the myth of Don Quan, the congueror with no feglings -h_n only seasks
his own pleasure. |

In terms of types of satire Byron's Don Juan seims to
hava‘tha characteristics of formal verse satire provided by Keman: it is
written in vérse, with no continuous narretive and tha author seems to spesk
m.his own voice, as thé satirist. The satirist is identified as I and dom-
inates the scene with_his digressions, emerging fyom anonymity and provide -

ing the reader with hints of his character and nationality:

"eeee for half English as I am..."
{x1,12)

He is also agrarian, since one of the main targets of his attacks is civi-
1ization and also bacause one of his suggestions of the humanse ideal rests
on Haides, a feminine counterpart ef the "beau sauvage®.
Analysing the six phases of satire distinguished by Frye,we would

Classify Byron's Don Juan in the first phasa:

*It takes for granted a world which is fu}l of

anomalies, injustices, follies and crimes, and

yst is psrmanent and undisplacesble. Its prin

ciple is that anyone who wishaes to keep his
‘balance in such a world must learn first of all

to keep his eyes apen and his mouth shut.® (8)

That is thes world presented by Byron - undisplaceable end perwmanent bsscause

() Byron refers to Moliére in Canto XIII, stanza 94.
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always the same despite the place, and Juan keeps his eyes open and his
mouth shut not only to keep his balance but to survive.

On the other hand, the poem seams to have some of the traits of
the second phase of satire too- like the haro ef the picaresgue novel, Jan
keeps running eway without trensferming h;s society, making it look foolish
without aetting_up any positive standard. Nevertheless, he lacks the qual-
ities of a rogue: he is not actively dishonest and is not very smart, at.

least not until he gets to England.

3.6.3. Bimilarities bstween the Epic and Satire

Cbmparing satire to the epic we realize they share some char-
| ~acteristlcs : cyclic structurs, the episadic plot and many digressions. Nong
theless, according te Hogel, the unity of the eb:lc work must be provided by‘
a determined aim so that it may form a coherent ;hale and that is not an es-
Qential quél:!.fy for satire which is very of'ten unfinished and enonymous. Any
way, these simiirln;:lties should be known by Byron who, in the poem, refers
| ta it as an epic Satiﬁ: -

"And I shall tska a much more serious sir

Than I have yst done in this epic satire *
(x1v, 99)

3.6:4. Some Remarks atout what wes seen in 3.6.1, 3.6.2 and 3.6.3.

From what waes seen above we may draw the conclusion that
Byron's Don Juan is an epic work in what concerns formsl characteristics of
the epic, and a satire as well. Byron's poem seems ta be a mack-heroic poem

in which he uses the ‘grend style' or the epic formulas to satirize not onlyths



112
hypocritical aristocracy of his time but mankind itself, Iﬂstead of ex-;:vmssmb
ing a primitive society, ‘m @Wu'a words, Byron is expressing the so-called
“civilized soclety®” with all its depravity; instead of presentiﬁg a world of
grandeur, hercism and v:l.ctory he presonts a world of pattiness. mediocrity
and f'rivolity. The author, as a sat:l.rist. couldn't remain hidden. like the
usual epic author, for his aim was to attack vice, civilization, war, slawvery,
hypocrisy end humen nature. He,the satirist, 'couldn':l: have the stable atti-
tt:ﬁa of the epic wrlter for, in order to meke his attack efficacious he had
to be vibmnt and 1mnic. He doesn®'t look back into the past as a contrast
to the present si.nce, :I.n his passimistio view of’ the world man has not
_chanuud and never will. Death, love and orgy, which hnve a secondary role in
ths epopes, if any, in Stalger's words, have a primary roles in Byron's sat=
ire, for the satir:lst;'s vision of the -urld. is dark. Why elss would Frye
call it the raythqs of w:l.ni;ar? | | |

Byitm shmd .that,_he was able to write a satire, subtle and witty,
in the form of an epébee. and by do:l_né se he mocked not only mankind but

also one of the most ancient and serious literary genres - the epic.

3.7 The Generic Implications upon Plat
In the previous chap‘terv \;9 discussad the differenaes in plot he-
twesn Moliers®s Dom Juan and Bymr;'s Don Juan. Now we nealize that some of
thess diffe;‘enceé @ld be imputed ts the genrss used,
fhus we notice that whareas Dom .-.Man's.cﬁildhood is not presented
in Moliere's it is presentsd in Byron's, and Byron's heﬁ even undergoes a

certain development, from infancy to manhood. This fact could be attributed
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to ths length of the epic poem. Also the route travelled by Byron®s herg is
longer than that travelled by Moliers's hero, possibly beceuse Byron intend-
ed to writs an epopee of returning. Another event we could attribute to the
epic qualitf of tha poem is ths war bstween Turks and Russians, since the
war is a favourite and even nécessary subject of the epopse, although ridi-
culed in tha poem,

The fact that we deﬁected the comicity of character more devalopsd-
in Byran's’ﬁay alss be accounted fbf the length of the epic‘héem as well as
to its satirical purposes. 6n the other hand, Muliéfe's emphasis upon the .
comicity of situation could - also be attributed to the dramatic quality of
his work: he could onIy use the resources adaptable to the stags.

ﬂhsraas in Mnlieru'a play tha attack 1s formulated by charnctars.
in ayrun s poem it is mainly provided by the satirist. Again. drama and sate
ire have to use different d-vices. The satirist is also rosponsibla far the
Predaminance of the comicity of lenguags in Byran's. Ve also notice that
neither the epic nor the satira supposs the idea of punishment and that
could account for iﬁs absence f;om the; poem, added tﬁ the svents themsalveg.
The presence of the Black Friar saems to 1ndicato a parndy of the divine
"agent of ualiore's. rcinforcing the satirical characteristic of the poen.

The absence of a real plot in Byron's, in the senss that there is
no real change, could alse be attributed to the satirical ﬁuality of the poem.

whereas in the play there is definitely an end, howsver dubious.
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‘4. THE CHABACTERS AND THEIR RELATIONSHIPS

In this chapter we intend to study the character Don Juan in Mo-
1ina, WMoliere and Byron and. hi§ relat:lqnship with the other §Mmcteu.
Following a structuralistic approach, sspecially Gréimas' s, our analysis
will ba thoroughly based upon the taxts. (¥)

It is alse our intention to define the womsn's ruole in Byron's
posm and in Moliere's play, and analyses the importance oi; the narrator in

tha first one and the importance of Sganarells in the sscond eone.

4,1, Greimas and Structuralism

According “to structuralism the literary work hes a structure
of l;leanings. i. 8., the structurs is the content aprshended in a logical or-
- ganizatioq_ so that form and content have the same nature and belong to the
sama aﬁalysis. Thus, form and contént are so dynamically integrated that they
cannot be saparatéd. &s) |

In studying the tales of Lithuania Greimas realized that all of

them could bs reduced to certain functions performed by what he callad
"actants®. The “actants" are entities of the narrative and the actors, or char
acts‘rs.. personify the actants. He verified that sometimee the same actor caulﬁ

fit more than one actent and established three sheaves of actants:

{x) we got acquainted with literary structurelism in the course “Teoria da

Literatura®, taught by professor Edda Arzia Ferreira, from Septembsr to
December, 19‘7‘7.4_ as part of the program of the Eraduatse Coursse in Lettars,

at UFSC.

() Notes from the course "Teoria da Literatura®, mentioned abova,
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u subject {sujst) who acts and an object (objet) instituted as valus, the

two linked by:the modality of wish; an "actant® who provides the object of

wish = the "destinateur® - to the obtainer of tha'object = the "dastinatairs”;

and an %"actant® which helps the accomplishment of the wish - the helper or

Pedjuvant®, and an “"actant® which, on the cantrary, opposes tha accomplish-

ment of the wish - the opponent.or "opposant®. (1)

Thus we have:

Adjavant Destinateur
Sujet —  Objet
N .
N

‘Opposant Destinatelire

(2)

or

Destinateur ——) Objat ——) Destinataire

Adjuvant ——-) Sujet ( Opposent

(3)

Neverthelsss, besides this functional analysis, based on dynamic

prediecates or actions, Gr'einﬁs recognizes the necessity of an analysis basad

on static predicates, i.e., on ths qualitiss of the charecters. But tha two

ars, according to him, cemplementary since the function transfers its seman-

tic content to the performer: if one says "Petar killed Robert™ he can prab-

ably say that "Peter is a murdersr®.

S0 we are going to apply these notions te the authors we are ana-
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lysing. '

4,2, Mblina 's _E; Burlador de Seville y Convidado de Piedre

4.2.1. Dynamie Predlcatss

4.2.1.1; Relatlonships among the oh&ractsrs‘
a) ‘Seduction - Don Juan ceaucaa three women - Tisbea, Amin-
ta and Isabela, and tries to seduca a fourth

one -_.Ana‘ de Uiloa '

b) Fraud - *"Si burlar
Es hebito antiguo mio
Qué me preguntas sabiendo
M condicion?® (I,3)

Don Jusn promisas te marry T:f.shea and Aminta,
but after getting what he vant.d be runs au.ny.
c) Treason - *Traicidn, y con un emigo!® (1I,1) |
La Meta az;d Octavio ere his friends and he
seduées tﬁa women they lavas.
d) Revenge will - Octavio, LQ hot., Batricie, Tisbea end Don
| Gonialo want to reveﬁge thensslves,
4.2.,1.2, Assassination - Don Juan killa Ana's father, Don Gonzals.
4.2.1.3. Punishment and Death- Don Gonzalo comes back, as a specter,
| | and kills Don Juan just with lﬁs touch,.
He says he is God's agent:

»"-i...w:l.ere'que'tus culpas
" A manos de un muerte paguss" {III,7)



4.2.2. Static Predicates

a) & knight-

*Yo ssy noble caballero

Cabeza de la -f_ani{l:l_.a

Da los Tenorios, antiguos

Ganadores de Sevilla.

W padre, dﬁmﬁs del rey

88 reverencia y’astima

Y on la corte, ds sus lablos

Pende la muerte o la vida * (III,1)
b) brave- '

* Eso dices? Yo tembr?

81 fuaras el mismo infiemo,

La mano te diera yo " (III,4)
c) proud of his oourage and eager to have it known-

“Manens iré a la capilla
lionde convidado soy,

Por que-se admira y espante
Sevilla de mi valor® (III,5)

d) materialist-

»S5l0 aguel llamo mal dia,
‘Aciago y detestable,

En que no tengo d:l.neios;

tue lo dem3s es donaire® (III,6)

e) immoral -
- "Catalinon: Guardensa todos de un hombre
oue a las mjcr-ea sngana
Y es el Burlador de Espana
Don Juan: Tu me has dado gentil nombre® (II,2)

120
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) hypocrite and traitor

"Cuando Ie vends le adula® (II,2)

"Saguirate mi furor _
tue eres traidor..." (III,3)

g) women's punishment
"Castigo de las mujeres” (I,3)
h) Lucifer -

"Desdichado ti . gque has dado
En manos de Lucifer® (II,S)

4.2.3. Application ef the Scheme

Women's nafvete,

darkness Gon Juan
(adjuvant) "(destinateur)
DBN Juan : >  Women's dishonour
.(a/sget) .. &nd unhappiness
| ‘ (objet)
Don Boniala, Ana,
Don Diego, Catalimnv (d’stinataim)

the statue-ghost
(opposant)
4.3, Moliere's Dom Jsan
4,3.1. Dynamic Predicates

4.3.1.1. Relatlonships among the Charecters

a)Seduction - Dom Juan seduces Elvire, and meny cther women, eccord
ing to Sganarelle; he also conquers Charlotte end Ma-

thurine
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b) Treason - Dom Juan had promised Elvire stermal love but soon after

she yielded to him he abandoned her
o) Revenge will-

“Elvire:_...le Ciel te punira, perfide, de l'ocutrege cue tu me
fais; et ei le Cisl n'a rian gue tu puisses apprehender,
approhends du moins le colére d'une femme offensde..®

(11,1)

"Dom Alonse: Ah! truitre, 1l faut cue tu périsses,...* (I1II,4)

"Oom Louis: Maie sache, fils indigne, cus la tendresse paternelle
est poussée a bout par tes actions, gue je saured,
plus t8t que tu ne penses, mettre une bome a tes
dereglements.” (IV,4)

4,3.1.2. Challenge to ths moral values established at that time, including
the spiritual ones:
*...la constance n'est bonne cue pour des ridicules” (I,2)
"Dom Juan: Ce wue je crois?

Sganarelle: Oui.
Dom Juan: Je crois cue deux et deux sont guatrs, et cue guatre
et guatres sont huit.” (III,1)

*Si le ciel me donne un avis, il faut gu'il parle un peu plus
Clairement, s'il veut que je l'entende.” (v,4)
" ..je m'en vais te donner un Louis d'or tout a 1l'heure, pourvu
we tu veuilles jurer." (III,2)
His challenge to the spiritual velues is mostly evident in the fact that he
refuses to repent.
4.3.1.3. Assassination- It is not performed in the play but it is reported

by Sganarelle: ®"8on! C'est le tombeau que le Com=
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mandeur faisalt fairs lorsque wvous le tuates®
(111,5)

4.3.1.4. Marriage ~ Dom Juan marries El\d.re. and many others, according to
Sganarelle.

4.3.1.5. Death - a punishment under the audience's viewpoint and expecte-

| tion, but not to Dom Juan himsaif. who could have avoided

it: *Non,non, il ne sera pas dit, guoigu'il arrive, que

Je sois capable de ma repentir."” (V,S)
4.3.1.6. a shipwreck

4,3.2. Static Pi‘edicates

a) a nobleman : "Ainsi vous descendaz en vain des afeux dont vous
stes ne: ils vous dasavouent pour leur sang et tout
ce gu'ils ont fait d'illustre ne vous donne aucun

avantages® (IV,4)

b) incanstant, fickle-

". ..toutes les belles ont droit de nous charmer”
(1,2)

*. ..8t tout le plaisir de 1'amour est dans le change-
ment.® (I,2)

“Js te l'ai dit vipgt fois, j'al une pente naturslle
a me laisser aller a tout ce qui m'attire.* (III,5)

¢) impulsive, impstucus -

"Pour moi, la t_:sauté me revit partout ou je la trouvs,
et je cade facilement a cette douce violence dont
elle nous entraine... Les inclinstions naissantes,

apras tout, ont des charmas inexplicables.” (I,2)
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d) a hypocrite -
"Js veus avous, Madems, gue je n'‘al peint le talent de dissimuler,
et que je porte un coeur sincére.* (I,3)
Sgenarelle:*Il ne vous manguait plus que d'stre hypocrite pour
vous achever de tout point, et voila le comble des a-
bominations.” (V,2)

Dom Juan: " ..l%hypecrisie est un wvice a la mode, st tous les vices
| a la mode passent pour vertus." (V,2)

e) a hedonist-

"Ah! n'allens point senger au mel qui neus peut arri-
ver et songeans ssulement a ce qui nous peut donner

du plaisir® (1,2)

“Oul, ma foil il faut s'amender; encore vingt ou trente
ans de cette vie-ci, st puis nous songerons a nous.®
{1v,6)

f) charming, insinuating-

M. Dimanche: *...1l mas fait tant des civilites et tant de
compliments cue Je ne ssureis Jamais lui de~—
mander de 1‘argent.® (1V,3)

In Acte II, scens IV, Dom Juan seduces two girls at the same time,

Charlotte and Mathurine.
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4,3.3. Application of tha Scheme

Woren's na!vsté;

Dom Juan's charm and psr—- Women
suasiveness
d tay
(ad juvent) (destinateur)
Dom Juan B > Dom Juan's pleasure
(sujet) (objat)
/N
Dom Louis, El- AV
vire's brothers, Sgana- Dom Juan
.relle, the statue-ghost ' (destinataire)
(opposant)

4.4, Byron's Don Juan

4334.1. Dynamic Predicates

4.4.1.1., PBelationships among the Characters
g) Seduction - Four women seduce Juen: Julia, Gulbeyaz,
o Catherine, Pitz-Fu_lks o

b) Acceptancs of the seduction- Juan acts towards them the

way he is axpacted to act.

c) a real love affair — with Haidee
d) fratemal love - Leila
4,4,1,2. Shipwreck - he survives beceuss of his swimming skill

4.4,1.3. Participation in a war- He fights bravely, though urged by
necessity.
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4.4.1.4. Assassination - Don Juan kills a burglar who attacked him,

4.4.1,5. Salvation of a ten-ysar-old girl, from wild Tartars. Dom

Juan vouches to take care of her for ever.
4.8. .6. F’amanenpe on a‘m island.
4.4.: Sent to Turkey as a si&Qe.
4.4,. scape from the Sultan'’s palace.
4.4.:.%. F:rmanence in Russia, as the Empress's favourité.

4.4,1.10. Diplomatic mission in England.

4.4,2. Static Predicates

a) a noblemen, son of a hidalgo

b) *tall, handsome, slender" (I,54)

c)"'ad.lent and pensive, idle, ustiesa, slow* (I,87)
d) natve and Mnoﬁent, at least at the ﬁegiming-

"...poor little fellow, he had no idea of his own case, and
nsver hit the trua:one* (I,86)

e) sansible -

*Psrhaps more mischief had been dona, but for
Cur Juan, who with sense bsyond his years...* (II,35)

f) daring-
*Love is for the fres! _
I am not dazzled by this splendid reof.* (V,127)

g)calm "Upon the whole his carriage was serene* (V,9)
h) ambitious, generous and with feminine features
- s9seans thB thit‘st
Of glory, which so pierces through and through enes,
Pervaded him, although a ganerous creature, as warm in

heart as feminine in feature” (VII1,52)

i) flattered - “ Juan, instead of courting courts, was cw!(‘gz(edzéj-'
. R
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J) a gentleman, with a remantic air

* But Juan was a bachelor - of arts
And parts and hearts, He danced and sung end had
A alr as sentimental as Mozart's

Softest of melodiss and could be sad
Or cheerful without any 'flews os starts'’
Just at the proper time,..." (XI,47)

k) superficiel and ignorant

*an, who was a little superficial

And not in litgrature a great Drawcansir,
Examined by this leameéd and especisl

Jury of matrons, scarda knew what to answer

His duties warlike, loving, or official, * (XI,49)

1) experienced -
%eee for he had seen too many
Changes in youth to bs surprised et any.® (XII,49)

m) experienced in love-

* But hs had seen so much good love before
That he was not in heart so very waak" (XII)

n) smart, a rogue

"Now grave, now gay, but never dull or pert,
And smiling but in secret - cunning rogue.
Ha never presumed to make an error clearer;

In short, there never was a bstter hearer.‘
(x1v, 37)

o) ostensibly humble

"His manner was perhaps the more sseductive
Because he na'er seemed anxious to seduce,
Nothing affected, studied os constructive-
Of coxcombry or conoquest. No abuse

Of his attractions marred the fair perspective
To indicate a Cupidon broke loose® (XV,12)
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p) mild, modest, unsuspicious
"By nature soft, his whols address haly off
Suspician. Though not timid, his regard
' Was such as rather ssemed to keep alcef,

To shield himsslf than put you on your ‘guarfd"

- {xv,14)
q) with an air of innocence, his charm
*“.eohe had an air of innocence,
‘Which is for innocence a sad temptation.®
| (xv,28)
4.4.,3., Application of ths Scheme
Juan'’s passivity Don Juan
(ad juvant) (destinateur)
Woman ) Sexual pleasurs
(sujst) " (objet)
Don Alfonso(:slia), ,
, ‘Woman
. | ] . . .
Juan's sickness (Catherine) (destinatairs)

Adeline (Fitz-Fulks)

remembrance of Haidea and

love for freedom (Gulbeyaz)
(opposant)

4,5, Some Remarks about the Previous Analyses

We notice that in this type of analysis ths thamas becomes quits
evident. Thus, in Molina's play Don Juan has a ratienal plsasure in seducing

womsn not because of seductiaon itself but because of what it provokes- the
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woman's dishonour and unhappiness, In Mnlibm's play the women ars also an
inétrumant of pleasure, the Sem's utmost aim in lifé. We realize that in
both plays the women are not seen or respected as human beings but, on the
contray, are used by Dom Juan for selfiéh' pui-poses.‘TBa same thing happens in
Byron's poem but this tilge it is Juan who is seen and used as an objeot by
women, Jjust like fhe Omphale archetyps.

| An interesting fact about Byron's here, which alsse distinguishkes him -
from the ofhe;r euthors, }:l.s the evoiution of the hero, from 16famy to manhood.
When hts gets to England (Canto XI) hs seems to be aware of his seductive pas
sibilities and although he- Keaps an air of innocence he may do it on purpase
.sincﬁ that is,: his arm, and a very effactive one., Anyway, it ssems quite uvif-
dent that én epic work provides the opportunity fo:; such an evolution of char
acter; mainly for its lngtb:'s and the presence of a narrator-satirist, wher-
eas a play can only show a period of a man's life. hbli'eré tries to surmount
the stage reétrict:lons in what concermns tims through Sﬁanarelle who reports

some previous events and clarifies the audience on the hero's charactar.

4.6, The Women's Role in Woliere's Play

Thrée women appear in the play :‘ .Elvirek. Charlotte and Mathurinas.
Elvire belongs to the nobility and it is hef. gffair with Dom Juan ‘and iée
end which pmvﬁkes a seriss of evénts - Dom .han'sb escape, his persecution
by Elvire’s bmthers, the incident in the vmods.. Although she has a certain
noﬁility 51’ character which she proves in pardoning Dom Juan and even worry
ing about his future, she ééems also stupid for having yielded to l;tim so sas
:I.iy.

Charlotte and Mathurine are two young peasants, extremely nafve. Dom
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Juan oenquers them with wulgar compliments to their beauty and tha perspece,

tive of a marriege whiéh would make them riss in the social hiererchy. The
faci ‘the‘nt he per'f’oms .the seduction of both, togethesr, is really an evidence
of stupidity, on their part, aﬁd of persuasiva power, m. his part. In fact,
this sols incident says so miuch of Dem Juan's character that the readsr can
visualize his paz;foniance in other situations envolving seductien,
Neverthelesa. the fact that Moliasre makes his herc seduce women of
varied social renks may show a negative attitude teward women. as if they
were all sgually natvs, :I.gnorant end romantic. Their behavior elso shows
that their morality is very superf’iciul since they yield ts a man whose sole
tool is the word. Would this fact maan a criticism on the aducation pravidsd
at the author's tima? Or perhaps on tha hypocriticsl society in which he

lived?

4,7, The Woman®s Rols in Byron's Poem

. The women who seduce, or try to seduce, Don Juan ars all alike:
married, sexually unsatisfied, futile and luxurious, Haid@e is an exception:
she is described as a romantic hereine- pure, beaut;tfui énd with

*that useful sort of knowledgs which is acquired
in Nature's good old college® (II,136)

Her love effair with Jsan is an idylic lovs, on an island which could be
gsmpamd to the Garden of Edu;. in which they are Adum and Eve bsfors the
fall, very uuch aoeor'digg to the romantic taste.

ﬁevarthc-les;s. since Haidde is an exception. and evan Juan's mother
is painted as a hypecritical bluestocking, Byron's attitude doesn't sesm fa-

vorables ta women either. But, on the ather hand, ths namtor of’ the poem
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seems to understand women's weaknesses and even sympathize with them, des-

pite a mixture of tendemess and mockery in his tone:

"..sfOr man, to man so oft unjust,
Is always so to women. One sols bond
Aiaits them, treachery is all their trust.
Taught tai"cnnceal, their bursting hearts despond
Over their idol, till some wealthiar bust
Buys them in marriage- and what rastélbeyond?
A thankless husband, next a faithless lower,
Then dressing, ri.grsing. praying, and all's over.* {II,200)

Since some Kind of humane ideal is present in the poen in the fig=-
ures of thres women- Haidee, Leila and Aurora, one weriders whethar such a
 fact indicates a favaumblé attitude from the author - hope lies on women=

" or a negative one- the same way women can bring happiness they are also res—

ponsible for man®s siefortunes.

4.'8'. The Importance of Sganarelle in Molisre's Dom Jaan

Sganarelle, Dom .ban' s servant, is an intémsting and contra =
dictory character: hes knows‘his master better than anybody else (In Acte I,
scene I, he gives an accurate description-of his master's character); he re-
pru;ches'ﬁig behavior but, paraacxicaily, he is faithful to Dom Juan and
stays with h::ln.A -Although Kisrkegaard says that there .is no reason for his
faithfulness it seems to .(;IB thatﬁ Mﬁli'ere makes it clear that Sganerelle needs
tﬁ Job:. | |

"Ah! quel abominable maitre me vois-je oblige de servir®
| " (1,3)

In fact, money is something very important to Sganarelle:
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"Va, va, Jure un psu, il n'y a pas de mal™
(111,2)

he says te the beggar.
Faithfulness to the master, on the ather hand, seams to be a law
in Sganarelle®s moral codo, and he is also afraid of Dom Jduan:

“I1 faut qus Je lui soit fidele, en dapit e
J%en ele: la crainte en moi fait 1'offics du
zéle, bride mes sentiments et me reduit d'ap-

plaudir bien souvent & ce que mon ame doteste®.
(1,2)

Begpite his leyali;y to his master he tries to avoid Mathurine*s and
Charlotte "s seduction by warning them against Dom Juan.

Unlike his master, Sganarelle values his life, and hides when the
s:l.tuation is dangercus: |

®ph! pauvre Sganarelle, ou te cacheras-tu?*
' (1v,8)

The need of éurvival seems to meke him very smart: the idea of dis-
guising ':I.s his, and he always has an answer ready.

Sganarelle ssems to be, in fact, a very important technical device
in the play: he fsports Dom Juan's past, hg extermalizes the reader's reac-
tions to Dem Juan's deeds aﬁd he .esﬁtralizes the humor of the piay reducing
its ten;sion. If it \veren't for me;ﬁﬁrells no one would sver call Dom Juan a

conedy,

4.9, The Importance of the Narrator in Byron's Poem
Byron had the inteantion of writing an epic satire and makes it

Cclear in the poem. Thus he needed a narretor and a satirist, and he made the
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two into one. Speaking in the author's voics the narrator-satirist conveys
Byron's ideas on evaery human subject:

a) oId sge versus youth (IV,11)

b) hedonism (1I,78)

¢) marriege (III,S)

d) mental freedom (XI,90)

e} fate versus free will (V.17)

) death {IX, 2) |

g) relationship between charecter end climate (V,157)
h) 1ife (IXI,36)

i) love (II,205)

3) women (11I,3)

Byron attacks everything: aristocrecy, hypocrisy, tyrany, slavery,
war, Englénd, the English government, Welliﬁgton, glutony, the Church and
its dﬁgmas, avarice, ﬁam:l.sm, stc. He seems to blemﬁ; all those partially on
civilization, thus revealing his romantic tendency. But the main target ef
hie critic;ém-is,:in‘shﬁrt, man

"&w hatred is by far the longegt pleasure,

‘Men love in haste, but they detest at leisure®
- {x111,6)

Providing unity to the pcem the satirist, Byron's voice apparently,
seems to transmit all his skepticism about life and man. He is the true hero

of the peem, though not a character and cheless.
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CONGLUSTON

From the fh¢t that donjuanism is a ﬁalamic conception due to the
existence of several literary versions of Don Juan, a fact which we verified
in the first chapter of this dissart;tion, we got engaged in the analysis
lof Moliere's Dom Juan and Byron's Don Juan, trying to detsct similarities
and &if%erences betweeﬁ the two;

Due to the fact that the literary genre exercises some restrictions
upon the plot and development of chargctgrs we gcame te ths cenclusion that
vthe author's'conception of donjuanism 1is gquite dspendent on the literary
genre he chooses to canﬁey his concsption., We belisve that Byron could
prbbébly hava written an epic poem in which Don Juan were an active character
that would still hé ﬁock-epic badéuée of‘the iﬁcongruity between the forms and
the content. But in this case he would losa an important satirical device-
parody, and wouldn®t have written»a satire on the thame of donjuanism,

Thus we realize that tha three authors created each a different Don
Jian: Molina's hero is a villain, whoss only aim in 11fe is to conquer women
Just for.:the pleasure of leaving them dishonoured and unhappy. He has a sad=
istic pleasurs in betraying his friends and in hurting his father. Once ha
asks for Gor's pardon he 1loses his deviliéh ﬁualities and ssems mnlyla maan
and despicéble man, ﬁoli§re‘s hera, on ths other hand, is a hedonist, Much
like Camus's existentialist hero he enjoys only the moment and doesn't believe
in a life hereafter. He defies God and the morél values of his socisty and ac

cepts death as something natural. He seduces women bzcauss they bring him plqu
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urs and what seems to be his most genuine characteristic is hj.s fincons -
tancy, but an inconstancy fhat :I.s' planned and mads a pfd.lasaphy of iif'o.
A gay character, Dem dﬁa__n never really falls in love , in the sense of dures,
and so avoids suffering.

Byron's Don Juan, on the other hand, is a passiva character. He doss
not perform any saduction but is often seduced. He seems as innocent end
nafve s the women we Find in Molina's and Nolidre's. Thus we natice that
Byron, as a éatixfj.sf, didn't act in ons levsl b:.;t in two: he mocked not only
the epic, by using the grand style for an unimportant theme, but also the
theme :I.ta;.elf by paradying it.

Another importent difference we detected between the two charecters—
Moliere's and Byron's- is that Moliars's here is a paradoxical character: he
»1s an egotist but is also bmvé; he doss not want to die but accepts death,
Like the tragic heroc he follows his destiny though aware of his ewn end and
that seems to meke him great, for the reader, despite himself, sympathizes
with him, much more »than with Byron®s Juan whe seems a victim.

Besides the differences in theme and character ve noticed a difference
in genre foo: Byron's poem geeﬁns to ba a mock-apic poem, a mixt;ure of epic
" and satire. Moliere's play is also a mixtura, of comedy and tragedy, but it
is not a tmgiw@miy. The ending of Woliere's play is so polemio- whather a
punishment or not, since the haro mfuseé toc repent and therefore choosas
daafh - that wa were not able to get to a definite generic classification eof
it.

In what concerms plot we ver:l..fiad that thers are seme apparent simil

arities botwesn Moliere's play and Byron's poem, mainly because of Byron's
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parodying purposes: a shipwreck, a murder, supermnaturel intsrferences and
seduction. We also detected some differences, such as ths absence of mare
riage in Bymn'a; a longer route traveled by Byron's herc; the absence af

the hero's past in Moliere's; the absance of death and punishmant in the

pasem; the prasence ef a:;periencad wonen in Byron's peem spposed ta the natve
ones in Msliere's play; s resl love affai.r in Byron's poem and the presence
of a s-tiﬁst in it, as wall as the digressiens which we don't find in Mo~
liere's plny; These differences, as we saw previously, are dus either to the
canception ﬁf donjuanisas ef the twe authors er ta the genres they used,

Despite so many differences the two works ‘prasent soms sindilerities:
Byron's attitude towards women, as well as Moliere's, doss not sﬁem favar-
able to tham; both works present soé:ial criticism although 11? iQ stronger
rand more direct in Byron's. But the most striking similarity between the twa
is the comicity we find in both, especially the comicity of situation:inde-
pendent ssries ef happenings, “quipmqpa'f, bathos and disguising.

Thus we realize that donjuanism was approached differently by Byron
and Moliere and that the only real similarity between Byron‘s Juan and Molie
ere's Dom Juan is the fact that both characters are, in a way or another,in-

volved with vgonisn and that, probably, accounts for the identity of the titles,



APPENDIX

Based upon Otto Rank and Encyclopaedia éri.tannica we were able tob
list the following versions of Don Juan; besidss Molina's, Molisre's and
Byron's: |

1- Musset, Alfred. Namouna

2= Hoffmann, E.T.A. Don Juan

3- Mallefille, Felicien, Les Memoires de Don Juan.

4- Hart, Julius. Don Juan Tenorio.

S- Gobineau. Les Adisux de Don Juan.

6~ Mm, Paul. La Fin da Don Juan.

'7-_ Frietdmann, Alfred., Don Juans letztes Absenteuer.

8- Lwvasssur, BGustave. Don Juan Barbon.

9~ Zerilla. Don Juan Tenorio.

.10~ Baudelaire. Don Jian aux Enfers (poem)

11- Bernhardi. Don Juan.

12- Rostand, Edmond. La Derniere Nuit de Don Juan. (poem)

13- Goldoni. Don Glovanni Tenorio.

14~ Shaw, Bernmard. Man and Superwan.

15— Viard, Jules. Lta Vieillesss de Don .an.

16~ Dumas, Alexandre (father). Don Juan de Marana.

17 lhzar_'t. Don Glovanni.(opara buséd upon Larenzo da Ponte's libretto)

18- Pushkin, Aleksandr. O Convidado de Pedra.

18~ duncuelro,A.N. Guerre. A Morte de 0. Joss. (poem)
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