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colors en el circ enclou totes les s!ntesis del m6n". 

"Marxa Nupcial" correspondingly begins: 

Llum de l'IRRADIADOR cameleonic damunt 
l'estrella del Circ encara hexagonal 

(p. 39) 

The similarity in the vocabulary is clearly deliberate, and 

it is through an analysis of this calligram that we will be 

able to illustrate the progress of 5alvat-Papasseit's artistic 

development. 

The poem is full of Vanguard commonplace. The setting of 

a circus, the poet as a clown and the frenetic vitality are 

favoured topics of this movement. So too is the feeling of 

antagonism and the wonder of technological advance - all of 

which are expressed with conventional typographical tricks, and 

a total disregard for syntax in order to enhance the confusion 

and excitation:: 

Escopiu a la closca 
pelada. 

�d�e�l�~� cretins ••• 

La VIDA al Dinamisme ••• 

Mes m'estimo l'EDI5S0N •.• etc. 
(p. 40). 

If the poem went no further than this, then it would be little. 

more than a gratuitous regurgitation of futurist precepts. 

However, it is against this backcloth and consistent with this 

style, that Salvat-Papasseit unveils his own particular message. 

This may be deduced from the very title "Marxa Nupcia1" which 

again unites two of the poet's most favoured motifs: la �c�a�n�~�6� 

i e1 connubi. 
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At the start of the calligram the autobiographical 

figure of the clown finds himself in a world of utter 

confusion and frenzy whose irrationality is conveyed by the 

nonsensicol longuoge: 

CLOWNS equilaters l!ders romantics 
AixQ es sa i en les constel-lacions de quatre 

barrets 
conics ••• 

(p. 39). 

The lack of meaning is also heightened by the illogical syntax. 

The protagonist is at the ceMtre of Q scene of total absurdity. 

This is suggested by the tragicomic persona of a clown and 

emphasised by the ridiculous make-up of his girl friend: 

Margot amb el MALLOT i els cabells pintats 
rojos sembla un ciri que cremi 
Nomes crema per mi. 

(p. 39). 

The clown's view of Margot is basically egotistical - HNomes 

crema per m!" - and this is then extended to include his outlook 

on life and the world in general: 

La terra nomes giro perque jo s6c aqu! i jo s6c un 
PALLASSO qui agonitza. 

(p.39). 

The egocentric approach, however, is quite unsatisfactory. The 

poet finds himself near to death,"PALLASSO qui agonitza H - an 

ironic contrast to the statt~nt earlier of "aixo es sa H 
- and 

this precarious state is under·lined by the fall from the trapeze 

which marks the end of the first section signalled graphically by 

the stage sign, "Escopiu a la closca/pelada/dels cretins H• 
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The first part, then, presents us with a figure in 

apparently absurd surroundings in the perilous state of being 

close to death. A solution to this quandary - which is 

basically representative of the problem of the Western creative 

psyche earlier in this century - is now proposed along the 

lines of conventional Vanguard criteria; firstly dynamism, 

HMoure's i projectar-se no existirH, and then antagonism, 

HEscopiu a la closca/pelada/dels cretins H• However/this 

provides no solution. Confusion still reigns as the lion tamer 

inexplicably wants to juggle, which causes the protagonist some 

consternation again well conveyed by the non-causal syntax of 

the last line: 

Jo protesto que 
- Perqu~ ara el 
i els cavalls 

aixo degeneri tambe 
HdomadorH vol fer Jocs malabars 

amb les potes. 
(p. 40). 

At this point the poem changes in direction, which is 

illustrated pictorially by the typography of EDISSON. The 

return of vitality is heralded but now in a positive sense -

without the gratuitous aggression of the previous section. 

The negative clown figure of the first part is in turn replaced 

by the affirmative qualities of the much admired Chaplin. The 

answer to the anguish of solitude and death is now at hand and 

is expressed - as in HRes no as mesqu!H_through the motif of 

sex. 

The poet becomes aware of the repeated cycle af existence, 

emphasised by anaphora: 
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venim d'ahir/d'abans d'ahir de l'a1tre abans d'ahir 
i mes d'abans encara 

(p. 41) 

and the sexual act, with the implicit notion of reproduction, 

becomes symbolic of this. Sex is expressed in terms of time 

in the figure of a clock. ~ 

This constitutes a fusion of the temporal and natural cycles, 

which further underlines the perennial nature of existence: 

L'Esfera del re110tge ales DOTZE fecunda les hores 
que vindran 

(p.41). 

Just as time will continue so too will life, and it is the 

poet's realization of this fact, together with his participation 

in the process,which assures him some sense of immortality. 

The build up to this climax is quite appropriate: 

- i aix{ sere immortal perque d'aqu{ ha nascut el meu 
JO dins el TOT 

(p. 41) 

Sexual consummation gives the individual identity and 

location in this repeated continuum - "el meu JO dins e1 TOT". 

It fixes him at a given point from which he can refer~ back 

to the past - "venim d'ahir, d'abans d'ahir" etc., and forward 

to the future: "i aix{ sere immortal". The metaphorical use 

of "neixer" i~ forceful in this respect. It alludes to the 

birth of the poet's consciousness and awareness of this fact, 

compared to the agonic egotist of the first part of the poem; 
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when linked with intercourse it is also a forceful expression 

in the sense of actual physical rebi~th~with the cyclic 

renewal of life. 

When compared with "Res no ~s mesqu£~ this ca11igram 

shows Salvat-Papas~eit's poetic skills at th~ir best. Despite 

its apparent confusion the lay-out is well defined. The various 

sections stand out clearly and compactly, which might be 

anticipated from the structural awareness displayed in 

"COLUMNA VERTEBRAL ••• ". This poem is in itself the best 

possible response to Foix's unwarranted dismissal of Salvat­

Papasseit's calligrams as "infe1ic£ssims".38 

Nonetheless, Molas has reacted coolly to this piece. HEl 

poema, que ve a ~sser una condensaci6 ampliada - i exacerbada -

de totes les seves tecniques anteriors ••• ". The critic quite 

nonchalantly states the basic message of the poem, "En aquest 

paisatge, e1 poeta obt~ la seva immorta1itat a traves de l'amor 

39 
0, m~s exactement, de la communi6 carnal", without explaining 

the nature of this insight and its thematic relevance to the 

collection as a whole. The rest of the composition is merely 

a hodge-podge of futurist commonplace: "Per a Salvat, corn per 

als futuristes, (el circ 0) la vida as acci6 i dinamisme • 

••• Com els futuristes mostra el seu interes per la maquina i 

la seva oposici6 radical al passat;"40 

The critic clearly does not take Salvat at his word, as 

to the structural significance of the exercise: "Feiem 

41 alexandrins d'exacta perfecci6 construint un cal.ligrama" and 
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ignores the clear progression and changes in direction 

which are so essential to the meaning. More important, 

with Salvat-Papasseit's poetic expertise having not been 

fully appreciated on occasions - not least by Foix - we 

feel it is necessary to point out the facility of the poet's 

assimilation of Vanguard topics and style, and his ability in 

adapting them to express his own particular weltanschauung. 

It seems relevant at this Juncture to consider certain 

important aspects of El Poema de la Rosa als Llavis (1923). 

Although separated chronologically from L'Irradiador del port 

i les gavines (1921) by Les Conspiracions (1922) and La Gesta 

dels Estels (1922), the treatment of the leitmotiv of sex has 

much in common with the earlier collection. This work has been 

rightfully considered as one of the finest erotic poems in the 

42 Catalan language and here again the idea of connubi retains 

a dual function. On a lower level it is evocative of the 

pleasure, beauty and excitement of life itself, as in "Sota el 

meu llavi el seu": 

- i l' espatlla ben nua 

l'ombra corba 
incitant 

ben blanca 

de l'esguard 
encara un altre bes 

un altre 
tJl"I la 1 tre 

- quin perfum de magnolia el seu pit odorantl 
(p. 146) 

More symbolically, as is suggested by the final line in ths 

example, the sexual act remains emblematic of the general 

continuation of the natural life-round, as is made patent in 

HI quan confiats els arbres": 



I quan confiats els arbres es vesteixen 
ignoren els seus ulls 
nit dia sol estelada plena ••• 

vas de l'amor 
llet i mel en son clos 

flor d'atzabeja: 

- quan confiats els arbres es vesteixen 
Ella as la Primavera. 

(p. 191). 

This collection in its conception - it is essentially one 
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single poem - recalls the controlled intensity and subtlety 

of the earlier piece "Vibracions" which dealt significantly 

with the same theme. Though we note its unquestionable literary 

value it is not our intention to embark upon any detailed analysis 
) 

as that is a task which has already been most sensitively and 

comprehensively undertaken by Joaquim Molas in his prologue to 

Salvat-Papasseit's Poesies. 43 Nonetheless, throughout our 

study we shall have occasion to consider the stylistic and 

thematic significance of this work in the context of the 

poet's output in toto. 

A further poem which anticipates the artistic excellence 

of the mature Salvat-Papasseit is undoubtedly "Tot l'enyor de 

demo". It has been correctly regarded as one of the finest 

poems but has for long been interpreted as little more than a 

nostalgic evocation of urban life by a man isolated from his 

environment and close to death: 

Salvat descriu amb detaIl la 
suma de realitats m!nimes i 
directes que l'esperen si 
aconsegueix de deixar el llit 
de malalt; ara: st no ho 
aconsegueix accepta sense 
recan~a que d'altres gaudeixin 
de la vida. 44 
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In this case Molas has opted for a very flat and 

superficial explanation to this piece. The relationship 

between the specific and the essential is one of the 

features of L'Irradiador del port i les gavines. Nonetheless, 

not even the mention of such key words as "realitats m!nimes H
, 

and the final two lines of the poem Hi la Vida/i la Mort" -

evocative of the life-cycle in general - can persuade the 

critic to delve for a more substantial explication. 

There is far too much control and intricacy in the 

construction of this composition to suggest that it is merely 

a simple exercise in sentimentality. The poem is divided 

into two distinct sections. The first, the main body of the 

narrative, is a detailed account of a particular day. The 

second, the last four lines, in response to this, refers to 

life in a more universal sense. 

The description of the individual day-scene is achieved 

through a whole host of technical devices: pleonasm, metaphor, 

zeugma, and typographical detail to enhance the idea of 

movement whose rapidity is underlined by polysyndetont 

I encara aquell vailet que cridara el diari, 
i qui puja als tramvies 

i els baixa 
tot corrent. 

(p.49). 

These ~re coupled with a carefully conceived structural 

progression and time sequence: - exterior to interior, dawn time 

quietude to morning animation, to afternoon restfulness. The 

changes are successfully evoked through modulations in rhythm 
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and pace as evinced by the following six lines which 

describe one of the moments of transition: 

I tota la quitxalla del veinat 
qui moura tanta fressa perque sera dijous 
i no anira a l'escola. 

I els cavalls assenyats 
i els carreters dormits 

sota la vela en punxa' 
que dansa en el seguit de les roderes. 

(pp. 50-1) 

The commotion is well conveyed in the first tercet here by 

the three verbs of the last two lines. In contrast the single 

finite verb of the second tercet emphasises the stillness 

of the early afternoon. The future tense of the first three 

verbs also tends to imbue the proceedings with greater dynamism, 

which is accentuated by the enjambement. This is thrown into 

relief by the static effect of the past participles Hassenyats H 

and HdormitsH, and the inertia is further enhanced by their 

position at the end of the broken line, which prevents any type 

of running on because of the stress. 

However, it is the intensity of the last four lines which 

explain this detail and precision as the poem is lifted from the 

bounds of banality to reiterate the basic message of HRes no es 

mesqu{H. The capitals underline this change in direction: 

Vosaltres restareu 
per a veure el bo que es tot 
i la Vida 
i la Mort. 

(p. 51) 

Sdlvat-Papasseit looks upon the life-round Hi la Vidal 

i la MortH, yet realises its permanence and continuity in the 
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general sense, "Vosaltres restareu" - in direct contrast 

to the "vosaltres" mentioned earlier who were the poet's own 

particular friends. It is this insight which explains the 

joy that Salvat feels when confronted with existence Hel bo 

que es tot", which is demonstrated in the first half of the 

poem by his sheer delight in trivial everyday occurrences. 

The connexion between the two sections is of utmost 

importance. We are presented, first of all, with a specific 

scene, yet the technical precision of the description suggests 

a meaning which extends beyond these limitations. The second 

part of the poem relates the full relevance of these 

insignificant events to the totality of the life-cycle, lifting 

the meaning far beyond the realm of sentimentality to which 

Molas had dismissed it. It is a further example of Salvat's 

insight as the poet intuits the general and universal in the 

individual and anecdotal. 

The technical precision of this poem makes us aware that we 

are dealing with more than a series of nostalgic meanderings. 

However, the actual device~ used also fulfil an organic 

function which reflects and enhances the basic message. The 

anecdotal is repeatedly imbued with a deeper, more essential 

relevance which anticipates the poem's conclusion. Pleonasm 

achieves this effect; "Unes places lluentes de claror/ ••• i d'un 

altre cireres vermelles". It not only underlines the visual 

impact, but also tends to point to the quintessential quality 

of the thing itself, and its significance on the more general 

level. Zeugma is employed for the same purpose: 



I la noia que porta la llet 
que te un capet lleuger 
i duu un davantalet 

136. 

amb vores fetes de puntes de coix !, 
i una rialla fresca. 

(p. 49) 

The yoking adds to the overall sensual impression which 

is obtained by cumulation. Moreover, in this context, the 

linking of disparate elements which are dependent on the same 

verb induces a type of blurring which serves to tone down 

superficial barriers of distinction and emphasise the underlying 

similarity. 

In the some way, polysyndeton enhances this binding 

process. As seen above, the repeated "iN successfully conveys 

the bustle of the morning rush. However it also joins 

together various unrelated actions: 

I despres l'adroguer, 
que treu la torradora del cafe 

i comen~a a rodar la maneta, 
i qui crida les noies 
i els hi diu : - Ja ho te tot~ 
lIes noies somriuen 

amb un somriure clar, 
que es el baume que surt de l'esfera que ell volta. 

(p. 50). 

The underlying essential quality of all things is brought out 

here by the abstract interaction between the girls' smile and 

the actions of the grocer. The ~etophoric. "somriure clarH -

complementing the earlier "rialla fresco" - also mirrors the 

idea of dissembling surface divisions - in this case those of 

sensorial distinction. 

It is this compactness that makes -Tot l'enyor de dem~· one 

of the finest examples of Salvat-Papasseit's poetry, and one of 
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'the most thematically important poems of L'Irradiador del 

port i les gavines. Rambling and sentimental in appearance, 

it has a tight thematic structure and is extremely intense. 

This can be seen by the fact that various poetic devices 

have a dual function; they contribute to our impression of 

the particular scene described, yet they also reflect and 

enhance the expression of the deeper meaning of the poem as 

a whole. 

Unfortunately, Salvat-Papasseit was unable to sustain 

this standard of poetic intensity throughout this collection. 

"Encara el Tram" and "~dal", which are as well known as "Tot 

l'enyor de demo", lack the thematic substance of the latter 

and drift into the realms of sentimentality. "Canto la lluita" 

and "L'Absurd" translate an orthodox futurism with their 

antagonism and dynamic vitality: 

Blasmo els d~us a pIe vol: 
l'arraulit bestiari 

tem el fuet del meu cantl 

("Canto la lluita", p. 27). 

(Damunt la taula el vas 
i la pal.lida imatge de l'absenta) 

I el meu company i jo 
de suara perjurats a Jugar-nos la vida amb el misteri. 

("L'Absurd", p. 29). 

Placed at the beginning of L'Irradiador del port i les 

gavines ,they correspondingly represent a period of transition, 

before the poet succeeded in adapting these topics to comply 

with his own particular vision. 
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The Technical Chorus. 

Nonetheless, what is impressive about this collection 

is Salvat-Papasseit's awareness of the possibilities offered 

by various technical devices, in the main those evident in 

"Tot l'enyor de demd", to provide an echo to the basic theme 

of the work. There are numerous instances which exemplify this 

in the poems of secondary importance. This may not even 

attract the attention when applied to isolated pieces, but when 

the book is viewed as a whole they form a definite backcloth 

which complements those more outstanding statements of the poet's 

intentions and anticipates the stylistic unity of a collection 

like the Poema de la Rosa als Llavis. 

In this respect synaesthesia is employed to a great 

extent. We have already seen its use in "Tot l'enyor de demd" 

to break down sensual definitions and thereby insinuate the 

basic unity of creation. This same direction is followed in a 

number of other poems, such as "Encara el Port": 

si la barca no es queixo, 
ran de l'angle mes negre 
i la can~6 mes blanca, 

ita liana 
(p. 33). 

It is also apparent in "Epigrama" where nun perfum de calors 

ha invadit a Margot" and later in "DiumengeH:HSota la bola 

d'or/ou el dring transparent de llurs ales quietes H• 

A similar condensing of sense impressions appears in 

"Nadal" where touch and hearing are conveyed by the same verb, 
) 

with a synaesthetic adjective in the same line: 
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Sento el fred de la nit 
i la simbomba fosca. 

(p. 44). 

This type of compression is taken still further in what 

is the most intensely sensuOUs piece of the collection, 

"Vibracions". Here two disparate concepts are fused together 

to f~rm a single whole:"als tarongers florits, la promesa-

donzella ..• /la sardana-cinyell de l'esposai ~QU$ s6n fets 

els estels-oronells?". 

Humani1..<l.'t\~·n :. of the inanimate is also used extensively 

to underline the essential cosmic unity. In "Encara el tram", 

the book blushes, "i el full s'irisa/en veure's cobejat". 

The metro not only sings but "es mulla el ventre al Sena". The 

dreamy steamboat in "Diumenge" " ••• passeja els bells somnis 

atl~ntics", and its mast is "el pal m's Jove i prim". The 

same technique is also employed to illustrate the interaction of 

diverse elements on the same basic plane. "VespreJa i neva" 

sees cosmic and telluric matter on an identical level: 

Les estrelles xerraires s6n fetes a tallets 
i despreses del cel 

una a una 
disperses 

besen les parets fosques i s'estenen a terra 
sempre ran de les portes 
per guarir-se del fred. 

(p.47). 

A final example - though many more appear throughout the 

collection adding background and atmosphere - is "Posta": 
. 

Del vaixell de lu veles de zefi r 
l'irradiador de proa 
ha xuclada la sang del sol 

morent al mar. 
(p. 42). 
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As we have noted, Salvat-Papasseit referred to L'Irradiador 

del port i les gavines as his poetic "pantalons IlargsN. This 

description is quite apt. It is here that the orthodox futurism 

of Poemes en Ondes Hertzianes gives way to a more intimate and 

personal expression, along the lines anticipated by NRecord d'una 

'fuga" de Bach". It is in this collection that the poet 

registers his first successes, as exemplified by "Marxa Nupcial", 

"Tot. l'enyor de demd" and "Vibracions", and demonstrates his 

ability to achieve optimum effect from technical devices. On 

the other hand there is a certain disequilibrium in the quality 

of some of the poems - as seen in HRes no es mesqu{H which 

ranges from the excellent to the unconvincing - and shows 

that Sqlvat-Papasseit had still not attained the consistency 

which was to typify his mature work. 
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CHAPTER IV .. 
From Vanguardism to the Literary Fold? 

The critics have been unanimous in their response to the 

process of poetic development of Joan Salvat-Papasseit. Each 

of the major commentators has detected a definite shift in posture 

by the poet with regard to his status within the Avant-garde 

movement. Joan Fuster has remarked upon how Salvat forsakes an 

ini tial dogmatic adherence in fa,~ur of experimentation wi th other 

more conventional forms of expression: 

Salvat renuncia a un avantguardisme 
que si no arriba a saber-se'l postis 
tampoc no degue trobar mai completa­
ment satisfactori. La seva veu n' 
aprofita l'experi~ncia, per~ va 
afanyar-se a assajar d'altres 
recursos,d'altres oportunitats, 
d'altres avantatges, i fou aleshores 
que es reconegue en plena eficacia. 
El Joan Salvat-Papasseit avantguardista 

~s epis~dic. 1 

Josep Maria Castellet and Joaquim Molas have also sensed this 

change in the poet's attitude though, unlike Fuster, they see 

the renunciation in less absolute terms and locate it quite 

precisely, as heralded by the appearance of L~ Gesta dels Estels: 

Posterioment, ja des de 
l'Irradiador del port, evolucionara 
rapidament; els trucs' i les 
necessitats tipografi~ues, l'~s 
repetit dels cal.ligrames a El Poema 
de la Rosa als Llavis i 6ssa Menor no 
traduiran sin6 un avantguardisme 
estrictament formal. 2 

Molas re-emphasises the point that Salvat's connexion with the 

Vanguard should be seen in merely formalistic terms: 



Amb tot, Salvat retingua, mas 0 

menys diluits, molts ingredients 
d'ovantguarda: la tecnica de la 
juxtaposici6, la supresso de les 
majuscules 0 de punts i comes, la 
rupture del vers, etc. 3 

This movement away from the Avant-garde appeals to the critic's 
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sensitivities, who considers the poet's later work more forceful 

and technically pure: 

En conjunt, La Gesta i La Rosa 
constitueixen la sintesi mes 
brillant i depurada de les 
propostes elaborades en 
L'Irradiador ••• La Rosa as 
l'expressi6 mes pura de la 
poetica salvatiana. 4 

This opinion, however, is not shared by Dolors OIler, who while 

accepting that Salvat-rapas'seit is returning to adopt a more 

conventional poetic position, considers this detrimental. For 

her, the earlier work is an "esplendida mostra de poesia 

avantguardista ••• ~gil, suggeridor, vitalista amb una gr3cia 

natural i plena d'originalitat". Nevertheless, once there is 

an abandoning of this stance, then a definite deterioration is 

detected: 

Pera a partir d'ara i fins a 
l'Gltim llibre, Ossa Menor/el 
poeto anira oblidant aquests 
recursos i s'anira acostant 
als recursos produits pel 
modernisme i el noucentisme 
mes establerts i tradicionals ••• 
Aquest acostament a la tradici6 
i a la norma establerta perjudicara 
Salvat. 5 

The reaction to the poet's change in direction may be varied 

among the critical community, but the important point remains 

that this certain development has been perceived as occurring after 
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L'Irradiador del port i les gavines - with the appearance of 

La Gesta dels Estels. Furthermore/this shift has been 

attributed to Salvat's rejection of his initial adherence to 

Avantgarde criteria. The aim here is to attempt a more detailed 

analysis of this apparent about-face in sensitivity, keeping 

always in mind the poet's claim to be an exponent of the 

Vanguard movement and also Vallverdu's interpretation that any 

sense of rupture in the politico-literary trajectory of Salvat-

Papasseit is more apparent than~ real: 

Llegint atentament tota la seva 
obra i seguint de prop la seva 
vida, ens adonem que la ruptura 
no existeix ••• No hi ha, doncs, 
en l'evoluci6 de Solvat-Papasseit, 
una tria entre opcions antagoniques, 
sin6 un proces natural i congruent. 6 

Salvat's Incantation to the Technological World 

A touchstone for the evaluation of Salvat-Papasseit's 

attachment to the Avantgarde has been his eulogy of the 

mechanical wonders of the modern age. This aspect of Italian 

Futurism captured the poet's imagination, as is evident in 

the very title of his first collection Poemes en Ondes 

Hertzianes, and is displayed in typical form in poems like 

"Drama en el port" and "54045" which extol the magnificence of 

machinery: 

La dinamo turgent mou els pr!aps de foc 
en CIRCUMVAL.LACIO 

No he vist mes majestat que en 10 stylo de foc 
TROLLEY TROLLEY TROLLEY 

(p. 22). 

As was pointed out in the preceding chapter, this initial 

gratuitous homage to technology underwent a significant reworking 
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in this second book, and was adapted to comply with the basic 

thematic pattern of the collection. Machinery - as in the case 

of the Paris metro - became imbued with a sexual quality, which 

acts as a motif in the rest of the work to express the innate 

promise of reproduction and futurity which:611~things - including 

inanimate objects - share. The metro sings: 

- Avui s6 perfumat 
per una grassa i~fre5~ 
Porto un bra9alet blau, 
un altre de vermell 
i les anques mes nues. 

(p.31). 

As is to be expected, the treatment of this theme acquires 

greater subtlety and intensity as Salvat's poetic skills develop. 

In La Gesta dels Estels, the tram which was previously the scene 

of the sensuous description of the young girl in "Encara el tram", 

now provides the setting in "Bitllet de Quinze" for the expression 

of the poet~s view of the recurrent temporal cycle, while a 

defini te sex.ual aspect is sti 11 ma intained. 

The poem begins with the account of a nurse and baby 

boarding a tram. Once they are inside we are given a touching 

picture of the infant: 

el nad6 es mes petit que lc..mame11a d'e11a 
mes petit i mes bru: 

- tot ell sembla una 0 

de joguina que riu ••• 
a dintre de l'automnibus el nad6 te l'olor de la 

llet matonada 
(p. 106). 

The child becomes the centre of attention of the whole tram, 

assuming a role similar to that of the young girl of the earlier 

piece: - "i tot el tram ets tu". At this poi~t, however, there is 



a sudden change in direction and theme, as Salvat-Papasseit 

presents us with another scene which is equally as vivid and 

intimate: 

vet aqu! que - altre temps.­
jo tambe era un nad6 •.• 

~ recordeu el retrat on s6c dalt de cavall 
un cavall arrogant 
alt i net 
de cartr6 

i era com al cartell de l'Obiols 
aquell que diu 

JA SOU 
DE L'ASSOCIACIO PROTECTORA 
DE L'ENSENYAN~A CATALANA? 

(p. 107). 

The two scenes, though temporally isolated, are brought together 

within the framework of the poem and placed upon the same level. 

Their essential similarity is underlined by sensual criteria. In 

the first case the child "ta l'odor de la llet matonada", but 
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more important is that he is represented pictorially by the letter 

O. This visual aspect is amplified in the second quadre by the 

word placing which evokes the well known photograp~, and then by 

the reference to Obiols' poster which depicts it more emphatically. 

Indeed the allusion to Obiols and the celebrated snapshot of 

the poet as a child imbues the description with an added element 

of realism which, when considered with the typographical and 

stylistic similarities involved, has the result that both scenes 

are juxtaposed and display the same degree of immediacy. This 

leads to a breaking down of the time barriers which should divide 

the two, and leaves us with the impression of witnessing a yoking 

of the two accounts on the same plane, not one which is present and 

the other which is distant in the past. 
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In this way the poem comes to sum up Salvat-Papasseit's 

view of time as expressed in L'Irradiador del port i les gavines. 

It is in fact a very graphic representation of what was quite 

bluntly stated in "Res no's mesqu{" by the line "Avui demd i 

ahir/~'esfullara una rosa". Conventional temporal distinction 

vanishes, just as that which should separate the two scenes in 

this poem, and we are left with the promise of futurity. This is 

conveyed in the earlier poem: :by the tense of "s'esfullara", and in 

the latter, by reference to infants, one past and one present, but 

who on this scene have just begun the process of living. 

A comparison of the tone and general approach of these two 

poems can offer us an insight into the poetic development of 

Salvat-Papasseit. "Res no's mesqu{" constitutes a forceful 

yet quite blatant statement of the poet's views on the question 

of time. In "Bitllet de Quinze", however, we are provided with 

a more subtle and intimate evocation of scenes that actually 

depict this vision, which is more effective than mere straight-

forward expression. 

It is difficult to concur in any way with Dolors OIler's 

wholesale dismissal of La Gesta dels Estels, exemplified in her 

reaction to this poem which she considers little more than the 

best of a bad lot: 

Nom's en un poema "Bitllet de Quinze" 
ho recupera [tot el que tan b' havia 
utilitzat abans} i encara amb poca 
fortuna de manera que el pretext -
l'emoci6 i nostalgia del poeta en 
contemplar, dins d/un atomninbus 
(sic) com una dida d6na el pit a 
un nad6 - donat sense cap mal{cia 
ni elaboraci6 poetica, queda 
abandonat a la seva sort d'escena 
quotidiana, la banalitat de la qual 
no queda redimida per l'entranyabilitat 
del fete 7. (my emphasis) 
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Such a disparaging approximation to the output of a mature 

artist is perhaps more a case of the critic's myopia than a 

faltering of the poet's skill. The special treatment of the 

theme of time must surely take precedence over any "emoci6 i 

nostalgia" which might be sensed on an individual level, especially 

as this is completely consistent with Salvat's general approach 

to the subject. 

In fact it is quite legitimate to propose that as far as 

the poet's liking for machinery in concerned, La Gesta dels Estels 

echoes quite coherently the sentiments voiced in the earlier works. 

The metro with its sensuality is replaced by the ship in "Passeu 

pel Port", which is envisaged in very similar terms: 

Verae del Carme mostra un peu tot nu 
que la sandalia se 1i 'desprenia: 
els gallarets s'omplenaven de llum. 

(p. 94). 

The most concise reiteration of this sexual quality which 

is seen as inherent in technological subject matter is evident 

in "Cr!tica". The structure of this poem is Simple, yet to the 

point. On three occasions the poet's would-be seductress reveals 

certain attributes which should entice any machine-loving 

vanguardist: 

- volia enamorar l'avantguardista 
amb una lampareta de butxaca ••• 

- destriava la ropa i ensenyava un cosset 
de vlmets d'alumini~ •• 

- li brillaven les dents 
tot d'orgent viu. 

(p. 80) 

The brilliance of her offerings serves to emphasise the superficiality 

of these charms., Rather than be allured by any gratuitous surface 
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attraction, the poet looks deeper and perceives beneath this 

technological radiance that same sensuous property which he has 

consistently described in the mechanical world of trams, ships, 

metros etc. so far: 

jo no veia la nitra 
pera veia els seus ulls 

jo veia les cireres del seu pit ••• 

pera jo mossegava ~l seu llavi de carn 
(p. 80). 

Castellet and Molas take this to be a straight-forward rejection 

of any futuristic affiliation to the machine in favour of more 

natural attraction: "un poema, 'Critica' ••• ens exposa el 

desenc!s davant les formes fantasmals de l'avantguardisme ••• 

el mecanisme fantasmal ha esdevingut carn,,8. This interpretation 

is later restressed by Molas: 

"Cr!tica", un dels primers poemes, 
estableix una oposici6 tearica entre 
dues realitats, la de la m~quina i la 
de la naturalesa, que resol, 01 capdevall, 
a favor de la segona ••• Pera, lliure, 
jo, de programes, el poeta veu els ulls 
i no la lampareta, les cireres del pit i 
no els v!mets*, ignora el bell parany 
de ~s dents i mossega la carn dels llavis. 
Aix!, el poeta expressa amb tota decisi6 
la voluntat de trencar amb els designis 
avantguardistes/maquinistes i, alhora, 
de cantar una realitat natural i senzilla.9 

We do not believe that this poem tends towards the blatant dualism 

whichMolas suggests. We are not presented with a contrast between 

two distinct realities but rather with a depiction of two 

aspects of the self-same figure. The woman reveals certain 

ostentatious effects which the poet ignores. 

* There is nothing in the text to substantiate Molas' 
claim that the poet did not see the lampareta or the 
vimets d'alumini 
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He then delves deeper to discover the underlying nature. There 

are, nevertheless, two sides of the same woman; the superficial 

and the essential." This unity is enhanced in turn by the 

syntactical yoking of natural and technological elements such as 

·v£mets d'alumini" and also "dents/d'argent viu" which implies 

union rather than separation. 

In this way "Cr£tica H is quite typical of Salvat-Papasseit's 

approach to the question of machinery. The sensuous qualities he 

sees as inherent in the wonders of the technological age are once 

again apparent. This is not achieved by simple description - as 

was the case in "Passeu pel rort" or "La fenvne aux oranges" - but 

is more subtly evolved in the figure of a woman, whose attraction 

is described in scientific terms, whilst the underlying sexuality 

is continuously stressed. A revealing poem in this respect is the 

delightfully subtle "Deixar~ la ciutat" from El Poema de la Rosa 

als Llavis which seems to imply a similar unity to "Cr£tica". In 

this case we encounter the poet apparently resolving to leave 

aside the wonders of the technological age to direct his attention 

to more courtly matters: 

Deixar~ la ciutat que em distreu de l'amor 
la meva barca 

el Port 
i el voltametre ences que porto a la butxaca. 

(p. 131). 

The amusing phallic quality of the pocket voltameter anticipates 

the playful ambiguity of the ending. It is important to under-

line, however, that the mechanical world has lost none of its 

attraction; it is merely that questions of the heart ore for the 

moment more important: 



l'aut6mnibus brunzent 
i el mes bonic ocell 

que es l'avi6 
i temptare la noia que ara arriba ••• 
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In this respect we are not so much dealing with a rejection 

as a change in emphasis. However, the sting in the tail of 

this would-be dismissal comes with the final verse as the poet 

dwells upon the beauty of the girl's mouth: 

i dire malici6s 
- com un piny6 es la boca que em captiva. 

The Hmalici6s H here sums up the whole tenor of the piece, as 

Hpiny6 H may refer to the natural pine nut as in the popular 

saying, or in a violently futuristic twist of it, to the 

mechanical pinion or cogwheel I Consequently the total 

ambivalence prevents it being adduced as a concrete rejection 

by the author of the technological world. On the other hand 

the ambiguity seems to indicate the same type of fusion or 

union of the natural and mechanical as was apparent in NCr!tica H
• 

The general critical approach to this topic has been 

singularly inflexible. There has been no appreCiation of the 

development of modulations in tone in the poet's dealing with 

this subject, from the awestruck and vibrant N54045 N to the light-

hearted HDeixare la ciutat", where Sal~at-Papasseit seems to be 

poki~g fun at himself.- The compression of HCr!tica H and the 

subtle ambiguity of HDeixare la ciutat H
, however, tend to imply 

that any shift in direction .which has been perceived as regards 

the author's relationship with the technological world is surely 

more apparent than real. The theme is handled in a more~ succinct 

and restrained fashion, as may well be expected with the maturing 
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of the poet's style. The attraction and sensitivity, however, 

remain constant. 

The Emergence of the Hero-figure 

For the reasons suggested above, the incantation to things 

mechanical in La Gesta dels Estels is imbued with much less 

gratuitous vitality than in the earlier works. That is not to 

say that the collection is presented with any lesser degree of 

energetic conviction. - Salvat-Papasseit is not so totally concerned 

here with the promotion - or exhaustion - of this theme which now 

falls into the background. At this point the poet directs the 

brunt of his customary enthusiasm at what becomes the lynch-pin 

of his later work: the creation of a mythic reality and the 

evocation of an archetypal hero. A short r~sume of this figure's 

role may prove helpful to our appreciation of the significance of 

this theme. 

Salvat's wayfarer is depicted os 0 warrior, as seen in 

"Prometenc;:a": 

si jo anava a una guerra 
portoria l'espasa com els guerrers d'abans 
duien l'arc de sage1es. 

(p. 104). 

and also as a naval adventurer Os in "L'Home bru ros del port": 

rosa dels vents 
la vostra banderolal 

un passaport vers totes les nacions 
mentre que tinguin mar: 

(p. 102). 

In each case, however, he is presented with a zeal which is totally 

unmercenary: "Sense el ress6 del dring i el brill de l'or malvatl 

voldria anar pel m6n". 

A further attribute is the ~ero's amatory prowess and fecundi~ 

which is almost boundless:"donaria ales noies el meu cor i el 
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tornaria a prendre/per donar-lo altre cop", which is 

further emphasised in "Si )0 fos pescador": 

Si tingues un vaixell m'enduria les noies, 
Si volien tornar deixarien llurs cors: 
I en farien fana1s 

I per a prendre'n de nous. 

(p. 114). 

The whole quest is undertaken with an extreme vitality which 

is evident in 011 of the poems on this subject: 

Si jo fos pescador pescaria l'aurora 
Si j 0 fos co; ador atraparia e1 sol: 
Si fos 11adre d'amor m'obririen les portes. 

(p. 114) 

This personage does not just suddenly spring from out of 

nowhere. He clearly has his roots in the vitality of Poemes 

en Ondes Hertzianes and of two figures who appear in 

L'Irradiador del port i 1es gavines; the sailor in 

"Vibracions", "Bru mariner d'amor/de peu dret a la proal 

quina noia no e1 vol": and the blasphemous rebel of "Canto 

la Lluita": "Caval1er d'un corser/qua1 crinera ~s de f1ames/ 

s6 jo !'incendiari de mots d'ado1escent l'arraulit bestiaril 

tem el fuet del meu cant". The origins of this mythical 

persona are apparent in the Nietzschian Messianism of 

Maragall and in particular the "Comte.. 

case the figure is autobiographical in 

Arnau", though 

10 projection. 

in this 



The three essential qualities of the hero describedJi.e. 

the fight or struggle of the warrior; the sexual ~apability 

of the pirata d'amor. and boundless zeal, are crystallized in 

the three "Divises" which form the thematic structure of the 

collection: 

la guerra i l'amDr 
la sal de la terra 

viatjar terres 

{po 79) 

no quedar-se en cap 
amar en totes una noia verge 

(p. 109) 

Fem l'escamot dels soldats d'avantguarda 
el primer bes que s'ens doni als primers 

(p. 121). 
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The conciseness of these three poems adds force to the expression -

just as with "Cr!tica" there is nothing superfluous, and the 

importance that Salvat attaches to this theme is evident in the 

fact that over a quarter of the entire collection is concerned 

exclusively with it. 

Art or Biography? 

The commentators have once again been unanimous in their 

response to the evocation of this topic. The creation of such 

an adventurous persona has been e.4j udged an attempt, by the 

tuber,~lar Salvat-Papasseit, to escape the constraints imposed 

by his physical invalidity. Castellet and Molas interpret this 

os 0 total flight of fantasy away from the cruel reality of the 

sick-bed: 
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la fugida de Salvat cap al somni nomes visible 
des de la,Gesta, fou, de fet, un intent estricta­
ment personal de completar les propies deficiencies 
d 'orfe prematur, de pobre i de malalt. Aixf 
sorgiren els mites de lladre i de pirata d'amor.11 

Fuster quite clearly concurs with this view that the adventure poems 

offered Salvat-Papasseit some sort of release from the inadequacies 

of his tragic life: 

Malalt, feble, delicat, Salvat-Papasseit se sabra 
incomplet. I li'n quedara corn una recan~a, que voldria 
suplir ni que fos en l'innocu vagabundeig de la fantasia. 12 

In a comment which refers specifically to the Poema de la Rosa als 

Llavis, but which can be taken as symptomatic of this some critical 

syndrome, Dolors OIler attributes the poet's pursuit of sexual groti-

faction to the same cause: 

El que as innegable es que en aquest llibre hi alena 
una frisan~a neguitosa, un deler frenetic de plaer i 
felicitat que el converteix en una met~fora de la 
malaltia que porta Salvat a la tomba. 13 

Finally, Joaquim Molas is again at pains to impute the entire process 

of mythification which is developed in the later work to the poet's 

illness and isolation from the real world: 

En uns poemes prodigiosos, converteix els somnis d'infantl 
de malalt en mites bel.lics 0 mariners i per tant, 
amplia la llista d'aventures mes 0 menys fantostiques 
que, amb timidesa, havia obert en L'irradiador. 14 

Such wholesale reliance on positivist criteria for the analysis 

of the work of any creative artist must be called into question. 

Indeed1many recognised literary theoreticians have remarked upon the 

danger of considering the created artefact as a direct result of a 

biogr.aphical cause. Wellek and Warren have spoken out strongly against 

this practice: 

The relation between the private life and work is not 
a simple relation of cause and effect •••• Even when a 



work of art contains elements which 
can be surely identified as biographical, 
these elements will be so rearranged and 
transformed that they lose all their 
specifically personal meaning and become 
simply concrete human material, integral 
elements of a work. 15 
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This point is more specifically defined by leo Spltzer who 

is more precise in his warning against this critical approach as 

far as textual interpretation is concerned: 

It is a quite illegitimate procedure, one 
most detrimental to any explication de 
texte (although widely current with our 
academic positivism) to utilize indis­
criminately what we know of the poet's 
biography; because this may destroy the 
artistic framework carefully devised by 
the poet: the boundary between art and 
life which he perhaps may have wished to 
erect (my emphasis.: 16) 

T.S. Eliot had earlier spoken out against such procedure in 

his contention that t6 "divert interest from the poet to the 

poetry is a laudable aim: for it would conduce to a juster 

estimation of actual poetry, good and bad."17 The critic 

illustrated this point further in his staterntl\r that: 

the poet has, not a personality to 
express, but a particular medium, .which 
is only a medium and not a personality, 
in which impressions and experiences 
combine in peculiar and unexpected ways. 
Impression~and experiences which are 
important for the man may take no place 
in the poetry, and those which become'· 
important in the poetry may play quite 
a negligible part in the man, the 
personality. 18 

Consequently, Eliot concluded that it is the creative 

expression of these combinations of experiences and s~sations -



the "structural" emotion implicit in the artefact - which 

should be examined as it is "the emotion which has its 

19 
life in the poem and not in the history of the poet." 

This should be borne in mind especially as far as Salvat's 
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adventure poems are concerned. Until now, they have been set 

aside and classed under the title of "fugida cap al somrd", and 

their purpose has been explained merely in terms of the poet's 

attempt at escapism. The net result of this attitude has been a 

total disregard for textual examination, and as yet, no appraisal 

of their artistic value outside this personal context has been 

undertaken. IndeedJthe possibility of them having any meaning 

at all outside their limited sphere has not even been considered. 

Wellek and Warren take this issue still further, which has a 

definite relevance to our study here. This "vagabundeig de la 

fantasia" which the critics are keen to emphasise in Salvat-

Papasseit, is, they disclose, consistent with Freud's view on the 

psyche of the creative artist in general: 

The artist ••• is originally a 
man who turns from reality. 
because he cannot come to 
terms with the demand for 
renunciation of instinctual 
satisfaction as it is first 
made, and who then in fantasy 
life allows full play to his 
erotic and a~bitious wishes. 



But he finds a way of return from the world of fantasy 
back to reality; with his special gifts, he moulds 
his fantasies into a new kind of reality, and men 
concede them a justification as valuable reflections 
of actual life. Thus by a certain path he actually 
becomes the hero, king-creator, favourite he desired 
to be , without the circuitous path of creating real 
alteration in the outside worldJO 

The implications here are twofold. First, it is unfair to single 

out any individual - in this case Salva~-Papasseit -and spotlight 
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his inadequacies as having great bearing on his work when, as Freud 

has it, the recourse to the fantasy world for fulfilment is common 

to all artists in general. Secondly, and more important here, the 

final product of this creative process is to achieve an objective 

persona in this new kind of reality. It is surely this completed 

artefact which should be examined, for the reflection of life it may 

offer us, and not the cause or reasons for its evocation on an indiv-

idual level .. This aspect of the artistic process is lucidly explained 

by Otto Rank: 

The productive artist also begins ••• with that re­
creation of himself which results in an ideologically 
constructed ego; this ego is then in a position to 
shift the creative will-power from his own person to 
the ideological representation of that person and thus 
render it objective.21 

In the adventure poems, Salvat-Paposseit has clearly effected a new 

reality with his irrepressible wanderer taking up the role of the 

ideological ego which Rank refers to here. This implies in itself 

a certain amount of regimentation of subject-matter which, as was 

explained in the resume of the hero, is so succinctly and consistently 

expressed in La Gesta dels Estels. To ignore the direction that 

this poetic unravelling takes - as has been the case in general - is 

to miss much of what the poet is striving to achieve. Without 
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wishing to promote to excess the cause of the New Criticism one does 

feel that a more text-centred approach to this question would present 

the output of Salvat-Papasseit's mature years in a much more creatively 

positive light. 

Consequently the most appropriate way of evaluating, in aesthetic 

terms, the elaboration of a hero figure and use of mythification, 

which is so extensive in the later work, is to examine it within its 

own context and history, and thereby assess how relevant and effective 

it proves to the overall statement of Salvat-Papasseit's particular 

cosmovision. 

Salvat-Papasseit and the Mythic T~adition 

In an excellent survey of the fundamental ingredients of this 

tradition, Joseph Campbell describes the elaboration of the figure of 

archetypal hero as it evolves within the solitary depths of the artist's 

psyche: 

Willed introversion, in fact, is one of the classic 
implements of creative genius and can be employed 
as a deliberate device. It drives the psychic energies 
into depths and activates the lost continent of infantile 
and archetypal images. The result, of course, may 
be the disintegration of consciousness •.• but on 
the other hand, if the personality is able to absorb 
and integrate new forces, there will be experienced 
an almost superhuman degree of self-consciousness 
and masterful control. 22 

The total self-assurance mentioned here is quite typical of that which 

Salvat-Papasseit displays in every aspect of his work. The "willed 

introversion" might be more appropriate in this case than the isolation 

enforced by illness which,Molas 5uggests,may account for the appear­

ance of this technique of mythification: 

I, a poc a poc, la distancia oberta entre els programes 
i la realitat i, d'altro banda, la malaltia que, de 
manera progressiva, l'aillava en un m6n d'insufici~nciesl 



records convertiren, programes i realitat, en una 
elegia i, al cap devall, en un mite.23 
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Nevertheless it is only by an examination of Salvat-Papasseit's re-

working of the actual subject matter that we will arrive at a satis-

factory appreciation of how he adapts it to suit his own particular 

view. 

It was Sergi Beser who first remarked upon the mythical qualities 

of Salvat's hero and commented on one of the central characteristics 

revealed earlier: el desig de lluitar: 

L'afirmaci6 d'aquesta voluntat de lluitar en Concepte 
de Poeta, no podia ser mes terminant. NNomes s6n 
poetes aquells que canten en la lluita i blasmen 
en llurs can~onsu. El poeta s'ha transformat en 
l'heroi mitologic que es dirigeix sere cap al combat. 

La sinceritat i l'entusiasme.resulten les 
qualitats inseparables del verso 24 

The violence ond force of this enthusiosm, which Beser refers to in 

the prose, is also evident in the poetry, as we have already seen. 

The critics, however, have been unable to offer any reasonable explana-

tion for the imbuing of this figure with such complete rebellion. 

Fuster has sensed that Salvat-Papasseit was intent upon evoking a 

mythical hero, yet, shocked by the blasphemous element involved, he 

does not continue to accept the logical conclusion. Such 0 sincere 

ingenuous author, the commentator argues, would not possibly condone 

wanton blasphemy: 

Lluita i entusiosme: pero ~rpe'p que i per.:;a quei •• 'En olgun 
moment creuriem que lluita i entusiasme es justitiquen 
en una octitud prometeica: l.home aixecot contra 
els deus. Cantor ser~ blasmar-blosfemor en definitiva. 
uDir Poeta··escriu Salvot ·vol dir exultoment, sentir 
el goi9 en copsar el be de la blosfemia ••• 

Blasmo elsd&~s 0 pIe vol 
dfirma en el poemo'Conto 16 lluito·. Pero prendre 
aquestes declarocions al peu de la lletra f6ro 
grotesc. En port, perque no hi ho poesia menys 
blosfematoria que la de Salvot-
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Papassei t. I, en part, perque 
de copSor el be de la blasfemia 
inofensiu galimatias.25 

tot aixo de Hel goig 
etc· es un simple i 

The approach here again displays a complete unwillingness for 

textual examination as Fuster turns away from what is actually written 

on the page. The explanation he offers for the poet's rebelliousness 

is totally unconvincing. Moreover, if we were to accept this inter-

pretation it would reduce the use of mythification to the level of a 

redundant component: "un simple i inofensiu galimatias·, which would 

reflect very badly on Salvat's poetic cra~anship. In the end, we 

areistill left with the same question which Fuster asked right at 

the start; what is the purpase of this rebellioni 

Castellet and Molas sidestep this problem quite neatly. For 

them this leitmotiv is the simple eulogy of struggle in its absolute 

and isolated form. "La revolta salvatiana es qu!micament pura: 

lluitar per lluitar; 
26 

per res mes". The point is pursued no furthe~ 

implying that this whole area,' a constant in the mo~ure work,· 

adds nothing to the poet's basic message, and thereby fulfils a mere 

decorative function (which is hardly a compliment to poetic concisio~: 

En aquesta reclusi6 optimista i m!tica, la lluita, 
despullada de tot objectiu immediat 0 remot, 
adquireix valor per e1la mateixa. ·Creure en la 
guerra perque es b6 e1 combat~ 27 

Beser attempts to offer some insight as to the exact object of 

Salvat-Papasseit's struggle, but only in very vague terms. He suggests, 

without any specific reference to the text, that it is a fight against the 

constraints that the world in general irrposes upon man: "la seva octitu::l de rebel.lia 

davant d'un m6n que oprimeix 1 'home i el priva de realitzar les seves 

28 
possibi 11 tats." 

This proposal, however, is far too nebulous to instil any great 
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conviction. It may be applied to the early prose and Poemes en 

Ondes Hertzianes where there is a definite and particular attack 

on social injustice, but as the poetry develops the whole process 

is made more essential, general ond unspecific. FurthermoreJa 

contradiction arises in the fact that there is no poet more deter-

mined than Salvat-Papasseit to sing the beauties of this world as he 

does throughout his later work, and even in his prose: "Nom~s ~s 

home b6 aquell que sap comprendre ~o bell i ~o grandi6s que es troba 

arreu del m6n.,,29 

If this topic is considered more specifically in the mythological 

context with the wayfaring adventurer assuming the conventional rele 

of the archetypal hero, we are presented with a much more feasible 

alternative, and one which totally conforms ta Salvat-Papasseit's 

poetic vision. Joseph Campbell explains what this figure symbalises: 

For the mythological hero is the champion not of 
things became but of things becoming; the dragon 
ta be slain by him is precisely the monster af the 
status quo: Holdfast the keeper of the post. From 
obscurity the hero emerges, but the enemy is great 
and conspicuous in the seat of power; he is enemy, 
dragon, tyrant, because he turns to his own advantage 
the authority of his position. He is Holdfast not 
because he keeps the past but because he keeps .30' 

The hero then is the emblem of the continuous life-cycle - this never 

ending force of "things becoming". In his rising up against the 

established order he is a representative of the eternal recreative 

process; the very embodiment of what the poet stated with such 

forceful simplicity in L'Irradiador del port i les gQvines, as 

Campbell goes on to specify; 

Briefly: the ogre-tyrant is the champion of the 
prodigious fact, the hero the champion of creative 
life.31 
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Northrop Frye has since restated the basic significance of the 

quest-romance adopted here by Salvat-Papasseit, and the 

revitalising quality of the hero: 

In the dragon killing:leqend of the 
St~ George and Perseus f~mily ••• a 
country under an old feeble king is 
terrorized by a dragon who eventually 
demands the king's daughter but is 
slain by the hero. This seems to be a 
romantic analogy (perhaps also in this 
case a descendant) of a myth of a waste 
land restored to life by a fertility god. 32' 

In standard mythology the hero has a foe he must overcome - the 

ogre-tyrant or epitome of the status quo. As this chapter progresses, 

however, we shall see how the antagonism embodied by Salvat-

Papasseit:s figure follows a clear vanguard current and develops from 

the immediacy of social confrontation to a wider sense of revolt 

on a cosmic plane. 

Throughout the entire work, Salvat's autobiographical hero never 

encounters any resistance which might in the least way prove insur-

mountable - certainly not in the case of the warrior: " - Fem 

l'escamot dels qui mai no reculen",as seen again in HPrometen~a·~ 

"montaria un cavall de crinera lluenta/i el meu nom s'al~aria/m~s 

alt que la congesta ••• prendria les ciutats ••• ". The same is 

also true as far as the pirgta d'amor is concerned. "Bru mariner 

d'amor/de peu dret a la proal/quina noia no el vol" ("Vibrations") 

a sentiment which is reflected and amplified in ·Si Jo fos pescador": 

si fos lladre d'amor m'obririen les portes ••• 
-els carcellers del m6n no em sabrien mai l'ombra 
si fos lladre-i bandit no em sabrien el vol 

(p. 114) 

This is quite consistent with the standard portrayal of this 

figure who enjoys the total self-assurance which was mentioned 

earlier: 



To a man not led astray from himself by sentiments 
stemming from the surfaces of what he sees, but 
courageously responding to the dynamics of his own 
nature - to a man who is, as Nietzsche phrases it 
"a wheel rolling of itself" - all difficulties melt 
and the unpredictable highway opens as he goes~3 

Salvat-Papasseit's hero then, complies with the qualities of his 

mythological counterparts. This masterful control and self- . 

consciousness is again part and parcel of the expression of the 

eternal renascent process of which this character is the symbol. 

Joseph Campbell continues to explain: 

With a gesture as simple as the pressing of a 
button, he annihilates the impressive configuration. 
The hero deed is the continuous shattering of the 
crystallizations of the moment (my emphasis : 3~ 
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The poet, however, also extends this great prowess to encompass the 

It 15 sexual sphere)as is conveyed by the "pirata d'amor" poems. 

perhaps surprising that, unlike El Poema de la Rosa als Llavis, 

eroticism here is kept to a minimum. In "El Berenar ales Roques", 

the poet talks merely about giving his heart: 

donaria·a les noies el meu cor 
i el tornaria a prendre 

per donar-lo altre cop. 
(p. 85) 

The courtship routine is described in similar terms In "51 Jo fos 

51 tlngue~ un voixell m'endurla les noles, 
si volien tornar delxarlen llurs cors 
1 en farlen fanals 

per a prendre'n de nous. 
(p. 114) 

Indeed In this context the most forthright physical allusion is 

merely to that of the kiSS, as seen in "Sense el Ress6 del Dring" 

que trobes pel cam! la noio Jove i "bruno 
i la pogues beser 

- l'eltr~ despres de l'une 
(p. 98) 
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This is reached in the final "Divisa" where the word 'bes' appears 

on every second line: Hel primer bes que s'ens doni als primers"~ etc. 

The technique employed here achieves the desired affect most 

smoothly. It is not sexual attraction upon which the poet wishes to 

dwell, but rather its symbolic quality evoking the repeated nature 

of the. life-cycle, as emphasised by the words"tornar; altre cop; 

de nous; l'altra despres de l'una", all of which imply this recurrence. 

The process is taken still further in "Divisa H where the beloved 

is described as a virgin: "amer en totes una noia verge". This 

produces the same result as the last line of "Res no ~s mesqu[": 

"i a la verge mes jove li vindra llet al pit". The enti re human 

repro~uctive order, which Salvot-Papasseit sees as unending, is 

crystallised in this instance with reference to the transcendence 

of the youngest girl from virginity to a state of fertility. 
\ 

In this way the evocation of the hera's ~blli~1 in the sexual 

area reflects and enhances the basic poetic message. In his enthus-

iastic struggle this figure is the symbol of the creative life-force 

and this is quite graphically underlined by the account af his 

unswerving resolve for repeated amatory adventure. 

The Struggle for Coherence 

- a solution through conventlonallty~ 

It is with La Gesta dels Estels, that Salvat-Papasseit first 

shows himself capable of exerting full control Qver his subject-

matter. This boundless enthusiasm and revpltJthough still highly 

charged, is skilfully redirected through its alignment with a symbol 

which embodies certain essential aspects of the poet's cosmovision. 

The hero-figure offers a coherenc~ of expression lacking in the 



unrestrained poorly directed eruptions of vitality which were 

characteristic of the earlier work. 

Sergi Beser has reflected on the solution that this collection 

provides but explains this fact in the same terms as those proposed 

by the critical body thus far. The poet, he argues, has rejected 

his former avantgarde stance and has adopted a more conventional 

approach to facilitate expression: 

en descobrir amb la seva propia experiencia la protesta 
gratuita, inutil, quasi joc de clan que representen 
aquests moviments, Sa1vat-Papasseit reacciona per 
cercar la seva expressi6 en una forma poetica -
la de Maragal1 - que encara que la podr{em qua1ificar 
d'arxiburgesa, expressa la tota1itat d'una societat 
en p1e desenvo1upament de 1es seves forces de producci6 
tot aproximant-la mes al poble en ampliar el ritme 
de can~6 que ja portava a dintre.35 

It is quite correct to point out how the protest element of Salvat-
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Papasseit's work is representative of a current within the avantgarde. 

It is, however, inaccurate to label this as gratuitous as can be seen 

with reference to Renato Poggioli,who sums up certain characteristics 

of this movement: 

Experience teaches us that the gratuitous is not 
the most common type, or is at least not so frequent 
as the movement formed in part or in whole to agitate 
against something or someone. This something may 
be the academy, tradition; the someone may be a 
master whose teaching and example, whose prestige 
and authority are considered wrong or harmful. 
More often than not, the someone is that collective 
individual called the public. However, and whenever 
this spirit of hostility and opposition appears, 
it reveals a permanent tendency that is characteristic 
of the avantgarde movement. We shall call it antagonism 
o~ the antagonistic moment.36 

The first phase of Salvat's protest is clearly directed against social 

injustices, which is quite evident in the periodicals Los Miserab1es,Un, 

Enemic del Poble etc., and the book Humo de F6brica. This also 
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receives poetic expression in nPlanol" and "Columna vertebral", 

both of which appear in Poemes en Ondes Hertzianes. 

The poet also shows a typical disdain for the uninspired moronic 

mass of the public in general. In "Divisa de Combat", he refers to 

those who ore spiritually stagnant os fools and cowards: 

espiritualment, toto intel.lig~ncio capo~ de prescindir 
de la legalitat acceptada pels homes en comu es fora' 
de l'abast dels covards i dels tontos. 37 

The same kind of scathing insult is levelled at the dilettantes and 

dabblers of the established literary hierarchy, as evident in "Fragments 

de Lletres Girades": 

tants poetes conec que parlen de l'omor sense gota 
d'amor: passegen llurs llibres sota el bra~, com 
ells passejarien en cotxe de lloguer, fatxendes 
sense to. Aix! les senyoretes pinten flors, ells 
fan llibres de versos. I quin cromo perfecte l'obra 
d'unes i altres.38 

It is these people who are the object of his attack as they are seen 

as responsible for the "tifisme H
, or stultification of Catalan 

artistic expression: 

Tota la mevo acci6 ha estot contre el tifisme, 
els homes-senyoretes que mai no es resoldran en 
poesia ni en res; pera no contra uns pocs ••• Ah, 
pero del tifisme n'hem de parlar molt mes i encaro 
hi tornarem, perque no es poca nosa.39 

The same vicious tone is employed in 0 later article where Salvat-

Papasseit again censures these "homes-senyoretes", and imagines them 

to be the only people who would consult a recently published rhyme 

dictionary, in order to write poetry. A true poet, of course, would 

not need this: 

Ens atrevim 0 dir que servira [el diccionari] 015 
cretins i als mediocres. Sobretot als cretins, 
perque es tracta d'un llibre clandest!. Un llibre 
c1andest! no el devem acceptor sin6 quan ens purifiqui 



quan no ens sigui permesa la purificaci6. No aix{ 
un llibre immoral, que sols ve a propulsar l'extensi6 
del tifisme. Tifisme va lligat 0 la santa h~pocres!a 
i a vici solitari. 40 
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It is clearly with this class in mind that Salvat-Papasseit unleashes 

the vehement remark of "Marxa Nupcial": "Escopiu a 10 closco/pelodal 

dels cretins". The poet is also quite consistent with th~ avantga~de 

in his choice of vocabulary - in this case pompier which was used to 

describe the conventional or commercial artist who sought to pander 

to public taste: 

Feiem alexandrins d'exacta perfecci6 construint un 
cal.ligrama i quan encara exposen tots els ,nostres 
pompiers, ja ha passat aquell temps en que el gros 
public rei~ 0 volia indignar-se d'avont d'un fauve 
autentic.41 

It has been commonly assumed that after this initial phase, wherein 

Salvat-Papasseit's caustic hostility is quite exemplary, there follows 

a definite movement away from a vanguardist standpoint, with any sense 

of revolt becoming too nebulous, departicularized and general. Renato 

Poggioli, however, has proceeded to disclose that the early period 

of immediate antagonism, with which our poet is so consistent here, 

is duly transcended by deliberation on a much more cosmic plane: 

Naturally, avant-gardist antagonism cannot always 
be reduced to such simple and elementary postures; 
nor is it always limited to the psychological or 
professional problem of the relationship between 
artist and tradition or between artist and public. 
At times the socio-psychological dialectic is left 
behind altogether, and .. the antagonism is elevated 
to a cosmic metaphysical antagonism; a defiance 
of God and the universe. Thus, for example, Rimbaud 
commands" "le poete doit etre voleur de feu" .42 

The account of this phenomenon in Promethean terms could not be more 

appropriate to our context. As was made patent in "Canto la lluita"'s 

"Blasmo els d6us a pIe vol", the autobiographical hero prOjected by 

Salvat-Papasseit in La Gesta dels Estels and 6ssa Menor crystallises 



this continuous metaphysical revolt. In this case, however, there 

is no need for any symbolic ogre-adversary, as the idea of struggle 

is implicit in the act of rebellion. Northrop Frye has summarised 

the emblematic quality of the dragon: 

The dragon is especially appropriate because it is 
not only monstruous and sinister but fabulous, and 
so represents the paradoxical nature of evil as a moral 
fact and an eternd negation. In the Apocalypse the 
dragon is called "the beast that was, and is not, and 
yet is". 43 

170. 

Opposed to this, we are presented with the "heroic deed", not as 

an individual fight, but a timeless combat against "els d6us" - the 

established fact - and representing the eternally recreative life 

. process, as Salvat-Papasseit indicates: "La lluita no 6s finita; 

44 
fou l'acci6 en el principi, i de suara i per sempre". 

It is only when considered in this tradition that the full signi-

ficance of the antagonism and rebellion can be genuinely appreCiated 

and its real relevance to the poetic message accurately related. More-

over, the treatment of this topic links Salvat-Papasseit not only to 0 

definite current within the Avant-garde but also to a wider European 

trend. Poggioli mentioned Rimbaud) yet in the more cosmic sense of 

revolt one instinctively thinks of the work of Camus and, to a lesser 

extent, Sartre. 

Popularism and the Avantgarde 

Sergi Beser noticed the change from the initial specific hostilityl 

of artist against public and tradition etc., but failed to appreciate, 

that the development of this leitmotiv onto a higher level was also 

typical of the Avant-garde. Consequently he was inclined to inter-

pret this progression as indicative of the poet's rejection of van-

guardism. In addition he considers, as was quoted above, the evocation 
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of everyday reality, popular festivals - this "aproximaci6 al poble" -

so evident in the later work, as a further pointer to a return to con-

ventional Maragallian poetics. 

The assumption that these criteria in foct substantiate such a 

conclusion is somewhat questionable. As Miklos Szaboliski explains, 

the trend towards popularism or cult of the people is indeed repres-

entative of a further vanguard tendency. With specific reference ta 

Larca's Romancero Gitano, the critic disclosed the connection between 

the psyche of the modern creative artist and folk-culture. He speaks 

of: 

L'unite de l'image moderne et des profondeurs de la 
vie populoire, de la construction. associotive et de 
la poesie folkloriqueJde l'entrelocement de l'inconscient 
et du conscient et de l'evocation des mysteres de la 
vie quotidienne des mosses.'45 

There are two points to be drawn from this, one of a quite super-

ficial nature, the other more relevant to the artistic inclination of 

Solvot-Papasseit. Firstly, the resorting to 10 popular does not 

necessorily constitute a rejection of the Avant-garde. In his use of 

the can~6 and evocation of ritual, Salvat-Papasseit is not simply 

follOWing the lead of the literary establishment, i.e. Carner, Maragall, 

Sogarra, Garces, Manent. Recourse to expression of the volkgeist must 

require a popular medium and so, in the context of the Vanguard move-

ment, just as Lorca is attracted to the romance, Salvat-Papasseit is 

drawn to the can~6 in the same way that Mir6, feeling the artist should 

be in close contact with "la sabidur!a profunda del pueblo, origen y 

destinatario final de toda empreso realmente humono",46 will experiment 

with the popular creative media of tapestry and ceramics. 

In addition, the process of mythification which the poet employs 

reflects on a psychological level the very relationship between the 



individual and community, as elaborated by Joseph Campbell: 

Dream is the personalised myth, myth the depersonalised 
dream: both myth and dream are symboliC in the same 
general way of the dynamism of the psyche. But in 
the dream, the forms are quirked by the peculiar troubles 
of the dreamer, whereas in myth the problems and solutions 
shown are directly valid for all mankind.47: 

Northop Frye has linked these ideas in the same way but has also brought 

out their relevance to the individual's "quest-romance" and ritual which 

is of still greater importance when related to Salvat-Papasseit: 

The quest-romance has analogies to both rituals and 
dreams, and the rituals examined by Frazer and the 
dreams examined by Jung show the remarkable similarity 
in form that we should expect of two symbolic structures 
analogous to the same thing. Translated into dream 
terms, the quest romance is the search of the libido 
or desiring self for a fulfilment that will deliver 
it from the anxieties of reality but will still contain 
that reality.48 

The inSistence on the presence of reality here refers us back to Freud's 

view of the creative process, quoted earlier by Wellek and Warren, and 

the corresponding illegitimacy of dismissing the adventure verse as 

purely escapist. Moreover the evocation of popular festivals is not 

merely nostalgic or decorative but a definite poetic counterpoint to 

the solitary emblem of the hero. Wellek and Warren have stressed the 

significance of ritual within the sphere of mythification, underlining 

their association. Myth is: "the spoken part of ritual: the story 

which the ritual enacts. The ritual is performed for a society by 

its priestly representatives in order to avert or procure; it is an 

'agendum' which is recurrently permanently necessary, like harvests 

49 
and human fertility." 

The relevance of Salvat-Papasseit's use of seasonal festivals 

may now be appreciated. They provide an anonymous and collective res-

ponse to what is symbolised in the individuality of the hera. The 
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treatment that this topic receives requires examination at greater 

length. 

Seasonal Celebration: the thematic chorus. 

The poems on this subject provide an accurate reflexion of the 

major issues discussed so far. The impression of total communal par-

ticipation is achieved by use of the indefinite first person plural, 

as is evident in "Pasqua Granada": 

Pasqua Granada 
Alcem el crit 

prenguem la fruita de l'hort ve! 
(p. 86) 

The recurrence of the life-cycle is forcefully conveyed by reference to 

natural and human fertility: 

lladres de fruites 
lladres d'amor 
temeu la fuita 
saltem a l'hort 

(p. 86) 

These two aspects become so closely associated that we are soon pre-

sented with a confusion, or yoking of the two elements, as soon in "Flor 

d'Ametller": 

petal de golta 
- quin toc que te 

petal de galta de noia en rosa 
(p. 105) 

This technique is taken still further in "Quin dia clar~where cosmic, 

seasonal and natural elements ore humanised to enhance our idea of 

their participation in the eternal universal life cycle: 

Quin dia clar que el cor s'esvera 
ha dit l'abril missa primero 
i el sol es dol~ i l'orbre riu ••• 
r cada noio com ades 
per primavera te promes-

(p. 108) 

The vitality of this repeated process is transmitted by the charged 
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enthusiasm displayed by the participants, well expressed by the fast-

moving rhythm and frequent interjections: 

Sant Joan 
no~a i bateig de sangl 

Les noies riuen amb llur galant 

Quina vesprada 
festa pel cor 
cad a obro~ado deiXcra enyor 
codo besado un infont nou. 

(p. 91) 

The reol significance of Salvat-Papasseit's evocation of seasonal 

festivals becomes much clearer if they are considered in the mytholog-

ical context as is elucidated by Joseph Campbell: 

The tribal ceremonies of birth, initiation, marriage, 
burial, installation, and so forth, serve to translate 
the individual life-crises and life-deeds into classic 
impersonal forms. The whole society becomes visible 
to itself as an imperishable living unit. Generations 
of individuals pass like anonymous cells from a living 
body, but the sustaining timeless form remains; 
seasonal festivals open a larger horizon. As the 
individual is an organ of society, so is the tribe 
or city - so is humanity entire - only a phase of the 
mighty organism of the cosmos •.• the dominant motif 
in all religious (as opposed to black magical) ceremonial, 
is that of submission to the inevitables of destiny 
.•. the wonderful cycle of the year with its hardships 
and periods of joy, is celebrated and delineated and 
represented as continued in the life round of the human 
group.SO 

Northrop Frye has commented further on the social implications of this 

type of metophoric projection: 

As for human society, the metaphor that we are all 
members of one body has organized most political theory 
from Plato to our own day. Milton's HA Commonwealth 
ought to be but as one huge Christian personage, one 
mighty growth, and stature of an honest manH belongs 
to a Christianized version of this metaphor ••• Themes 
of loyalty, hero worship, faithful followers and the 
like also employ the same metaphor.51 

Thus these poems are not merely allusions to popular festivals per se 

and indeed they do much more than act as reflections of the style and 



175. 

thematic content of the rest of the collection. On this wider level 

they provide a forceful restatement of Salvat-Papasseit's poetic vision. 

The celebration of these rituals demonstrates society's submission to 

the eternal cosmic round; by participating in these ceremonies the 

poet re-emphasises his message of the infinite universal cycle, not as 

the individual archetypal hero, but as a member of the community. The 

significance of the relationship between communal celebration and the 

solitary hero may be elucidated with reference to the theme of exile. 

Salvat-Papasseit's protagonist continually dwells on the idea of never 

returning,as evident in certain poems from La Gesta dels Estels. In 

"El berenar ales roques H the narrator boasts: "NI SABRIA ELS MEUS FILLS 

QUAN/TORNARIA A TERRA". "L'home bru ros del port" has a "desig de no 

tornar", and in "Divisa" we see "Viatjar terres/no quedar-se en cap". 

In 6ssa Menor these sentiments are again apparent in "Ara no es fa, 

pera jo ho faria": "i anar tan lluny que no pugues tornar". Joseph 

Campbell explains the relevance of this topic to the fundamentalistic 

poetic visionl 

The essence of oneself is the essence of the world: 
these two are one. Wherever the hero may wander, 
whatever he may do, he is ever in the presence of his 
own essence - for he has the perfected eye to see. 
There is no separatenesss •. Thus just as the way of 
social participation may lead in the end to a realization 
of the all in the individual, so that of exile brings 
the hero to the self in al152 

Northrop Frye has in turn made mention of the basic thematic inter-

connection between hero and ritual: 

Translated into ritual terms, the quest-romance in 
the victory of fertility over the wasteland. Fertility 
means food and drink, bread and wine, body and blood, 
the union of male and female ••• 53 

It is this type of contrapuntal consistency that mQkes the later 

work of Salvat-Papasseit so powerfully terse. 
I 
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Extension to the Everyday 

Salvat-Papasseit develops this leitmotiv, however, and is quite 

consistent with the phenomena described by Szabolski. Harvest 

festivals are depicted side by side with poems evoking the "vie 

quotidienne des masses". This begins) on the one hand, with the 

simple account of repeated daily occurrences, as in "Sf ]0 em llevava 

de bon demat!", and "Quan de bon demat!" which describe the awakening 

of the city~ 

Si jo em llevava de bon demat! 
el sol encara a pleret s'hi arronsava; 
tresca que tresca, si feia cam! 
o cada pas un fanal s'apagava 

(p. 89) 

In other examples, nevertheless, such banal subject matter is given 

more transcendent treatment which leaves the impression that for 

the poet, as the critic suggested, these everyday events have something 

in common with the seasonal festivals, but on a lower level. 

This effect is achieved with great subtlety. "Pasqua Granada" 

and "Vetlla, revetlla" deplct the celebration of the rituals of 

Pentecost and Midsummer. In "Passeu pel Port", however, the poet 

transfers the feasting and 011 its associated themes to the setting 

of the port. Indeed, he goes so for as to emphasise the pagan', . 

quality of this metropolitan scene: 

Passeu pel Port, 
que es la festa paganal 
i els mariners ubriacs tots cantaven: 
Verge del Carme, doneu-nos l'amor 

(p. 94) 

The flowing rhythm again conveys the characteristic vital enthusiasm 

and the question of fertility is expressed in natural, human and 

inanimate terms: 



Ara florien els pals boles d'or •.. 
Verge del Carme mostra un peu tot nu 
que la sandalia se li desprenia 

(p. 94) 
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The process of humoniz.o...\:'·1on is pursued to a great degree, and against 

this background we witness the interaction of maritime, atmospheric 

and cosmic elements: 

Verge del Corme cantava en els nuvols .•• 
no hi ha vaixell que la guanyi en dansar; 
alceu els ull~ que vereu la corona 
com va ruixant tot d'estrelles la mar 

(p. 94) 

Their participation in a ritual of such sexual nature points not only 

to the underlying essence shared by all creation but also to the promise 

of futurity which Salvat-Papasseit sees as inherent in the universal 

whole, as was the case with say, "La femme aux oranges" and "Dona'm 

la ma" from L'Irradiador del port i les gavines. 

It must be remembered, however, that there is no specific reason 

given for this celebration. The ceremony takes place in the port with 

a ship as protagonist - some form of fecundation ritual is implied in 

the name and sexual context - with the sailors and vianants chorally 

representing the community. This constitutes a clear attempt by 

Salvat-Papasseit to transpose the significance of the seasonal fes-

tivities as evoked in "Pasqua Granada" and "Vetlla Revetlla" onto an 

everyday level and location. 

This effect is achieved more specifically in "Vora Mercat". In 

this poem the relationship between the banal or anecdotal and the 

universal is forcefully elaborated, with the structure as succinct as 

that of the "Divises". 

The atmosphere of neighbourly gossip is well established 1n the 

first two stanzas through particularity; the first is light-hearted in 

tone, 

I 



el vigilant del meu barri 
estava mig perdut per mor de l'opereta. 

per aixo es que s'ha casat 
amb una noia grassa com una boia plena 

ell treu l'aigua del pou 
i es ella qui gemega 

(p. 97) j 
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the second possesses a great deal of colloquial vitality in the account 

of Rosa's fate; 

Pera ja se li veia que tenia una penal 
no feu res mes de bo des de que el seu marit 

[li tustava l'esquena 
malviatge faci elll 

(p. 97) 

The third stanza, however, introduces a much more mysterious element 

on a higher deterministic plane, which is underlined by use of capitals. 

UNA GITANA PRENYS 
PORTA VENTURA NEGRA 

(p. 97) 

These two levels, nonetheless, are fused together by the refrain which 

is repeated after every verse "vet aqu! les vernes com maste9 uen . llur 

deria". This provides an objective response to the individual quality 

of the anecdote. There will always be particularity, such as the 

vigilant's love for operetta, Rosa's misfortune etc., and this is con-

veyed in the anonymous and general formula of the refrain, whose rep-

etition implies continuation. 

Thus the treatment of the everyday ranges from the simple des-

cription of "Quan de bon demat!" and "5i ]0 em llevava de bon dematl" 

to acquire a more ritualistic aspect in "Vora Mercat" and "Passeu pel 

Port". The poet has succeeded in imbuing the everyday, though in some­

what diluted form, with the same significance of the repeated seasonal 

festivals. 5ergi Beser has noticed this upgrading of banal criteriat 



El mon pel fet d'existir, d'anar repetint 
els seus quotidians i vulgars fenomens, 
es transforma en quelcom de meravel16s. 54 
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His comments lack direction, however, unless they are considered within 

the context of ritual, which is used so forcefully to convey the 

poetic vision. The promise of eternity, expressed in the idea of 

cyclic renewal and man's celebration of this fact, is envisaged as 

including the lowest possible level of the particular and everyday, 

which emphasises the consistency of Salvat-Papasseit's expression. 

Given the general lock of critical appraisal of the later work 

outside El Poema de la Rosa als Llavis, it is perhaps appropriate 

at this point to mention the technical expertise which the poet dis-

plays over his medium in "Vora Mercat". The poem has a free but 

regular heptasyllabic structure which is maintained throughout, thus 

facilitating balance and control while evoking the recurrent nature of 

the action of the neighbours. The assonontol e-a rhyme enhances this 

in the first two stanzas, os does the internal consonantal rhyme of the 

line' :'una noia grassa com una boia plend' with the syntactical equality 

adding to the overall effect. The metre of the refrain underlines the 

repetition that the line suggests, and is finally broken for rhythmic 

variance by the spondee and pyrrhic of the last two feet. 

A Return to Paganism 

The celebration of the seasonal rituals is imbued with a definite 

heathe n undercurrent which is developed in this collection. It is 

first apparent in the atavism of the festivities with their emphasis 

on inebriation, fertility and sex, os seen in "Vetllo Revetlla": 

El contir s'omp1i 
d'aigua amb ants 
que es vessi toto 

sines endins 
No hi haura festa si e1 foc no as alt 
si molt no es besa 
i l'amor es plony 

(p. 91) 



This is again quite evident in "Passeu pel Port" - the fest~ pagana: 

Verge del Carme, cantava en els nuvols 
a cada u be llan~ava un esguard 
els mariners ubriacs la miraven 
i convidaven tots els vianants 

(p. 94) 
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There is an implicit contrast evoked in these scenes between Christianity 

as suggested by the names: Verge del Carme; Sant Joan; Pasqua Granada, 

and the pagan ritual, which is the way in which the proceedings are 

conducted. This dichotomy is dwelt upon in "Llegenda" in what appears 

to be some type of compilation of the two. There is an immediate 

comparison achieved in the first stanza with the Christian figure of 

the Virgin Mary transposed into a pagan setting: 

Ran mateix del camS: 
hi ha una cripta tot d'heura 
i una Verge tan bello'ton'be!lo 
que no sembla del cel 
sin6 de pagonia 
- pero els pagesos li diuen Maria 

(p. 113) 

This heathen personage enjoys the same qualities of succour and pro-

tection as her Christian counterpart: 

el xaval s'hi ajo~a i beu vi 
i la Verge se'l mira i l'advera 
- Mai s'ha dit que un molt6 fos ferit 

(p. 113) 

It is clear that Salvat-Papasseit is removing religion from its ortho-

dox framework and relocating it within the pagan context which is so 

suitable for the expression of his fundamenta1istic poetic vision. 

This process is more explicitly attempted in "Deu-me una santa; 

where the poet constructs his own heavenly hierarchy: 

Deu-me una santa, enc que no sigui a1 dogma 
a qui pugui pregar: Jo pecador d'amorj 
deu-me una santa que hogi estimat for~a 
que per pregar-li calgui un bes i una can~6. 

(p. 115) 
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The virtues extolled here are far from those embraced by conventional 

, morality as Salvat-Papasseit's idea of a saint is more reminiscent of 

a fertility goddess. It is noticeable that the traditional Christianity 

offers no solution, and merely becomes incorporated - in this case by 

the vocabulary - into the heathen approach which pervades the whole 

collection. 

Indeed the only poem which can be taken as dealing with the 

relationship between God and man in any recognisably religious fashion 

is "Pregaria". This is tagged onto the end of the collection and so 

is clearly meant to be held up in comparision with the rest, as NDivisa" 

is the natural end to the work providing a reflection of the basic 

themes. 

"P",.egaria" is a bleak, bitter poem, os the opening suggests, 

which contrasts greatly with the warmth and excitement of the 

rituals described earlier: 

~Quin plan teniu, Senyor, 
que feu que ham cregui en v6s 
en el dolor nomes? 

(p. 122) 

,', 

The tone is one of sharp questioning which enhances the idea of bitter-

ness. Salvat-Papasseit in no way humbles himself before the supreme 

figure, who he sees as responsible for suffering, and turns away from 

Him. 

Jo us oblido 
pobre mesqul 
per un bocl 

el fovor, 
que s6c, 
de pIer. 

(p. 122) 

In fact God con have no grudge against the poet as it was He who 

created man the way he is "V6s aixl m'haveu fet". The tone here is 

almost one of menace, as the repetition of the question underlines 

the incomprehensibility of God's working. 



~Quin plan teniu, Senyor, 
si us dec dolor i pIer? 

(p. 122) 

The conclusion is stark and self-explanatory. Salvat-Papasseit's 
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fundamentalistic outlook cannot comprehend the concept of a supreme 

being. Any reference to this is correspondingly located outside the 

thematic body of the work, and subjected to the bleakest of accounts. 

The sentiments expressed here ore perhaps the closest that 

Salvat-Papasseit comes to the spiritual honesty and sincerity of 0 

Cant Espiritual. Nevertheless, whereas both March and Maragoll round 

off with some type of submission to the divine will, Salvat-Papasseit 

stands critically aside and thereby re-emphasises his sceptiCism. 

The inclusion of religious figures and events upon a completely 

pagan background, together with this bore-faced questioning of God 

and his workings, makes La Gesta dels Estels the poet's most coherent 

rejection of orthodox Christianity. 

It may be appropriate here again to draw a parallel between the 

line adopted here by Salvat-Papasseit and that of J.V. Foix. Foix's 

fundomentolistic vision of the world os expressed in Gertrudis and 

KRTU. can likewise find no place for the presence of a supreme being. 

As will be seen, the question remains unsalved even in Sol, i de dol, 

whose last section is a painful examination af this subject. It 

was not until Onze Nadals i un Cap d'Any published in 196d, though 

written over a period of twelve years, that God is finally included 

in Foix's weltansehauung after a long and hard struggle. Nonethe-

less, both poets seem to suggest some type of primeval religious 

quality at the basis of creation: 5alvat-Papasseit with his recourse 

to ritual and his "alternati~e" sacrilegious hierarchy and Foix's 

pantheistic "L'U clar6s", especially as expressed in Gertrudis and KRTU. 
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The Poet as Hero 

The emergence in Salvat-Papasseit of the autobiographical arche-

type complies completely with the modern view of the poet and his 

function. Joaquim Molas has indicated the Romantic influence upon 

our poet, particularly in the case of Carlyle: 

Per a Fichte i, en general, per a la tropa 
romantica, el poeta era el conductor de masses. 
Un profeta. "He is the light of the world-, diu 
Carlyle; "the world's priest:- gUiding it like 
a sacred Pillar of Fire, in its dark pilgrimmage 
through the was~of Time". Segons Montoliu, don 
Manuel, Alomar havia pres la definici6 de Carlyle 
per donar t!tol a la seva unica col·lecci6 de 
poemes ..• Uns quatre 0 cinc anys despres, dlrectament 
de Carlyle 0 0 traves d'Alomar, Salvat recoIl! la 
definic!o, l'ampli~ de manera prou significativq, 
i la poso en el centre mateix del seu programa. 55 

Solvot-Papasseit responds to the moral dimension of the poet's charge 

to such an extent that in "Contra els poetes amb minuscula", he suggests 

that one is not ordained a poet for one's verses, but for one's deeds. 

Si tinguessim poeta, aquest seria)amics, un home 
independent. Potser, potser i tot, fins ni escriuria 
versos ••. Cada gest, cada mot d'aquest home seria 
com un vers '" I si voleu rimar, podeu rimar: pero 
sigueu Poetes. Poetes amb majusculo: altius, valents, 
heroics i sobretot sincers.5~ 

Clearly 5alvat-Papasseit's wayfarer combines all these heroic qualities 

of on uncompromising and mystical independence. In ·Concepte del 

Poeta" the author continues to expound on the vocation and social 

function of the poet in terms highly reminiscent of those cited from 

Carlyle: 

La manifestaci6 grafica,odhuc moral, de que el Poeta 
viu es 10 sinceritat. El Poeta es mou sol entre 
les multituds i es una meravella en la seva ~poca 
per tal que es sincere En el clos del seu puny 
que no es Jeu mai, te el pervenir de tot. Perqu~ 
el Poeta es vate, es 0 dir: adiv!. - Aquells que 
son 01 m6n i-no-un espai nomes, perd uno Eternitot, 
saben que quan el Poeto obre les mons una Era inconeguda 
es comen~ada.Si 
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In his enunciation of these three essential attributes of the poet:-

al his special insight bl his power to exert social change cl his 

basic alienation, Salvat-Papasseit is proposing an attitude which is 

central to the modern vision of the artist's role. Renato Poggioli 

has illustrated this isolation and perceptive superiority with ref-

erence to Rimbaud; the artist has become HIe grand malade, le grand 

i · lId d 1 '" ~8 cr mlne, e gran mau it, et e supreme savant. Miklos Szabolski 

has in turn summarised the moral con~rjblllion to the social function 

of the writer in this tradition: 

L'individuel est 
parce qu'il peut 
exceptionel]e. 
de soi-meme,- le 
son esprit, son 

un individu privilegie de la societe 
acquerir une importance communautaire 
Le nouveau type d'ecrivain cree quasi 

precurseur de la societe nouvelle dons 
comportement et sa morale.59 

In this context the positions adopted by Foix and Salvat-Papasseit 

are almost exactly identical. As we shall see throughout Foix's 

work, though especially apparent in Les Irreals Omegues and On he 

deixat les claus, the poet presents himself as a hierophant, or man 

apart with a message. The dissimilarity, of course, is to be found 

in the manner in which the two artists fulfil this social role. 

Sa1vat-Papasseit projects the moral significance onto the objective 

Hideological ego H of the archetypal hero. It is he who will express 

symbolically the poet's moral vitality and insight of the perenniality 

of the life-round, the force of a more general and permanent nature 

that lies behind the surface of everyday reality whilst evoking the 

fundamentalism of paganist ritual to complement this. Foix as vate~ 

however, acts, as we shall see, in a much more immediately personal 

fashion as priest in the community. Nonetheless there is one instance 

where Salvat-Papasseit comes extremely close to the position adopted 
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by Foix and this occurs in his most celebrated offering "Nocturn per 

a -acordi6". This masterly poem unwinds against the familiar 

background of Barcelona docks and we are made immediately and rep-

eatedly aware of the superiority and isolation of the poet: 

Heus aqut: j 0 he guardat fusta al moll. 
(Vosaltres no sabeu 

que es 
guardar fusta 01 moll: 

(p. 225) 

The narrator as votes is clearly in possession of some secret and 

sacred knowledge. The vocabulary underlines the religious quality: 

"els cedres sagrats"; "com un miracle"; "1'oraci6 dels fanals·; 

as the poet officiates over some mystical pagan ceremony: 

i he fet un foc d'estelles dins la gola del llop 
vosaltres no sabeu 

que as 
guardar fusta al moll: 

pero totes les mans de tots els trinxeraires 
com una farandola 
feien un jurament al red6s del meu foe. 
I era com un miracle 
que estirava les mans que eren balbes. 

(pp. 225-6) 

The transformation of reality, different in tone and mood to that of 

"Passeu pel port", is effected thraugh metaphor and simile in a com-

bination of the everyday and banal with the exotic and supernatural. 

The enigma and mystery is enhanced by the esoteric narrative voice 

and the ponderous varying rhythm, which is crowned by the haunting 

illogicality and oracular quality of the last four lines: 

Ni sabeu l'oraci6 dels fanals dels vaixells 
- que s6n de tants colors 
com la mar, sota el sol: 
que no li calen veles. 

(p. 226) 

Our reaction to this piece reiterates Salvat-Papasseit's view of the 

poet. An initiated figure, separated from the rest of society _ 
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"Vosaltres"- through his gift of insight, removes the veneer of 

surfade reality to reveal the vibranceof a more profound cosmic 

order. 

Again Salvat-Papasseit's concerns reflect those of the author 

in the modern Romantic tradition as summarised by Corc/le . - though 

not in any Christian sense here: 

The open secret - open to all, seen almost by nonel 
That divine mystery· which lies everywhere in all 
Beings, the Divine Ideo of the World, that which 
lies at the bottom of Appearance os Fichte styles 
it ... This divine mystery is at all times and in 
all places; veritably is •.• That always is his 60 
[the poet's] message; he is to reveal that to us. 

One is made further aware of the suitability of myth in the expression 

of such a viewpoint. Here we refer not only to the emergence of a 

heroic figure, but also to the presentation of reality on a higher 

metaphorical or allegorical plane which serves to emphasise the homo-

geneity of all its elements. Jung and Kerenyi have elucidated the 

connexion: 

The philosopher tries to pierce through the world 
of appearances to say what Hreally isH, but the teller 
of myth steps back into primordiolity in order to 
tell us what originally was. Primordiality is the 
same thing for him as authenticity .•• this procedure 
gives us some ideo of mythological fundamentalization.61 

Despite the position of superiority enjoyed by the narrator of HNocturn 
/ 

per a acordi6", one does detect 0 certain amount of regret at the 

solitude that this estrangement understands. A type of nostalgic 

desire for communion with others is a current which pervades Salvat-

Papasseit's work, from the solitary musings ~ Poemes en Ondes 

Hertzianes, "Tot l'enyor de demo", "Pantalons llargsH, HMarxa Nupcial H 

of L'Irrodiodor del port i les gavines, to HOmega H and HTarda d'Istiu H 

of 6~sa Menor. A general sense of isolation was, in itself, quite 



typical of the Vanguard experience, as Mik16s Szabolski explains 

with reference to the propensity for black humour: 

la base commune de ces tendances est 0 mon avis, la 
dislocation des rapports entre l'ecrivain, l'artiste 
et le public •.• l'artiste, l'ecrivain ne voient plus 
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de fonction, de'but,de sens de place 0 leurs activites. 
L'une des marques de son impuissance est le grotesque, 
l'humour noir qui le dominent; le ricanement desespere, 
le rire exaspere,le cri inutile en po~sie •.• repres­
entent une preoccupation qui s'imposera pleinement de 
nos jours, exprimant l'alienation, la solitude, l'abandon 
au sein de la societe et l'exprimant en subissant les 
affres de l'angoisse, en les divulgant de maniere 
alienee •• 1:>2 

In this respect Wellek and Warren have affirmed the relevance of the 

recourse to myth as an attempt by the creative artist to counter this 

social abandonment: 

To speak of the need for myth, in the case of the 
imaginative writer, is a sign of his felt need for 
communion with his society,for a recognised status 
as artist functioning within society63 

Thus we return quite conveniently to the starting point of our exomin-

ation of the mature verse of Salvat-Papasseit. It was generally 

suggested that the evocation of popular ritual and the emergence of 

an archetypal hero translated the attempt of a consumptive to escape 

the dreadful limitations which ill-health imposed upon him. As a 

consequence the later work, apart from El Poema de la Rosa als Llavis 

which exists on a distinct thematic level, has attracted little 

critical attention,being interpreted as a mere flight of poetic fantasy. 

We would argue, however, ~ith reference to Northrop Frye, that 

there is a more solid and profound reason for the sense of ingenuous 

yearning which typifies the poems of adventure: 

Yet there is a genuinely UproletarianU element in 
romance too, which is never satisfied with its various 
incantations, and in fact the incantat\o~l them-
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selves indicate that no matter how great a change 
may take place in society, romance will turn up again, 
as hungry as ever, looking for new hopes and desires 
to feed on. The perennially child-like quality of 
romance is marked by its extraordinary persistent 
nostalgia, its search for some type of imaginative 
golden age in time or space ••• The essential element 
of plot in romance is adventure •.• At its most 
naive it is an endless form which a central character 
who never develops or ages goes through one adventure 
after another until the author himself collapsesp4' 

One is immediately struck by how smoothly Salvat-Papasseit complies 
I 

[' i, 
i, I 

with the general characteristics of the current described - in partic-

ular the Hproletarian H dimension that the critic has envisaged. 

Consequently, we would propose that the tone of nostalgia and naivety 

at the heart of the heroic verse con be explained more acceptably 

in terms of convention dictating the most suitable vehicle for the 

expression of this poetic sensitivity than any simple personal attempt 

at escapism. 

This may be substantiated by the fact that 0 more detailed textual 

analysis reveals that the slant adopted latterly by the poet 

in his employment of myth and ritual provided a cogent amplification 

to that same fundamentalistic insight which was first fully propounded 

in L'Irradiador del port i les gavines. 

Moreover, the personal preoccupations voiced by this author 

extend beyond the realm of individual circumstance and clearly 

relate to that common neurosis shared by the artistic cadre of 

the Avant-garde. The re-appraisal of t~e poet's function in 

society, the embracing of the vocation of votes Jthe enu,nciation of 

a privileged world view are issues which typified the modern creative 

mentality. In this respect, Salvat-Papasseit's recourse to mythifica-

tion, as Wellek and Warren pointed out, denotes more than the effort 
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of an isolated invalid to commune with his beloved urban environment. 

It also registers.the artist's need for recognition of his status 

in society - an obsession among this century's creative elite to 

alleviate the sense of alienation and lack of purpose which had been 

a by-product of those dramatic shifts in social relationships that 

accompanied the cataclysmic start to our age. Clearly, to approach 
I 

this topic uniquely on a specific level of Salvat-Papasseit's immed-

iate individual concern represents an incomplete and deficient approx-

imation to 0 consciously modern and European author. 

The Ever-present Can~6 

Although the expression of La Gesta dels Estels relies 

greatly upon mythification, there are certain motifs and stylistic 

traits which are very reminiscent of L'Irradiador del port i les 

gav ines . The can~6 was used extensively in the earlier collection 

as emblematic of the underlying essence shared by all creation. In 

"Res no es -.e$qu{" the poet states quite bluntly that "10 can~6 canto 

en cada bri de cosa", and never shows reticence in employing certain 

other devices - identical to those seen in L'Irradiador del port i 

les gavines _ to enhance his basic expression. Allegory is once more 

evident to emphasise homogeneity os the human, inanimate and cosmic 

are seen to function on the same plane: 

Les veles que voleiessin 
aprendrien la can~6, 
i els gallarets que escoltessin 
pera sense fer remor •.• 
vaixells per la mar estesos 
10 sabrien com un plany. 

(p. 101) 
The interaction of these different elements is most subtly 

"Quin dia clar": 

Quin dia clar que el cor s'esvera: 
ha dit abril missa primera 
el sol es dol~ i l'arbre riu ••• 

handled in 
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Ara comen~a la can~6 
i la tenora afina el to: 

(p. 108) 

As was mentioned earlier, this can also be applied to "Passeu pel 

Port", though it is perhaps "Estampa Japonesa" which is most reminis-

cent of the stylistic force and control.of the earlier collection's successes 

It is in essence a collage wherein a mixture of cosmic and concrete 

matter IS presented against the same background: 

l' u11 es profund 
i l'esguord groci 11is de vetllor.° la 11una -
damunt paper d'arros imperial 

(p. 93) 

Metaphor ("esguard groc i 11is") and later, simile, combine to under-

line the interaction as Salvat-Papasseit interjects the song motif 

and centres the poems on the individual level of the exotic Perla-en-

lo-Rosado: 

i la lempara crema corn un silenci viu: 

com aquella can~6 
que contova la Perla-en-la-Rosada, filla del samurai 

(p. 93) 

The paradox in the simile "silenci/can~6" also serves to emphasise 

the basic identity of the subject matter through 0 fusion of opposites. 

The topic of time passing is now introduced: "i recornptant les 

hores que deixova i prenia", which is immediately countered by the 

concept of futurity implied by the clear natural reproductive vocob-

ulary; 

vestio I lis 
i el de l'amor 

i vestia el pol.len de la flama 
perfecte 

(p. 93) 

This is most forcefully compressed in "el pol·len de la flama", 0 

metaphor which combined two diverse elements achieving the same 

effect as the fusion of two words into a single neologism in " 
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"Vibracions", while suggesting that the flame will be reproduc~d. 

The cosmic element is now reintroduced as the poem returns to 

its point de depart, as Perla-en-la-Rosada Hveia neixer el gran 

astre al seu costat". Again this is significant in two ways; 

astral and human components are depicted side by side on the some plane 

without sense of perspective (this points to the underlying unity 

they share), and just as with the flame and the girl, the reproductive 

aspect is here re-echoed in the wider universal context, which 

emphasises the continuance of the life-force. 

In conclusion, and once more with reference to Northrop Frye, 

we would like to point out the complementary nature of the metaphoric 

reality created in the manner described here and the evocation of a 

mythical world, together with their relevance to Salvat-Papasseit's 

fundamentalistic insight of continuance and identity. It is a firm 

indication of that completeness of vision and fullness of expression 

that are associated with the work of the mature artist: 

The world of mythical imagery is usually represented 
by the conception of heaven or Paradise in religion, 
and it is apocalyptic in the sense of the word already 
explained, a world of total metaphor in which everything 
is potentially identical with everything else, as 
though it were all inside a single infinite body ••• 
and as realism is an art of implicit simile, myth 
is an art of implicit metaphorical identity.65. 

Much of this statement could be applied to J.V. Foix's view of the 

cosmos. The remaining chapters will comprise an examination of this 

poet's individual artistic revelation of this picture. 
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THE CREATIVE GENIUS OF J.V. FOIX 

Chapter V 

The Early Work 

195. 

Our approach to the output of J.V. Foix does not entail the some 

type of difficulty as was encountered in our study of Salvat-Papasseit. 

In the latter case our line was one which diverged from the main 

drift of considerable recent work on Salvat-Papasseit and attempted 

to extend the alternative angle as proposed by Francesc Vallverdu. 

With Foix, however, it is more a question of building on a 

consensus of interpretations and coherent analyses, the foundation 

of which have been laid down in the recent, largely convergent 

work of commentators such as Arthur Terry, Gabriel Ferrater, Castellet, 

Molas and Pere Gimferrer. 

Given the volume and density of Foix's work, nonetheless, 

there is still much scope for the refinement of the main lines 

as established by the critics to date and we propose to provide 

a revaluation and, at times, a re-elaboration of those ideas 

which have been rightly seen as central to Foix's expression thus 

for. 

We may illustrate this by taking Gimferrer's La Poesia de 

J.V. Foix (1974), acknowledging its perceptiveness but also indicating 

the limitations of such detailed interpretation when the focus 

is narrowed. In this work, the first extensive survey of its 

type, the critic was forced to be necessarily selective in his 

concentration on individual collections and his separation of 

poetry from creative prose, all of which involved various inescapable 

limitations. On occasions Foix may display a propensity to express 

certain topics in verse rather than prose poetry. At times, specific 

works do have their more dominant motifs yet, for us, Foix's art 



is so thematically dense and inter-related that we now see no 

reason to isolate anyone part from the whole. Arthur Terry has 

already pOinted out this remarkable consistency: 

Something like a third of Foix's published work con­
sists of four collections grouped unde~ the general 
title of Dia~i1918. The fact that he has chosen 
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to refer to this part of his work to a particular 
year, though many of the individual pieces must have 
been wri tten later,) confi rms one's impression that 
the later work, both in poems and prose poems, repres­
ents a steady unfolding of the possibilities implied 
in his very earliest writing.' 

Consequently our study will fall quite naturally into two related 

sections. We shall begin with a revision of certain key issues 

in the output up to Sol i de dol, followed by a reassessment of 

the development evident in the later offerings. Although it was 

not published until 1947, it is legitimate to consider this col1ec-

tion of sonnets as part of the early work, as Gimferrer has explained: 

"e1 proleg d'aquest llibre, datat a l'octubre de 1936, d6na cam 

a terminus a quo e1 1913 i com a terminus ad quem el 1927-. 2 

Its thematic relevance to Foix's production in toto will be con-

sidered in the following chapter. 

An examination of the various aspects of this coherent ·unfolding N 

perceived by Terry should bring us back to the very kernel of the 

poet's vision and give a clear indication of the basic unity behind 

the expressive variety of Foix's art. 

The general critical response to the world presented in Foix's 

first two volumes Gertrudis (1927) and KRTU (1932) has been quite 

uniform. It is a singularly hostile violent and unattractive 

place, as is outlined by Gimferrer: 



El tema de la clausura, i la claustrofobia, e1 del 
men natural envaint, poder6s, e1 m6n artificial .•• 
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1 ~mena~a de les forces hostils al poeta, com a individu 
(~elosia, traidoria ~morosa: poema inicial de Gertrudis) 
o com a poeta ... ens mena a considerar el tema potser 
mes important i caracter£stic de Gertrudis: l'empetita­
ment, l'aclaparament davant un m6n immens i enemist6s, 
la por del retorn a la infdncia - i, en darrer terme, 
del retorn a 1'6ter i encara mas, 01 no-res: la perdua 
de la propia individualitat, la castraci6[I), la 
destrucci6, l'anorreament. Tema profundament tragic, 
que d6na ra6 de la incertitud fonamental de l'home davant 
un univers que 1i resulta estrany, ali~, misteri6s. 3 

These sentiments have been subsequently echoed by various commentators. 

Carme Arnau has spoken of the ever-present violence in relation to 

the leitmotiv of mutations: 

A la primera prosa :de ,GertrJ,.l9isl l.~.autor exposa dos 
temes que seran constants al llarg de la seva obra: 
e1 tema de la personalitat, relacionat amb el de 
les mutacions ..• i el tema del tancament i de la 
claustrofobia, relacionat, comunament, amb el sentiment 
d'angoixa .•• La violencia present a Gertrudis no 
fa mes que ougmentar a KRTU, on sovintegen les amputacions 
de tota mena. 4 ----

In turn, Potricia Boehne has reflected on the topic of the poet's 

isolation and solitude which is again token to be inextricably linked 

with the question of physical menace: 

The reappearance of the stage curtain of Gertrudis 
and the isolation of the poet are immediate. In 
Gertrudis there was a more participatory feeling 
of an adolescent with his companions. Here, in 
KRTU,a physical distaQcing has occurred, a first 
step towards the intense isolation of Alone and in 
Mourning ••. Not only is he isolated, but increas~ 
ingly smothered, imprisoned, maimed, paralyzed. 5 

With his characteristic economy, Joaquim Molas has summarised these 

aspects in a matter of lines: 

els fragments del Diar! 1918 •.• transformen la realitat 
quotidiana de Sarria, 0 del Port de la Selvo, en un 
m6n on£ric, pIe d'estranyes associocions i substitucions 
i, a la llorga, de violentes mutacions. Un m6n que, 0 

traves;, de simbols, i d'objectes, trets a la vegada, de 
la pintura de Chirico - torres, castells, guants,maniquins, 
etc. - i de la poetico surreolisto - covalls, sabotes, 
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paraigues, pneumatics, carrers tancats 0 murs alt!ssims, 
etc.-, tradueix la solitud i la indefensi6 del poeta 
en elcontext d'una humanitat hostil: brutal. Una 
humanitat que l'identifica amb un disminuit.6 

In this way, three major elements typify the early poetry and are 

repeatedly singled out for convnent: i) the alien :ation of the auto­

biographical protagonist, ii) a sense of claustrophobia iii) a variety 

of mutations - all of which contain some implicit notion of hostility 

or violence. 

If Foix's world is depicted in such adverse terms, however, how 

can it be that the reader finds it so compelling and stimulating? 

One is inclined to suspect that there is some attraction more whole-

some than a peverse sado-masochistic fascination. There is undoubtedly 

a sense of cathartic exhilaration which accompanies the foreboding 

and terror of this allegoric reality. A detailed, comprehensive 

analysis of these topics will reveal a more positive dimension 

to the experience described, a more complete reaction to the poetic 

environment - one not unlike the classical concept of admiratio,­

~n impression of awe and wonder when -the author is confronted with 

the enormity of the cosmos. 

Alienation 

As was seen in the previous chapter with regard to Salvat-Papasseit, 

it had been a long-standing tradition to view the poet as a type 

of mystagogue - a man apart with a privileged insight and message 

to deliver. This attitude was re-echoed in the 1800s by the Romantics 

and Nietzsche, and was in turn embraced by the Avant-garde. The 

estrangement that this role entailed was exacerbated by the social 

cataclysms of the beginning of the present century which brought 
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about a further severe questioning of the creative artist's function 

in the modern industrialised ethos. 

The detachment, self-examination and general loss of direction 

are all evident in Foix's early work. In the third poem of Gertrudis, 

we encounter the poet alone, abandoned and unable to find his way: 

M'assegurava que eren dos-cents els joves del poble 
que tenien un cavall negre corn el meu. Pero vaig 
espiar, uno a una, llurs estobles i voig comprovar 
el seu engany. Les estables s6n buides i s6n buides 
les cases. Al poble names hi som jo i e1 meu cava11 
que errem de nit i de dia pel laberint de les seves 
ombres. (11',20). 

It is true to say that this solitude brings a certain amount of 

anguish to the protagonist, made patent by his desire for social 

communion, as evident in two passages from KRTU: 

Nois i noies del meu poble ..• juguen cada cap vespre 
a la pla~a. Llur veu hi ressona corn en un celler ••• 
L'altre dia, tot estrafent la veu amb un megafon, 
vaig intentar barrejar-me en llur joc; pero, nois, 
noies i ocells, eren ombres entre ombres. Davant 
meu, entre la pla~a deserta i el eel, s'elevava, 
tragicament delator, un filferro en espiral. ' 

. ( 11 ,. S6) 

• 

Pere, Llulsl On sou? Sento les vostres veuS. de Joc 
a la placeta. No s6c orb, pera em resteu invisibles. 
Veniu •.. Joan, Ernestl No voleu jugar amb r!1 

11, 61) 

Nonetheless, the effects of this isolation ore b~' no means exclusively 

negative or destructive. The poet often finds comfort in being alone, 

os in "M'assegurava que eren dos-cents ••• " from Gertrudis: ~O es que 

tants de milers d'estels que guspiregen en 10 negror celeste na 

exaltem 10 joia de la meva solitud?" (11, 20) 

Similarly in "Sense Simbolisme. Gertrudis", solitude brings 

real solace to the author as he moves, in 0 matter of lines,from 

the emotional extreme of jealousy when with his horse and beloved, 

to a state of jay when by himself. This development is enhanced 
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by the lyrical force of the image describing the dew, contrasted 

with the initial morb~ vocabulary: 

Desllorigat d'esglai, vaig sentir la lamentaci6 d'un 
moribund amb l'expressi6 del darrer espasme d'una 
placa tarada de gramofon: 
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Despr's d'haver alliberat el cavall de la meva servitud, 
caminava a l'atzar meravellat de saber-me sense remor­
diment iamb una placidesa 01 llindar de la serenitat 
que em calia per a cercar un cotxe de punt que em torn's 
a casa. 

En tombant la cantonada d'un vilotge desconegut, em 
sorprengu' el mat! amb el )oi6s esbatanar de persianes. 
Una corrua d'algutzirs obrien les aixetes de la rosada, 
i aviat un xofec em f'u frisor d'un deler quasi immaterial. 

(11, 27) 

The poem which affords the most complete insight into the ambiguity of 

this theme is "On anire tot sol", from KRTU. Here the poet expresses 

a sense of alienation which borders on the paranoid: 

EIs infants m'insultaven 
grosses boles de neu ... 
gent del carrer riu quan 

i em llen~aven, furiosos, 
Fero s6 geperut i, de dia, la 
passo i diu que so boig. 

(11, 66,:,,7) 

On the other hand the protagonist is by trade a "pintor de porets· -

by extension a creative artist - and it is precisely when he is alone 

that he receives not only comfort but intense inspiration: 

(on ani re tot solI •.. A la torre del portal nou de 
la carretera pintare un retol que diro COTILLAIRE i, 
tot posant-me el barret ben de cant6 iamb un pot de 
vern!s a cada ma, m'amagare darrere l'atzavarar de cal 
Canet per a escoltar al fons de mi mateix les con~ons 
que em sangloten a la gorja i que moren a flor de boca.) 

(11, 6~? ) 

It would therefore be incorrect to ascribe a totally negative quality 

to the question of estrangement. Foix may be alienated from the rest 

of society, as the artistic convention demands, yet it is precisely 

this isolation which is the catalyst for the inspired imaginings which 

form the backbone of his creative expression. This is no~ere more 

apparent than in Sol, i de dol, where solitude provides the basis for 



creative activity. In "Bru i descofat, i descal;, d'aventura", 

the poet: 

Errava sol. Imaginava inertes 
Formes sense aura i nom, i llur pintura. 

(1., 45) 

A further example from the same collection is "Jo tem la nit M
• 

Once again a certain element of fear is evident yet the poet 

is "tot sol" and this provides a basis for the unravelling of 

the artistic process with a metaphor of haunting force: 

I en erm desert imag!n una porta 

La fosca nit m'aparenta pissarra 
I, com l'infant, hi dibuix rares testes, 
Un m6n novell i el feu que el desig narra. 

(1, ·51) 

The same type of tension between apprehension and inspiration 

is re-echoed in the prose of Del "Diari 1918" (1956) and Darrer 

Comunicat (1970). In "D'amagat del senyor Bisbe" from the first 

-
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collection the poet senses he is being spied upon and is later attacked 

by the inhabitants of a town. Here again his response ~~ expressed 

inn the context of artistic activity. The general mood of mystery 

and threat, however, is well evoked by the uttering of curses and the 

pristine earthy texture of the vocabulary: 

Tothom ha tancat partes i finestrons amb forellats 
medievals; pera "sentiem" que ens sotJaven, i hem 
pintat ulls hostils ales parets ••• Flairoses d~espluqa 
humida, han omplert els cossis de ca;a morta 1 cendres 
calentes i, amb mots incitatius, ens han maleit. 

(11, 109) 

The use of the first person plural here will be discussed when we , 
examine the emergence of a communal sentiment in the poet, partlcul-

arly as regards the question of anonymity. Nonetheless, in "La meva 

descoberta dels mobles hipnagagics" from Darrer Comunicat,Foix, with 
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characteristic panache, displays his penchant for thematic symmetry 

by disclosing that same duality in attitude to this topic as was 

apparent in Gertrudis and KRTU. The poet is, as before, isolated 

from and ridiculed by the rest of the community - just as was the case 

Em creia sol, com abandonat i enganyat en aquella 
exhibici6 de fardams; i exiliat al meu propi pais. 
De sobte, vaig sentir algu que reia, tot guaitant-me, 
i que potser em coneixia. Miro enlaire increible. 
Terrats, terrasses, balcons i finestres eren plens 
de gent. Milers de verns ••• tota la ciutat, vaig 
creure Jo •.. Quan els aglomerats ciutadans es van 
adonar que els mirava, la riallada va esser comuna. 
Era un riure col.lectiu •.. un riure de tempestat 
dalt la muntanya. Jo, tot sol en una pista morta, 
intrigat i gairebe petrificat. 

(11, 373) 

As in the earlier prose poems, however, the solitude brings about 

adequate compensation with a corresponding artistic uplift together 

with a heightening of personal experience: 

He mirat enlaire, als terrats, als balcons: no hi 
havia ningu .•• Com mes a prop hi era, mes els 
dibuixos en descobrien la fecunda elegancia, l'esveltesa 
i el refinament ..• Si feia memoria dels veIls estils i 
comparava, l'estil dels mobles d'ara els resumia 
enginyosament tots, sense assemblar-s'hi gens ••• En 
el tragic silenci del meu carrer, passat el record de 
les vexants riallades dels veins de la gran avinguda. 
vai8 viure el bell i el moment. Quan vaig tocar amb 
dit lleuger i escrupu16s els mobles, en vaig descobrir 
la real, efectiva i definida immaterialitat. 

(11, 375) 

In this example the tone is more measured, the style less frenetic 

and abstruse than the earlier piece though the basic sentiment is 

exactly the same. 

A significant variation on this theme appears when the artistic­

ally creative function witnessed thus far becomes 'imbued with a more 

Hsacred H dimension. In Les Irreals Omegues (1949), the poet again 

experiences a sense of acute estrangement as in IX, where he reacts 
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most fearfully when confronted with an enormous multitude. The 

images of menace and repulsion enhance our impression of this phobia: 

Deixeu-me sol .•. 
Us veig al~ats per semblar mes encara, 
Tinta la fa~ iamb fat!dics caturns .•• 
EIs ulls sagnants en bacines de fang. 

(1, 219). 

Nevertheless, in his isolation Foix will fulfil some type of priestly 

function, a role not dissimilar to that played by Salvat-Papasseit 

in "Nocturn per a acordi6": 

Cantare sol per orris i calelles 
El cant de tots, amb oire antic i plors. 

(1, 216) 

An identical stance is adopted in On he deixat les claus (1953) 

which presents the same dichotomy, as evident in the opening poem, 

entitled significantly: "Vaig arribar en aquell poble, tothom em 

saludava i )0 no coneixia nin90 •.• ": 

Tothom me diu:- Bon dial 
Jo vaig mig despullat 
Nlhi ha que s'agenollen, 
L'~ltre em d6na la ma ... 

Que gent que hi ha a la pla~al 
Em deuen esperar; 
Jo que els llegeixo els versos, 
Tots riuen, i s'en von'(l, 231) 

The whole question of the poet as visionary will be the subject of 

a more detailed analysis in the next chapter. We mention it in the 

present context merely to underline that as far as the topic of 

alienation is concerned Foix's reaction is not as unidimensional as 

has been suggested. The isolation does produce a sense of fear and 

foreboding yet it also provides the basis for more profound artistic 

creativity and experience whilst being intrinsically relevant, as 

we shall see, to the fulfilment of the poet's function of magus in 

the community. 
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b) Claustrophobia and C~nfinement 

There is no doubt that enclosure is a recurrent motif in the \ 

early work of Foix. The second passage of Gertrudis begins: "Aixeq.ueu 

ben alts els murs del meu carrer." (11, 19). Similarly the opening 

prose poem from KRTU starts: "mil ales rosa cobrien el cel. Partes 

i finestres eren closes, i de cantonada a cantonada voleiaven banderes 

i gallardets." (11, 55) 

Nonetheless, the question remains as to whether fear is the 

exclusive response to this leitmotiv as implied by Gimferrer in his 

repeated reference to this topic as, "el tema de la clausura i la 

claustrofobia",7 and re-iterated by Carme Arnau in her comment: 

"el tema del tancament i de la claustrofabia, relacionat comunament, 

amb el sentit d'angoixaW 8 

As was the case with the idea of alienation, it does appear that 

the critics have tended to overstate the oprress,~e aspect of this 

theme. In an attempt to demonstrate this, we shall take the examples 

that Gimferrer adduces and locate them in their full context in order 

to achieve a more balanced appreciation. One of the first instances 

selected by the critic is taken from "La Vila" in Gertrudls, and we 

emphasise the fragment quoted by Gimferrer: 

No sap de ningu que hag! anat mes enlla de la pla~a 
i tothom ignora que hi ha mes enlla dels murs que 
tanquen els carrers. No col dir com de segle en segle 
augmenten les llegendes que fan mes paorosa l'existencia 
exterior. 

(11, 29) 

It seems quite patent here that, not only is there no hint of appre-

hension in this confinement, but it also has a clearly positive value 

in prOViding protection from the "paorosa existencia exterior-. 
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Gimferrer continues to indicate the role of the sky in this 

process: "Es assimi'~le amb aquest tema un d' encara mes propiament 

claustrofobic: el cel aclaparador, redJft a la dimensi6 d' una 

campana pneumatica".9 The first two examples he cites, however, do 

not necessarily suggest this: "L'ombra dels ocells presoners de 

l'ampla claraboia celeste". Here the adjective "ampla" would seem 

to suggest quite the opposite: 

El cel descend! fins a acotxar-nos, i les muntanyes 
veInes ... feren un bell clos que limit6 l'horitz6 de 
guisa ... que el firmament alenes com si l'univers 
s'hagues reduIt a1 nostre rac6 sola~lvol. 

Gertrudis, distreta de la meva dilecci6, desenganxava 
els estels 

(11 f 26) 

Once again, "bell clos" does not imply any unease at the enclosure. 

Moreover, the tone and mood of the passage is light-hearted and Jovial, 

with the,poet pleased by th~ reduction of the universe and the ensuing 

events. 

The final extract adduced by the critic has a different aspect 

when examined in its full context: 

De l' interior de. les cases sortien rares musiques com 
d'un estoig de cigars harmonic. El eel de pur cristal 
es podia tocar amb les mans. Slava, vermella,vff.h .. D 5rbS()", 
cada casa tenia hissada la seva bandera. Si no hagues 
anat carregat d'un feixuc bid6 de vern{s, inelegant, 
m'hauria estret mes el nus de la corbata. 

(11, 24) 

If anything it is an impression of beauty or enjoyment which is 

offered by this confinement. In this instance in particular, the 

setting is colourful and harmonious, so much so that the protagonist 

is induced to try to improve his appearance to blend in better with 

the elegance of the scene. It is this tone of gaiety and play-

fulness which relates closely to a central and yet much underestimated 
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element of Foix's work - humour. As this study progresses we shall 

have occasion to examine this aspect more closely. 

Similarly in KRTU, enclosure provides the same type of protec-

tion as was seen previously in "La Vila". In "Vindr' m's tard demd·, 

the author is terrified by the grotesque disguises worn by the mother 

of his girl-friend: 

- Vindr' mes tard demo. Em fa por de trobar ta more, 
com cada vespre, a cad 0 portal del teu carrer, amb una 
disfressa diversa ..• i un maquillatge esporuguidor. 

(11, 65) 

The poet, nonetheless, manages to find shelter from this horrific 

situation: 

Passada mitjanit, ta more, amb les altres dones del 
veinat, miola per les teulades per desvetllar l'eco 
esgarrif6s que agonitza 01 fons de les xemeneies. 
Tu i Jo aleshores, darrere el mur de desferres rovellades 
que jauen darrere l'hort, contemplarem, callats, corn 
s'amaga la lluna darrera la negra muntanya inaccesible 
que tanca la vila. 

(11, 65) 

As before, the close offers some type of protection and, in addition, 

o clearly uplifting experience os the couple watch the moon set behind 

the mountain. 

It would seem, then, that in dealing with this theme the critics 

hove tended to overemphasise the more undesirable aspect of confine-

ment. In Foix's first two prose collections we have found only one 

genuine example of claustrophobia. It appears in the section 

"Retorn a la natura" from KRTU: 

Fugir •.. Hi ha una md a cado estan~a, hi ha uns 
llavis 01 llindar de les cabones, hi ha uns bra~os 
darrere els troncs caiguts. Hi ha un cel ton baix 
que no em deixa passar.· Fugir '0' 

(11,60) 
In the other cases, as we have seen/enclosure has a much more positive 

value. It affords protection and also lends itself to the achievement 
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of some sort of emotional uplift. On occasions the account is even 

light-hearted and this theme, as is common with Foix, pervades the 

entire creative output. This may be illustrated with reference to 

the final poem of Tocant a mo (1972), with that cryptic dry humour -

so typical of the later work - which accompanies the narrative. 

The inhabitants of the poet's village decide to pull down the ancient 

and mysterious town-wall in order to ascertain what wonders lie behind 

it. Once this is completed and the neighbours are confronted with 

a mere void, "un tot clar sense forma ni color", they resolve immed-

iately to re-erect the structure. The wall clearly provides the same 

protection and security as offered by its counterpart in "La Vila" 

from Gertrudis. Even those brave enough to have determined to set 

foot on the other side were duly persuaded against such an act and 

the fate of those who crossed over by accident is quite amusingly 

recounted: 

Aquells 0 aquelles qui es decidien 0 resolien a fer-ho, 
. [penetrar-hi] s'aturaven, es plantaven arran del limit 
d'aquell buit-ple sobiro, i, espaordits, reculaven corn 
si alg6 els empenyes, mes fort que ells. El vernat va 
cuitar a aplegar-se per acordar la reconstrucci6. Va 
apilar materials tot aprofitant la runa; per~ tantost 
alg6 petjava la terra alIa on la Paret havia tapiat, 
d'aquell costat, la vila, imaginava quimeres i fugio 
cop 0 la pla~a on hi ha l'esglesia, la fleca, la 
taverna i l'apotecari 0 s'enfilava per la drecera del 
puig. Aquest fet, ja registrat als arxius, va fer 
que, a la terra dels meus, posar-se de cara a la paret 
te un sentit divers al del castig escolar. 

(11, 404) 

The basic re-reading of this theme brings home the full importance 

of relating any extract to its context and also underlines the 

necessity to be fully sensitive to the subtle modulations in tone and 

mood which are such a feature of Foix's poetic art. 
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cl Mutations 

This motif is one employed most extensively and successfully by 

Foix and is central ~o the expression of his basic poetic message. 

Metamorphosis, from mythological and classic times and renewed by 

surrealism>has been a favoured means of conveying the essential indes-

tructible and perennially self-renewing quality of creation. Pere 

Gimferrer has applied this criterion most penetratingly to Foix's 

early work: 

Be que a Gertrudis domi~in encara netament els elemen~ 
quotidioa~ i els efectei m~gics recolzin principol­
ment en dades de la vida mes simple i domestica ja ens 
es possible de veure-hi alIa que propiament definiro 
el cor~cter visionari de la poesia foixiana: les 
transicions, les brusques mutacions; que constitueixen 
l' argument de la major part dels poemes ••• s6n meto­
fores del coracter canviant d'una realitat que constant­
ment es veu ultrapassada per les seves secretes forces 
latents. lO 

This is, of course, central to Foix's weltanschouung and will be 

the subject of closer examination in the next chapter. HoweveG it 

is of particular relevance here with relation to the changes in size 
1 

experienced by the author/protagonist, and how this effects our 

impression of the poetic reality which he creates. 

Patricia Boehne has been quick to point out the horrbwing nature 

of these mutations, tying in with the elements of fear and violence 

which the critics have felt predominant in the poet's early work, 

and is quite correct in interpreting them as translating the trau-

matic transition from adolescence to manhood: 

Rites of adulthood are exquisitely expressed in 
"Christmas StoryU ••• This smallness constitutes a 
dominant theme of this first book, the alienation 
of a poet and his solitary and distorted perceptions 
during rites of adulthood. The props for these 
rites are horses, mountain heights, Village architecture, 



the shoes, stockings and garments of Gertrudis, gifts' 
of watercolours, cloaks, flowers, and weapons which 
result in malevolence and mockery. There are large, 
masked authority figures: messengers from the king, 
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guards, trolley conductors, band directors, outright 11 
rivals in a duel, mythological monsters, and inspectors. 

This theme,t~en, is taken as crystallizing the horror and brutality 

which has been seen as characteristic of Gertrudis and KRTU. Pere 

Gimferrer had earlier reached a similar conclusion with reference to 

this same poem: 

podem considerar que el "Conte de Nadal H es el poema 
cabdal de Gertrudis, i el que millor pot resumir-ne 
el sentit. El fil conductor del poema es l'empetita­
ment, el retorn a la infancia, i, mes enllo, la por del 
buit, la por de ser engolit per un m6n advers. 12 

It is quite correct to point out that apprehension and anxiety are 

integral parts of this phenomenon, as can be appreciated from this 

prose poem in particular: 

EIs estels eren mes alts que mai. ~Per que a la meva 
gorra de mariner deia Pelayo? ~Com es que jo duia 
els pantalons curts de quan era infant? Per que tant 
de fred, tanta de soledat? Em vaig,~ posar a plorar. 

(11, 42) 

However, the question is much more complex than this,as a whole 

gamut of emotions are associated with the poet's reduction in size. 

Though the author may feel afraid when he assumes the physique of 

a child, the giants or homenassos who confront him often acquire a 

positive quality, In "Conte de. Nadal", the enormous vigilant offers 

'assistance and protection: 

Fou aleshores quan vaig topar amb el vigilant nocturn 
del meu barri, que anava de gran uniforme com per 
offci~ de la festa major, pero amb les clauasses de 
cada nit a la ma, el fanal i la llan~a. Em digue que 
m'acompanyaria perque el cam! era llarg i perdedor ••• 
Vaig sentir-me petit, petit davant aquell home que em 
deia de ves, i vaig tenir fred, molt de fred. El vigi­
lant, amatent, em cobr! - oh, sorpresal - amb un gruixwt 
abrigall multicolor que jo havia regalat c.Gertrudis ••• 



Vaig agQfar-me instintivament de la mo del vigilant 
cad a vegada, als meus ulls, mes homenas. 

(11, 41) 
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Similarly the giants, who initially frightened the protagonistJoften 

afford the poet something positive by the end of the poem. This can 

be seen from two passages from KRTU. "Palplcintat a la porta ••• N 

begins with the poet's movements being restricted! 

Palplontat . a la porta i de cara 01 carrer, aquest 
homenas no em deixa passar ••• Fare tard 0 l'Institut; 
em col examin~~ - Fore tard 0 l'oficinaJ - M'esperen 0 
casa ••• J - Em poso a plorar. 

(11, 58) 

His reaction is one of panic, yet by the third and final paragraph 

Foix recognises the homenas and relates to him in 0 much different 

way: 

- Et conec, maniqui; restore sempre mes so ta. la teva 
guarda. Cada vespre, quan tanco els ulls per 0 adormir­
me per l'obertura de l'angle que dibuixen el teu colI 
i la teva espat11a dreta les verges passen en carovona 
en mig d'un silenci rosa 

(11, 58) 

This idea is expressed more succinctly in the penultimate piece of the 

collection: 

L'Home-Que-Ven-Coco s'ho posat un bigoti postis ton gros 
que m'ha fet ploror de por. M'ha ogafot de la mo i 
m'ha fet entrar 01 fons de l'estob10 on dormen els 
cavolls negres. Perque_o calles m'ha mostrat, a traves 
d'una escletxa enterenyinada e1 vogue paisatge on mi1 
rius d'argent moren 01 mar, i m'ha omp1ert les mons 
d'olives. 

(11, 79) 

Terror. Soon gives way to a concerned paternal reaction on the part 

of the coconut vendor which leads on to the rewarding vision of the 

silver rivers. The gift of the olives underlines the fullness of this 

experience. 

In the same way there ore certain aspects in an earlier piece _ 

"Sense simbolisme. Gert~udis" - which indicate that Pere Gimferrer's 
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reference to this topic as "el tema .•. de l'empetitament davant un 

m6n hostil" is far too general a statement. Here, the shrinking 

process actually exhil'arates the protagonist: 

el meu cos havia esdevingut el d'un infant ••• Uno 
agilitat mental em feia ubicu 01 traspos de les passions 
humanes i una agilitat corporal em permitia de lliurar­
me al maxim plaer: arronsar-me al pas de 10 gent i . 
refugiar-me sota la crosta de les grans ciutats per 0 
copsar la melodia que les seves passes ferrenyes entonen 
en oblaci6 a la meva poquesa. 

(11,28) 

In addition, in "Sense Simbolisme - Gertrudis", the author's size 

actually increases in relation to the universe which also produces an 

uplifting effect, emphasised by the bree~ tone which Foix adopts: 

El cel descerd.! fins a acotxor-nos .•. i que el firmament 
olenes com si l'univers s'hogues redu'it 01 nostre roc6 
soloc!vol. 

Gertrudis, distreto de 10 mevo dilecci6, desengon­
xava els estels d'un 0 un i es eSboldio omb esgorrifon~o 
d'infinit en un aiguamoll verd-argent, tot lliuront-los 
als gripaus, els quals, reconeguts, inicioren uno cridorio 
infome que voig cui tor 0 hormonitzor mitJon~ont un sistemo 
de pedals que havio disposot 10 mevo amoda provident. 

(11, 26) 

Much in the same way os the theme of olienotio~ this topic recurs 

throughout Foix's work with this some multi-faceted quality. In 

"Com que les velles fetilleres" from Del "Diari 19l8·,the poet seeks 

protection and goes to his mother like 0 frightened child: ·Jo he 

passat la nit 0 10 faldo de la more ... " (11, 131). However, in "De 

pujodo pel carrer del Mig" from L'Estrello d'En Perris Jthe scene des-

cribed by the vet is attractive because of its augmented size: " 

el bell espectocle de les ombres d'home i cova11 ogegontodes i allor-

gades, vistents 0 tots racons de 10 vilo". (11, 162) 

As with the vigilant in "Conte de Nodol"Jthe author finds comfort 

in the security afforded by his giant campanion in the passage "La 
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Pep Boig" from Darrer Comunicat: "~s alt, carapl~ i galtavermell, 

i m'empetiteix. Li diuen 10 Pep boig, i aixo em conforta i m' 

encorptja." (11, 366) 

The autobiographical protagonist also enjoys similar physical 

aggrandisement as to that evident in "Sense Simbolisme. Gertrudis H
• 

In "Com que les velles fetilleres .•• " fromDel.Diari 19l5H,the poet 

stands up to those who terrorise the town and threaten his family. 

HJo alt i corpulent, he protegit els meus" (11, 131). Similarly in 

"Tots som vacarissos" from Tocant a m~, Foix is actually a giant him-

self "Nosaltres ~rem ja uns gegants nodrits per insollta saba .•• u 

(11, 412) 

Pere Gimferrer has been sensitive to the treatment of this theme 

in the later work and with reference to the above passage he states: 

"notem que en aquest cas l'empetitament es transfereix als ~ssers de 

l'entorn, mentre que els narradors esdevenen· gegants: aquest episodi 

confirma i fa expl!cita la intercanviabilitat del tema d'empetitament 

i 1 d I h • 13 e e s omenassos. 

However, the critic fails to mention that there are examples of 

this recurrent motif from the first collection onwards. He also 

neglects to draw the logical conclusion that if shrinking induces 

fear then increase in size should achieve the opposite. This would 

be essential in order to give us a complete appreciation of the workings 

of Foix's imagination. In any case, as has been seen, this theme is 

far too complex and delicate, with all its subtle nuance and variation. 

iMdeed its humou~ to be filed in the two simple categories of empetita-

ment and homenassos. 
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Fear as a Positive Force 

As has been suggested, when these three major themes of J.V. 

Foix's early work are given closer examination the significance of 

terror is not as overwhelming as has been previously suggested. We 

do not wish, however, to play down too much the relevance of fear. 

It is clearly evident in both poetry and prose, though a detailed 

reading of this topic gives a more complete picture of a very complex 

emotional spectrum. 

There is no doubt that at times in Gertrudis, the author is 

scared out of his wits. The frenzied tone of "Que hagin aparedat 

portals •.• " conveys this most forcefully: 

que els arbres per damunt e1s murs s'estenguin en rares 
f1oracions vermel1esi que tots els carrers donin a la 
mar abocats en esculls temib1e's .•• que els ocells 
s'occeixin en topar amb e1 eel arran del ~stre; que 
el cel sigui nomes un trist miratge de la mar. tQue 
em pot sorprendre si av~i he vist saltar de cop els 
lloms dels meus llibres i he descobert la putrefacci6 
cancerosa que destrossa llurs entranyes? 

(11, 22) 

Similarly in "Vindre mes tard demo" from ~)the poet is terrified 

by his girlfriend's mother: 

ahir, asseguda a l'entrada de la carnisserio, tota de 
negr~ en passar Jo, a19~ els bra90S enlaire per dibuixar, 
amb liur ombra •.• no se quin ocell malefic; dues 
portes mes amunt ..• m'amena~ava amb l6bric esguard i, 
en veure'm fugir, se/m presenta, en tombant la cantonada, 
vestida de gran senyora, per provocar la meva sorpresa. 

(11,65) 

Yet, in the main, this phobia also has a more positive quality. 

As was apparent with relation to the theme of alienation, the sense 

of fear can be counterbalanced by one of exhilaration. This is made 

patent in a sonnet from the first section of Sol,i de dol: 

Jo tern la nit, pera la nit m'emporta •.. 
La fosca nit m'oporenta pissarra 
I, corn l'infont hi dibuix rores testes, 
Un m6n novell i e1 feu que e1 desig narro. 

(1,51) 
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Here, we have a clear statement of apprehension in the first line 

which is accompanied" by a definite spiritual uplift. This is sub-

sequently associated with inspiration for the creative experience as 

Foix draws the mysterious headsand a new reality. 

A similar combination of emotions is again expressed in two further 

poems in 501,i de dol; HEn tend re prat •.• H and the later H5eguir de 

En tendre prat gaudir el paisatge estricte 
Per~ tramer amb el blat i la rosetla. 

(1, 87) 

I tenir por, com si ens colp!s la llosa 
d'un dest! sense flame Pero gaudir 
de l'unic 56 

(1, 101) 

The same mixture appears in a much more recent poem)-Jo mirava, 

]oi6s n from Desa aquests llibres al calaix de baix (1964). The 

opening lines of the first stanzas indicate pleasure which contrasts 

with the fear of the final verse. The repeated structure of the lines 

emphasises the link: 

Quin goig sentir cantar les que insten aiguats 
Quin pier quan garbineja tastar el most ••• 
Quina por tocar e1 pel del Foned!s .•• 

(1, 337) 

In this way we can see that tb~ reaction'to Foix's world has been 

too straightforward. Terror is indeed a dominant theme, but it is 

presented in a more complex multi~ceted manner than hitherto suggested. 

In this particular case we again notice that the poet's response to 

his fantastic world is not unlike the classical concept of admiratio-

awe. and wonder - the self-same emotion of HJo tem la nit-: M'en 

marovell, item - 0 nit que afines/Astres i seny ••• n (1, 51) 

In Ger~rudis and KRTU then - as may be deduced from our analysis 

of alienation, claustrophobia and mutations - the author-protagonist 
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is not merely apprehensive in his created environment, but experiences 

a combination of excited simultaneous sensations which point out the 

wondrous nature of existence. At the age of BO, C.G. Jung gave a 

more prosaic account of the state of spirit which Foix conveyed with 

such poetic force: 

The world in which we are born is beautiful and cruel ••• 
man must sense that he lives in a world which in some 
respects is mysterious •.• I am astonished, sad, pleased 
with myself, fed up, joyful. I am all these things at 
once.14 

As will be seen in the next chapter, the expression of these 

sentiments becomes much more concise as Foix matures as a poet. 

Humour 

The general critical tendency to dwell on the more unsavoury 

aspects of the poetic reality in Gertrudis and KRTU has led to the 

fact that much of Foix's sardonic humour and stylistic wit has been 

overlooked. As can be deduced from the work of Kafka and Mir6, 

the absurdity of existence may prove to be assuring in some ridiculous 

aspect. This, of course, was a characteristic of the Avant-garde, 

as is explained by Miklos Szabolski: 

Et l'ennemi majeur, le plus surann~, le plus petit 
bourgeois est le sentiment, l'~motion, en remplacement 
de quoi on exige passion, vouloir et, surtout, rire, 
gouaille, rendu grotesque "humeur noir".15 

The relevance of humour to the poet's function os a magus will 

be duly analysed in the next chapter. In this instance we merely wish 

to point out how it tends to act os 0 counterbalance to the hostility 

of the world that Foix presents us with in his first two collections. 

In "Pepa, la lletera" from Gertrudis the milkmaid is so tired after 

o night out that she is unable to finish her round. However, ass1s-

tance is offered to her from 0 certain unexpected supernatural source: 
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Sor Roser la renya: era tan tardl Deixa e1s pots 
al grao i entre reny i reny, els u11s se 1i tornaren a 
cloure. Aleshores, tots e1s balcons i totes les 
finestres del Clos s'esbatanaren, se sent! un botec 
d'ales dolc!ssim i de cada obertura en sort! un angel 
i omplien llurs petits gerros argentats. En descloure 
els ul1s, els pots de llet eren buits i el carrer era 
pIe d'un perfum de roses. 

(11, 35) 

These benign forces must be taken into account, along with those 

elements of violence and destruction)if our understanding of Faix's 

poetic vision is to be complete. In addition, the lightheartedness 

of this piece with its humourous ending contrasts sharply with those 

more emotionally charged passages which have been selected as rep-

resentative of the early work: 

El diumenge segOent en sortint, ales tres de la 
matinada, del ball de "La Violeta", li vaig dir:­
Pepal Quina son aquest mat!. Em va respondre que 
els dilluns santa Eulalia li fei~ la fein~ 

(11, 35) 

Similarly in KRTU, there is a whole section entitled NPresentocions· 

which comprises three long passages that are written in the same playful 

manner. They do, nonetheless, tie in with the basic thematic pottern. 

The return to infancy, a feature associated with the topic of mutation, 

is evident in the piece "Artur Carbonell". The tone of the passage 

is quite comical as exemplified by the schoolboy Jargon employed by 

the poet and his friend: 

~Opoi quepet dipius Apartupur Caparboponepelli Va 
acostar totes dues ales al pit iamb una gran rever~ncia 
va respondre: Sipil Ens vam donar les mans i riba 
enllc, ens vam posar a garbellar sorra amb els dits de 
dues mansentrecreuots. Jo que 11 dic:~ Que faras, 
tu, quan seras gran? •.• Aleshores ell em diu:- I tu? 
••• el nom ~ Caparb~ponepell • comen~o jo. I ell 
respon:- Fopoix. 

(11, 75) 

The question of the individual's perception of reality was, of course, 

a c~mm6n Vahgyard preoccypation and)as P,r~fessor Boehne points out, is 
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central to Foix's poetry: 

The most startling revelation, a classic statement in 
his poetry, is the description of his crisis of reality 
- or unreality - involving his duped and distorted per­
ception of real objects and persona. 16 

The critic, then, quite rightly, continues to disclose the peril and 

distress caused by the poet's Hduped and distorted perception H with 

reference to the first passage from Gertrudis: 

He malferit en duel el teu amant. Pera perque duus 
el vestit carmes£, t'en rius. I perque, amb la teva 
perf£dia, has substituIt l'amant pel tramoista. Jo 
puniria la teva malifeta si e1 perruquer no hagues 
estat el teu complice en disfigurar-me grotescament 
la fac;:. 

(11, 19) 

Nonetheless, just as in the above case of the return to childhood, 

there is also a lighter approach to this subject: 

En percebre de 11uny el meu rival que m'esperava, 
immobi1, a la platja, he dubtat si era ell 0 el meu 
cavall 0 Gertrudis. En acostar-m'hi, m'he odonat que 
era un fal.lus de pedra, gegant£, eregit en edats 
preterites. 

(1, 22) 

The humour of this piece is quite reminiscent of Kafka. It 

is produced by the tension in the style between the poet's incredible 

inability to differentiate between his rival, horse, lover and gigantic. 

phallus, and the very matter-of-fact tone he adopts to describe this 

to us - as if it could be considered 0 normal occurrence. 

A similar example is to be found in the passage HJoan Mir6 w 

from HPresentacions" in KRTU. Again the initial premise seems to 

be so gross as to be unbelievable, but by the end, it is accepted in 

an ordinary fashion. 

Sou un impostor! No passeu d'esser el marit de 
cadascuna d'aquestes dames - que ja s6n 30, 38, 49, 
97, 100 ••• - i us heu deixat un bigoti com el d'En Joan 
Mir6. Ni sou inspector ni sou En Mir6. PerO. Deu 
meu Ai si f6ssi~ el pintor Mir6, marit de cadoscuna, 
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d'aqueste s dames? Pero En Mir6 fa temps que s'l':\a 
afai tat el bigoti. Si no: portessiu aquest bigot~s, 
jo diria que sou En Mir6 ... Sou En Mir6, as cert, 
En Joan Mir6, el pintor Joan Mir6. ~Que tal Mir6 
com esteu, perdoneu, i cadascuna de les vostres mulIers ••• ? 

(11, 74) 

The whole situation is quite ridiculous, but, narrated in this carefree 

gay manner this topic is treated with 0 refreshing frivolity in marked 

contrast to the other instances we have seen. 

There are further examples, not strictly related to any particular 

theme, where there is a sudden shift in tone and mood by the poet, 

which produces a definite humourous response. This is generally 

achieved by lapsing into the realms of absurdity in the description 

of the action. In "Conte de Naddl H Foix feels cold and alone as, 

childlike, he finds himself in 0 menacing situation: 

Em vaig posar a plorar. El vigilant •.• per 
conhortar-me fela saltar les claus)al9ava i abaixava 
el fanal amb la punta de la llan~a i s'esfor~ava per 
mirar-me amb dolcesa. Impotent per a veneer la meva 
rebequeria, amb veu de falset es pos~ a cantor velles 
nadales populars tot acompanyant-ne el ritme amb rars 
picaments de peus. 

(11, 42) 

The image of the falsetto voiced night-watchman singing carols 

accompanied by some strange foot-topping is quite ludicrous. How-

ever, the desired end is achieved and the mood of fear is entirely 

diSSipated. 

"On anir6 tot sol" is written in a similar amusing vein, though 

it deals with the author's alienation from the rest of the community. 

In this example the poet is a si9npainte~ yet he only ever points 

the same thing: "pinto retols a totes les cases: COTILLAIRE, 

COTILLAIRE, COTILLAIRE COTILLAIRE". , The choice of corset-maker 

is frivolous enough to provoke a smile, yet this becomes more exagger-

ated, as the baker scolds the author for omitting the letter T from 

his signl: 



Pero el flequer que m'havia contractat ahir, em per­
segu! llanterna en me fins a la placeta i m'obligo 
a acabar la T del retol a casa seva. 

(11, 66) 
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This same type of humorous absurdity typifies the section "Notes 

sobre la mar" in Gertrudis. It is not our intention here to discuss 

the theme of time or the symbolic import of the sea in Foix's poetry; 

time will be examined in the next chapter. We merely wish to 

indicate the continuous modulations in tone and mood throughout the 

early work, which puts a different complexion on our appreciation of 

the subject matter. 

This whole section is imbued with a light-heartedness which is 

apparent in the Anglican vicar's reaction to the poet's false nose 

in the second poem: 

Era un pastor anglice, i em volia demostror cam els 
miracles mes bells s'han esdevingut a la mar. En 
adonar-se, pero, del meu nas orbitrari, tingue la 
polidesa de calar-se el seu. 

(11, 37) 

Clearly the ecclesiastic carries one round with him in cose of 

such eventuality. The fourth passage continues in this Jocular vein) 

judging by the incessant laughter of the author ond his friends. 

"- Vosaltres tambe per act? I riguerem follament a grans 

riallades .•. tots de negre, i rient •.• ". (11, 38) 

Finally, the closing image of the penultimate piece is of a 

similar frivolity: 

Nomes entre la mar i el cel, solitaries, les mitges 
vermelles de Gertrudis pengen, cam un parrac de bandera 
mil·leneria de l'arbrtd'un vaixell-serpent d'Oscher, 
el w!king fam6s. 

(11, 38) 
This brand of humour, though light-hearted in places, is on the whole, 

quite uninhibitedJwhich makes it typical of the Avant-garde. Needless 

to say, as Foix matures as a poet a greater degree of subtlety becomes 

apparent than is evident in the output examined here. 
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In this elementary revision of Faix's early work we have attempted 

to afford a more rounded interpretation of the nature of the poet's 

created reality. Until now, the general critical tendency had been 

to see violence, hostility and terror as being the predominant - if 

not exclusive - components. These aspects are undoubtedly present 

but there are also other equally important ingredients to this author's 

intensely charged allegorical world. As was evident from our re­

appraisal of the major themes of alienation, confinement and mutations, 

the more positive dimension of artistic inspiration, security and 

emotional uplift is also part and parcel of the overall experience 

which correspondingly presents us with a more complete response, on 

the part of the poet, to his situation. 

In this respect the question of humour is also of importance. 

In the following chapter we shall examine its relevance to the artist's 

condition as communal hierophant; in Gertrudis and KRTU it recalls 

that "humeur noir" which translated the Vanguard vision of the apparent 

absurdity of existence. Once this ridiculous element is appreciated 

then much of the implied tension is released from the work, which 

allows for a more distanced and objective approximation to the intric­

acies and nuances of the expression itself. 

It is through this type of exercise in critical re-appraisal 

that one recognises the necessity to be fully sensitive to the sudden 

shifts in tone and mood and also aware of the need to be consistent 

in one's relating of the extract to its context in order to avoid a 

biased or prejudiced response to the subtle complexities of Foix's art. 
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Chapter VI 

The Fullness of Poetic Vision 

In any type of thematic analysis of Folx's creative work one 

is continually referred back to Arthur Terry's proposition that 

implicit in Gertrudis and KRTU is the chrysalis of the entire 

artistic expression. Patricia Boehne has reacted in a similar manner: 

For the careful reader and student of Foix, there is 
present [in the early output] the embryo of Foix's later 
ideas on poetry, his style and dramatic material. l 

As might be expected, after KRTU, that stylistic flamboyance so 

typical of the first two collections is superseded by a much more 

2~2. 

controlled and terse idiom, as evinced by the submission to the formal 

demands of the sonnet in SolJi de dol. The effects are not a dilu-

tion of Foix's expre~sive energy but remarkably a concentration of 

it, as evidenced in the charged vitality of sections four and five of 

this collection. 2 

The writing still retains that same vibrancy so characteristic .. 
of the Vanguard movement. Nonetheless, the _ dynamism is now harnessed 

to the precise elaboration of a coherent artistic creed to which 

the poet will remain faithful throughout the remainder of his 

career. 

In this respect we might compare the development of Foix 

with that of Salvat-Papasseit. Just as Salvat's Hentts iasme" 

subscribes initially to Vanguard antagonism and then adapts to 

express the more cosmic quality of his poetic vision, so Foix 

combines the weight of his intellect with the vitality or "risc,,3 

of his early work for the transmission of his own particular insight. 

It is this unravelling of a cogent, systematic artistic voice 

from the extravag~cies of Gertrudis and KRTU. that we shall 

endeavour to record in this chapter. 
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The cohesive force at the centre of this creative constancy \ 

might be described in terms of the development or amplification 

of a communal sentiment in the writer himself from the initial 

basis of Gertrudis, KRTU and Sol) i de dol. This consists of 

three principal elements which are seen as a natural sequel to 

those themes discussed in the preceeding chapter:- 1) Foix'.s 

basic poetic vision 2) the stylistic communication of this weltan­

schauung 3) the function of the artist in his ethos. 

Once again, given the intensity of Foix's craftsmanship, 

it is quite impossible to extricate these items for any real indivi­

dual analysis. Consequently, as before, a certain amount of cross­

reference and overlapping will be inevitable. Nonetheless, it 

is hoped that by focusing our attention on these central .. issues 

we may achieve a greater appreciation not only of Foix's insight 

but also of the actual mechanics of his art, whilst avoiding the 

limitations which would be imposed by an examination of the idiosyn~ 

cracies of the various collections. 

Folx os a Visionary 

As was established in the last chapter, the topic of alienation 

is intrinsically linked with the question of the poet's activity as 

a creative artist, as seen in "On anir6 tot sol" (KRTU) and the 

sonnet, "Jo tem la nit, per~ la nit m'emporta" (Sol
J

i de dol). 

We also mentioned the more "sacr.d" implications of this estrangement 

concerning the actual role of the literary genius in society. 

It had been an ancient convention, one resurrected by the Romantics, 

to view the poet as a type of mystagogue - a man apart with a 

privileged understanding and message. This attitude was 

in turn adopted by the Avant-garde, as'explained 
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by Miklos Szabolski, and it is this tradition that is followed 

by Foix and Salvat-Papasseit: 

le poete est un individu privilege de la societe, 
parce-qu'il peut acquerir une importance communautaire 
exceptionelle. Le nouveau type d'ecrivain cree, quasi 
de soi-meme, le precurseur de la societe nouvelle dans 
son esprit, son comportement et sa morale. 

From his earliest offerings onwards Foix has displayed a definite 

tendency to portray himself as a visionary. Even amidst the adoles-

cent traumas of the journey to manhood as described in Gertrudis this 

quality still comes to the fore. In "Conte de Nadal", we see the 

poet trying to officiate at some type of religious ceremony: 

Vet act els vigilants formats, vet act el meu guia; 
vet act el garatge que cercavem: tothom s'agenolla 
i jo intento, inutilment, de cantar. Hossannal Hossannal 

(11, 45)' 

Similarly in KRTU, the narrator reads a hauntingly vibrant litany 

which conveys the "sanctit! of this fundamentalistic vision: 

Jo llegia: "e'ls pexos s6n feits a imatge e semblan~a 
de' Deus: e'ls pexos en parad!s volen e'ls ocels, 
caiguts dins les aigues negres dels pous de l'infern, 
s'hi neguen sense morir mai. E la fa~ humanal es 
semblant a peix. E Deus es peix.~ 

(11, 70) 

The elaboration of an archaic oracular idiom to complement the 

ancient priestly function is a further ingredient of this phenomenon. 

4 In this respect we might also mention Foix's passion for the language 

which was harnessed to a consciousness of the indigenous and Mediterra-

neon literary tradition. The references in Sol,i de dol to LLul~ 

March, the troubadours and dolcestilnovistiS illustrate this admirably. 

The poet's imitation of these earlier styles produces what Fuster 

refers to as an "arcaic ~.~ medievalisme u6 which enhances the 

effect of the hierophantic register elsewhere in the work. In 

poem IX of Les Irreals Omegues we again see Foix celebrating 

a sacred ritual with the antiquated element evident once more 

in the expression of the oracular vision: 



S6c el qui fou per clares tor rente res 
I petjo ferm en nits d'eternitat .•. 

Us se dorments en inclements pagodes 
Jo, l'aig~aneix d'un planell sobira ••. 

Cantare sol per orris i calelles 
El cant de tots amb aire antic i plors. 

(1, 215-6) 

The gifted perspective on the mystery of creation conveyed through 

a quasi-obsolete medium is central to the "postoral cure" that 

Foix has pledged himself to fulfil and these three items reappear 

throughout the work os may be seen in ·Vagava 0 galop tirat •••• 

and "EIs Assalariats del somni .•• " from On he deixat les claus: 

Jo s6 l'orat, segrest, amb vesta d'ungles ••. 
QUi, si no jo, n'es Sacerdot Suprem? 

(1, 243) 

S6c el proscrit en propia solana 
I a l'endev! vaig pels barrancs extrems; 
Aprenc el cant novell dels rocs dements 
I l'alfabet de les Medes pirates •.• 
Pere em negueu l'ullastre, i Ies argiles 
Del penitent, i en un desert de pIors 
Clameu l'Absent ... 

(1, 260) 
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This theme also finds response in the prose, as in "Qui vol, pot ..• " 

from L'Estrella d'En Perris, though in this particular case there 

is a good deal of humour apparent: 

- Qui vol pot, he dit ..• M'he enlairat, camo estirada 
i peus junts, i bra~ rigid i mans aJustades al cos, 
passa de cinc metres damunt la carretera. Ni 01 camp 
ni a 10 ciutat no hi ha obstacles, per 0 mi. Salvo 
els essers i els objectes amb un acte senzill i natural 
de levitoci6. Em sorpren la resistencia que la gent 
d'ac!, i la d'altres contrades •.• oposen 0 l'exercici 
de la mes noble, humano i franco de les facultots: 
ol~or-se uns quants poms d'en terra. 

(11, 197) 

A similar case is "Tots som vocarissos· from Tocant a mo)recounted, 

as the title suggests, in the same jovial tone. Here, levitation is 

coupled with on inexplicable obsession with taking measurements, 

which leaves the inquisitive cowherd - by extension the reader _ 

completely and utterly perplexed: 
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el que jo vull que em digueu es per que, quan no 
fa lluna, quan les negres negrors acumulades, us 
aixequeu tres pams damunt d'enterra, fiteu terres 
i terrancs que poc s6n vostres. No avui sol: fa anys, 
jo diria segles que dura. A cada lluna nova .•• tresqueu, 
sense fer brogit, pels roes i les comelles altes, i 
amideu, amideu amb cintes d'un vermell foguejant ••• 
Nosaltres feiem el sord i, ara amidavem, ara mesuravem, 
fidels a la consigna, gairebe en transit. - Mesurar: £5 
fer. Ja les cintes de foc arrenyalaven un poblat novell 
on anem a l'alba, on exaltem el Sol, i avaluem coses, 
cossos i somnis. 

(11, 411-12) 

In this instance there is a slight variation in that Foix is not alone 

but is surrounded by a group of fellow initiates who enjoy the 

same position of privilege. The change from the first person 
, 

Singular to the plural is an important development in the later 

work and will be discussed in the final section of this chapter. 

However, in this instance we return to the basic point at issue 

which is that humour, together with a sense of inspired alienation, 

is a further integral attribute of the poet's priestly function. 

The key themes of Gertrudis and KRTU are thus repeated. 

The pristine nature of the persona of the seer and the full 

significance of the oracular idiom will be examined after a brief 

but necessary explication of Foix's insight. As for the question 

of playfulness, it is not only relevant to the artist's role but, 

as we shall see, is also central to the actual expression stemming 

from an inherent tension in the poetry between the simplicity 

of the message and the complexity of the style. 

L'U Clar6s de J.V. Foix 

If the reader's initial reaction to Foix's art is one of 

bafflement when confronted with its apparent indecipherabilit~ 

the same cannot be said about the actual poetic visionJwhich is 

both simple and straightforward. We are informed of this fact 
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at various intervals, the most obvious example being the celebrated 

reply to the epistle from Joan Ferrate: 

E si mos llibres cars - e': tant - studi~s 
Esdevindria oltr'home a trebayl e sola~. 
E viuria l'Etern 0 tant d'instant de pas, 
Colria Deus pertot, e.n l'Univers fera~ 
Veuria l'U clar6s; e si l'il~luminas 
La fe que leva'ls monts, no tembria traspos. 

(1, 282) 

Each discrete particle of creation, then, is taken as an integral 

part of the greater eternal unit - Hl'U clar6s H - a monad of the 

entire cosmos, as Arthur Terry has summarized: 

Es tracta, evidentment, d'una teoria que pressuposa 
la idea d'un ordre transcendental, d'un univers divina­
ment estructurat en el qual tot objecte pot esser una 
representaci6 de la Unitat fonamental. 7 

Consequently, although man may be confronted with a multitude 

of different or even opposing forms, he may look deeper and recognise 

their essential similarity and thereby conclude that all things ore 

basically and perpetually identical. Foix explains this process in 

sonnet X from Sol,i de dol: 

Amb ulls carnals op~s nuvols i mars 
I n'hec l'enc!s que em treu de tants de llots, 
I de l'advers renasc. Iamb tant de brots, 
Aigua i clorors, i el fosc i el roig de l'ar~ 

Faig :l'U divers i mOltiples les arts ••• 
Tonts de glans, doncs, i un sol &10, i del vinyet 
Un Cep etern; 

(1, 55) 

Costellet and Molos hove, in turn, given 0 concise and comprehensive 

elucidation of this procedure: 

La Natura no es sin6 un complex caotie d'aporenees 
contradict~ries, que el poeta formulo d'oeord amb la 
gran tradici6 de la l!rica trobadoresea, petrarehisto 
i autoctona per~ 0 la base del qual hi ha un Tot - un 
U - irreductible que, Etern, li d6na sentit. El llibre, 
doncs, com bona port de la seva obra ltriea, es un des­
plegament, prodigi6s i optimista - mes: esportiu-, 
d'aquesta Natura i, alhora, de l'esfor~ d'ordenar-la 
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intel:lectualment i de descobrir-ne la Unitat i 
l'Eternitat 6ltimes ... Les concretacions solen concretar­
se, es logic, en diversos jocs d'oposits: Ra6-Follia, 
Voluntat-Indolencia, Art nou-Art veIl, etc ••• Realitat­
Ficcio ... 8 

One can readily appreciate why in this excellent definition' the commen-

tators centre on the question of esportivat. The HJOCS d'oposit H 

which they correctly infer to be the nexus of Foix's output, reveal 

an underlYing and implicit conceit in the expression of the poetic 

vision. If all creation shares the same essence then even independent 

and opposing elements are not disparate but basically similar. 

Moreover, the juxtaposition of these entities will not, therefore, 

manifest their difference but will rather accentuate their identity. 

This affords the poet the opportunity to employ the most unexpected 

of associations and the most powerful and daring of metaphors 

to convey a message which is essentially quite straightforward 

and Simple. 

There are, of course, countless exomples of this technique 

throughout Foix's work, though it is particularly noticeable in 

Les Irreals Omegues with the fusion of the "opposites" of light 

and darkness. It is used so extensively in this collection that 

it becomes something of a motif: 

I f6rem U, Alba i Nit en un crit: 
(11, I, 197) 

La llum m'aombra i puny; 
(Ill, I, 201) 

Alba del dia total, i crepusclel 
(Vll, I, 211) 

-- En fer-nos nit en nit profunda oberta 
A l,'albaneix de la Nit immutable -

I us projecteu a l'obrador dels somnis 
A un en11a esvait, en negre 'i blanc. 

(Quan dia i ni ts son uns I ••• ) 

(Vlll, I, 213-14) 

(ix, 1, 215) 

(X,I, 218) 
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It is upon this device of fusion that Foix relies heavily through-

out his work and it becomes quite evident that the apparently 

indecipherable chaos of his expression:- the non-causal action, 

the random illogicality of his metaphors, the nonsensical behaviour 

of the created reality etc-, radiates from an extremely cl.ar and 

concise base of artistic reasoning. If we penetrate the super-

ficial disorder, we should arrive at an appreciation of the coherent , 

thematic framework which supports it, and thereby gain insight 

into the consistency of Foix's poetic reconstruction of reality. 

Animal, Veg~table and Mineral 

The interaction and inter-relationship between the natural, 

artificial and inanimate worlds is a constant in all Foix's creative 

writing and pr~vides a fine illustration of the unifying process 

which the poet adopts for the transmission of his particular vision. 

The underlying identity is evoked primarily through the interchange-

ability of attributes between representative elements of these 

three' domains. In "Notes sobre el Port de la Selva" from KRTU 

Foix makes extensive use of this powerful synthetic device: 

EIs nostres peus eren un teixit d'escata, i per damunt 
l'horitz6 desert s'aixecava un estel de corall immenSe 

( 11, 69) 

Gimferrer has again envisaged some type of menace or 

evident in this mutation: 

la metamorfosi ••• es presenta com a causa que 
impedeix [01 protagonista] ••• de deixar l'empremta 
de la seva voluntat en l'univers exterior; d'incidir-hi, 
de transcendir-hi, de superar el clos de la individualitat 
amena<ra4o.... Ii 

The critic is once more over exclusive in his reaction to this 

topic. We may see this with reference to the following passage 

taken from the same section, where the integration is described in 
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a carefree, if not enjoyable manner. More important, we should 

emphasise the relevance of this stylistic syncretism to Foix's 

fundamentalistie vision: 

el meu cos era un teixit estes de caragols petris, 
de petxines antidiluvianes, de delicioses miniatures 
peroxidades d'animals desapareguts. Al fons de rars 
intersticis, una membrana transparent descobria mera­
vellosos paisatges submarins, per on els signes del 
zodiac flotaven lluminosos. Pel passad!s obscur que 
travessa la roca Teiera •.• avan~ava una insolita pro­
eess6 de monstres: pops amb potes de camell, gegants 
amb testa de cavall, mans herculies sostingudes per 
fin!ssimes potes d'estru~, ulls de cornia fosforescent 
entre enormes pestanyes d'escata. 

(11, 70) 

As was mentioned earlier, this interchangeability pervades the entire 

work, but is particularly apparent in: Del "Diari 1918", Darrer 

Comunicat, and Onze Nadals: 

un arbust precolonial 0 un aerodrom en proces d'ossificaci6 
(11, 103) 

EIs rocs de la terra s'han reclos sota llurs ttmides 
ales de mica i els he sentit respirar. 

(11, 110) 
Del "Diari 1918 H 

Si s6c dalt els Morunys quan tot, masos i munts i 
ocells s6n aurora, i miro la vall i la conca, tot es 
uno mar d'escumes silencioses ••• em giro a mirar 
el mar, tot es un bose frond6s amb espessor de branques: 
Tambe quan s6c amb tu, ara ets la nit amb plugim 
de pol.lens i erits ••• ora ets un camp assolellat, sota 
un eel net, amb flors als cims i cantics. 

(11, 351) 

El comboi ha sortit amb ella tota sola i els aStres 
(11, 345) 

Darrer Comunicat 

Ja En Marbre, dret us anomena clar ••• 
I Na Fontana us allarga les mans ••• 
Us d6na el bra~ Na Canya mitjancera ••• 
En Fred s~alzina i les pinyes s'escuen, 
Na Boira us d6na el ram: ja sou a prop. 
Canto N'Arbre trem6s ••• 

(I, 3lS) 
Onze Nadols 
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As is apparent from these examples)the poet has become more stylis-

tically restrained in the use of this technique than was the case in 

the early work. We may illustrate this with a comparison between 

the passage quoted earlier from KRTU, which is impressive albeit 

extravagant, and an extract from 97 Notes Sobre Ficcions Poncianes 

(1974), where the tone of the passage is so low key that the poet 

seems to be mocking himself and his use of this device: 

Potser hi ha de tot en aquest reialme de la por sense 
basarda, de l'home abans 0 despres le llhome, de la 
confusi6 - 0 de la fusi6 - en imprudent barreja dels 
tres regnes naturals. Un roc es un home, una palmera 
te aletes de peix, i un mol·luse vola pels cims d'una 
muntanya envellutada. 

(11, 326) 

All in all it seems that Foix has hit upon 0 most suitable and success-

ful formula which allows him to have his eake and eat it. The poet 

can produce a stunning impact with these remarkable associations and 

extraordinary metaphor, whilst retaining a congruent and extremely 

logical concept at the basis. 

As our analyses progress we shall continue to appreciate 

that the startling facet of Foix's work is the fact that the super-

ficially senseless, disjointed series of referents are in essence 

a chain of coherent and systematic representations of a central 

purpose. This makes the poetry a virtual artistic image of the 

author's fundamentalistic perception of the enormous diversity 

of the universe. 

Art and Reality 

.This propensity for fusion was, of course, quite characteristic 

of the modern spirit. We infer this from the many attempts 

made to eliminate the barriers which separate the various art-forms 

themselves, as Renato Poggioli explains with reference to the 

general European trend: 
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The experimental aspect of avant-garde art is manifested 
not only in depth, within the limits of a given art 
form, but also in breadth, in the attempts to enlarge 
the frontiers of that form or to invade other territories, 
to the advantage of one or both of the arts ••• Such 
inquiries had also been precec:lfct by Wogner's experiments 
with music drama, aspiring, as it did, to a syncretism 
of the arts ••• But later experimentalism wished 
to be o~ bette~ dreamed it could go far beyond that .•• 
Starting from the theory of typographical emphasis, 
dear to Mallorme in his loter phase and to the futurists, 
which gave a page of poetry the guise of a poster or 0 

musical score., 'In'Apollinaire's fdotsteps.~. Reverdy went 
so far as to postulate a plastic lyricism.lO 

Without elaborating any concrete theory to this effect~Foix comments 

extensively on the relationship between painting and literature in 

97 notes sobre ficcions poncianes (1974) in a similor manner: 

Si no saben llegir la pintura ~com volen que mirin i 
vegin la poesia? 

(11, 317) 

La vostra pintura, Pon~, no tapa les meves? 

Els bells comins es 
acaba la carretera. 
o orquitecte neixen 

(11, 337) 

multipliquen alIa on creien que 
Un artista, music, pintor, poeta 

de nou, cada dia, amb l'aurora. 
(11, 331) 

On a more immediate level, Molos ond Gimferrer have indicated the 

influence of Chirico on our poet: 

Un m6n que 0 traves de simbols, i d'objectes, trets, 
a la vegad~ de la pinturo metafisica de Giorgio di 
Chirico - torres, castells, guants, maniquins, etc. -
i de la poe tica sur rea lis to. 11 

Ultra les possibles connotacions psicoanolitiques 
d'oquesta imatge, cal remarcor que es tipica de la 
Upintura metaf!sico U de Giorgio de Chirico, produIdo, 
en els any (1912-1917) immediatoment anteriors 0 

contemporaris a la redocci6 dels textos inicials del 
Diari 1918.12 

Patricio Boehne hos 0150 been sensitive to this ospect but finds 

it more reminiscent of the work of Dal! and Mir6: 

This surreal landscape, a painting in words, is in 
occord with the paintings of artists such as Dal! and 
Mir6, whom Foix admired and introduced to the public 
via art columns in this period. 13 
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A certain amount of Foix's subject matter may be taken from 

Chirico and his poetic scenery quite often recalls a Dal! landscape, 

but in terms of overall inspiration and expression the similarity 

with Mir6 is quite striking. 

Our initial incomprehension and intrigue when confronted with 

an artefact by either craftsman imbues the object with an aura of 

mystery and enchantment. The coarse texture of a Mir6 canvas corres-

ponds closely to the harshness of Foix's trobor clus language, as does 

the sense of primitivism they share. Their reaction of awe and won-

der in the face of the enormity and eventual unity of creation is 

conveyed analogously by the Juxtaposition of cosmic and telluric 

elements on the same place. The most impressive correlation, how-

ever, lies in the area of stylistic constancy. Each of the two artists 

has remained - and remains - faithful to an individual idiom which was 

adopted as early as the 1920s. 

The significance of Art in Foix's work, nonetheless, is more 

profound and constitutes another of the poet's major themes. Pere 

Gimferrer has remarked pertinently on how often in the prose work the 

poet's environment becomes a theatrical se~tin~J. and has cited 

aSSiduously to this effect. We give here a few of his examples: 

El eel, omb el sol, la lluna i els estels, es mou· 
suaument cam una bombolina. 

(HLa Vila H 11, 30) 

Entre bambolina i bambolina oscil·lava el primer estel 
(Conte de Nada 11, 40) 

[from Gertrudisl 

hem pintot el mar. 
He hissat bambolines velles, amb complaen~a ••• 

{"He recolzat la bicicleta 
(11, 141) 

[Del NOiari" 1918) 

In L'Estrella.*En Perris, as the critic points out, we have the re­

elaboration of the moving wood scene from Macbeth: 



Mira com s'acosten tumultuosos els soldats que 
assetgen el crepuscle amb armes fulgents 01 puny. 
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S6n 0 milers, amb case i cuirassa negres. M'has estret, 
dol~q la ma, i has repost que era la roureda que 
avan~ava i creixia. 

(11, 167) 

Gimferrer, however, does not comment on the metophoric union 

between art and reality which the poet is trying to achieve by this 

process. Indeed it is only in his observations on" t Tot es u?" from 

Tocant a mo, where Folx makes his intentions quite patent, that the 

expositor draws the logical conclusions: 

En la primera port, s'ens presenta un univers que ]0 
coneix!em per l'obra anterior del poeta: el m6n 
escenografic, de decoraci6 teatral. A 10 segona port, 
es produeix uno transici6: l'aparici6 del Mar, Nreal i 
irreductible", despla~a els accessoris i les bambolines. 
A la tercera part, la brusca irrupci6 d'un bus ••• fa 
que esdevingui dubtosa la realitat del mar, que pot 
arribar a confondre's amb una decoraci6 mes. La sortida 
del bus deixa els protagonistes immergits en una serie 
de preguntes sobre la unitat del real i del fictici, 
de la percepclo i del somni, e el monisme final, que 
concilia els contraris: 

tBambolines i bastidors de ficci6 de natura s6n 
uns? ••. Llums de l'encesa, del reguener i de la 
bateria ts6n estels en la vasto bambolina celeste? 
~Gertrudis es Pilar, Sumpta. Elvira 0 Constan~a?14 

By neglecting to expand here and relate this phenomenon to the 

rest of the poet's work, Gimferrer understates the import of this 

recurrent theme. In this case it is the theatre that imposes itself 

on reality whereas in Sol,i de dol it is pointing. In sonnet XV 

from the first section of this collection Foix discloses his perception 

of the world in terms that we would associate with an artist: 

Quatre colors oparien el m6n 
On em dissolc i on la beutat consir 
Si de la mar fOig el meu elixir 
Dels quatre tints assaig el joc pregon 

Bru del teu nu i del teu asser abscon 
Blau de la mar, i dels ulls on en mir 
Blanc de 1 'hostal i,· puix que em plau el gir, 
l'ardent vermell que el teu llavi difon 

(1, 65) 
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Showing his characteristic concern for integrity, Foix duly 

presents us with the other half of this procedure as reality becomes 

Art. The poem "Jo tern la nit ••• " from the same section has a 

particularly enigmatic last line:- "I una veu diu: 'Plou sang a 

les codines f ." Pere Gimferrer unravels the mystery, though he does 

not relate the full significance of the trait to its context: 

Aquest final, aparentment hermetic 0 esoteric es, 
de fet, si ens hem de guiar pel testimoniatge personal 
del poeta, un collage: es tracta d'un frase sentida 
al carrer que, isolant-Ia del seu context quotidio, 
Foix incorpora al poema •.• Aquest procediment - la 
quotidianitat, que, en isolar-la, esdeve insolita -
as essencial en algunes parts de Sol, i de dol i en 
els poemes en prosa de Foix: vegeu, per exemple, 
"V6s, sou el vostre pare?" a Tocant a me ••• , on 
el procediment compren una anecdota sencera. 15 

Clearly) in this respect Foix is not Just rendering the common-

place prodigious; he is poeticising various aspects of everyday life 

without transforming them through his process of creative reconstruc-

tion. In this way he manages to achieve the fusion of actuality 

and its poetic representation. 

As Gimferrer pointed out, this technique is quite recurrent in 

Foix's work though it is at its most explicit and forceful in Quatre 

~ (1964). If painting was selected for the treatment of this 

theme in Sol, i de dol and Quatre colors m'aparien el m6n (1975), 

in this collection it is ·sculpture. This is suggested by the 

title, manner and direction of the passages. In each instance the 

nude is discovered in the same way. The poet perceives a confused 

form, which is then eroded and analysed into a recognisable object -

Just as a sculptor would start with a block of stone cnd hew it into 

the desired shape: 
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guaito, captivat, un cim, on, sola entre velles 
devastacions braceja - objecte, imatge, 0 miratge­
alguna cosa ••• Se m'ha desvetllat una estranya amor 
vers un estrany simulacre. Quasi alejant, arribo el 
peu vent6s de la immobil silueta. ts un arbre. 

1 (11, 228) 

Al cim ••• hi havia una forma d'aparen~o confuso. 
Guanyant un codinor vaig aconseguir d'arribar, sense 
gaire esfor~ a la vall on germinaven les frescors de 
la seva presencia: Era un monolit .~. 

II (11, 230) 

yam veure una figura que sorgia, amb frescors humanes, 
de les aigues bressadores d'estels. Ens hi VOoll acostar, 
difidents ••• Era una noia que s'havia banyat. 

111 (11,232) 

yam veure un cos, .estrany a primer cop d'ull, que 
ades s'aixecava dret i projectava, allargassada, una 
ombra que jugava amb les nostres ombres ••• El cos, 
de divino aparen~a, era el d'un cavall que 
renillava suaument. 

I V (11, 234) 

The actual physical presence conveyed by the description underlines 

the fact that the object portrayed is three dimensional and statuesque: 

ts un arbre ~ •• Un tronc alt!vol amb dues branques 
esteses, enamorades 0 suplicants, que es projecto en un 
airecel extenuat. ts un arbre en l'espai i en els 
segles. 

I (11, 228) 

M,oreover, the di rection taken by the whole passage reflects the un-

veiling analytical process mentioned above. At the beginning the 

poet is wandering on some aimless excursion, but is inexorably drawn 

to a recognition of the structure in question. 

Pero, . irresistible, un cruixir amor6s de conquilles 
em distreu d'avan~ar cap a l'augusta finestrella i 
guai'_~o ..• alguna coso que assaj 0 de concretor i a 
la descoberta de la qual he partit. 

I (11, 228) 

~_hi vaig perdre ••• En esquivar, de cap, unes 
gatoses per possar enlla, vaig descobrir ••• 

Il (11, '230) 

It is with the last two sentences of each passage. that the meaning 

becomes apparent as Foix achieves a further juxtaposition and fusion 

between Art and reality: 
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!:s l'arbre nu. !:s un Nu d' Arbre· 
I (11 , 228) 

Era una pedra nua. Era un Nu de Roc. 
11 (11 , 230) 

Era una noia nua: Un Nu de Noia. 
III (11 , 232) 

Era un cavall nu: Un Nu de Cava11. 
IV (11 , 234) 

The structure and language here emphasise the double nature of each 

of the items. The banal idiom of the first sentence and the natural 

location of the subject-matter (the country and not a museum) under-

line its reality. The technical register and capitals of the second 

phrase and the contrived poetic composition of the passages 

restate the artistic quality which is the other essential component. 

In the epilogue the author reveals that these objects are 

not artistic in the academic sense of the word, but on a much 

deeper qUintessential level: 

Doncs: pedra, arbre, covall, pugil, 0 donzella, nus, 
no s6n ni casts, ni mutilats, ni academics; ans, per a 
qui sap contemplar-los en llur fons permanent de 
galzeran, purse 

( 11, 234) 

Thus Foix fuses Art and Reality as a means of expressing the basic 

underlying qUiddity: the "fans permanent" shared by all creation. 

This, of course, corresponds to the stance adopted by the poet in 

the "Lletra a Clara Sobir6s"; 

Si em llegeixes a mi - i temo que t'hi penses com qui 
vol contravenir el semafor - recorda sempre que Jo 
s6c un testimoni del que conto, i que el real del qual 
parteixo i del qual visc, amb cremars ales entranyes, 
cam saps, i l'irreal, que tu et penses descobrir-hi 
s6n, el mateix. 

(1, 28) 

Consequently Foix not only removes the distinctions between the various 

art forms but also eliminates the barrier separating the natural and 

the artefact. 
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Reason and Passion 

Sol, i de dol, to which the treatment of this theme is almost 

totally limited, is generally considered to be Foix's first master-

piece. This is possibly the reason why Gimferrer, in his most pene-

trating survey, was induced to view the six sections of the book as 

forming a complete and rounded whole. Familiar with Foix's devotion 

to the classics, the critic proceeded to conclude that the poet would 

also be in total sympathy with their ideals of exactness and restraint: 

els temes de l'equilibri vital de la tensi6 asserenada 
entre l'art com a aventura del misteri i l'art cam a 
realitzaci6 harmoniosa del m6n, un m6n on ha estat re­
restablert l'ideal dels antics. El poeta n'invoca els 
s!mbols - "L'Home i el Bou i l'Arada immortals" (20, 14) -
en contrast amb l'ambit negatiu i desarrelat de la vida 
ciutadana; en formula el canon: "El tot sotm~s al 
Tot, i I'Home al seny".16 

This balanced arranging of Nature based upon reason allows the author 

to perceive the deeper divine order behind creation, which becomes 

apparent in the final section: 

el tema de l'ordre, el seny i l'equilibd IS retroba 
aquest cop sotmes a la voluntat divin~ - "L'Absolut que 
ordena Vostra Ment" (64, 4) ••• El llibre,aix!, clou 
el cicle: la meditac~6 ha accomplert la seva trajectoria. 
Des de la reflexi6 inicial, el poeta ens ha mostrat 
l'afany d'ordre l'equilibri entre aventura i contenci6, 
l'arrelament, l'acompliment en l'amor, els locs ef!mers 
de la joventut, la dramatica requesta final de l'absolut 
davant el no-res. 17 

However, a closer examination of the final part of the collection 

reveals that the concepts are not as straightforward, nor the structure 

as symmetrical as has been suggested. 

R 18 other than being dialogues with "un Deu que encarna l'Absolut" 

as Gimferrer proposes, these sonnets are more like impassioned out­

bursts to some biblical god with whom the poet wishes communion, but 

whose significance he is unable to incorporate onto his world picture. 



239. 

This is reflected in the repeated refusal to follow the path laid 

down by the supreme being: 

Si el vostre Buf don' Nord, m'en voig 0 l'Est. 
( "A qui n b i vo c " , 1, 177) 

Exol t el bell 
D'on sOu excles, i die que el negre es neu; 

("Aixo es ver i no ••• ", ,I,. 171) 

Us clam per tot on Us voldria absent ••• 
("Cerc el que lluu •••• , .. I" 179) 

Diu, 5enyor Deu, que sou tenib1e 51oig, 
Pere em crec sol red:os en murs mes olts. 

("A l'endev! vaig •••• , 

The tension is increased as this rejection is accompanied by 

desperate pleas for God to intercede and help to provide some solution 

to this dreadful situation: 

obriu al Vostre ros/La meva mentl 
("Feu, 5enyor Deu .•. " 1, 167) 

Fixeu, 5enyor, el meu limit i els confins, 
Cenyiu-me tost, i reprendre la vesta 

("M!ser i trist •••• 1 169) 
~ . 

Deu i 5enyor: dispergiu la host viI 
Dels falsos nats, i eel i estel i aire 
Torneu-m'els purs, i s6 el Vostre captairel 

("5i el eel es olt • 

5enyor: feu aspra i forta 

I, 183) 

L'Unico Veu, la Imotge i e1 5eu Noml 
(NLes mans en ereu • I, 185) 

Indeed this difficulty is not overcome until Onze NadalsJwhere 

Foix finally manages to perceive some type of divine nature at the 

basis of his poetic reality. "Tot es ac!" reveals the boy Jesus 

as the symbol of the unity of creation with. the diverse elements 

of the universe being summed up in him: 

Quan bufa el nord, i el m6n real atansa 
A l'U dares •.• 

•.• i tot en V6s. Tants de cors, i una Mare; 
I Un sol infant entre tots J i a I' estibo 
De tants de reis, Una corona viva; 
Un Arbre 01 eim, brogent, que res no assnla, 
I ombra, la lIar de tots, quan l'Hora orriba, 
I en astres, fars i esguards, Una 11um sola • 

. (I , 291) 
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Consequently the final part of Sol, i de dol gives the collection 

an aura of incompletion, or open-endedness which puts a different 

complexion on the work in general. If the idea of 0 Supreme Being 

was incompatible with the poet's weltanschauung, then certain other 

elements of Foix's classicism may not be as orthodox os hitherto 

implied. 

Gimferrer has suggested that the author was keen to subject 

passion to reason. However, it would seem that what Folx eventually 

achieves is not the subordination of one of these topics to the other, 

but rather a fusion of the two, which again displays 0 consistency 

in direction and style. 

The two initial sections of the book elucidate the distinction 

between these concepts os the poet shows himself in favour of the con-

ventional standpoint: 

Ohl Si prudent iamb paroula lleugero 
Sabes fixar l'imperi de la ment, 
Iamb habils mots la passi6 naixent, 
Del meu estil pogues fer presonero; 

("Ohl Si prudent I, 39) 

Similarly, os was seen earlier, in ·Si plauen 0 l'esguord- we ore 

presented with the preference for "El tot sotm.s 01 Tot, i l'Home 01 

senyU .. (1,81). 

Nonetheless, the force of passion or risc is equally strong in 

the poet and cannot really be played down, os seen in the opening poem 

of KRTU: 

eA quin indret, oh ma follio emportes 
Aquest cos meu que no tem els orotges ••• i 

(11, 49) 

These sentiments reappear in the early port of Sol,i de dol, ond under­

line the depth of these de si res: 



Sober norror en llenguotge vigor6s 
Deler i desig, i pIers i sense esfor~ 
Rimar bells mots amb el ritme dels cors 
Amants 0 folls; 

("Saber narrar" I, 41) 

Puix que un deler m'empeny; i tants d'atzars 
Em fan fruit, sense albir, alba i nits, 
EIs rierols morents en prats florits, 

("No pas i r6s .. ~, I. 47) 
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The inability to strike a balance between these two causes FOix 

great anguish as is indicated by the title of the second section ·Si 

pogues acordar Ra6 i Follia". His state of mind is well brought out 

in "Com el macip errabund ••• ": 

pera no s6 feli~ 
I, penitent, assaig un comprom!s 
Entre el Seny, clar, i el deler de mes fibres. 

(I! 63) 

There is the suspicion here that the classical precept of reason dom-

inating passion is not entirely efficacious as the poet searches merely 

for a "comprom!s". This attitude is underlined in ·Si en golf 

d'argent •.. ": 

Si la Ra6 
M'alimenta el coratge, i l'intel.lecte 

M'es bruixola i gui6, per que el trout 
De volum i col or em d6na desvari 
1 en terra, ferm, colg un dogma arbitrari ••• i 

(1,91) 

A satisfactory solution is finally achieved in the next section which 

though the shortest in the book with only six poems, is in many ways 

the most intense. The repeated motif in these love sonnets is that 

of fusion which will become emblematic of the yoking of reason and 

passion. 

The first union transpires, of course, on the physical level: 

A quin abfs tots dos, a quin repas, ••• 
Ens vam coneixer en equ!voea imatge 
I en eels innats juny!em cos i plors. 

(HA quin ab!s •••• . 1, 119) 



This procedure, however, becomes more intricate as the poet and 

beloved represent a unity which embodies concrete and intongib1e 

elements, conveyed very forcefully by the syntax: 

Qui em viu en tu amb joia inseparable 
Qui en mi et gaudeix i a1 teu misteri atansa 
I quan ma carn a1 teu desig s'aven~a 
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(HQui em viu en tu ..•• 1,123) 

The dichotomy extends to the figure of the beloved herself. As seen 

above, she is at once a real person - further underlined by the title 

"Chi e questa que ven, ch'ogn'om la mira" - yet also incarnates 

beauty of a more spiritual kind: 

En port obert ets boira marinera ••• 
(liEn port travat 

Ales cales secretes dels teus ulls. 
("A quin ab!s ••• • 

• I. 115) 

I. 119) 

Moreover she comes to symbolise the actual fusion of reason and passion: 

Rael i flor d'una incorrupta natura, 
Forma uniforme amb semen~a de ment, 
Ets en ma carn l'Immutable Present. 

("Entre els morats • . x:. 113) 

The extent of the integration is emphasised in the last two lines with 
~ J i. ~ : 

the mind being given form and the concept of ·I'Immutable Present" mode 

flesh. This is further enhanced by the phrase ·semen~a de ment",. 

semen with its connotations of passion and sexual enjoyment is Joined 

to the mental process of understanding. 

A similar occurrence is evident in HA tu, reflex d'un altre tu 

where, in the last tercet, fire, traditionally evocative of passion, 

is totally linked with the mind: 

En tu i en mi, externs, a l'hora tensa, 
Solc d'absolut d'una Alta Complaen~a 
Crema e1 Perfet amb flamejar de ment. 

" 

(I, 117) 

The fusion of these two elements clearly acts os 0 catalyst for 

the poet's very complete insight - a perception of the ·Immutable 

• 
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Present" and experience of the "Alto Complaen~aN. 

The majority of these sonnets are in question form and Gimferrer 

has seen this as detracting from the fullness of the sentiment: 

"L'acte amor6s ~s insuficient i en la mateixa plenitud del goig s'hi 

19 desvela una interrogaci6". However, Foix seems to follow a conven-

tional sonnet formula of having the tercets answer the initial specula-

tion of the quatrains. This allows' the doubt to be dissipated by a 

very strong affirmation as is apparent in HA quin ab!s •••• where the 

poet enhances tAe response by holding back the vuelta till line 12. 

The totality of the insight is once again apparent: 

En la sopor, de l'alta coneixenca 
Veig Arbre i Fruit, Serpent i Paradls 
Ales cales secretes dels teus ulls. 

(1, 119) 

There was a definite indication earlier in the collection that 

Foix was contemplating'a symbiosis of reason and passion. The title 

of the second section, "Si pogu~s acordar Ra6 i Follia~ shows a definite 

leaning towards this if we take one of the basic meanings of acord, 

as provided by Fabra: "Uni6 harm~nica, justa correspondincia, entre 

dues 0 m's coses". 

Similarly, in the poem "En tendre prat H there is a continuous 

interplay between the senses and the mind, which eventually combine 

in the final line: 

I coldre la Natura, el cor convicte 
Davant la Ment, que la mes~ra dicta 
EIs senys goluts - olfacte, tacte i ull 
Que em fan el viure gai ••• 
Copsar el Present fet de ment i de Tu. 

(I, 87) 

The balanCing of elements here manifests the co-participation of mind 

and body which is further asserted by the interchange of capitals. 
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Foix is also able to qUibble with the word senysJwhich he can hold 

up in comparison to the more frequently employed Seny so as to under-

line the union. 

Thus the problem of the conflict between reason and passion is 

solved with typical Foixian consistency: What is more, given the 

actual structure of the work one is inclined to conclude that this 

newly conceived fusion is the cause of what Gabriel Ferrater des­

cribed as the "exhilaraci6 fren'ti~a"20 of the next two sections 

"Tant ai mon cor pIe de ]oia" and "M'allegro e canto nella stagion 

novella" . 

Indeed this topic is given such a complete solution that it never 

really arises again'in the rest of Foix's work. The only other poem 

we have found which makes mention of this theme, reiterates this 

basic unity. It is once again set in the sexual context and appears 

in On he deixat les claus: 

Time 

Qui, de tots dos, es carnal ... 
Oh flam ences de cap a cap de riba 
Oh do19 cremar d'esperit i de mentl 

(my emphasis: I, 251) 

As was the case with the poets of the Romantic-Symbolist tra-

dition, Foix's work is imbued with an attempt to rescue some notion 

of eternity and permanence from Mallarme's "shipwreck of time". 

Salvat-Papasseit had envisaged a promise of futurity in the inter-

minable continuation of the life-round and the individual's partic-

ipation in this process. Foix's vision, however, is much more specific 

and definite and may be appreciated once more by analysis of the im-

pressive stylistic system which the poet constructs in order to drow 

our attention to the very heart of the matter. 
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The idea of fusion is again the essential ingredient as temporal 

division is abolished, with the past, present and future being com-

pressed into a synchronic whole which is repeatedly reiterated as 

being eternal. 

It is in the expression of this theme that we see Foix at his 

most forthright, straightforward and unequivocal. The delivery is 

clear and precise, as may be seen in Sol, i de dol, where the author 

experiences ilL' Immutable Pre$efl\;t 11 (It - 113),' "1' Etern Permanent· 

(1,123) ': and lives "enllo del Temps, l'altre Element" (I, 121). 

In "Amb Sacs Balders ••. " from Del "Diar! 1918", a voice rings out 

with similar clarity: "-L'etern 6s pertot, i ara" (11, 124), and a 

later passage from the same collection begins: "Res no 6s moridor, 

tot es etern" (11, 129). 

Again Foix employs the same consistent expressive framework for 

the transmission of this message. Elements from all three temporal 

stages combine and interact on the same plane, as evident in Gertrudis: 

~Que hi feia aquella cadira Lluls XV al portal de ca l'espardenyeri-

( 11, 23). The superimposition of past on present is continued 

in Sol, i de dol, 

Diu que es ciclista i vol anar a la UR55 
Amb els pneumatics prenys de texts obscurs 
Del segle IV, 

(1, 155) 

and in "Haviem deixat la moto .•• " from Del "Diari 1918-, the motor-

cycle is "esmaltada amb figures mltolagiques"(ll, 116). 

This technique is repeated throughout the work but we may adduce 

a further example from Onze Nadals, where the Nativity, with its 

connotations of everlasting life, is updated to 0 setting of modern 

Catalonia. In poem VI the original scene is removed from Bethlehem 
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os Joseph's house becdTles "0 col fuster", with the native work force 

proclaiming the birth: 

EIs de Banyuls i els de Portvendres 
Entren amb llanes de mars tend res 
Res no s'acaba i tot comen~a. 
Venen mecanics de remen~a ... 
Uno veu canto en recompensa: 
Que 0 col fuster hi ha novetat. 

(1, 300) 

Nonetheless, this stylistic feature is used most evocatively 

when applied to basic human experience os in poem V of Les Irreals 

Omegues, where generations from the post, present and future ore 

placed in the same frame: 

VAM ARRIBAR EN AQUELL POBLE I NO HI HAVIA NINGU, 
PERO PER PLACES I PASSATGES SENTtEM LA FRESSA DELS 
QUI FOREN I DE LLURS DANCES. I LES ESQUERDES 
DELS MURS ESBOSSAVEN LA FA~ DELS QUI VINDRAN. 

(1, 205) 

In "De nit els carrers", from Del "Diari 1918", merchants from all 

ages and all countries mingle in a communal experience in the street: 

Nomes 01 carrer gran cremen els petrolis diurns i 
s'omple el trafec de centenars de mercoders de tots 
els temps i poisos. Van i venen, collots ••• Si 
aleshores miro el correr ••• reveig el tragi de la nit 
i oeixo remors de ferralla de mecanismes futurs. 

(11, 123) 

A further example appears in "No et girisl" from Dorrer Comunicot, 

though in this instance the idea is conveyed in military terms: 

Guerrers de tots poisos, novells i veterans, orquers 
i a1abarders, dragons i cuirassers. Trepitjaven 
neus nove1les i ossaments prehistorics ••• abandonaven, 
cascs i vestits, galons i cartutxeres. EIs creuats 
de tots temps ••. 

(11, 356) 

This temporal fusion is continued in the lowest personal level. with 

the syncretic bonding of age and youth into 0 single timeless unit. 

In "Jo s6 l'apacrif" from Sol, i de dol, the poet refers to himself 



as "miny6 i vellard" (1, 143), as is also the case in NEls de la 

Coromina de Dalt ... " : 

Nosaltres 
veIls i novells alhora ..• 
llegim versos antics i escrits dels qui vindran 
Lloem el permanent i exalcem el constant. 

(1, 422) 
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In "EIs barbosos minyons ... " from Desa aquests llibres 01 calaix 

de baix, the compression of life stages into a state of ·old youth-

is repeated in each stanza: 

ELS VELLS ADOLESCENTS, ELS FLORITS SEIXANTINS 
Quan els veils de vint anys amics ••. 
Eis vellards de vint anys. 

(1, 336) 

Variations on this device also highlight the underlying synchronism 

as evinced by poem V of Les Irreals Omegues and the first prose of 

Del "Diori 1918": 

Escrivim versos nous amb signes fossilsl 
Pintem en fulls arcaics nueses immaturesl 

(1, 202) 

els monjos que hi v~nen •.. pinten damunt retaules 
velles estructures noves 

(ll, 103) 

More strikingly, Foix's poetic style, in terms of language, orthog-

raphy and grammar, reflects and enhances this theme. This preoccupa-

tion is first eVident in the second sonnet of Sol, i de dol, where the 

poet reveals his desire to write in the manner of Llull and Morch 

for the benefit of the future reader: 

Si, fugitiu de la fais6 estrangera 
Arromances ••. I ... 0 l'aspriva manera 
Dels qui en vulgar parlaren sobiro, 
- Oh Llulll Oh Marchl -, iamb claredat de signes, 
Rustec, pero, sever, pogues rimar 
Pels qui vindran; 

(1, 39) 
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In this respect we recall Foix's own adage of "m'exalta el nou i 

m'enamora el veIl" and Pere Gimferrer has explained how the fusion 

of past and present is mirrored in the very style and morphology of 

the poetic register: 

El tret de llengua que hi crida inicialment l'otenci6 
es la relativa preferencia ... amb que el poeto empro 
les formes verbals arcoiques, omb elisi6 de la vocal 
final. No es trocta, pero, d'un recurs d'orcoisme ••• , 
sin6 d'un dialectalisme, designi d'utilitzar formes 
genuines dels classics que es poden trobar vives encaro 
en determinades ar~;es de 10 llenguo. 21 

This preference for archaism, os has been seen, does have a deeper 

significance when considered in the context of the elaboration of on 

oracular idiom to complement the poet's function of a magus. None-

theless, the critic is absolutely correct in pointing out the impor-

tance of this linguistic device in relation to the theme of time, 

which applies mainly to Sol, i de dol, though it is 0150 relevant to 

much of the remainder of the work. It is particularly evident in 

two of the more recent offerings. In "Toto amor es latent en L'oltre 

amor ... " Ram6n el FoIl and John XXIII are juxtaposed on the same 

setting, with the archaic speech incorporated into the body of the 

modern text, to hilarious effect: 

i passots sis-cents an~ 
renova, ventur6s, el clam i la requesta: 
"Un Concili vull comen~ar 
per ~o que fa~a enamorar." 
Joan riu, i somriu amb campaneigs de festa, 
i el beneeix. I Rom6n dicta amb seny d'orat: 
"En concili 10 pec molt6 
enganya el llop i 10 lle6 
i la volp enganya el cap6" 

(1, 414) 

More evocative, however, is a poem dated 1973: "Ella es diu Eu i 

m'anomeno V6s". Here, the Proven~al maiden comes to sum up the post 

for the author: 



La noia proven~al passa a veure'm sovint 
al temps que les acacies s'esfloren. 
Ve a cavall muntada a lagal,lesa, 
amb vestits d'altre temps i guarniments pompos~s. 

(1, 431) 
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She represents a bygone era both in her dress and language, -Ella 

es diu Eu i m'anomena V 6s". To illustrate this Foix awards her an 

ethereal quality; like the past she is quite unsubstantial and yet 

clearly part of the scene: 

EIs orreus del cavall s6n de boira ronsera 
esllenegant-se a la boira dels cims. 

(1, 431) 

There is, nonetheless, a converse tendency to make her more real and 

immediate. She frequently comes to visit the poet. Her register, 

thouch apparently archaic, is still to be encountered in that 

specific region of modern day France. Moreover, the writer has had 

physical contact with her and she wears his gift which has a precise 

and definite origin: 

EIs esperons, pungents en passades conteses, 
vaig donar-1os-hi jo, d'uno borata feta 
un vespre aigu6s omb lluors de 1lanterna, 
ales ca Ides estables d'En Serni, de Sants. 

(1, 431) 

Here we have what is arguably Foix's most lyrical expression of this 

theme. The past, symbolised by the girl with her aura of antiquity, 

is implicit and active on the present within the framework created 

most evocatively by the poet. 

Metamorphosis 

Though Foix's reality is synchronic, or atempora11y static, the 

dynamism of the CQ5mi~ force is brought out most forcefully by various 

leitmotivs and stylistic"devices. 

The possibilities offered by the topic of mutation have been fully 

appreciated and exploited throughout the history of literature, from 
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mythological tales through the classics to the Renaissance. It was 

in turn revitalised by the Avant-garde - one immediately thinks of 

Kafka - and Foix relies heavily upon it to convey the basic ebb and 

flow of creation. In Gertrudis and KRTU it is at its most stark 

and straightforward as the poet gives a simple though powerful account 

of the amazing changes which he imagines, as in UNotes sobre el port 

de la Selva u from KRTU: 

He pretes, en va, d'aixecar-me; pseudo-morfitzat, el 
meu cos era un teixit espes de caragols petris, de 
petxines antidiluvianes, de delicioses miniatures pero­
xodades d'animals desapareguts .•• una membrana trans­
parent descobria meravellosos paisatges submarins, per 
on els signes del zodiac flotaven lluminosos ••• 
avan~ava una insolita process6 de monstres: pops amb 
potes de camell, gegants amb testa de cavall, mans 
herculies sostingudes per fin!ssimes potes d'estru~. 

(11, 70) 

We may immediately appreciate, here, the intensity of Faix's expression 

as the metamorphosis not only evokes the essential universal vibrance 

but olso implies the poet's fundamentalistic vision in a fusion of 

the natural and human, the animate and inanimate, the past and present, 

the cosmic and marine with its basic wonder being rounded off by the 

bizarre procession of monsters. 

As Foix matures, however, the extravagant metaphorical flourishes 

are cuttailed as the expressive bravura gives way to a more precise 

account of the relevance of metamorphosis in a far more succinct, 

explicit and apposite idiom. In uAhir tarda, despr6s completes •••• 

from Del uDiari 19l8 u, the poet and his companion are confronted with 

a statue in a state of continuous change: 

Pels volts de les sitges ens ha semblat que clarejava 
una bello est~tua de Venus. Tot acostant-nos-hi, 10 
imatge, en metamorfosi, modificava la sevo aparen~a. 
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Ades era un Mercuri peu alat, 0 un mercader de llotja, 
enfurrunyat amb una brossa de sous contra el pit. 
Tambe deiem si era un candid Llimona 0 un faune de 
terra cuita. 

(11, 104) 

The more relaxed, matter-of-fact tone of the narrative is immediately 

noticeable, and Pere Gimferrer has given a most comprehensive summary 

of the poet's intention in his employment of this theme: 

les brusques mutacions, que constitueixen l-argument-
de la major port dels poemes ••. s6n metafores del 
caracter canviant d'una realitat que constantment es 22 
veu ultrapassada per les seves secretes forces latents. 

The culmination of this process occurs with La Pell de la Pell (1970), 

something of a poetic short story and dealing principally with the 

subject in question. While out walking in the country the narrator 

is occosted by a woman who directs his attention to her posy of 

flowers: 

- Observeu - va dir - quina metamorfosi. - Era cert: 
a pIe sol 0 a l'ombra, tots i cadascun dels elements que 
componen una fIar, en els de l'esp~cie ignorada que havia 
collit la meva amiga, es produIa un canvi constant per6 
imperceptible per als qui en consideren nomes la forma 
... no em voig sober estar de contor'-H el que m'hovio 
passat amb la senyora de la pell de serp, la qual 
m'havia fet coneixer les caracter!stiques i virtuts 
latents. 

(my emphasis; 11, 305) 

What we are presented with here is an elucidation of Foix's basic 

poetic insight. The poet, when confronted with the ·shock- of 

reality, is induced to look beneath the surface of things and appre-

ciate not only their latent natural force, but also their essential 

unity os both these ideas are conveyed by the topic of metamorphosis. 

In this respect there is an immediate parallel established between 

the author and his public. The reader, startled by the apparent 

indecipherability of the poetry, embarks on a more rigorous analysis 
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and perceives a central theme behind what is subsequently seen as a 

coherent and systematic expressive framework. Just os Foix looks 

beneath the superficial diversity of creation to perceive a unique 

essentiality, so the reader con regiment the apparent disorder of the 

poetry into a coherent expression of this insight. 

Arthur Terry, has remarked how the rhythm and pace of Foix's 

prose are also evocative of this universal dynamism: 

Aix! la cr!tica francesa Suzanne Bernard parla de la 
~suite d'accents vigoureux~ que caracteritza les 
Illuminations de Rimbaud, frase que tambe es pot 
aplicar a les proses mes caracter1stiques de FOix. 
De fet, aquests taccents vigorosos· demostren, 0 

traves de llur for~a r!tmica, una vitalitat, i fins, 
uno voluntat, que s6n 01 cor mateix de la visi6 foixiana. 
Es a dir, en els poemes en prosa el dinamisme del ritme 
correspon 0 un dinamisme de les coses pel qual la realitat 
queda alliberada de les abstraccions convencionals i 
restaurada a la seva natura concreta i activa. 23 

These attributes, of course, will have been noted in much of the 

prose poetry quoted thus far. NonethelessJuAhir 0 la nit •••• from 

L'Estrella d'En Perris illustrates the poet's ability and control in 

this area. The accents vigorosos are enhanced by a certain assonance 

in the opening sentence: 

Ahir a la nit, 01 desgu~s de les barques 01 peu 
del Rec de Canet, mirovem, escafandrers neoflts, les 
noies apaiades en un planell submar! d'algues lascives. 
Les arponavem, inhabils, quan la lluna, amb frescors 
de llantla, ens va fer encauar tots tremolosos. Vam 
perdre els guants de nit a la timba cremosa de llurs 
cossos. 

(11, 177) 

The cadence, both here and in the rest of the work, 1s without doubt 

extremely suggestive. Furthermore, the overall impact is accentuated 

in turn by the startling sequence of events. There seems to be no 

logicality governing the chain of amazing occurrences which creates 

in the reader an impression of both shock at what is transpiring and 
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int~igue to look deepe~ and unde~stand. The Journey from initial 

confusion to comprehension, as we shall see again later, ~eflects 

the progression of the poet himself when he is first confronted with 

the enormity of creation. 

The Poet and Death 

As might be expected,this topic is dealt with most solemnly in 

the later work although throughout his 1itera~y ca~eer Foix has 

consistently retained the same attitude towa~ds death. Indeed it is 

with regard to this subject that his thoughts are most clea~ly expressed. 

The cosmic force is eternal. Life may end on an individual level 

but this is in no way final. It merely heralds existence - participa-

tion in the U c1a~6s - in some othe~ non-human capacity. Here ogain 

the relevance of mutation can be appreciated, as death is in no way 

conclusive, it simply denotes change. 

The poems in memory of Riba and Ferrater bring out this ideo 

most comprehensively. In "Ahir es va es:::aure • from Desa aquests 

llib~es 01 ca1aix de baix, the poet and his friend calmly sit waiting 

for deoth, "E11a", to arrive. There is no need for 0 lachrymose or 

elegiac tone as nothing has been definitely lost. Furthermore, Ribo 

was clearly aware of the promise of permanence as envisaged by Foix: 

Cada branca es l'Etern i on brega 
L'Instant per a neixer i romandre 
••. tu mories, sabent 

(1, 340) 

However, "Tots hi serem al port amb la desconegu,do· is delivered in 

an idiom which is significantly different. In contrast to Riba's 

assurance, Gabriel Ferrater's despair was clearly a saurce af distress 

to Falx who tries to convince his friend of his error: 



Deies - no ho deies totl -
que aquella nit amb tremolors d'espiga __ _ 
era una torre amb remolins de gralles, 
un clam de ganivets damunt la gola nua, 
el crit d'un paper escrit amb cendra i carbonissa 
o la porta enreixada que d6na 01 pati mort. 

No ho deies totl 
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The cumulative effect and repeated explanation underline the poet's 

concern as he attempts to explain to the suicide that the universe 

does have beauty and ultimate reason: 

No ho deies totl Si haguessim sabutl 
T'hauriem ensenyat els miralls de la cloto 
passada 10 contrada on qui es te dret, l'escapcen 

I quan el primer estel espu rna al pic mes rost 
haur£em escoltat, on els cod~ floregen 
la passada dels vents amb brogit de tenora 
i el clam e$peran~at de les formes captives. 

Nonetheless the poem ends with a reaffirmation of Foix's vision 

which is expressed with great lyricism and simplicity: 

La ment capta l'etern en l'ampla pau 
i un no res grana i creix en un somriure. 

tsser i traspas fan un: tot muda i tot roman; 
tots hi serem 01 Port amb la desconeguda. 

(1, 428) 

Such perspicuity - so uncharacteristic of Foix - 1s typical of 

his treatment of this particular theme os 0 whole. In "Mi rovem, de 

bona hora, el mar ..• " the penultimate l1ne reads: "Res no fou 1 

tot as; res no mor i tot resta" (1,419), and a passage from 

Del"Diari 1919'begins, "Res no es moridor, tat as etern -" (11,129). 

The poet is never reticent to apply this sense of immortality 

to himself and there are numerous instances of this in Sol i de dol 

alone., "Sol, s6c etern" (1)*.; "als segles s6 present" (9); "A cado 

instant i en els segles em moc" (18); "S6n •.• sole immortal d'una 

estranya semen~a" (42) etc. 

• Sonnets numbered in their order of appearance in Obres Completes, t. 



255. 

A related motif is the juxtaposition of the words birth and death. 

In the end they become so confused that the difference between them Is 

blurred as they combine to represent the same concept - the continued 

nature of existence: 

Tot just el disc pol.lid morir~ en el nostre horitz6 
per a reneixer a l'altre vall. 

(HVindre mes tard dem~· KRTU) 
(11, 6sr-

Quan l'or dels albers mor~ neixen les estrelles ••• 
\ (IV, Les .Irreols Omegues, 1, 203). 

A l'Alba de la Noixen~a 
Tu 1 jo voldrlem morir. 

(HSe un poble lluny de Proven~a· 
On he deixat les claus, 1, 265) 

On l' ombra neix amb fri'sances de pIu J a 
I on mor la nit al veremar dels cantics ••• 

(HPel cam! dels alis diOrns· 
On he deixat les claus, 1, 269) 

Cad a branca es l'Etern, i an brega 
L'Instant per a neixer i romandre 
..• tu mories sabent. 

(HAhir es va escaure • Desa 
aquests llibres 01 calaix d;-bQix 
1, 340) 

Foix approaches the question of death with such conviction, 

Sincerity and straightforwardness, that the vision of athanasia -

along with his faith in it - becomes one of the most important and 

impressive features of his work. 

The Poet as Vates 

As was noted in the first section af this chapte~Foix's view 

of the function and relevance of the artist in society carries on a 

long tradition. The poet is a man apart with a message or insight 

which separates him from the level of ordinary mortals. However, the 

most impressive feature of this persona is its essential atavism and 

a closer examination of this point may lead us to a better under-

standing of the machinery of Foix's creative process. 
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Gabriel Ferrater was quick to recognise the element of primit-

ivism in the writings of our author. "S'ha volgut girar ca~ a formes 

de la cultura anteriors a la formaci6 de 10 ideo del caracter personal, 

i usar-les per expressar la seva experiencia posterior 0 la fe en 

aquella noci6."24 

In his explication of this traitJGimferrer in turn selects two 

most pertinent passages from Del "Diari 1918~. "Quan he sabut que el 

meu oncle" sees the poet return to the toponymic region of his fore-

bears and, inspired by a heathen shepherd, assume the ancient hiero-

phantic role of his ancestors: 

li he demanat que em deixes els mes veIls dels seus 
vestits de pastor, els hi he canviat pels meus i, bast6 
en me recorro dia i nit, amb bous magres i cobres 
deslletades el veIl reialme del Cardoner on, durant segles, 
els meus han plantat l'ullastre. 

(11, 111) 

This activity is repeated in "Si venteja, corro, adelerat •••• 

Si venteja, corro, adelerat, els camins irresolts de la 
carena. Cobejo grandeses i, amb els bra~os submergits a 
les blancors fulloses i els peus esquivant tolls, declomo 
mes alts que la polseguera, noms de sants, de reis 1 
d'herois. 

(11, 110) 

In his trance-like state of inspiration, enhanced in these two pieces 

by the rhythm and pace of the prose, the poet recalls very strongly 

the deportment of his pristine counterparts, as Huizinga explains it: 

the true appellation of the archaic poet 1S vates, the 
possessed, the God-smitten the raving one. These 
qualifications imply at the same time his possession of 
extraordinary knowledge ••• Gradually, the poet-seer 
splits into two figures of the prophet, the priest, the 
soothsayer, the mystagogue and the poet os we know him 

Their function is eminently a social one; they 
speak as the educators and monitors of their people. 
They are the nations leaders, whose place was later 
usurped by the sophists. 25 
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Foix repeatedly refers back to the more primeval significance of the 

poet, as in the third issue of Poesia, where he expresses his pref-

erence for this status: 

Amo, pero, com mai, dels poetes d'avui, els qui 
creuen encara i per sempre en la permanencia de 
la deessa, del foc i de les vestals •.• I, mes que 
cap, els qui en veu baixa, tonada lleugera i a 
cau d'orella, narren, balbs de llenguo i de mans, 
de la por del misteri i de la fredor de l'alba, 
tants de divins secrets com la Natura lliura als 
elegits que creuen en la mogia de la seva 
presencia i en els mobils simulacres zeladors de 
s!mbols eterns que nodreix amb sobo inestroncoble. 26 

The strident liturgical tone and archaic language of the extract from 

~, quoted earlier in the chapter, underlines the nature of the 

function adopted by Foix: 

Jo llegia: "e'ls pexos s6n feits a imatge e semblan~a 
de Deus: e'ls pexos en parad1s volen e'ls ocels, 
caiguts dins les aigues negres dels pous de l'infern, 
s'hi neguen sense morir mai. E la fa~ humanal es 
semblant a peix. E Deus es peix.~ 

(11, 70) 

What is more intriguing about the treatment of this topic, however, is 

the element of humour implicit in what might be expected to be a serious 

matter. In the previous chapter we pointed out the playfulness in 

Gertrudis and its relevance to the role of the creative artist in 

"On anir£ tot sol" from KRTU. A th k thi i t C s e wor progresses) s s ex en-

ded to encompass the condition of the votes. This is apparent in 

"Qua~ he sabut •.• " from the manner and motive of the uncle's death: 

Quon he sobut que el meu oncle havia mort d'uno 9uitza 
de mula - li donava terrossos per ~rratge - he deixat 
l'Hostal ••• 

which is accentuated by the colloquial vivacity of the earthy descrip­

tion and register of the shepherd: 

m'ha assenyalat, amb un ditas d'on brollaven herbes 
nodrides amb fang adobat, un p~ragraf on el meu 
nom es repetia, amb insolent prestigi, a cada ratlla 



- Tot aixo, ha dit, es d'un tal Foix, hereu d'una 
nissaga morta i que ningu sap on ronca. 

(11, 111) 
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Foix, following the ancient tradition, clearly sees himself os the 

descendant of a tribe of prophets, and the poem is rounded off with 

the ludicrous image of the narrator, crook in hand and draped in 

shepherd's clothing, running amok amidst emaciated goats and oxen. 

This mood of "sacred .diversion" is complemented by the preceding 

passage in Del "Diari 1918": 

De nit, quan les muralles de la vila bateguen convulses, 
segueixo, ales palpentes, placetes i carrerons, iamb 
llaunes velles imito el soroll de les tempestes. Del 
pregon dels ronecs s'ouen dol~as gemecs •.• I prego a 
Deu, i ric. 

(11, 110) 

Huizinga has elucidated the relevance of this type of playful-

ness to the original function of the votes which affords this aspect 

in EOix a much deeper importance than commentators have hitherto 

perceived. 

All antique poetry is at one and the same time ritual, 
entertainment, artistry, riddlemaking, doctrine, per­
suasion, sorcery, soothsaying, prophecy and competition 
..• the archaic poet, whose function at all times was 
both sacred and literary. But, sacred or profane, his 
function is always rooted in a form of play Poetry, 
in its original culture making capacity, is born in and 
as play - sacred play, no doubt, but always in its 
sanctity, verging on gay abandon,mirth and jollity ••• 
This denominator, which makes for the astonishing uni­
formity and limitations of the poetic mode in all periods 
of human society, might perhaps be found in the fact 
that the creative function even more primordial than 

. culture itself, namely ploy... The ploy-mood is one 
of rapture and enthusiasm and is sacred ~r festive 
in accordance with the occasion. A feeling of exalta­
tion and tension accompanies the action, mirth and 
relaxation follow. 27 

Indeed Foix himself refers to his poetry as -el joc etern-28 and a 

line from Sol, i de dol reads: "Del bell concret faig el meu caUd 
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J oc' • • This probably accounts for the "esportivitat- that Castelllt 

ond Molas perceive in the many "Jocs d'oposit",though in this respect 

there is clearly 0 further dimension evident. 

The structure of Sol, i de dol in itself reflects the trajectory 

described above by Huizinga. The tense and brooding speculation of 

the first two sections gives way to the "inspired- mystic exuberance of 

the third which is followed by the euphoria of. parts four and five, 

brought out, as Gimferrer has remarked, by the numerous puns on words. 

Sera loqua~: la mar, Marcel·lal Cela (46); dius i 
t'en rius, que ets d'Atenesl ••. jo 56 roma. I dic i 
en ric. (50); Jep i gep6 i gepic, .,p-i_ (57); etc. 

The hermetic use of language and complexity in expression is also signifi-

cant, os has been mentioned earlier, in the elaboration of on oracular idiom: 

Archaic thought, brooding in rapture on the mysteries of Being, 
is hovering here over the borderline between sacred poetry, pro­
foundest Wisdom, mysticism and sheer verbal mystification. It 
is not for us to account for each separate element in these 
outpourings. The poet-priest is continually knocking at the 
door of the Unknowable, closed to him as to us. 29 

The enigma of Foix's trobar clus is representative of the essential riddle 

of existence which the poet and reader must unravel on their respective 

levels. The author illustrates this procedure in his remarks on poetiCS: 

(El poeta] ... cerca entre les runes 0 els monuments d& cad~ 
civilitzacio els elements del Misteri. A cada ~poca, sota 
els regims mas oposats, vetlla pel Misteri, per la seva 
permanencia, conrea 10 magia i fa ombres xineses damunt e1 
mur de l'eternitat amb els elements materials que 11 propor­
ciona la trista i mobil "realitat M

• Cerea la vera realltat, 
l'"altra realitat" (el suprareal, el superreol 0 el sobre­
natura 1l.. 

(11, 12) 

The view of the more permanent nature of creation,-l 'altra realitot~ 1s 

thus rendered through an obscure medium and in this Foix is agoln comply­

ing with the ancient convention. 

For archaic man, doing and daring ore power, but knowledge 
is magical power. For him 011 particular knowledge is sacred 
knowledge - esoteric and wonder working wisdom, because any 
knowledge is directly related to the cosmic order itself. The 
orderly procession of things ••• is safeguarded by nothing 
more potently than by the knowledge of holy things, their 
secret names, and the origin of the world ••• Only he who 
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can speak the art-language wios the 'ti tie of poet. This 
art-language differs from ordinary speech in that it employs 
special terms, images, figures etc., which not everybody will 
understand. The eternal gulf between being and idea can only 
be bridged by the rainbow of the imagination. 30 

" 
In this way the relationship between Foix's expression, and voca-

tion can be more readily understood. The poet seeks to delve beneath the 

surface form to perceive the permanent eternal qualities of creation -

l'altra realitat - which will then be communicated to the initiated through 

an esoteric poetic idiom. Again the poet and reader are thus on a parallel 

course. The former unravels the mystery of Being just as the latter solves 

the enigma of the verse in order to understand this insight. Humour and 

complex expression are therefore not merely superficial games - esportivi-

tat - but organically functional in the conveyance of Foix's message. 

The idea of "otherness" is central to the propounding of this 

topic throughout the work, and is taken to be more concrete than every-

day superficial reality. In "Algunes reflexions sobre la pr~pia liter-

atura") the author refers to his own name as "les quatre consonants i les 

dues vocals del meu fals pseudonim:" (11, 53) in contrast to the more 

profound alphabet evident in ·V6s sentiu sempre veu's pertot .•. Hi "tinc en 

privilegi, i de naixen~a, gravades al clot de les mans, totes les lletres, 

menys quatre, de l'altre alfabet~H (L'Estrella d'En Perris, 11, 171) 

Similarly) two collections have their titles derived from letters 

of this mysterious code; KRTU and Les I rreals Omegues : --" 
quatres homes ••• carregats cadascun d'ells amb una feixuga 
lletra diversa de l'alfabet, la lectura conjunta de les quals 
donava el nom misteri6s: KURT, URKT, TRUK, UKRT, TURK, KRTU 
••• - del personatge central dels meus somnis. (11, 64) 

llibres nous, diaris, 
Codis i fulls clandestins i escriptures 
Que firmo jo amb irreals omegues. (: 1, 209) 

The final passage of L'Estrella d'En Perris highlights this 

theme, as Gimferrer points out: ·se sent la musica 'd'altres tenores', 

'd'altres trompetes', 'd'altres flautes', 'd'altres clarinets', 

'd'altres tamborins·. d'altres violes'; en escoltar-hi aix{ 
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'l'altra cobla~ els protagonis~es proven de bailor 'd'altres danses 

que nom's hem vist al fort del son,."31 

The critic then goes on to explain the full significance of this 

trait, "Quin 6s l'altre Element? I l'altre alfabet? Evidentment, 

es tracta del m6n menta~ del m6n de les idees", and at the same time 

comments on Foix's view of the poet's function, "6sser en tensi6 

entre dos ambits - el terrestre i el celeste)6s a dir l'esfera del 

real perceptible i l'esfera de 'l'altre Element' del m6n interior 

regnen els arquetipus de l'absolut".32 on 

The central thread of Foix's poetic vision may thus be unravelled 

but it is within the context of the artist's role of votes that 

we can understand the motive behind the playfulness and complexity 

of Foix's writing. Huzinga has remarked further upon this tendency: 

Modern schools of lyric which move and have their 
being in realms not generally accessible and are 
fond of wrapping the sense in an enigmatic word, 
are thus remaining true to the essence of their art. 33 

In this respect one thinks immediately of Surrealism and of the boost 

given to this impulse by both Freudian and Jungian currents in psycho-

analysis4 along with Foix's firm location in this trend. 

Individuality and Anonymity 

On the one hand then, Foix is happy to assume the age old mantle 

of poet-preacher and.stand alone, separated from the rest of society 

by his remarkable insight. This ancient attitude, however, does not 

translate so smoothly into the twentieth century where a more committed 

approach is required of the artist in the face of the pressures of 

modern existence. Foix himself is appreciative of this fact as is 

made patent in his criticism of Apollinaire - "el cal.ligramista 

faceci6s" - and his followers for delving into the unexplored realms 



of the subconscious merely for self-gratification: 

la gran aventura de lliurar-se a tot motor 0 helix 
calada, a navegar pel cel vast!ssim de la imaginaci6 
sense rumb iamb la presencia de sortir-ne il.·lesos. 34 

In the same article from the Revista de Poesia, our poet re-

emphasises the social relevance of literature: 

Si llur literatura no exerceix la benefica funci6 
social que se li te assignada per que tant de paper 
despes, tant de llibre inutil?35 

It is difficult to imagine a more forceful assertion of the 
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communal significance of art, yet given the intense individuality of 

Foix's work it is quite hard to find a connexion between the two in 

the modern day context. Gertrudis and KRTU are collections of an 

intensely personal nature. Sol, i de dol is, in the main, a book of 

solitary speculation, and the basic inaccessibility of the writings 

make the work seem hermetic and anti-social. 

Nonetheless, critics have noticed how a social element becomes 

opparent as the poet has matured. Castellet and Molas feel that in 

Onze Nadals, a more coherent concrete and popular tone is adopted. 

Gimferrer has remarked how the subject of the action in Gertrudis 

and KRTU changes from Hjo" to "nosaltres" in Del "Diari 1918".36 

This coincides with Foix's remark "sempre que escric jo, vull dir 

nosaltres H revealed by Gabriel Ferrater in his prologue to EIs lloms 

transparents (1969).37 

Foix has never subscribed to the idea of politically inspired art. 

One recalls the end of the title of the first poem from Les Irreals 

Omegues, '" NIL FAUT S'ENGAGERl ABETISSEZ-VOUSI" (1, 193) along with 

the satirical rendering of engager as engatjar in a later poem entitled 

"Dels subdesenvolupats i economicament afeblits, de l'engatjament, 

dels engatjats i dels possiblement engatjadissos, i, en genera! de 

l'actual conjuntura H
• (1, 409). The sentiments need no explanation. 
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However, on occasions there is a definite correlation between 

the poet's individual neurosis and the collective trauma of the nation. 

The critical years of disruption and upheaval between 1930 and 1942 

are reflected in Foix's work by an intense questioning of his capacity 

to discharge his function as a poet and his ability to relate to the 

community in general. This may be seen from the title and first 

third of On he deixat les claus with pieces like "D'on vinc, ni s~", 

"El transeUnt i la seva memoria" and "Haur!em estellat m's pins si 

els bous no ens haguessin mirat tan de fit a fit", "No puc, de nit, 

i a l'aventura", contemporary poems from Desa aquests llibres al 

calaix de baix. 

The critics have been swift in acknowledging this connexion, 

particularly with reference to Les Irreols Omegues. Romeu i 

38 Figueres and Gabriel Ferrater perceived a definite sociological 

fact as the motivation for the very enigmatic sixth poem of the 

collect ion: 

El tema n'~s del reempla~ament d'una vella classe 
possessora, paternalista i ja calmada •.• per una nova 
classe ogressivo i disruptiva que comen~a per engegar 
els despo~its de sempre als quotre punts cordenals de 
l'emigraci6.,,39 

The previous piece "Yam arribar.en aquell poble", provoked a similar 

response from Pere Gimferrer: 

El poema ••• cinque del volum, ~s la segona gran 
composi6 que ••• ha estat inspirada a J.V. Foix pels 
fets dramatics de la historia contemporanea del nostre 
pais ..• Si afegim que, ja des del t!tol, els temes 
de la fugida i de la por, de la ciutat, que els seus 
habitants han deixat i de la clandestinitat s'imposen 
com a eix del poema, no ens pot deixar de sorprendre 
el fet ••• que hom no hagi remarcat que ••• els primers 
mesos de 10 guerra espanyola s6n el centre del primer 
poema del volum, el del poema que ora tractem ~s la 
fracassada insurreccio d'octubre del 34 i, el clima 
anticipat de guerra civil que se'n segui.40 
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Gimferrer may be correct in his assumption though it is perhaps 

unnecessary to be so precise. Many of these poems are extremely 

cryptic and, rather than being inspired by specific events, they 

tend to sum up the general mood of a notion in on era of defeat, 

uncertainty, helplessness and exile. The titles in the opening 

section of On he deixat les claus are very suggestive in this res­

pect: UFronteres U; HA l'entradad'una estaci6. subterrania, lligat 

de mans i peus per duaners barbosbs, vaig veure corn 10 Marta se 

n'anava en un tren fronterer. Li volia somriure, pera un milicia 

polic~fal s'em va endur amb els seus i va calor foc 01 bosc H; 

Hhav!em plantat banderoles fosques dolt els cims i encAs teieres 01 

campanar. Passaven els llops pero jo no movia les mans de l'aigua~ 

etc. 

The empathy between the poet and community in a given context is 

most readily apparent in these two collections. There runs concurr-

ently, however, a counterpointing tendency which in many ways recalls 

the attitude adopted by Salvat-Papasseit from La Gesta dels Estels 

onwards. Both poets are keen to portray themselves as special 

individuals, apart from the rest of the collective; Foix is the 

Hpoet-preacherH, Salvat-Papasseit the Hhome entusiasta H acquiring the 

persona of the wayfaring hero and Umestre d'amor H. 

Nonetheless, Salvat-Papasseit is also quick to emphasise his 

anonymous participation in the communal life-style - we need only 

recall the numerous poems evoking the seasonal festivals, all of which 

are narrated in the first person plural. Foix's preference for 

Hnosaltres H as being the subject of the action in his mature work 

reflects this tendency. 
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The desire for anonymity - in contrast to the statement of 

singularity - is taken much further in both Foix's poetry and the prose. 

In the article "Algunes Reflexions sobre la prapia Literatura" from 

KRTU, the poet expresses his desire to shun any personal kudos. 

He discloses his reluctance to have his work widely published, and, 

although it was released on a very limited scale) he still questions 

"la licitud de tipografiar ]a sigui en edicions de 100 exemplars les 

meves per£frasis (circumlocucions?) poemotiques. Per be que m'he 

negat fins ara a lliurar cap d'aquests frogils assaigs a publicacions 

d'un tiratge, superior 01 normal de les publicacions sectaries, 

dubto d'haver donat massa de flexibilitat a la meva rigor" (11, 52). 

This reluctance to publish amounts to 0 basic negation by the 

poet of his own individuality: 

••• jo m'havia promas que 10 meva me no signaria mai 
el meu npm, que seria inexorable en la realitzaci6 
de la meva personalitat, la qual aspirava a projector 
desmaterialitzada, com uno ombra breu que llisques 
damunt la mar, perceptible tot just un moment pels 
peixos. 

(11, 52). 
Gabriel Ferrater made mention of Foix's reticence in this area in 

his recolle~tion of a conversation with CarIes Riba and proceeded 

to confirm the instinct in the artist for mere minority recognition: 

Recordo la meva sorpresa quan Riba em va contar que, 
en uno determinada apoca de la "Revista de Catalunya H 

era Foix qui la portava practicament tot sol: perque 
no s'hi troba ni uno pegino signada de Foix ••• I fins 
l'any 64, quon vo sortir, les Obres Poetiques, no es va 
comen~ar 0 aixecar dels tirotges de dos cents 0 tres 41 
cents exemplars, tiratges equivalents a la clandestinitat. 

Gimferrer has further remarked on this phenomenon: 

que misterio el de oquel poeta inencontrable en las 
librer£as, reducido 01 escueto enigma de unos pocos 
poemas fascinantesl Porque Sagarra, Riba, Corner, 
Guerau de Liost, pod£an hollorse; pero de Foix, ni 
rastro publico. 42 
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In his desire for anonymity Foix echoes the sentiments of his illus-

trious contemporary Joan Mir6. It seems that the loss of personal 

identity is essential for the enjoyment of basic human experience, 

as the artist revealed in an interview in the French review XXesiecle: 

But in order to become a man one must get rid of one's 
false self ••• In other words, it is necessary to 
return to anonymity.43 

Here Mir6's "false self" must surely correspond to Foix's view of his 

own name in KRTU, where he refers to it as "les quatres consonants 

i dues vocals del meu fals pseud~nim" (11, 53). 

Nonetheless, it is difficult to appreciate where the question 

of anonymity arises in the output of two creative artists whose work 

and style is so highly individual. Mir6 clarifies the apparent 

contradiction: 

But at the same time one feels the need for a deeply personal 
and individual gesture that, from a social viewpoint is 
completely anarchic. Why? because a deeply individual 
gesture is anonymous. And by being anonymous it makes 
it possible to attain the universal. I am convinced 
that the more individual something is, the more it 
becomes universal. 44 

This adds a further dimension to Foix's hermeticism. The esoteric 

verse is not merely the sacred writings of the vates destined only 

for the initiated few. It also represents the attempt at communion 

with mankind as a whole - a counter to the intense sense of alienation 

so typical of the modern spirit. 

Foix is extremely lucid in his use of anonymity to sum up the 

universal. In sonnet XXXII of Sol, i de dol the protagonist exclaims 

"~sser molts i ningO" (1, 101). The very title of a poem from On he 

deixat les claus expresses this topic with great conciseness: 

"~rem Tres. ~rem Dos. Era Jo sol. ~rem NingO". There is 0 pro-

gression here from diver~ity to unity. The diversity is conveyed by 
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the three different elements stressed at the beginning of each stanza. 

The unity is evoked by the progressive diminishing of these elements 

into 0 single anonymous entity on a more universal plane: 

trem Ningu, fullats per les tenebres 
Quon plou la por en els petals dels aigualls 
I l'altre, el Pur, llibert d'arjau i veles 
Salpa, vident cap al clar6s Instant. (1, 271) 

Similarl~ in poem IV of Les Irreals Omegues we witness a myster-

ious gathering of all humanity: 

I deiem: Tu, qui ets? 
I aquell? Puix que erem molts moreus, hi erem tots 

The totality of the experience is implied in the lock of indiv-

idual identity underlined by the repeated questions~ 

I deien: Tu, qui ets? I aquell? ••• 
Bouers d'ull avet6s plantats a la carena 
Anonims ceretans amb fossils a les mans. 

The completeness is further reiterated in the final stanza: 

trem t~ts, 
Reculavem: 
En la gran 

bra~ al~at, herois sense llegenda ••• 
I tu? I aquells? I qui s6n elles? 

nit comuna ~rem somni de tots (1, 204) 

The link forged here between the individual and collective, with the 

universal nature of the intensely personal gesture) is dealt with more 

graphically in Desa aquests llibres 01 calaix de baix. In the poems 

"Miravem el eel " and "Passavem de porta en porta ••. " this 

relationship is communicated by the idea of corporal.fusion and'the 

interchan~eability of bodies: 

La meva boca clou la vostra, el vostre bra~ atura el meu 
(1, 367) 

Cadascun de nosaltres ~s l'altre: 
Nom~s som un 

La vostra veu es la meva: 
Jo s6 l'eco de tots. 

(1, 381) 

In this respect Foix strikes a very delicate balance in the multi-
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faceted question of his communal relevance. On the one hand, similar 

to the postwar Espriu, he responds to the collective mood in a very 

intimate fashion, as Arthur Terry has explained: 

comporta un sentit d'alienacie que correspon ales 
circumstancies d'un pais ja desolat per la guerra ... 
ja es un senyal del candor amb el qual Foix sap enfrontar 
una crisi que l'afecta alhora com a home i com a poeta. 45 

Somewhat paradoxically} the artist may aim at a further communion 

through the idea of anonymity or, more particularly, the anonymity of 

the intensely individual creation which, for Mire, constitutes the 

only truly universal medium. 

On the other hand, the poet's difficult, recondite expression, 

his hollowed archaic language, allows him to fulfil the more conven-

tional social function of visionary or vates, the man apart with a 

message. This is complemented by the parallel between author and 

reader. Just os Foix evolves 0 vision of unity from the enormous 

diversity of creation, we too deduce coherence and consistency 

behind the apparent disorder of the work. In this light, it makes 

sense to talkof the· B~oque in connexion with J.V. Foix. Many 
. r 

commentators have found much in common in terms of inspiration and 

~ensitivity between the Avant-garde and the 46 Baroque. In the 

present context of this particular poe~Casalduero's penetrating ref­

erence to the structure of the Quixote as Horden desordenada H47could 

with some justification be applied to the work of Foix~8 Moreover, 

49 in terms of style - metamorphosis; elaborate employment of metaphor, 

humour, etc., one is tempted to propose the possible influence of 

G6ngora. Foix has never admitted any debt in this area but with the 

interest in the Cordovan revived by the Castilian generation of the 

twenties and Lorca's close association with the group of L'Amic de 



269. 

50 
les Arts,' it would be churlish to think that such a voracious reader 

as Foix did not have some knowledge of the work of this most inf1uen-

tial figure. The assessment of this issue, however, lies beyond the 

scope of this particular study. 

Thus we come full circle to confirm Arthur Terry's proposition 

cited early in the previous chapter, that Foix's later work offers 

a coherent amplification of those issues first apparent in Gertrudis 

and KRTU •• It is quite remarkable and a credit to the poet's 

conviction - that in a period of over sixty productive years he has 

provided us with such cogent intensity of style and purpose. Foix's 

thematic system and expressive network is so consistent and inter-

related that from whatever peripherol point an examination is under-

taken we are inevitably drawn towards the very centre of the artist's 

purpose. 

The relevance of humour, for so long unexplained in this context, 

should not be underestimated. It is central to the output in the 

very conceft at the bosis of the creative expression. It is also an 

essential element of the poet's function as vates. On a wider level, 

this playfulness presents us with a more balanced impression of 

Foix's reaction to the world in' which he 1iv~s. Fear and trepidation, 

so often considered as exclusive components of this allegorical 

reality, are in fact accompanied by a sense of joy ond exhilaration 

experienced by the poet when confronted with the awe and wonder 

of creation. 

In a wider context, we may also point to how closely these 

elements of Foix's sensitivity relate to the general Vanguard 

world view. The role of artist as visionary and elaboration of 



a complex, esoteric idiom are typical of this movement. The 

fundamentalistic insight itself is strikingly similar to that 

expressed so forcefully by the poet's friend and contemporary 

Joan Mir6. Lost but not least, Foix's impressive and constant 
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employment of such devices as metamorphosis, fusion of opposites, 

etc.,together with the dry sardonic wit evident throughout the 

work locate him firmly within the ranks of the modern innovatory 

experience. 
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Chapter VII 

Two Catalan Vanguard Poets 
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On various occasions throughout this study, we have 

been able to illustrate the idiosyncracies and similarities 

of the poetic stance of J.V. Foix and Joan Salvat-Papasseit. It 

is now time to reconsider their status within the historico-

• aesthetic context and the legitimacy of proposing them as 

authentic literary exponents of the Catalan Vanguard experience. 

To speak of a coherent indigenous reaction to this 

movement is in itself open to immediate complications. There are 

no real "classic symptoms" of the Avan~-garde in the principality; 

no tightly-knit group of creative artists uniting beneath a 

banner of Futurism, Expressionnism, Surrealism etc., governed 

by the guiding hand of a Breton or a Marinetti and in open 

defiance of the Establishment. 

Furthermore, in the case of our two poets, it would be 

impossible to suggest that they were bound by any, committed 

theoretical convergence. Salvat-Papasseit was isolated from 

the ascendant ethic of Noucentisme in terms of class, illness, 

and by his subscription to the innovatory current. His espousal 

of the regeneracionista tradition of the disgraced Modernistes, 

Maragall, Alomar and Ru{z, accentuated this alienation. 

For personal and ideological motives, J.V. Foix was never 

to attempt to associate himself creatively with Salvat-Papasseit. 

Foix was tied to the Noucentistes through friendship, class. and 



the Pratian inspiration of his politics. In addition, he was 

to refer disparagingly to the intellectual capacity of Salvat 

and dismiss the validity of his Vanguard affiliation. 

More important, the "objective" criteria of linguistic re­

establishment and the institution of cultural identity tended 
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to circumscribe eccentricity and unite the entire artistic circle -

as did the many friendships among the various elements of this 

small, select, creative clan. As a consequence, it is quite 

common to see the impact of the Avant-garde in Catalonia 

summarised as sporadic, incoherent or, as Joan Fuster has it, 

1 
a truly "petita histOria." 

Yet as both of Guillermo de Torre's surveys on this subject 

would seem to indicate2 , this innovatory movement was imbued with 

such intrinsic power that its initiative yielded near global 

response. The experiences in Italy, France and Germany might 

have proved paradigmatic in this respect, but it would be 

churlish to suggest that any genuine, significant assimilation 

could only be registered if and when one of these "model­

situations was accurately reproduced. 

In Catalonia, the national-cultural revival, as exemplified 

by the restoration of the Jocs Florals, was barely sixty years 

old. The orthographic standard of the Normes had only recently 

been instituted, yet the indigenous reaction to the Avant­

garde was quite exceptional. Barcelona fulfilled the role of a 

cosmopolitan artistic metropolis. 3 The Vanguard influence was 

so extensive and the receptive climate so favourable that, as 
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a result, the nation can now boast of three of the most 

prominent figures in this area of the twentieth century 

creative world: Mir6, 001£ and Sert. Clearly if Salvat­

Papasseit and, more especially, Foix had worked in such 

internationally accessible media then they would surely 

have taken their place on the same platform. The artistic 

ethos may have been too astringent, involved and insular to 

reflect the classical patterns produced elsewhere on the 

continent, but does this minimize in any way the depth and 

quality of the Catalan offerings to this movement? 

We have already indicated the divergence and general lack 

of theoretical cohesion between Foix and Salvat-Papasseit yet 

there is also a definite consistency in the sensibility_of these 

two poets which sets them apart from the native literary 

establishment. What is more, we may locate this convergence 

within the context of the Avant-garde. 

Both writers share the same fundamentalistic insight into 

the unity and permanence of creation. Foix's vision of the 

universal monad - "I'U clar6s" - and Salvat-Papasseit's 

appreciation of the "can~6" which "canta en cada bri de cosa", 

correspond to what Szabolski sees as the basic Vanguard quest 

for "l'Essentiel".4 

The innate energy of the cosmic life-force is registered 

by an immanent vitality in the projection of the artistic 

weltanschauung. In Salvat-Papasseit, this is expressed in 
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conventional Romantic (Modernista) terms, though recharged 

in the early collections by various Vanguard topics: antagonism, 

fixation with movement, eulogy of the machine age, etc. 

In the later workJthis excitation becomes more generalized 

and thereby conveys the idea of the essential vibrancy of 

creation much more accurately. The figure of the poet with 

his characteristic Uentusiasme N and propensity to Nblasmar els 

deus u is mythologised and projected onto the verse through 

the persona of the archetypal hero who is emblematic of the 

basic vision. The promethean defiance and perpetual revolt of 

the adventurer come to represent the eternal repetition of the 

life-round. The significance of the individual wayfarer is in 

turn extended, through ritualization of the collective, to 

encompass the everyday which is likewise described with intense 

vigour. As was seen, this type of spiritual rebellion was 

typical of the Vanguard creative psyche and, in terms of the 

modern Hispanic poetic tradition, we might compare the interest 

in popular folk mythology with that of the contemporary Lorca. 

In the case of J.V. Foix, however, the whole question 

becomes much more subtle and intricate. We are presented with 

a similar insight into the perpetuality and basic unity of the 

cosmos though this is transmitted stylistically rather than 

symbolically. The excitation on an individual level is 

conveyed by the poet through the idea of Nrisc N and the universal 

force is evoked through the awesome but exhilarating oneiric 

sequences - metamorphoses are especially impressive in this 

respect - enhanced by the charged rhythm, pace. and sound quality 

of the lang~e. 
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The difference in approach may be demonstrated by the 

ways the poets present the city. Salvat-Papasseit centres on 

the various rituals or seasonal festivals and their excitation 

in the later work, before extending their significance onto 

everyday urban scenes - thereby imbuing them with a more "mythic" 

quality. On the other hand, Foix, especially in Gertrudis and 

KRTU, describes a compelling dreamscape of amazing events and 

mutations - a definite "metaphoric" reality ~hich becomes a 

poetic reconstruction of the banal familiarity of Sarria. 

The artistic direction followed by this pair may initially 

appear divergent until one recalls that tightly-knit inter­

relation in the creative psyche between myth, ritual and dream, 

metaphor and mythologization as was elucidated by Jung, Cassirer, 

Campbell and Frye. This connexion may be illustrated by 

stylistic comparison. Salvat-Papasseit employs many of the 

techniques favoured by his counterpart: allegory, humani~~tion 

of the inanimate, participation of elements from different 

kingdoms on the same plane, etc. It is merely tbat Foix is 

prepared to stretch the expressive possibilities to the limit 

in order to produce as stunning an impact os possible. It 

is not, then, so much a question of distinction but degree as 

to the manner in which the individual poet will treat his sub~ect 

matter. 

The fixation of penetrating beneath the surface: of the urban 

environme~t in all Salvat-Papasseit and much of Foix - especially 

the "Diari 1918" passages - is characteristically Vanguard and 
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anticipates the somnambulistic peregrinations of the 

Surrealists in their aimless wanderings about the city, as 

described by Maurice Nadeau: 

The important thing was to rediscover 
life under the thick carapace of 
centures of culture - life pure, 
naked, raw, lacerated. The important 
thing was to bring the unconscious of 
a city into unison with the unconsciousness 
of men. 5 

This statement applies equally as well to both our poetsl from 

Sa1vat's primeval ritualism to the subliminal meanderings of 

. J.V. Foix. In this respect, the similarity in sensitivity and 

direction is again apparent and the contrast may be drawn out 

between the approach of this pair and the distanced, distilled, 

urbane noucentista presentation of the metropolis as typified 

by Carner's Auques i Venta11s (1914). 

There is also concurrence in the manner that both writers 

react to the function of the artist in society. The poet is 

in essence a moral leader. For Salvat-Papasseit it Is not so 

much his writings which confer on him this status as his 

actions: "potser i tot, fins ni escriuria versos •.• Cada gest 

d'aquest home seria com un vers."6 These sentiments are 

reiterated by Foix: "M"s dif!cil de definir e1 poeta - el m6n 

7 n"s pIe, per~ no escriuen." 

Throughout his worklFoix projects himself into the 

pristine role of vates and this persona is especially evident in 

the verse collections from Les Irreals Omegues onwards. The 

archaic quality of this figure is well conveyed by the mystery 

surrounding his behaviour and the obsolete oracular idiom employed 

for expression, which unites the modern artist with the ancient 

primeval tradition. 
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Salvat-Papasseit clearly subscribed to this idea as 

was recorded in his "Concepte del Poeta": "el Poeta ~s 

vate, ~s a dir: adivL"8 However, it is only really in "Nocturn 

per a acordi6" that the writer assumes this mantle in his 

enigmatic revelation of some "sacred" insight. In the rest of 

his output the topic is presented in more conventional Romantic 

terms along the moral lines suggested by Carlyle and Fichte. 

The poet imbues the archetypal persona with those qualities of 

sincerity, enthusias~ and perpetual revolt which were typical 

• 
of this current and also came to be emblematic of Salvat's 

basic insight. 

Though we may thus locate both these poets in the 

creative traditionJthere:can be no question that they are not 

also children of their own particular Vanguard age. The rupture, 

in terms of style and sensitivity. between Noucentisme and our 

artists could not be more pronounced and we may indicate its 

correspondence with the general European trend with reference 

to Maurice NadeC\.\U: 

The modern spirit opposes its "love 
of ghosts, witchcraft, occultism, magic, 
vice, dreams, madness, passions, true or 
invented, folklore, mythology" (Tzara) 
to logical and learned structure. 9 

It is quite surprising how the poets fall so neatly into 

the categories listed here. Salvat-Papasseit relies heavily 

upon passion, dream~myth and folklore to convey his~elementary 

vision. He even goes some way to instituting a pagan hagiarchy 

in "Deu-me una santa" and "Llegenda" from La Gesta dels Estels. 
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immediately applicable to Foix's view of his own creative 
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art. In the much quoted phrase/he fefers~to~the poet as "mag, 

especulador del mot ••• "lO and it is with a type of linguistic. 

spell-binding process that the outhor achieves the mood of 

intense mystery which characterizes his finest offerings. This 

idea is in turn linked to the question of madness and profanity 

in Foix's elaboration of his view of the function of the poet. 

We recall the writer's comical imitations of the heretical 

shepherd_in "Quan he sabut que el meu oncle ••• " from Del "Diari 

~", and the maniacal HI prego a Deu, i de." (Il,llO).from 

the preceding passage of the same collection. .~ .. ~=~. 

Likewise, there is in Foix an extreme vigour, not only 

in the persona of the autobiographic protagonist but also in 

the intensity of the style: the daring use of metaphor, the 

rhythm and pace of the language, etc., which provides us with a 

very worthy counterpart to the e,~atic passion displayed by 

Salvat-Papasseit's wayfaring hero. Once again in this respect it 

may be fruitful to dwell on how radically both poets differ from 

what we might term the "logical and learned structure" of the 

noucentista and subsequent poes!a pura ethic. 

When the issue is approached form this expressive angle it 

is difficult to see why these two poets have been so frequently 

and insistently cast to fit the Establishment mould. The 

creative significance of their work has been all too readily 

glossed over by a rather obsessive critical concentration on 

positivist criteria at the expense of the artefact itself. 
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Various general misconceptions about the nature of the Avant-

garde, i.e. its wholesale antipassatismo and implicit 

political subversion, have also tended to distort the question. 

One feels that if Eliot's more balanced perspective 

on the individual talent and "tradition" had been more 

universally accepted then much of the confusion which surrounds 

this entire area could have been avoided. In this light both J. 

v. Foix and Salvat-Papasseit could be considered as "traditional", 

not for reasons of political sympathies, bourgeois aspirations 

or circumscription through "objective" concern, but because they 

both display a definite Uhistorical sense" which: 

compels a man to write not merely with 
his own generation in his bones, but 
with a feeling that the whole of the 
literature of Europe from Homer and 
within it the whole of the literature 
of his own country has a simultaneous 
existence and composes a simultaneous 
order. 11 

The statement clearly applies most readily to Foix)whose 

knowledge of Mediterranean literature and more general 

creative eclecticism make him almost paradigmatic of this 

view, as exemplified by S~lvat-Papasseit's revealing quip: 

"per:a comprendre En Foix de Sarria hom deu 11egir a S6focles 

primer. u12 

Though Salvat was not as well versed in the poetic tradition, 

Eliot dismisses any "ridiculous amount of erudition" as 

unnecessary, as the required knowledge may be "absorbed" by 

the individual. This would seem to be the case with Salvat-

Papasseit whose acquaintance with Alomar, Gener~and Ru{z led 
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him back to the Romantic outlook of Fichte and Carlyle 

which drew him inevitably to the Hellenic current, as evinced 

by the view he shared with Foix on the status and function 

of the poet in society. 

Nevertheless, a further prerequisite in this affair is 

that the author writes with "his own generation in his bones" 

without displaying any "blind or timid adherence" to 

preceding generations. In this respect we might point to this 

pair's employment of innovatory Vanguard techniques which so 

dissociated them from the clarity of modernista/noucentista 

expression. 

Correspondingly, both poets would seem to comply with 

Eliot's view of "traditional", though such a perspective has 

been generally deemed too artistically orientated for the more 

positivistic social bias of the literary historian. As a 

result, we are left with that series of more specific, dogmatic 
. 

and frequently misleading referents mentioned throughout this 

study to assess the status of these creative artists and locate 

their position in the context of twentieth century European 

expression. 

Unlike Italy, France, Russia and other independent nations 

of historico-linguistic "normality", there is no way that Catalonia 

can be said to boast of a poetic Vanguard school in the more 

conventional sense of the word. This would prove impossible~ 

given the minority participation in the cultural recuperation 

and indeed in its limited extent. The "objective" concern of 
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the various literati, the personal differEnce between Foix 

and Salvat-Papasseit, together with the latter's premature 

death, likewise preclude any real suggestion of a concerted 

homogeneous response to the innovotory movement. 

Nonetheless, once these attitudes are counterbalanced by 

more personal, creative considerations on the aesthetic level 

of artistic expression, we feel it justified to propose 

Salvat-Papasseit and Foix as forming a cogent, high-quality poetic 

unit - in a similar fashion to Dol! and Mir6 in the plastic 

arts - of that apparently contradictory yet synthetic experience 

of global significance generally referred to as the Avant-garde. 

They are not merely the "Vanguardistes a estones"13 as the 

critical world has generally wished to portray them, but offer 

a valuable Catalan voice to the international chorus of the 

modern tradition. 
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