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ABSTRACT

The purpose of this ,compqrative study is to examine the fami ]‘y'dm' t-.
private property relationship in Emﬂe‘Zola's La Terre and Giovanni Verga's
Mastro-don Gesualdo, &s related to France and ltaly. g

Part I Tooks at the critical react]'ons sparked by the works of Zola
and Verga in order to get an historical understanding of the role the two
writers and their narrative perceptions have “played in their national
Yiterary histories. Much attention has been given to the development of
Marxist and Idealist criticism from the 1880's to the 1970's, centering on

" the soc1o political and cOgmtwe aspects of naturahstm expressmn The .
specific study of the famﬂy structure is examined in Part II. The material
interests that consolidate family ties and influence the way in which the

- family functions in a society based on the division of labour and private
property, the explicit and implicit mechanisms of hereditary laws, the

role of the woman as commodity object, the role of the father, and the
présence of the family structure within the state are the Specific con-,
tributions of this study. Part III attempts to deal with the fictional iy

worlds of the authors in relatien to the social praxis of European society.

‘ Methodologically this study 1imits itself to a Historical and

dialectical analysis of both the critical materials and the novels and

| advances from the premise that literature is not an autonomous area~of

man's human activity.
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0 . ,  Cette &tude comparative-se propose d'examiner Ta relation entre/l'unité
- am1ha1e et Ta propriété privée dans La Terre de /Zola et Mastro-don
! / Gesualdo de Verga . - R '\-

. Afin d'inscrire Tes travaux de Zola et Verga dans leur traditions
Tittéraires nationales respectives, 1a premidr /partfe donnera un apergu
historique des réactions critiques & Teurs oceyvres. L'accent a 6té mis

/ -/ sur le développement de la critique marxiste et fdéaliste entre 18é0 et
1970, particulifrement sur les aspects sogio-politiques et cogmtives
G / / d'expression naturaliste. L'stude déta

16e de 1a structure famﬂme .
Cette &tude va &balorer sur les ‘ ‘
/ intéré&ts materiaux qui consolident es Tiens familiaux et Teurs influences
’ sur les fonctions familiales dapé une société fondée sur la division du
travail et 1a propriété pr'i'vé . De méme les mécanismes implicits et ex- .o
plicits des lois héréditaires, le r6le de 1a femme comme objet .de commodité,
le rGle du pére, et la présence de 1la structure familiale au sein de 1'&tat
seront examinés. La trdisilme partie de cette &tude tachera d'&lucider Tes °
relations complexes entre Tes mondes fictifs de ces deux auteurs et la

est examinge dans: 1a seconde partie.
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praxis sociale de 1a société européene de Ta fin du sificle dermer. . ) ?
. Sur le plan méthodologique cette étude se Timite & ‘une ana]ysé tant .
2 . historique que dialectique des romans et ‘de leur &tudes critiques.| Le’ | g
¥ o0 '
postulat de base‘de cette these est que Ta littérature n'est pas un domaine .
autonome de 1'activité humaine. . f’ Cod
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If the famﬂ_y were to be swept away, the wor1d
would become a p1ace of re imentation, chaos an¢
desolation. Why? Because the family fulfills
at Ieasf three vital functions: it provides sus-
tenance and trains its members in’ the art of
surviving; it provides the earliest group \
assoc1at10n"ﬁ§"ch1ng and art of social 1iving;
and it is the primary place where the values and
. knowledge of cu]ture are passed from generation
~ to generatlon. ) . \
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Les philosophes ont fait de la pensée une réalité autonome,
i1s ne pouvaient faire autrement que d'attribuer au langage
une réalité: autonome pour en faire Teur domaine réservé.
Voila le secret du langage philosophique ofi 1es pensées ont
en tant que mots un contenu propre. prcébTéme: descendre
du monde des id@es dans le monde réel,/se ram&ne au probléme:
passer du ltangage & ]a vie. kdfl ‘

, _Karl Marx
- L'Idéologie allemande

% INTRODUCTION

€

, In the Preface to A Contribution to the Critique of”Politiqal

Economy Marxdoutlines the materialistic concept 6f<history in an attempt

to deal with the relationsﬁip of‘the social praxis to the superstructure:#

In the social production of their Tife, men enter into definite
relations that are indispensable and independent of their will,
relations of production which correspond to a definite stage
of development of their material productive forces. The sum

. total of these relations of production constitutes the economic
structure of society, the real foundation, on which rises a
legal and poelitical superstructure and to which correspond
definite forms of social consciousness. ! :

This relationship between base and superstructure--with the implication

%hat‘ideology is a form of reality--is at the basis of a Marxist historical

interpretation of art. The idealist pbsition oﬁ\Fhe autonomy of ‘art then
becomes a mystification within the concept of historical materialism, a
concept that considers art to' be an 1deologic9}jfakm conditioned by the

governing economic structure. Marx continues: N
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The mode of production of material 1ife conditions the social,
political and intellectual life process in general. It is not
the consciousness of men that determines their being, but, on the
‘contrary, .their social being that determines their censciousness....
With the change of the economic foundation the entire immense N
superstructure is more or less rapidly ‘transformed. Intsnsidering
such transformations a distinction should always be made between
the material transformation of the economic conditions of production,
which can be determined with the precision of natural science, and-
the legal, political, religious, aesthetic or philosophic--in short, -
ideological forms in which men become conscious of this conflict
and fight it out. Just as our opinion of an individual is not based
on what he thinks of himself, so can we not judge of such a period
of trinsformation by its own consciousness; on the contrary, this
consciousness must be explained rather from the contradictions of
w material 1ife, from the existing conflict between the social
productive forces and the relations of production.?

-

Carlo Salinari interprets thi$ passage by stating the following:

La verifica dglla validitd delle forme culturali (ivi comprese le
manifestazioni artistiche) si ha holtando nel confronto con Te
posizioni del mondo reale. Se esse non servono ad acquistare
consapevolezza di tali posizioni, sono semplicemente "ideologta",
ciod falsa coscienza, consapevolezza contraffatta della realta.
I1 lettore tenga- presente che Marx ad Engels usano i1 termine
"ideologia" solo in questo significato deteriore, mentre oggi-
alla stessa parola & stato data i1 senso generico di "concezione
del mondo" (1'ideologia marxista, 1'ideologia 1iberale, cattolica
e cos? via).3 .

Romano Luperini adds, in a position consistent with that of Sa]inq?i, that:

la validitd delle fgrme culturali consiste nella loro capacita

di essere un momento di conoscenza del mondo reale; conoscenza, .
come vedremo, precaria, percht in un'opera d'arte, come nelle -
altre forme di coscienza che 1'uomo ha di se medesimo, i rapporti
reali fra g1i uomini vengono in varia misura camuffati {deologi-
camente e per Marx, come & noto, "nell*intera ideologia gli

uomini e 1 loro rapporti appaiono capovolti come in una camera
oscura". Disviluppare le opere:d‘arte dal Toro involucro ideologico,
svelarne 1a loro concreta sostanza--il nocciolo concreto di
conoscenza del reale che #sse contengono--8, a nostro avviso, uno
dei compiti fondamentali della critica marxista.4 '

In other words, the critic's attempt should be directed at trying to reveal,

or give insights into, thg c oncrete knoﬁgedge contained in the works of art;
\\
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a_ Marxist approach in demystifying a work of art necdssarily implies

o
3
-

IR 2%

the singling out of the “content" of wfﬁch the work is the form and then

eva]uatirjthe work';s cognitive capacity of the praxis from which it

: .
% originated. %
‘ é If art is to:‘considered & form of consciousness, then the hist- §
orical-genesis of the work of~ art must be Tooked at to determine the con- §
%» ditions that gave rise to that particular form of expression, since the 5
) * work does not have an autonomous development--as many, idealist critics
’ “ o still maintain to be true. -
' De CB fait, 1a morale, 1a religion, la. m&taphysique et tout le
% reste de 1'idéologie, ainsi que les formes de conscience qui

leur correspondent, perdent aussit6t toute apparence d'autonomie.
.Elles n'ont pas d’histoire, elles-n'ont pas de développement;
- ce sont au contraire les hommes qui, en développant Teur pro-
G ! duction matérielle et Teurs rapports maté&riels, transforment,
- . avec cette réalité qui Teur est propre, et leur pensée et les
produits de leur pensée. Ce n'est pas la conscience qui déter- ¢
mine 1a vie, mais Pavie qui détermine Ta conscience. Dans la
] premiBre fagon de considérer les choses, on part de 1a conscience
¥ ° comme &tant 1'individu vivant, dans la seconde fagon, qui
correspond & la vie réelle, on part des individus réels et

vivants eux-mémes et 1'on consid&re la conscience uniquement
k cofme leur conscience.
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It would appear to be inconsistent with the above statement to try

oy

and delineate an autopomous development of art. Rather, much attention ' *

shg’Q: given to_the ideo'logcica] reflexes and the concrete development

of the production relationships that are implicitly present for every oo

artistic manifestation. - oo !

, The production of art--and culture in general --éppeafs to be histor-

ically dependent on a particular taste that is organically Tinked not only .

0 ' to the d1'v1‘_s1'on of labour but most of all to the forms of réproduction .

of industrial organization. These concepts touched upen by Marx in
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A Contribution to the Critigue of Poh‘tfca] Economy and elucidated by

i s

Benjamin in The WOY‘i( of Art in the ‘Age of Mechanical 'Reproductionﬁ have". A
not always been considered by Marxis€ critics. Such a case is swident
within the modern Gramscian historicism current which is based on the
‘concept of history as a Continuﬁm-—e;n”uninter%upted progress. Little
attention has been given to the Marxian moment of rupture---expl‘icitly
stated in the Manifesto--as a symptorh of tran;formation and change in

going from (one- ?orm of society and consciousness to anothér.

. In L'Id8ologie allemande, Marx and Enge1s‘enunc1‘éte the following:

Les pensées de la classe dominante sont aussi, & toutes les
époques, les pensées dominantes, autrement dit la classe qui
est 1a puissance matérielle dominante de la soci€té est aussi la
puissance dominante spirituelle. La classe qui dispose des
moyens de la production mEtérieHe d1spose du méme coup, des
moyens de la production mteHectue'He, si bien que, 1'un dans

N TVautre, les pensées de ceux & qui sont refusés les moyens de

) production intellectuelle sont soumises du m@me coup & cette
classe dominante. Les pensées dominantes ne sont pas autre chose
que 1'expression id&ale des rapports matériels dominants, elles
_sont ces rapports matériels dominants saisis sous forme d'idées,
donc 1'expression des rapports'qui font d'une classe la classe
dominante; autrement dit, ce sont les idées de sa domination. Les
individus qui constituent la classe dominante possident, entre
autres chosesn, €galement une conscience, et en conséquence ils
pensent; pour autant qu'ils dominent en tant que classe et
déterminent une €poque historique dans toute son ampleur, il
va de soi que ces individus dominent dans tous les sens et qu'ils-
ont une position dominante, entre autres, comme &tres pensants
aussi, comme producteurs d'idées, qu'ils r&glent 1a production et
1a distribution des pensées de Teur époqye; Jeurs idées sont
donc Tes idées dominantes-de leur &poque.

o

-

+

2

It can be deduced from,the above citation that criteria of taste and

¢

and value in Titerary production have always been the kxclusive patrimony.

‘of the dominant classes that have .expressed the dominant ideas of a given

_historical moment--including thosg ideas of the‘asthetic domain. This

suggests quite convincingly that artistic value judgements are explicit
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class judgements, as chapter 6ne/0fzth1‘s study wﬂ]‘nttevnpt to show.

[t is within the perspective o"f' an ongoing developing Mar>_<1st approach
to art that this study proposes to look at the two novels in question and
the critical materials coqéerning these ngve1s and their authors. A work
of apt can be said to have an irﬁpﬁcit]y "{nnovative? capacity not inasmuch as
it offers preconstructed solutions or explicit political 1'nd1'cat10ns,; But
rather in the opposite way. In other words, not only in what the art
work affirms but alfo what it negates in the form of consciousness and
social change--witf\in‘the society and ideo"]ogy. implicitly referred to
within the artistic representation. In this way a work of art imposes
itself not only as ideology, but also as a critique of the ideologies and
those real conditions that give birth to ideologies.

Consci;ausness in a work of ar; can be evaluated as being more tha;\
Just an act of’/nt‘eﬂectual expression; rather, it can be seen as a tool .
of 11‘berat1‘on-‘\as a means of expressing new consciousness that corresponds
to the historical necessities of the period in question, Zola's La Terre

and Vérga‘s Mastro-don Gesualdo appear to be two instances of Such

_ attempts of liberation.

We are less interested in Zola's influence in .Italy or in the "verista"
Giovanni Vérga, than to illuminate, as completely as possible, relation-
ships found within the texts and national cultures of these writers. This
of course demands that we giveﬁéonsiderable attention to cu]tyr:a1 and
historical “evolutions. #

Literature can be sgiﬂ to concern itself with human activity fiction-

alized, Without getting into a much too complicated debat’:eion literature

and communications, this study advances from the premise that literature is

°
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" and structures governing the family in Italy and in France duririg the third

a socio-political phenomenon. This position does not intend to negate
a mostﬂ important variab1é in- the—creative process which is th; rga]m of
the imagiynary, bl;t to affirm that re]atibnsh‘ips and interactions exist
bétween the internal organization and ideology of a work's structure
(creation) and the historical reality from which it was created and of
which the work wﬂ;\hecome an integrated part. This; position condemns
the notion of art as pure mechanical reflection of society and advances
the concept of art as an activity ‘of the sup'erstructurg that does not
necessarily repeat a photographic image of the world but ratl‘ler a care-
fully worked-out system of re]atioqshipé-—at 'times ideologically alternative
in nature--thatn are solicited from a changing social’ rea]ity'. Art is an
active, explosive, energetic content, says Caudwe118', sincé it can produce
reality--1in the form of consciousness——contemporariT’yl*as it 1is being
produced. This Teads to the conclusic?n that the activity of art belongs
within the sphere of social and political communication.

This study will analyze the relationships and structures within the
"family unit" as represeﬁted by Zola and Verga, -and see how each writer's
concepts of the family and the accumulation of private property.casts
insights both on these immediate najciona] cultures and on the relationships

1

quarter of the nineteenth century.

t

Literary criticism can only answer the questions it asks of the works
of art. This study proposes to ask a few questions with the. intent to con-

tribute, in some small way, to the development of a Marxist perspective of

L]

the arts.
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It.is unquestionably true that the need for art is not
created by economic conditions. But neither is the need
for food created by ecoriomics. On the contrary, the need
for food and warmth creates economics. It is very true
that one cannot always go by the principles of Marxism
in deciding whether to reject or to accept a work of art.
A work of art should, in the first place, be judged by
its dwn law, that is, by the law of art. .
But Marxism alone can explain why and how a given tendency
in art has -originated in a given period of history; in
other words, who it was who made a demand for such an
artistic form and not for %§)ther, and why:
. ‘ i
Leon Trotsky
Literature and Revolution

. X
The vast amount of critical writings available both on Emile Zola
and his monumental opus, from the®1860's to the present, seen through
the critical perspectwe of the early Mar'x1sts and Anarchists,
q

Impr‘esswm sts, Academics, Idealists, the Marx1 sts of the III Inter-

national, Freud1ans, Historicists,®Geneticists and post-war Marxists,

~and the delayed yet nevertheless prolific criticism on the less

abounding work of Giovanni Verga, sparked by the tempestuous decline _
of Idealist criticism orbiting around Benedetto Croce in post-war

Italy and leading to the explos1on of "I1 caso Verga"l, is infinite

in titles and aboundmg in methodology. An exhaustwe synthes1s of -
4 —
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these critical materials is an ambition that lies beyond the immediate

intentiono of this study, and therefore calls for a selection of t;oth

'

critical approaches and critics. The parameter guiding this selection
is congruent with the basic premise that literature is a socio- .

political phenomenon, -whose mediation and complex relationships to the v

- .
social praxis from which place it was produced is an intricate formative .

and transformational cultural tool2 wi'c'})in'dthe much larger and complex

field of comnunication§3. Thus, the importance of coming to terms with
the "rapporto tra gli intellettuali e i1 mondo della produzione" as
Gramsci believed,and tﬁis not only to measure the1‘ri "orgam’cita" with
the furidamental social group, but also to understand further the p]ace
1deo1ogy occupies, as an hegemomc orgamzatmnal and connectwe func-
tion, within a-society - that was slowly becoming divided into private
énd public sectors.4 ) .
“The diachronic evaluation of the criticism referred to in th1"s ‘ b
synthesis confirms and re1 nforces the premise of the present analysis, ’
i.e. that active subjects, working within ¥he cu]tura] sphere of a given
society (whether they be critics or' cregtive wrjters), express a variety
of particular interests, both historically and ideologically time-bound,

organized and expressed throﬁgh specific cultural, psycho1og1"ca1 » Socio-

. Jogical and political forms and activities. ‘The choice of critical .

&

materials del ineates the critical evolution of the methodological matrix
a : "
this thesis attempts and c laims to be a continuation of, withthe hope . j

of contributing to this on-going development.®
The immediate appreciation of Zola.by the I]npressionist and
Anarchist critics, as well &s the early Marxists, founded on the epic . . 5

dimension of the ﬁove1s, theﬂér‘iti‘,cism of the bourgeoisie of the Second
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Empire, }he ideological and political opposition to the bureaucrétic
nhchiqg created by Napoleon III, and the spmewhat 1atér.v%sionary
sty]e’éf certain novels, backlashed quickly on all sides; a reaction
encompassing both the hostility of bourgeois "public opim‘op"6 and a
combination of over-ciritical and dogmatic considerations on the part
of the left. Thus, what' seemed to be then %’ systematic two-fold attack
on Zola's specific manipulatién of form and content contémporary to
Zola was %n reality a-complementary ideological criticiém.‘ This criti-
cism appears to be Tinked very much yo what Marx called the uneven
ﬁeve]opmen& of art, i.e. as.a new form (aftistic conception) of
humaniziﬁg reality in order to come to éermg with it7, and secopdly

as the sgrategic predominéhce of a specific ideology within the global
social discourse, as normatjve criteria -delimiting the world-view. The
condemnation of Zola, under the guise of arfistic criticism, for be{ng
over-zealous in the crude descriptions of repeaﬁed ¢cases of fornicatibn,

incest and manslaughter in his fictional creation, or politically for

not having espoused or fallen under the banner of socialism within the

.capitalist society of his times (an attitude Tater foggilized with the

concept of "socialist realism"), can be reduced u1t{mate1y to the same

‘ éttacg. This attack,originated. from Zola's underestimated revolutionary

-

artistic and Eg]itiéal "effronteries" towards the antagonistic!yef

.established ngrms regulating the role of the artist in society and as _

a producer of”éu]ture in both .right and Teft-wing camps.

Imp}essionist and Academic ribht-wing critics, while refusing to

accept <Zola's concept on."matter" ands%:qhuman bestiality,.did underline .

however the epic, lyrical and visionary imensiphs of the novels,

-~
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attributes that safaly permitted one to deal with and see.the author
within the much larger development of “the romantic tradition, then
very much embedded within French 1it§F5ry‘expression. Tbjs con-
ciliatory attitude towards Zola decreases hastiXy with the 1at£er's
'1ncreas1ng concerqfand -reportage of the happenings centered around
the Par1s Commune and the subsequent involvement W1th "t Affa1re
Dreyfus The reaction ‘appears to be motivated by the deep conv1ct17n
that the soc1a1 and agitational role Zola had assumedfwas {n flagrant
contradiction with the traditional, autonomous, apolitical role
attributed to the man of letters both'by "trgdition" and by the
inte]ligenfsia.

Left-winé critisism recognized the antagonism and ave?sio Zola
manife;ted towards }he bourggoisfe but aiso rgad in hi§ fiction ;’
certgin contempt for the growing proletariat. Attribdting fhis.néba;ive
point of view to the descriptive and ideological presupposition 6f

"pos1t1v1st creed, from which Natui§T1sm had sprung, the first generation”

.
of Marxists reproached Zo]a for not hav1ng cr1t1c1zed in h1s f1ct1on

their po1;t1ca1 and 1deolog1ca1 arch—enemy—-ghe baprgeoisie--from the
po1nt of view of the pro]etar1at This reproach led the critics to
underest1mate the potent1a1 revo]ut1onary way of produc1ng T1iterary
works advanced by Zola. Regardless of whegher Oor not Zola's final point
of view remained within the confines of the same bourgéoisie he simul-
tanebusiy was attacking and part of, for the first time in fiction the

' ;a;worker and 1ab6urer aequired a specifjp reality in ﬁon-p?pulér fiction,

a radical transformation of identity as the result of the direct uncom-

/promising artistic intervention of the Republican fight'ing/ against the
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Republic.|~Hugo's concept of man as un miserable and Balzac's poéfraya1
of the dynamic iso]hﬁ?d odtsiger or-eit;aordiﬁqry individual (a Rastignac
or(;_Lucien dg éubempré) had slowly given way'to.the worker perceived as
a specific membgr of a social class whose “congcience possible", rendered
more acute by both class interest and infer1c1ass c]asheg, constituted |

a revolutionary break-thrpugh .in the French novel.

Y

Zo]giﬁ revolutionary debut as a creator was 1es; evident to fhe
early Marxist critics than were the differences betwéen the former's
work and that of Baﬁzac. Engels' definition of.realism in the letter to
Miss Harkness in 1888 sets_é»negative critical optic8, Tater to be taken
up by Lukdcs9, that not.only influenced but~evgntpa]1y di§torted the
evaluation of Zo]a'g artistic contribution to sbckety and literature,
a contribution profoundly eclipsed by thé Balzac model. Engels' belief
that the ideology of the a rfist did not neceséari1y influence or rather
had no transférma%iena] fupction within the work of aﬁt, furthered by
the insistence that the ideas of the creator should remain hidden: are
both convincing presuppositions to his having evaluated Balzac as the
greater "realist" of the two, but are insufficient grounds in under-
estimating Zola's contribution.to art as the narrétor of a wor]d,that hag
experienced the abortive tevo]utions of-1848 thét bénefited ultimately
the capitalist\classlo, and pad contfibuted to the slaughter and atrocities
of the Commune of 1871.]1l Marx's son-in-law, PauT Lafargue, an ex-member
of the Bordeaux Commune, deals with Zola at length.* Although Lafarghe |
affirﬂgd that th%?afiist is tiéd to his éocié] milieu!? in a comﬁlek

way , he nevertheless criticized Zbla as partisan to the qositivistic

doctrines of Taine, Bernard, Lucas, and tq Lombroso's theories ‘on crimina}
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.man. Lafargue too reproaghed Zola for not having akhieved the narrative §
virtuosity and greatness of Balzac because of Zp]a'§;gpstructured des- §
criptions and 1psisteﬂce on the particular and not 96 the entiret} of. E
the work. ‘ . T ) . \é
The Tack in Zola's work of a central structure (Q criticism, that é. .
Auerbach!3 and della Volpe!4 willvargue to be fq]se),';bd %he presence i 13
of.non-functiqnal objfcts‘éng descriptive scenes not uﬂéful to the s
central action, subordinate.Zola's'creatdon to the, Béazac model; thus
the argument of 1ater critics that see in Zola a qont1nuator of Ba1zac‘ 2‘7

" to identify the structure of bourgeois culture. Contrary to Lassalle, .

. position consistent with that of(Mar& and Engels an inherent ‘contradic-

and not an 1nnovator In his studies on Hudo and Zo]a Lafargue tried

A )

who wanted to centralize everything under the state, Lafargue sees in a

tion in such a concept of centralization, since tpeépowev of the ;tate’
lies prebiseiy iﬁ the control of tHe‘compléx bureaucracy and its
ramifications. Thus Lafargue gave Zola credit for‘ﬂaviné attempted
the ana]y51s of the immense and complex structures of power, Tabour
exploitation, and class differentiation (as in Germ1na1) in modern
society. Lafargue is not in agreement with the artist's role as an
observer of the external world; he would prefer the-creator to be an .
active paréicipant in the c1ass(§truggle, since Lafargue believed that ’

class struggles coufd bést bé described by fhe'aqtive miTlitant. This

po;ition, poles apart from thqt of Engels, raises questions re]atfng\to

Ea[;ac's realism. Lafargue's invitation to the artistvio erigage in

revolutionary political militancy, as also suggested by Renzo Parisl5, ; e

N
o T 37

necessarily re-evaludtes Balzac,who was never engaged in an active
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. ~  progressive revogutionary' role. If anything at all, Balzac's militancy
. ES
f B inscribed itself ideo]ogicq]?y within the most conservative and anti-~

i K\wa fedele di caratteri tipici in circostanze tipiche"16 and Lafargue's idea
" on ‘the :method of description as a li*éd narration closely Tinked to the. 3
1 | . '

action (where the action itself becomes the 1iving structure of the )
nggé1fi will be taken up by Lukdcs.
Contrary to the‘}osition of those critics:that disregarded entirely

‘Zo1a“s artistic merits, the reaction/of other prominent men of letters

%

'
‘bert, though stressing the absence of a central structure .in the works

of Zola, nonetheless praised this /same work agyéeing of profound insight ° -

-

R e T I

through the fear it projects out|to the reader.17 Maupassant saw Zola

as a ‘romanticz in spite of the 1étter's;hb§%i11ty towards Hugo; he stressed.
5 the epic and poetig'nature of the opus (which shall be reaffirmed by -
’ . Jules Lemaftre), dnd pointed out Zola's ultra-conservatism, a circum-

stance, Maupassant claimed, resulting from the contradiction of Zola's

A

b being both against and within_the‘romantic tradition.18 Mallarmé gave

an overall-positive evaluation to Zola, admiring most of all the historical

F-ﬂs-ﬂ‘;"

audacity amd the grandeur of the Rougon-Macquart project, and stressing ‘.
' u { hw

i its solid architecture. Pungent political criEicism came from d'AureVi11x;§

‘who saw in Le ventre de Paris (1873) the birth of Z0la's realism--which °

was the direct result of materialism.and democracy, two monsters awaiting

g " to pounce on the old French society. Hugo on‘°the other hand was appalled

by L'Assommoir (1877), while the<;st rs of the Goncourt rgveal their




N £ $
acute envy of Zola's success, and by consequence thgy accust him of . : *

_ having copied their work.19 ’ -

t

In Italy, with the slight exéﬁption of Giovanni’Vérga, writers such

" ‘as D'Annunzio, Fogazzaro and Capuana20 were swimming in a sea of coarse ‘
P ! ’ A :

- provincia]fsm marked with heavy po]it?cal“overtones. These writers'’

e
fcialEas

individual effort in the evaluation df Zola's art was aimed at showing
“ * their own individial minute’ differences towards the Naturalist movement
rendered notorious by éhe success of the Repub]icah against the Republic.
: - _This attitude of differentiation on their part was less a %éZd]t ofa
- © fervent desire to innovate and advance the movement .than it was the °

" direct consequence of 1ideological pressure within the cultural sphere i

and the socio-political scene of a recent unified Italy, frantically L

B

{:} . waiting to affirm that "italianiti" that was a basic symptoﬁ of Italian

nationalism (and would later become the organic propaganda of the fascist }

-l R et

state).21 A éomp1ex relationship between ideology (and consciousneés) . ) |
and critical and artistic créétiod becomes evident by subordinating the
e ) attitude of. the critics to the historical moment of its becoming. In
" other words, the phobia of being associatéd with‘aﬁ artistic movement -
beyond the Italian national boundaries, or even admitting to_oqe's parent- °
age in a'?oreign artiftic movement,Was-in disagreeméﬁt with the idealogy

of the ruling classes. In other words, xenomania was associds ;“%Tth

o
CPuh N
7;{, X /

Jdnfamy in this specific nationalist cultural environment.

§ . It seems g]ear that 5ositivistic criticism was not vegytpos\tivistjc
towards Zo]g, as one can deduce from the ideology uniting the~var}ous

" critical positfons. Ferdinand Brunetire's accusations that Zola facke

(&ﬁ‘ literary education and phitosophic culture cannot be understood against

o™

-
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. the former's taste for an-ordinate 1iteratur¥within a rigid canon of

16
]

’
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rules and Titerary genres. Rather a much more substantial argument can

¥

be built around Bruneti2re's manifest aversion to Zola's proletarian

subjects. 'Full of value judgements and conservative ideologica) _a—pm’or')

concepts, Brunetidre attacks Zola for having depicted the miseries and

sufferings of the pro]etariaf and the . lumpenproletariat in a specific
and different way, since, according .to Brunetidre's idealist conception,
suffering is the same 1;or“aH classes. His ;argumeht,?ften tinted with
racism and class hatred, finally falls on its face when he proposes, as.
an alternative, ef, positivistically more precise and valid area that
shou]ci occupy the novelist's enérgy——nothing less than the honest petit-
bourgeois, numerically more r'e,presentativeiin the st;‘eets of Paris.22
Taine encouraged Zola not to limit himself and become too much of
a sp'ec,iaﬁst in his method. Unlike Lafar%ue, Taine does not see the

producer of culture as a partisan of the class styu‘ggle, a situation

that might lead The artist astray and cause him to Tose sight of the global R

reality he is to deal with, Taine ho/wever did urge Zola to represent the

whole of society 1'q its several distinct classes; he did not a:ctack the
author';point of view, as did Enge'ls. ,The Impressionist: criticism of
Saint-Beuve and Jules Lemaftre tried to come to ter}r\s wit_h qua by
n'eutraj izing his cr:gde bestial realism; théy &e]imifed their analysis Eo
the epic and.'visionary dimen§ion§ (as Maupassant), a tactic th’at \?vou[d

permit them to 1ifk Zola to the late romaqtics.,23 - Saint-Beuve's criticism

of Zola for not being exact in the topographical descriptions of the

" Tlocations in Thérdse Raquin, and thus stating that the novel was made

with the head, not only throws into doubt the old argument which chaHe'nge§

¢
. - . (]
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. Zola for hﬁs method of static photographic reproduction; it also
indidateg that the art in question was fiction mediated by, and in a
tomplex relationship to, the social reality--il was not the result of

a mechanical assembly 1ine, processing empié;y] data and factual

_ happenings: LemaTtre's concept of a Iola who was both an epic and

I v e g 3 ca T 3
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pessimistic poet led him to reject, Zola as a novelist of social ‘circum-
stance. It igaltogether evident that these critics tended to progres-
sively re\;'ect naturalist Zola in" favour of the poetic one, while simul-
taneously Zola was assuming' publizly‘ and symbolically an ever—increésin’g
&ﬂiticaT ana non-conf'ormist role. Gustave Lansony too saw in the Republican
24 -

the epic and lyric poet whose creation was monstrous and symboldic.

. During this very same period, the Italian critic and politician )

TS

Francesco De Sar'u,:tis, having 1lived- in a'European context the hi%to;ica'l .
crisis of liberal culture (am‘id‘st German, French and Italian exﬂes),25 '
was among the few, both in Italy and France, to prdsent more than a .
superfigia] understaéding of Zola. De Sanctis' critical understandingi

linked to a more progressive world view and reacting to a narrow

nationalistic perspective, brushed aside the accusations of por‘nograp'hy .
lauinched by bourgeois critics, seeing clearly in this attack a symptomatic

reaction to a carefJﬂy guarded ~"We1tan3chauung" subsist%ng "malgré" the |

changing social reaiity (a similar tactic was used against Ifa;wrence's

Lady Chatterley's Lover). The vulgarity that had been attributed to

> Iola was justly coun:c\er-attributed by the Italian critic to the bourgeois

society of the Second Empire. The law of heredity and the positivistic

a3

vision of .reality were indeed rejected by De Sanctis, and yet this rejec-

tion did not lead him to evaluate Zola negatively nor to identify a A

s et 9 a e B
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dimension of the naturalist writer thus far left aside. De-Sanctis
Y affirmed, against EngelS position, the role of the artist in the :
: ., + N o . “. .
‘ _ creative process within a society by stating that Zola expressed his own

particular point of view, his own ideological tendency, and not a mere
/t o
-application of an absolute positivistic ideology outside himself. This
o ' a B K

statement eliminates, ex abrupto, the picture of a mechanical Iola,

totally objective and without ideals, without consciousness and (there-
fore) without ideology. Zola's descriptions are not secondary, but

. are seen by De Sanctis as correlative to educational ends; thus, he , : ;

o

¢
asserts the pedagogical nature of ‘literature as a formative, trans-
’ i
formational and ultimately functional human act1'v1'ty.26 For De Sanctis,
" 4 . N 5 , ' .
| both the ideal and the real dre present in Zola's art; the birth of the: :

work of art is conceived as a dialectic relationship between the creative
) g . .

=

¥ ) imagination and the chunks of reality -associated with it. It is evident

IR S

that there are traces of idealist thought in this position; nonethe1ess

iy, e

De Sanctis' idealism did not prevent h1m from asserting matemahstw

g e . gt

positions marked w1t/1-geahs,m True art De’ Sanctis claimed, shou]d ‘ :

; always return to its base (praxis), to the reality from-which it was ‘ ’
b : born.?’ -

.+ Criude reality alone cannot produce art if it is not accompanﬁ'ed by | %

the representativé imagination, De Sanctis'* human ideal, or rather the %

L "conscience 'possible" (Lucien -Goldmann's terﬁﬁnology) \.yhich is poténtia] §
transformation in the process of man's historical becoming. De Saa_nf:tis_' i ‘
criticism on the mechanical aspectsl of certain descriptions; a}\ticipating ;;‘::
the Engels-Lafargue-Lukdcs attack, is founded precisely on the missing '

(} “human ideal in Zola's descriptions; De Sanctis sees this as a consequence

S A
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. of the incompatibility of human ideals with the positivist creed or for i
that matter its literary expression, Naturalism. Thus, while bourgeois §
“criticism overcame the scare of the beastly in Zola by neutralizing and " :
. aesthetic}sing the more blatant political themes with the invention of é
. vy 3 romgntic and visionary Zola (a factic exemplary of class devices for g
-' maintaining the hegemonic position when that clas; is faced with a ;
contradictory or oppositional element), De Sanctis, on the contrary,
attempted to déa] directly with precise1& that same ideology and
) deducible socio-political embarrassments of naturalist realism that the
bourgeoisie,’}under attack, tried to divert in the name of Art. The
;gcigipq]i;jﬁ%] presuppositions behind the closing paragraph of Le %
Man1ﬁ?§téé;és\6¢nq, published in the Figaro of August 18, 1887, is a ;1
@ fir\e\lelxamme of "'the process by which the righteous "non-political® q
intellectual jntervenes politically and socially, an& perhaps even
consciously, as the Tackey of the dominant class in his pre-established ﬁi
subaltern function in the ma{qtaining of social hegemony. o
; IT est nécéssaire que, de toute la force de notre jeunesse .
: laborieuse, de toute 1a loyaute de notre conscience / .

: . artistique, nous adoptions une tenue et une dignité, en

- face d'une 1ittérature sans noblesse, que nous protestions /
au nom d'ambitions saines et viriles, au nom de notre culte,

“ . de notre amour profond, de notre supreme respect pour
1'Art!"28 ‘

e

! - i ‘—g
Little crﬁ;fca] work was devoted to Zola during the two decades

following his death, due in part to the aversion avant-garde movements

B e o BT o 0 0
2

such as Futurism, Dadaism and Surrealism felt towards Naturalism. What--

ever positive criticism the work of Zola had attained durfhg his life-

,
B3 S et

time now came under attack by right-wing critics such as Barres29,
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reacting to Zola's attack on éhe morality -and the economic earnings of.-
the catholic bourgeoisie. The nationalist ideology of Monsieur Barrgs
and the implicit underlying class interests he upheld appear historiéa]]y ) i
dated. During the period of the insecure peace following the World

War 1 catastrophe, there wéé a return to Zola in France by left-wing

. writers such as Gide, C&line, Nizan, Barbusse and Romains. fhis :
"ecumenical" left came.back to Zola at a time when the novel was becoming N
&he verifying tool of the progressive and revolutionary ideas of an

entire generation, actively pgrticipating or indireéf]y concerned with

the &ebate on "socialist realism" given priority in the period's agenda

by the U.S.S.R. While C&line févouréd Iola's activityoverthat of the
Surrealists and Symbolists, Barbusse saw in Zela the awakening of an

Anarchist. He writes: (/

w;gqnwﬂ~*4rl4‘z‘~m e

Zola vedeva la rivolta operaia soprattutto da drammaturgo
soltando come un empito di furore e di rappresaglia dell'
uomo sfruttato spinto all‘estremo. In ogni intellettuale
che si risveglia alla realtd del mondo vivente, 1'anarchico At
8 i1 primo a svegliarsi.30

o eI T

RERIE

Once again Naturalism seemed to be unable to gain recognition due to its
provoking vulgarity and political and social scandalous nature instigating

bourgeois reaction. To a great extent the literature of the 30's had

31

become scandalous for those who were in power”', and Natura1{st 11itera-

ture, most of all, was seen by traditional conservatives and republicans i
as a subversive-poetic. Gide tried to rehabilitate Zola during this Y

32 caw Zola as ' '

time. Younger progressive intellectuals, 1ike Paul Nizan
a great writer who had described the working class even if from the

(;) , outside. J. Romains was attracted to Zala's powerful architecture, that
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constructive capacity 3 la Hugo.33 This" se¢ond period”of criticism
ending with World War II provides an interesting phenoaenon: the major
critical contributions to Zola's ?ritiéism came f;om non-French critics.

Plekhanov in 1912 criticized Naturalism'because of the fafth it
bestowed on the positivistic method and in ph&siologyl Zola was thus_
to be,fondemned since he had little in common with dialectical .

ggg;nd

34

materialism.™" Such vulgar Marxist statements have made both-Zo

Naturalism a major negative point of reference in the comprehension and

" critical development around the realism controversy. In the Quaderni

* del _carcere, Gramsci however evgluated Zola and Naturalism quite dif-

ferently than had Plekhanov,; at the same time, Gramsci was working out
the concept of a return to De Sanctis. Naturalism is evaiuated by"
Gramsci as a progressive movement (bopu]ismo)“reaching out to the peopTe,
attempted by some intellectuals "dopo i1 tramonto della democrazia
quarantottesca e 1'avvento delle grandi masse operaie per 1o sviluppo
della grande industria urbana".35 Gramsci sees”Zola as a great writer
who had taken up the political role of filling and closing the gap
between the intellectuals and the people, a necessary historjca] stage
preceding the appearan;e of an "organic inte11éctual".

Benjamin suggests, from a different yet neverthe]es§\progress%ve
angle, that the‘importancé and greatness of Zola is 1ﬁ having founded_his‘
work (as a creative writer) on a theory, even if this theory is not
directly political. This aspect of Zola becomes clearest when set
ﬁaéainst overtly populist novels of the 30's thét were‘not founded on .,

36

any 6ne general theory.

tive and had no theory. Zola's capacity in describing the France of the
' o o/

gCEline, according to Bénjamin, lacked perspec- .
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Second -Empire was due mdin]y t0'his‘rejection qf thie society. This
re-evaluation of Zd[etnthrough‘the debate surrounding "proletarian
Titerature" and-the populist novel was soon to be further enrﬂFhed by '?égﬁ
Auerbach and della Volpe, both critics §tressing the importance of
lola's romanesque*constrnction denied by so many critics during Zola's
lifetime. . | ’ |

Lukscs, contrary to Benjamﬁn, took up the issue of Zola and Natur-

alism in accord with the Engels-Lafargue critical perspective, with so?e
occagional support of the Plekhanovian stand. Naturalism is made out
to be the black sheep of realism--a superf1cie1 realism, not as profound
as that of Balzac and Stendhal. The Hungarian critic sees in Zola's .

37

incapacity to narrate & la Tolstoy™  and the f " failure in not

having constructed a “typical and proverbial hero"38
of an art1st having part1c1pated in the Tife of his times as a spectator
and not as an actor. Zola's world-view was condemned by Lukdcs to a
fata] stagnat1on precisely because the prescr1pt1ve revolutionary point

of view dn reality, inherent in the dialsptical materialism of both

Lafargue and, to a greater degree in Plekhanov, was not espoused by the

cartist. The interaction between the individual and society, a basic

factor presuppos1ng the Lukacs1an "deep realism", was not ev1dent in

Zola. Lukdcs is also led astray by the notion of the photograph1c p;1nt

of view, held as ya1id by earlier critics, which-was external, abstract
and superficial. For Lukdcs Zola had not Been able to create artistical]y‘
the dialectic between the "type" and the “individual®, thus portreying
on1y‘the average, the mechanical. Instead of the epic dimension, Zola

abounded-in descriptions and analyses. Lukdcs seems to underestimate

, all the consequences -

o
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Zola's realism because pafadoxicglly the Tatter remained more coherent
than Ba]zac in both the theory, and the method, and 1n the appiication
-of these in his creative process The Lukdcsian evaluation of loTa as
a "different" Republican, limited in the fictional representafion of
reality by his_bourgepis creative method, Tacks both originality and
depth and cﬁitica]isociai analysis. Luk&cs wrongly plays the immobile
- photographic creation of Zola off againstfthe creative activity of
Balzac. This not only allows Lukdcs to underestimate Zhe newW fictional
‘presénce of the working class fighting against the bourgeoisie and

-

bourgeois businessmen against the proletariat in Les Rougon Macquart,

but also the subseqqent development Zola took realism through after Ba]zéc.
The presence and deve]opment of Qhotography as a revolutionary e]eﬁept

{~; " within the arts is not considered historicaily by Lukacs in the Balzac-
Zo]a re]ationsh]p, an important relationship, ’ tn my opinion, in deter-

mining how the perception of reality was conceived of and altered in the

T
-

v
ey

-

1870-1880" decade. Finally it would be_presumptuous to use the adjective
"photographic" always negatively, in the sense of immobile, statig, lacking
interaction and dialectic, after the revealing contributions in Benjamin's

. The Work of Art in the Age of Mechanical Reproductibn3gland later John

Berger s Ways of SeeingA44 Attacks charging nEre crude descriptions of
reality were dissipated in this period by the contribution of Auerjl;ach41
carefully distinguishing between Zola's descriptions and those of the
‘Goncourts, where description was intended as unpleasant sensual activity.
Z0la is for Auerbach a "sociologist" concerned with the social problems
of his time; more precisely he sees the auihor‘of Gérminal as the

(;) sociologist of the struggle between capitalist industry and the working
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class. Zola's perspective is not that of alrevolutionary militant of

of a demystificatory nature.

Kany particular political school, }but rather

-

Auerbach sees Zola's perspective'bearing a feriain affinity to the sty]e'
of the historical tragedy where, in the "méﬁange" of the humble with the

¢

’ sublime, the latter prevails; a similar evaﬁuation can be extrapolated ks
a_ from Valéry's reflections on Zola.*? g . S

In Italy this same period was dominated by Ideafist criticism,
Benedetto Croce's incapacity to understand the movement of the poetics
(in the1r becom1ng and not in their stat1c synchrony) contemporary to
him is eV1dent in both his critical eva]uation of Zola and later of
- Verga. His pos1t1oq basically stated that the writer should not preoccupy
g ’ ) “himself with philosophy, politics or science, since art is neicﬁer °
% {:- . phi1osophy nor politics norhis it a science. Evident]i Croce did not
understand nor share the idea- that a work of art is pot "3 1'abri" if
; the d1fferent vectors 1nteract1ng in the complexity of the social dis-

‘-

- course. at the base of the creative process. One might raise the quest1on

P ” as to why the condemnation. of Zola's method and not that of Balzac or for

(L P

that matter ScendhaT or Manzoni. Croce tfied to explain 'the lack of B

attention Zola received in France in the 20's, by noting'that the France '

% of those days did not 11ke to recall the per1od eﬁ'the Second Empwe43
the social and political ideology of those days act1ng as a-cultural y

censorsh1p board. The concept underlying ;h1s statement™is 1ntersst1ng,

. © and is also the most aeute: point in the papér, éince'Croce, according to -

44 1ot only denied the novelist in Zola but also the symbolic " ;

Renzo Paris
visionary as Zola had been seen by Jules LemaTtre, and this because the

Republican's symbols and hallucinations "avvénivano a freddp”. Crocé‘did :




T

%

not consider De Sanctis' theoretical stind on Zola as a "pedagogd"” , :
even if he tried to see in himself a follower of the latter. If Yola's
/ artistic negation by Croce cannot be/éroven on naturalistic or

. ) political grounds, it can be at least seen as a curioys idealist

©

;Q /// " nega%jon. Zola, according to Croce’, was not a poet (even though many

o ¥ cri?ics and poets considefed %jm as such--Appotinaire, Valéry, etc.),

and therefore could be neigher an artist nor a Qove]isf.' §uch*é stance;

- in fegards to Zo]a and the artistic nature of a projqct'attemptﬁng to

, deal with or represent both social and natural history--with heavy
po]iticé] and social 1mp1icat15ns for the bourgeoisie--is comprehensible
within the.aesthetic; of Crgce. His aesthetics, which was heavily baﬁed
on the idea]ﬁst,tra?}%ﬁon, situated the critic in a definite position in o

‘ (“ regards to 'the development of cultural theory. Politics, society,

phiTosophy~and ideology were all negativelaspects within a work of art

L R e AR Y

and thﬂs cpu] /only harm art, which for Croce was an activity placed

beyond and away from the praxis. Besides Croce, other Italian critics

dealt with Zola, also in an attempt'to come to better terms with His

-

I'talian/ counterpart Giovanni Verga. Russo had already established, in

45

*

R L

Giovgnni Verga

, a dichotomy between the two artists by attributing the

p o
,scientific-medical qualities to Zola-and his art and the humanistic '
attributes to Verga, a dichotomy all too comprehensible within the

- . Jhumanist-idealist and po§1tivistié Italian critical legacy:

Zola & medico, Verga & 1'uomo; Zola & uno spirito scientifico, T
Verga un sofferente; 1'uno si compiace della lucidita della \ A
sua diagnosi, 1'altro pare che sfugga alla pungente angoscia
delle sue analisi e delle sue rappresentazioni, aborrendo da
ogni prolissitd di descrizioni e di racconti e scorciando 1a
sintassi dei suoi periodi, come fossero de1 lamenti soffocanti
e disviati, .
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O'ehers such as Lucini saw in Zola a.free moralist; Ambra sensed a
nat'i‘onah'st tone of exprjession, Tror;xpeo compared Zola to Renoir while
Carto Bo Tinked committed proletarian Titerature to Zo1a,47 '

In the 30's the critical activity of Bachelard with the doctrine
of \th‘e four elements and the various complexes he fjnds in Zola is to
be pursued by F.w..J. Hemniiﬁgs and Butor.48 Of interest 1s,fh1’baudet's
comparison of Zo1ia~'s opus to that of Bal zac:49 Although Thibaudet
valued Zola, his preference for Balzec was o'b\u'ous, since Balzac knew
to perfe’ction* the world, he was describing, as opbosed to a Zola, who
was, ’ynot‘an "active member" of t‘he good society :)f the Second Em‘fﬁre’

TMs slight altered pos1t1on, d la Lafarque, still condemns 1nd1rect1y

the scientifico- pos1t1v1st1c med1at1on at the heart of Zo]a s creatwe

1,

&s pmcess and fiction. It also allowed Th1paudet to make certain tr1v1a1

comments such as, that Zola did not possess that real experience which

moedane women gave Balzac, or that the world of the State r;mained a
mystery to Zo1a as did the.worlds of business and commerce. Zola is
brushed off as an eTementary noveltist whose relative pessimism leads
u]timately‘ to that very same soc1a‘1 idealism and faith in progress under-
Tined by\many other critics'. Hereq again the Second World War ’s'erves' as |
the dividing 'h‘ne not only for the return to Zola butj; also for changes
in cm:tica] perspectives h‘nked to the ehangesu in the socio-po]vit'ical

climate of post—occumed France, and fascist Italy. 50 ' -

Ve

In the 1950's, fi{fty years after Zola's death, the novelist became .

institutionalized within the university framework and was given an

" honorable plage near Balzac, a clear case of a figure from a once

oppoéitionéﬂ'c@ ture, as'Raymond Williams would say, being integrated
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by certain mediating forces to become dt one with established norm“s-'-

- \

as. if to-do away w‘1'th the s vers1:ve and unaccepted Zola. Tpis come-
bacltc sparked once more the éibate about realism, following other
developments 1in the field of culture during the inmediate post-war
years. In the militant ambiance of a France having exp‘eraienced the
Reéistance and the r;ap*id expansjon and acceptance of the P.C.F., critics

as well as novelists were searching for a socio—po]iticaﬁ'ro]ne” the

artist was to\ assume-dn society, one radically Hiffererft from the -

traditional noyms established by the bourgeoisie. Sartre theorized

"T'engagement" ], whiile other critics re~-evaluated the whole discussion,
of Y‘eaHsm.S’?‘ It is both- indicative and curious that the whole of the

literary world en bloc was in search of social significance, at a .time . 0
immediately after the episode ‘that shook zhumam'ty ‘and repTaced that‘bh‘nd

faith in Idealism and eternal truths by the more teonra1 ahd social

doctrines of Existentialism and Marxism, It is 1"n a ﬁosjtion consistent )

with this development that new demands were pl aced and made aware of in

1]

. the domain'of the arts. Thus the need for an urgent, in-depth study and

se_ar‘cho for greatér harmony and less contradiction between literary

structu’res, thémes.and the contemporary political structufres of a society,
propos some; such a consideration cannot be simply sta1;ed as the | .
concept of the nove] as a tool or a means, a language perfected and masked ‘
intended for po11t1ca1 and social propaganda

The w1de'ly accepted demystification of the concept of the neutrality .

of the social sciences and science in genera] also permitted a new

critica'l horizan to emerge. The "Bu]]etin de 1a Sociéte Littéraire des M

amis d'Emjle Zola" that had ceased publication in 1959 came back to 1ife
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“in 1955, under the nafng "Cahiers Naturalistes", where many new left-wing

4

critics such as Fréville, wurmsér and Zeraffa reaffirmed the orthodox

Ehgels—Lafargue~Lukacs position. Fréville, in Zola semeur d'oraﬁs%,'

’

in the shadow of Luk&cs, denies Naturalism the potential to dlep1"ct the

objective confradictions founq in capitalist society and the interact\ion
of skoc1a1 forces or classes w1't°h1'n society. Fréville justified the
Lukécsian notion 4'of supe\'ficial realism with Zola's failure to express

the ideology of the opposing camp (P1ekhanov_--a clear case of orthodox
blindness), of not creating perspectives (Lukdcs), finally for not having
been a matéria'ﬁst. Fréville thus led Marxist analysis-~in-relation to Zo1a‘
--down a critical cul-de-sac which made the return' to @ more open critical
methodology a ngcessity. The sloganistic criticism used by Fréville,

as underlined by Paris, co.nderllﬁﬁng Zola for what\he was not, i.e. a k
Marlxist militant (a role that wbu]d have then been condemned by both

Engel s;' amd Lukdcs' position), not only had little to do with di:;ﬂectics’
and Marxism but made all futur'*e attempts to work with Zolg sterile in that =
direction. h

Guedj sees both Zola and his fiction as victims of the same alienation

ﬁ:he latter was denouncihg, since the author o‘f Germinal did not go to the‘
limits. of reality but rather wanted to remain an observer expressing a
point of view from ‘_the outside, Ia kihd'of photographer of bourgeois -
society. Gued] téo, evidently, did not reflect on the criticg] Dsuggestion's
advanced by I;enjamin and the whole development of the notion of photography
as a- dynamic, dialectic process. Guedj @lso stated_ that it was the
‘sc/:ientific nature of Zola's art that prevented him from thinkinrj revolution

J . "
possible. The world of Zola shows a divorce between the "temperamento
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w54 of the revolutionary

;o]are del popolo e i1 temperamento neurotico
intellectual. The vitality of .the people and the neurosis of the
revo]uffonary 1nte1jectua1 aré values that remain antagonistic and
prevent a reconciliation between these two forces; thus the writer is
suspected~oftréa§on by his own class. Wurmser, no less orthodox,
attributed to Zola a progressive natdne in his effort to desc?ise and

bring to 1ight the Tower classes of the Second Empire. In the chapter

"Ecriture et révolution" in Le degré zéro de 1'é&criture Barthe§ attacks

Naturalist art as "&criture betit-bouréeoise", a far less neutral method

55

of expéessing oneself than that of Camus™ or RBBbe-Gri]]et. Barthes'

criticism is full of misgonceptions on Marxism, reacting as it does
against the notion of "social realism" ‘propagated duriﬁg‘%he ;eriod of
the persona]%ty cult. It seems that he fails not only to historicize
Naturalism, but also to evaluate within a historical framework the”
crgétivé ventures of both Camus and RobBe;Gr1]1et..,

Paris notes in his anpho]ogy that a more different critical approach
is the histpric;1 and genetic criticism of Guy Robert and H. Mitterand.
Robert's contribution is in the establishing of nature as the centre of
se; nature'héré means both'the earth, whoéé motor is

- -4

{nstinct. He thzs sees in La Terre the myth of the

Zolian univ

work, and the sexual

‘eternal return Tinked to\ the idea of fecundity. Mitterand states that

| Zola did not ﬁu11} comprehend the revoiutionary importance of the Commune
and_therefore denounced i\ts excesses from the point of view of a solid
full-fledged Republican. Ripoll, developing a simi]arlbpsitioh, stafes
that Zola did not (as Marx was.abie ﬁo see from London in May 1871)56

recognize the first proletarian administration of Paris in the episode of
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the Commune.

I

e ‘ . Psychoanalytic critics such as Deleuze attributed to Zola's syrbols

“ of the machine and the locomotive. (La B&te humaine) the death instinct;

death seen as an epicesymbol. Hemmings underlines the anguish of the ’
novelist in front of sexual desire (other critics have also tried to -
Tink Zola's problems with his mother and mistress) while J. lLapp tries

to deal with the-notion "ventre"-graveya#d. Jean Borie, with the notion
w57

of ™‘anthropologie mythique"~", takes-off from the mythical iméges of

the unfaithful woman and the primitive man who destroys her in the fury

’/ﬁ\\\\\\~__~b of his desire to possess her completely, a situation depicted in La Terre.

He stresses patricide as a mears of getting property--here, sexual property--

from Freud's Totem et‘Tabou, and é]so sees the deéth instinct in the

14

1ocomoti;e. Borie states, contrary to Benedetto Croce, that i; is
precisely the richness of the mythical poetry in Zo{; that eclipses tﬁe
powe} ;nd strength of Zola's social accusations directed against the ’
ruling classes. Michel Zéraffa sees the sdcial accusations in Zola's
nove] as being the product of an interior poetry (and thus one can deduce |
from this position that the accusat1ons were not linked to social consc1ous-
. ness), and that the ultimate condemnat1on and social political rejection of -
- Zola by left-wing critics and pub11c needs no further ana1y§1s, since
Ma11aﬁhé's estéem for Zola's writings is sufficient ground for a "requ
* global". 58 Such a pos1t1on is full of certain 1deo]og1ca1 1mp11cat1ons
which th1s study w111 attempt to disprove.
Borie'and the Marxist critics arrived at.similar tonclusions by taking
different roads. Both the Freﬁd1an and Marxist critical eva]uat1on of /
\

Zo]a express an "immobile" vision of things and soc1efy The fictional - ¥
1 Y N
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world is dealt with as a unique closed artistic eﬁtity deprived of,
o‘ppositiona1 and contradictory movements and characters. Borie does not
consider in any way the revolutionary nature of t?we Republican against
the Republic, since the Tatter deﬁounces, by means of the obsessive
attention to ‘the fwman body, his complicity with the very same bour-
g_eoisie he was hitting at.sg ‘

In post-war [taly, Zola was reconsidered critically by the Italian

Marxist della Volpe, whose work was based on the elaborate criticism of

Zola as writer and stylist as was previously asserted by Auerbach., Della

Vo1pé linked Auerbach's observations to the much earlier and first acute

‘critical observations on Zola by De Sanctis, analyses completely over-

looked by both Croce and Lukdcs. Della Volpe goes as far as admitting
the presénce of obj‘ects in - their neutral descriptions in Zola's opus,
but adds that there is present also an obvious criticism of these objecti,
the criticism of the bourgeois society 'represented. The- specific choige
of positivism and, scientism in-the Zolian poetic, together with limitations
of this choice, are obvious for délla Volpe, and yet it is also obvious
to him that Zola is a "maestro" of realism. Della Volpe's basic reaction
to Lukdcs' criticism of Zola's realism rests on his disagreement with the
Lukdcsian definition of the "typical". R. Barilli states that it was:
", uno dei torti della cultura mar'xista, guidata dalle vigorose ma
sterili indicazioni di Lukdcs, aver ste$o un velo di silenzio
e di incomprensione su tutto quel clima narrativo, che pure
ebbe i1 merito di far toccar con la mano, di acquisire alla
sensibilitd media, borghese,’le sofferenze e le prostrazioni

cui 1'1‘n_g1‘us.tiz1‘a sociale costringeva molte zone della classe
operaia.00 o

It is precisely because Zola's fictional world gives us the possibility to
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touch a sensitive area of bourgeois society, that at times this work has
been neglected or attacked, especially between the two World Wars. °If
Zola has been given a place hext to that of Balzac in posf—war years,
a plage I would claim he rightly deserves, this inclusion in the canon
AOes not eliminate the revolutionary nature of his work; the revolutionary
aspect of Zola's art is a central issue of the study.

Naturalism or "Verism" in Italy, as an artistic offshooy of

positivistic creed, wis not entrenched in the cultural life of the nation

due to the economic and social backwardness of the country. Nevertheless,

thg Naturalist movement was organically interconnected with its ﬁrench
counterpart, as it proposed to aea1 with the study of social 1ife in a
bTunt, direct and impersonal manner, i.e. the Zolian "tranche de vie".
Italy, then undergoing her rise to nationhood, was led 'by a relatively
novice social force, 5 bourgeoisie that had won its respect;bility
during the wars of independence, and E)pposed to the socio-economic

betterment of the southern peasantry and workers. The crisis of these'

years is visible in Verga's work, even if only as the beginning of the

‘writer's global social awareness of Italian socjety. He writes in the
] ¢

i

often cited 1873 preface to Eva:

La civiltd & i]“benessere, e in fondo ad esso, quand'a
esclusivo come oggi, non ci troverete altro, se avete il |
coraggio e l1a buona fede di seguire ,la 1og1ca che 11 godimento
materiale. In ‘tutta 1a "serietd" d1 cui siamo invasi, e
ne11'ant1pat1a per tutto cid che non 2 positivo--mettiamo pure
1'arte sc1operata--ndn c¢'2 infine che la tavola e la donna.
Viviamo in un'atmosfera di Banche e di Imprese industriali,

e le febbre dei piaceri & 1a esuberanza di tal vita.6l -

1

The Fisforical novels Verga wrote at the beginning of his career
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seemed in profound agreement with the traditional "problematica fomantico-
sociale" of the artist's role. That is, the writer's civil duty was
indisputably Tinked to, and dim;cted towards, a specific pubh‘; and

social class, the bourgeoisie; which stood behind the ascendant
gnationa]ist movemer;t.éz The bourgeoisie was rather kind to the Verga
frequenting the "scapigliati" cenacles inp northern Ita];_/, home of the
economic and political elite. His 1'nv01v:ament there secured and
guaranteed the writer a noticeable fame--an attitude to be truncated
later as Verga began tc; assume an evermore provoking and oppositional
cultural role. This masked political move against a Verga, identified
as an emergent avant-garde f orce that refused to be.organically linked
to the values and aspirations of the national bourgeoisie, recalls
structurally the dialectics around the bourgeois opposit’ion toward Zola
in France. -As Adriano Serom’63 points out, the "iter" of Verismo is to
be seen first of all in the identification of "una societa italiana
reale" which the bourgeoisie tried to disregard; in orde_r to understand
Verism, the regionalisms in Italy, the elementary ﬁ%esty]es of the
rural southern masses, and’ the digﬂects as "1‘unic9 1'inguaggio vivo di
fronte ad una lingua letteraria mo‘rjta, astratta 'e §tantia" of the ruh’qg

class must be taken into account,\as well as the diffusion of the theories

of the Zolian experimental novel in literature and the beginnings of the

~ Italian worker's movement. This situation sheds Tight on the difficult

attempt, even if at times populistic in nature, that Gramsci attributes

to a small strata of progressive intellectuals and artists in G1i Intel-

lettuali e 1'organizzazione della cultura, in the attempt to narrow the

| L ¥
Ve

\tra borghesia e masse

I

gap between "qué'l]a frattura tra Tetteratura e vita,
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popolari, che aveva signoreggiato incontrastata nella societa italiana
ed eur‘opea."64 A brief digression is necessar); ’therefore to indicate that
the rise of the "modern nové1 " within the Verism experiehce or rather
"naturalismo risorgimentale" as some préfer to label it, emanates from

specific relationships of historical and socio-political phenomena, then

present in Italy, nfluencing, and causing a d1’sequ1’11‘br1um\w1thin, the

dominant official cul ture. |

The Risorgimento (1820-1849) and its aftermath (1849-1870), as
well as the sudden flux of scientific thought, altered the socio-political
nature and traditional cultural perspectives of a unified Italy., The

once ardent, passionate and spiritual romantic lyricism in art that had

. “urged so many youths to fight the enemies on the Italian soil gave way to

experimental emergent methodologies in general. Dérwin's and Taine's
discourses,linked to social and human B'r‘ob]ems, had done away with the

importance of metaphysics as the major determining force in man's aware-

ness of his destiny:

I1 positivismo, movimento culturale’ che spinge le scienze
della natura a sconfinare nella filosofia, si risolve nel
- dominio della scienza sulla filosofia, riducendola ad una
cafegoria matematica e negando ogni sorta di metafisica.65

The'uﬁiversal idearls uphblding the iﬂeoﬂ)gy "risorgimentale" of Mazzini .
and Rosmini6 became obsolete shortly, after the unification as a new
cultural context focused on the particular and specifiic, the material-
istic nature of man and society, rather than on the abstract and the

universal. In this changing climate Titerature began to express the

. immediate particular and materia]isﬁc aspirations and feeh‘ngs of the

" "real" man of the period. By adopting an objective impersonal narrative,

ey

S et R r e et il o

U FOINGNIR

v

BT AT N o T B Ee T AR T E e - PN
SR I L T B




P P

g .

Mg -

o i AR S D

g AR

“a

prose writing differentiated itself from the remantic subjectivist art.
It is in this gen’é‘raI devé1opment that Verga's insolent insistent intent
on clear factual matter,apparently void of personal and re]igiogs inter-

pretations and comments, can be interpreted as the most acute critic

of Verism, 1uigi Capuana, stated. Consequently, Titerary subject matter

also took a shift from the prescriptive to inquiries concefﬂnﬁng' the socio-~

existential conditions of a materialistic man. The great new emphasis
was on history, not as the becoming of the Hegelian Universal Spirit but
rather a's the expression of man's congrete participation in the attain-
ment of his aspirations aé Italy enters fu]_b: into the éeneration' of
materialism. . '

Verga's poetics developed, and constituted itself historically, ‘
with the crisis of post—um’f%‘ed Italy, within thps,e very same conditions
that favc;ured the decay of the romantic movement. De Sanctis had Jjustly
poirllted out at the time that Naturaldism, and therefore "i1 verismo!,
were furndame/ntaﬁy Tinked to a specific moment of the“deveTopment_ of
Italian culture and society. Conéequent]y,‘ as in the
case of Zola, a conside;able part of the attack on Verga and his art can
be seen as political. It is in the 1ight of the interconnection betweers

the traditional romantic movement and the nationai bourgebisie--the

former ~ being the latter’s ideological expression and manifestation--that

Verga's fiasco with his first verist novel, I Malavoglia, can be c]ear]y'

understood. Already years before, in 1869, Dall!Ongaro wrote to. the

critic Treves stating, "I1 Verga sara, credo, il megh‘oré dei nostri

, romanzieri seciali."67

This early acute recognition ‘'of creative ta] ent had no chance of

4
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- survival within a decadent cultural atmosphere "improntata a valori

: emind  dapiuabd . - Co
conservatori e accademici, derivati da un convenzionale recupero dei

mode11i letterari greci e 1at1’n1‘."68 The linguistic pr‘ejudice most

crit{cs limited themselves to in their analysis of the works of Verga

is indicative of symptoms of a socio-political phenomenon--class str‘ugg1e~

or class power--present on'the purely linguistic level. This prejudice
was populer, since Verga's regional dialectal Italtan was now going

against the dominant concept of an aristocratic and abstract 'Ianéuage,

_such as that used by a Carducci. Since that time Scarfoglio has (touched‘

upon the nature of this Tinguistic revplution, and it was f1‘n<a11y given
its proper merit by the critical works of Giacomo Devoto and Leo Spitzer.
It is evident tﬁat‘Verga's linguistic insolence had its roots within
Positivism, the principal contribution of which, as Pullega f)oints out:
fu.di produrre una generica Weltanschauung chz comportd da
una parte un determinismo materialistico che restd in super-
ficie, dall'altra une mentalitad socialmente progressista,
ma ancora in f orme approssimative ed- eclettqche,69

Verga conceived his art as a "documento umano" or "cronaca", where

the art1st1c development wou]d necessarily follow the 1og1c of- the real

,wor1d in order to gwe the impression that the work of art was created

by itself (obJectwe impersonality). Left-wmg crmcs agree (e. g
Luperinjj Seroni and Uz;o) that the passage from Manzoni to Verga was

not an artistic revolution but rather the result of historical, political

and econpmic factors. The introduction of a dialectal language--including

L]

the expressions and aspirations of lower class characters--into literature

coincided with social conditions of the hisforical mment: popularly based

!
L

citizen groups beginning to take an active role in their politico-
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historical development, a circumstance demanding a social re-orientation

to both politics and culture. Thus, the manifest negative atfitude of

critics upholding an archaic literature--a literature expressing

a

nationalistic patriotic sentiments and bourgeois aspirations by means

of mythical characters and heros from oiut of the clouds--was palitically

comprehensible 1in opposition to, and reacting against, the verist school ‘

expressing "con arte impeccabile, quel particolare momento storico,

politico e sogiale, rievocando la triste misera cpndizione economica

di'Targhi strati della societd."’0

" The followers of Manzom'l, that upheld a static and abstract, concept

of the. language of the "modern novel", were, not the only ones creating

7

Q

obstacles for Verga. Even critics

the anf-t%z2 AVeiﬂga'.s position as an avant-garde writer, polemically opposed

both to the 1iterary taste of the bourgeois public and to current artistic

that. had given a positive evaluation

_~of Verga's first novel often failed to see -the revolutionary novelty of

production still de rooted within the national romantic tradition

led by the poet Car

spoused by Fogazzaro and soon after D'Annunzio,.

appears evident.” Verga seemed aware of the rupture he was accused of

1

creating. In a letter to the Sicﬁ]ian critic and novelist Luigi Capuana

(M Aprﬁ, 1881) he writes:

in Ttalia adesso non abbiamo che te ed jo... I Malavoglia hanno
fatto fiasco, fiasco pieno e completo:.. I1 peggio & che io non

sono convinto del fiasco, e che se dovessi tornare a scrivere
quel Tibro To farei come 1'ho fatto. Ma in Italia 1'analisi
pill o meno esatta senza il pepe della scena drammatica non va

. e, vedi, ci vuole tutta la tenacitd della mia convinzione, per
non ammannire-i manicaretti che piacciono al pubblico per poter

ridergli poi in faccia.’3

-

If Zola, aware of the prédominant artistic innovation and notoriety
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of the Sfendhals, the Balzacs and the Flauberts,had to affirm himself
forcefuﬁy. Verga on the other hqnd had to assert himself against a

. | -
static ‘half-century-old Manzonian tradition that| had done Tittle more

than perpetuate the same sing-song of phrases. Nerga's ambitious

project was to create a serious work of art—-the\ modern movel--within

/ i

_ an' emergent/oppositional cultural trend that wo:ﬂd go aga1nst--both / - é“
artistically and 1deo1og1ca11y—-the tradition assoc1ated w1th the - ruhng ‘ ”;
classes of post-unified Italy. This desire was m1staken by some as an _',1:
attempt, on Verga's pa;t&tﬁafﬁrm himself on ;tmctly 15 terary and <

formal grounds.

And yet, the very choices of ari’ apparently impe;*sona]
and scientific me‘thod of narration 3 la Zola, the rural or plebian settings,
and the 71anguage used, are 1inked to the Weltanschauung brought about by

ﬁ Positivism and thus do not appear to be mere formal devices. Rather, -
|
these choices show much aff1mty to Zola's project, rendering highly

- ’
|
B ST e
-

. dubwus the assumption Rhat Verism assumed quite different social va]ues :

%

in Italy than Zola had given his art in Frar)ce.74 As Uzzo suggests,

Verism was a particular privileged moment of social consciousness in Ita]y.75

Q
F e R

‘ . . Both Naturaﬁ's_ny and VYerism profoundly challenged their respective h
? , national bourgeois agdiences since the-mpvements had transformed the
© brilliant creative synthesis esteemed of earlier novelists into the, at z
{ times, ué]y, revéah‘ng an;l shock}ng synthesis of social evils, Indire;:tl)': %
; . -thgse [l 1‘:erary movements put to question and helped Fo reject bluntly :;E '
s - the universal-abstraut aspiration§ and myths created by the romantic j§ .
l bourgeois tradition that had developed freely sincg the French Revolution’. ii

The first positive critique of -Verga's art came“"from Luigi Capuana, - °®

= ¥
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who began his 'arjticle on I Ma1avog1'1'a by asserting that:
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_The Sicilian critic identified Verga's anti-1iterary language as the most

“the content, and the impersonal and scientific mode of narration was

‘use of revolutionary forma}l, Tinguistic and stylistic devices of a newly

. credted Tanguage dia]ecticé]ly ix;lgn‘tified with the social rieaﬁty_ being

~underlying historical conditions. leading to Verga's artistic cultural

Scritti in francese, a quest'ora ] Malavoglia avrebbero reso -
celebre 11 nome dell’autore anche in Europa, e toccherebbero,

per 1o meno, Ta ventesima edizione. In Italia, intanto, pares 76
che pochi se n'accorgano o vogliano mostrare d'essersene accorti.”
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valid element in the new art: the form brilliantly upheld and englobed

.
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void of the moral 'and religious proeoccupations‘evident in the traditional
writings of the time. As Luperini points out, Capuana saw, in the
literary fiasco of I Malavoglia, the breakthrough and affirmation/of ‘the
'ava‘nt-garde "odern novel” in It;ﬂy Tinked to Zola. Disregatlding the

!

romantic rhetoric, Verga's bravura was to have experimented with the

simple crude and harsh social reality, and at the same time making good :‘

o
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presented. Verga's "effronterie" was, as Seromi indicates: - IR .

(

Ta possibilitd per l1a nuova narrativa italiana di gscige dall’
.. 1deale di convenzipne, 9er calare, ancora con De Sanetis,
© 1'ideale nella realtd.7?’ . °

—

4

‘Capuana, in opposition to bourgeois critics, took into consideration the -

comparative de\'/e'lopment of Naturalism in France, and so made explicit the

. . . . :
revolution: ° - : _ o o
- Forse sarebbe troppo strano che accadesse diversamente di quel ;
che accade. I1 romanzo, da roi, & une pianta che bisogna -,
ancora acclimare. Non ha tradizioni, nasce appena, quando 2 ok
gid grande e glorioso altrove, in Francia e in Inghilterra. /
In Francia, specialmente, si pud seguire passo a passo tutto
16 svolgimento di questa modernissima forma dell'arte che ha
un colosso, iT Balzac, tra i suoi cultori, uno di 'quei genii ‘ §

- . ek
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che fanno fare all'arte i passi del Giove antico. dn Italia,
quando avremo nominato i Promessi Sposi, non potremo citare

che deg1i scarsi tentativi lodevoli, forse, meglio per le

buone intenzioni che per altro. Anzi gli stessi Promessi Sposi

s 'abborbicano soltanto con poche parole nel suold™del 'arte mo-
derna, pid per una meravigliosa esecuzwne del1#& parti secondarie,
che per tutto 1'insieme. I1 quale s'attacca a Walter Scott,
secondo una naturalissima necessitd di circostanze che nessun
ingegno, per grande che sia, potrd vincere mai intieramente.’8

o
-

Capuana did nevertheless slight an important element in Verga regarding

the relationship between Verga's artistic representation of Italian society

b
i

- with the "real" con’Eemporary Italy, intimate boufgeois literature ignored,

and would continué_‘to ignoré, as Seroni stated, basing ‘h1‘mse'lf on a
Gramscian ana]ysi’g. This important relationship was later- to be .identiﬁ'ed
by a,positivist critic, Francesco Torraca, whose socio-political pre-
suppositions were those of a :'meridionaﬁsta convinto".

Torraca sees Verga making use of 'Iiterar?y expression as ~a means to
expose the infamohs»reality of the social differences and abuses cur‘;ent -
in Sicily. . Fon; Torfaca, \{erga was the represelntative of an authentic cdl—
tural movement; his art depicted (and expressed the social reality of Sicily

rather than presenting a pseudo socio-cultural context around creative

¢ i

‘'experience, such as the work of a D'Annunzio, producer of sterile m_yths.) “’

¥
o

Yet, if in the ‘one' har{d Torraca stressed Verga's work to be a "studio
sociale" 3 la Zola, he neverthe]ess af firmed that‘Verga was diregted on]yf’:.
by his artisticll‘:)'gic in the process of creation and in no v}ay was out to
demonstrate a the'sis of @ Zolian sort. He writes in his 1881 article on

Verga: - % : o0
Io mi rallegro di vedere i1 Verga, primo forse fra gli scrittori
italiani -di novelle e di romanzi, cercare le sue aspirazioni al
di fuori d'un'aristocrazia e-d'una borghesia di convenzione,
pallidi riflessi subbiettivi dell'arte straniera, societa e =
personaggi foggiati faticosamente a riori’, piuttosto cosmopoliti
che italiani, assaj pid artificiall che reali. Mi rallegro di
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vedere alla fine ritratta quale & Ta bassa borghesia ecla plebe
delle nostre,. provincie. So che i1 Verga non ha scoperto,
1'America; so che in Francia, in Inghilterra, in Germania e

fino in Russia egli ha gloriosi precursori e maestri. Ma in -
Italia, dove 1e marionette del {arcano e compagnia han tanto
contribuito a impedire la cognizione precisa delle classi

povere; dov'® ancora frequente la meraviglia di non trovare,
usciti dalle cittd, un Renzo in ogni montanaro e una Lucia in
ogni villana; dove i lazzaroni e i camorristi del Mastriani
somigliano cosi poco ai lazzaroni e cammorristi veri d'Abbasso
Porto e tanto agli eroi dei MystBres de Paris; io saluto come '
prova di vigore intellettuale e di,ardimento non comune I Mala-
voglia, che aiuteranno, al pari degli scritti dei Franchetti e
de1 Sonnino, a far conoscere Te condizioni sociali della Sicilia.
Pert i1 Verga non ci” ha dato né considerazioni, né statistiche;
non ha dimostrato nessuna tesi: esse sono i1 presupposto, non
certo 11 romanzo.80 . '

»

i

‘Art and society still appeared as disconnected ‘entities even if Vérga's

creative process aimed towards a "studio sociale". s
- Verga's art came forth just when Italy Was faced with its first real
socﬁo-po]ftica] problem, the Mezzogiorno, or the “questibne‘meridionale“,

as Gramsci shall put it. Verga was dealing in his art with a subject

‘matter contempdgary: to his day, and if.he had no thesis to demonstrate, as

"Torraca believed, he fevertheless hit on the most urgent problem concerning

Italian unification--a problem still unresolved a century later. The
Capuana-Torraca 1n§ights were Jost by subsequent idealist critics and
nationalist pbets and men of letters, those.comprising "1 cémmes;i del
gruppo doriinante pef’1'esercizio delle -funzioni subalterne del1'egemonia
sociale e del governo pq]iticq."s] Tﬁese critics appear to have been in-
fluenced by the Nietzschian myth of the superman'and‘the will to power,
unmistakable cultural symptoms of a nationaligtic racist {deo1ogy, as the 2
hi§tor} between QHE\?mm wars will confirm. Both Capuana and Torraca were

aware of Verga s attempt to create the "modern novel" in Italy. This they

Saw 1n Verga s blunt rupture w1th the romantic tradition, the adoption of

-~
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. the positivistic Weltanschauung, the adherence to the impersonal metﬂgd

of narration(of the.ZOTian "tranche de vie" as a cognitive tool of Sfcilian’
society, and finally in the dialectal language that was to bring out that
local coloun as' Zola did with the novel 1'Assommoir. In these critical
observations reside 'precisely those elements that had diéturéed bourgeois

criticism for decades. The attack--orchestrated by Accademic critics

- upholding a decadent classic taste with regards to literary language, and

by the exponents of 'the official culture engaged in discrediting‘positivis-
tic and avant-garde 1iterary creation--can be understood in relation to
the programmatic role and delimited political space the national bourgeoisie
allotted to the writer, and thus should be seen in the perspective of an
overtly poljtical reaction and censorship in Verga's attempt to fight
oppositional/emergent cultural expressién, a reaction that in the.final
analysis is an evident form of hegemonic ideological repression and control.
Edoardo Scarfoglio, exponént of the official culture, expresges°just

this type ‘of negative criticism. In I1 libro di Don Chisciotte, the

critic states that Verga's greatest sin is his form:

Solamente in una cosa pecca i1 Verga, ed il peccato & grave:
nella forma. Egli non pecca di sciatteria, o di lambiccatura:
ma si affatica a farsi uno stile proprio semplice e colorito
"e vivo insieme. Perd 1o sforzo & cos! grande e cos?! chiaro,
che questo stile diventa come un lungo singhiozzo senza riposo
chg fa pena; e la semplicitd e la vivezza e il colorito si
perdono in una contorsione faticosa e fastidiosa. La prosa

R deve avere 11 suo periodo come la poesia, ma la prosa del Verga
non ha periodo: essa pare tutta una gran tirata monoritma, rotta
qua e 13 da versi tronchi e da pause inaspettate.8? '

Suffering from xenomania.(a sympton common to exponents of both the official
and oppositional cultures), Scarfoglio gttacked Verga for a lack of culture -

and of philosophic background (thersame‘Ergument had been used against
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" Zola), as well as severely chiding Verga for imitating Zola's superficial

‘Y technical narration. Scarfoglio preferred Capuana's novels:to those of
84

.
muM¢»‘%. ”"g"" L
R e

Verga due to the former's cultural preparation.83 The young Cesareo
also attacked Verga as if the former were the arch-enem& of the high -

Italian language, so well guarded by Carducci and used by the same in

depicting the Italy of immemorial Latin tradition. (It is interesting

. i
to note that Carducci believed in Mﬁ?;ini's vision of the third Rome.) ]
‘ §
For example, here is a moment from D'Annunzio's funeral oration on the ’
occasion of Carducci's death: ‘ . &
4 . 3
" Giosue Carducci--i1 quale credeva e affermava esseré la civiltd é
. italica elemento necessario, come fu gid primo, alla vita della 4
civiltd mondiale--lega ag]i Italiani d'oggi 1'orgoglio di stirpe E
| e la volontd di operare.85 :

(:} It appears that Carducc1 and the h1gh Italian language he so vigorously {

uphe]d or associated w1th the trad1t1ona1 concept of civilization were

based on race and national cultural aggression.

4 g A TS | T R ey
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Verga, so fully misunderstoog by critics of official cultyre, togethér

&
14
€
5,

with the blunt identification of the aftist,gs the enemy of the Italian :
language, can be understood in socio-political terminology as "Verga, ;

enemy_of the national bourgeoisie". This 1s.the underlying 1deo]og%ca1 5

R = w2 e

presupposition in Scarfoglio's and Cesareo's thought, since the Italian

\

language was the social, economic and political symbol of unity to the

@

bourgeoisie of an Italy that had been liberated by two different bowers =

and united by force. The symptoms of this forced marr%age between north

and south--the socio-economical1y7backward agrarian masses of the south
and the landed nobility and economic bourgeoisie of the-north--are still
/

beirg 1ived thfough today. The social validity of Verqg's artistic
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. projeht--Vem‘sm --was being confirmed simultaneously by"the primary
research of two politicians, Franchetti and Somnino, on the conditions
in which the Siciljans Tived. Their statement not only indicated but ‘
J also made an appeal to the youth--evid(éht]y a generation that had 1ittle
?? to do with the unification=-to find out t;y<means of personal research A
;";,' N . ’ - , . i
y the problems so often masked by pride as well as the true face or reality i.
- : : 4
. of Italy. This critical position in regards to Italy appears to be i
s {
linked to the ideological presuppositions inherent in the artistic move- '
' ments that emanated from positivist philosophy: ' h
’ S ‘ La discussione non sard mai utile, se prima non ci. Tiberiamo . :
. da quella svolta vergognosa che spesso, a noi Italiani, ci §
; fa celare le nostre piaghe per parere da pilt o altrimenti di 3
i ' quel che siamo. Dalla verita, la libertd; dalla liberta, la }
: ) veritd. I1 nostro voto pill caldo & quello d'invegliare A
: S qualcuno a rifare le stesse nostre ricerche, e a verificare i '
¢ C? risultati; e vorremmo specialmente indirizzarci ai giovani per \
% incitar1i a studiare da vicino nelle varie sue regioni gue'ﬂa !
! - terra incognita che & per gli Italiani 1'Italia tutta.B

N v
Some critics point out the individualistic optic and feelings prevailing
in Verjga's opus in order to lessen the progressiveness the implicit )
socio-political world the author revealed. But this is due less to a
world-viéw constantly being upheld by Verga than to the '‘malaise" within ,
the society of a post-unified Italy in which everyone/;:as out to aff1rm
himself 1nd1v1dua]1st1ca11y, before.social ranks could be, consohdated

With the downfall of the positivist We1tanschauung and the rise of
D'Annunzio (wifh his superhuman and egocentric Titerary models of easily
&igestib]e myths,” as Saroni and Luperini suggest), Verga's artistic .
1‘nso1eng:e and audacity was put -aside. The well-to-do .ruh'ng classes

continued to ac_:c]aini the artistic merits of the young Verga of Storia di
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d‘ una Capinera, and tried to ignore the pessimistic materialist of Mas tro-

don Gesualdo. Soon after the euphoric historical moment of D'Annunzio, , "

a successful attempt was made to officially canonize Verga within the

ST SN
3

)
2’% Iyricaliarcadian national t{adition of Italian-literature. ' :
;ﬁf The positivistic-materia]1’s‘t Verga was suppressed in a most diplomatic _ *
% way to give rise to a nationalist Verga, a phenomenon soon followed by :
g a Verga "cristiano" 3 1a Manzofii. Verga's links to the French naturalist )

school were considered insignificant, and external or formal in nature,

one g

‘as was the author's attefnpt radically to break éway from the romantic

_ tradition; it was the purpose of these critics to show a definite continuity )
between Verga and the ve:nerated father of Italian prose. A11 this, when
seen in broad retrospect, clarifies the extent to which the dominant classes
of sociefy contemporary to a writer go to in order to retain credibility

and power, even if this means making room within the traditional system

of values for oppositional/emergent culture. This process of incorporation

Ao ST AN ¥ B U IR ST e R L 7 e
‘ x 5

is complex and réquires complex mediations. As was the case with Zola,
Verga's work was dealt with on neutral grounds by being classified as
+ lyrical-symbolic 'expressio_n by "les chiens de garde" of the Italian bour-

geoisie. These critics did not wish to deal with the author on more

tangible grounds for obvious socio-political reasons. The realism identified ¢

by earlier critics was not given‘recognition and replaced by more manageable

i ar A am

elements, 'those of myth1:ca1 remembrances of thegaufhor"s youth and the
(yearm'ng for eternal return, myths poetic-aﬂy exha]te& by a’nd exhalting
“the bourgeois public. Once the crudities, the social contradictions
- impﬁcit’i;i the unity of Italy had been placed aside by a éonscious énd°
programatic process by which to edulcorate Verga's art, the works were

- °
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: admitted into school curricula--this after the Gentile educational reform ;

i " at the end of the Great Har. Verga's works were on a suggested Tist;
_Manzoni appeared on the compulsory 11st A1l of a sudden VYerga was seen

; ‘ as incarnating the natwnahst aspwatwns of a victorious Italy. Federigo

L4 Tozzi, a catholic and reactionary writer states this view of Verga (17 ;i
i‘( ~ November, 1918) only days a fter the end of the war, in an attempt to

559; recuperate Verga: "Tutto cid che 1 nostro popolo ha di pil sano, di

g

pil vivo, di pil spontaneo, & anche nell'arte del Verga".87 The century K
closes with D'Annunzio and Fogazzaro as the "borghesia jtaliana si ubria-
cava di miti e di facili i 11us1‘6n1‘, la realtd italiana batteva ancora ’ "

inutilmente alle porte dei salotti 1etterar1‘."88 e

It"{s interesting and at the 'same time ideologically significant that - 7

=

‘the more interesting criticismon Verga at the turn of the century came

|
G from non-Italian critics.  Critics such as Rod, Kahn, Gillet and Crémi eux . .

% pointed out Verga's originality. Rod affirms that "Verga réalise i la
: perfection” the&"‘doctrine de 1'objectivitd&" while retaining the human
f; dimension in his art. Gustav;'Kahn, in the "La nouvelle revue" of 1903 ‘
:{5 asserts Verga's artistig superiority oQ3 D'Annunzio. He states:
;
% . Verga s'attaque 3 cette grande difficulté; traduire des ames

silencieuses, des .personnages écononies de paroles et de gestes,
Tourds, décidés, bien autrement difficiles a figurer que les
héros lyriques superficiels et déclamateurs de son rival®
0'Annunzio. .. Comme Tolstoi, Verga a la présentation des per-
B sonnages brusqu}e tras brusque I1 les €voque, au ‘com d'une
phrase, sans préparation. .. L'impression de beauté antique,
simple, sobre, continue, réduite a la plus faible extériorisation.
nécessaire qui est- la marque de 1'art c'lass1que Verga, qui ne
. la cherche point, 1a poss&de, D'Annunzio, qui 1a cherche, ne
_ T'obtient que rarement, et se sauve par les paillettes, au
- plus; par des jolies pages.

61t ctue e it 3 MR o 0
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O Gillet sees the deve]opment of Verismo in relationship to the European
. L ¢
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{ ; attempt to "peindre la vaste transformation sociale qui résulta, pour
‘\ , ! ' |

la Sicile, de 1a création du royaume d'Italie". Crémieux sees the

naturalist movement. He indicates the social nature ¢f inspiration as an

pessimism of Verga as directly connected to the natidnal content of

» - ™ +
NN
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"Verga's art, as a reaction towards the abstract and Jythica1 [taly of
Qante, Macchiavelli and Alfieri, an attempt to visualize a concrete Italy,

one which can bé found in the reality of the regionsgg--a new concrete

T N

- Italian reality that the dominant class was not willing to recognize. At

this péint the fortune of Vgrga's reputation takes an affirmative turn by
[ }
virtue of the strong personality of Benedetto Croce and his neo-hegelian

i s v

. . critical ideology, and the idealist manipulation of Verga begins. A

Luigi Russo's statement that tﬁe Croce phenomenon had so impartant

R TN LI

4 ('} an fmpact on Ita11an cultural life--so as to substitute Naples for Florence, ‘
4 —as the cap1ta1 city of cultured Italy--calls for a critical anaTﬁiks _

5 that should be explained within the Gramscian perspective of the)ro]e -
: played by the inte11ectua1’and not as most critics (including some histor-
icists and Marxists) assert, as the manifestation and affirmation of a

strong exteptional personality in the cultural battlefield. At the turn

of'the century, Benedétto Croce's Esﬂggica had éttempted to construct and
delimitate in a climate of cultural restoratjon90 the principles of a
modern humanist system built on the cultural legacy of De Sanctis and

9 -

, Carducci. The praetical application of such a task was the revision of

the 1iterary production of the "nuova Italia". The 1903 article on Verga,
’ i . - o k‘
advancing new proposals in regards to the Sicilian writer, inscribed itself
in thig project of cultural revaTugtion and rested on an updated liberal

}

conception of culture: a cultural theory negating and reacting to a
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“ positivistic view of Tife. -In other words, the Croce episode is a , ‘

R SR YTy o .

conservative withdrawal from the former official perspective that openly
attacked .Verism socially and politically, to an attitude where the move-
i ment was considered within an a-historical context--a position that will
¥ be at the base of the idealist reading of Verga for many decades. Croce's
ideological cultural profile, while expressing and representing the - .
socio-political values of the dominant classes after "1'Unitd", nevertheless
‘gave some attention to the function of non-conformist revolutionary prac-
tices within the Italian historicé] evolution. His wor]d’ view, organically

linked to the classic and "risorgimantale" national tradition, clearly

b et s

established i‘tsel? within the strong ethical conception of 1ife exem-

?i plified by Carducci and‘ ﬂazzim’,and thus was polemically in contradiction ;

g G with the D'Annunzio rhetoric. Verism was not stamped by Croce as a

é renovating social or cultural force and thus 'seen merely as the 1iberating N

k function that influenced the conventional bourgeois-aristocratic ideals >
% of young Verga:. Never for a moment does Cf'ocehabandon that tenor to' . -

embark on a more critical historical analysis as De Sanctis had done, by

. questioning the ideals and aspi;'afions of the Risorgimento-.and give a -

Nadlidew? v~

\, more-in-depth account of Verism within the wider socio-cultural Eurgpean

perspective. Croce synthesizes U.‘S verist movement within history as:

. .

una parola riassuntiva, un'etichetta, per indicare un moto

storico, di storia dell'immaginazione, svoltosi nella seconda
metd del secolo decimono e correlativo allo svolgimento delle 4
scienze naturali, psicologiche e sociologiche. ' L'arte anteriore . 3
versava pill volentieri sugli ideali dell'umanitd: 1'arte della '
seconda metd del secolo decimongno. ha guardato pil volentierj
ai fatti che possono chiamarsi Eiutah' o materiali:all'uomo e
agli uomini in quanto non ragguingono,.e quasi non sospettano,

©

¢




49
¥

l quel che v'ha di intellettuale, di morale, o almeno di squisito
e raro: il verismo, invece, quel che v'ha di miséro, di egois-
tico, di comune, di stupiditd e di meccanismo. L'arte anteriore
considerava pil volentieri 1'uomo delle classi superiori, o in

t
<
DA T e e i

s B

transformed Verga's artistic revolution into a spiritual movement, a

quelli delle classi inferiori cercava_quasi soltanto cid che ﬂ
. risponde agli ideali di cultura e di vita etica: i1 verismo pill Y
volentieri si volge alla borghesia affaristica, a quella meschina lg
e magra, agli operai, ai contadini, d1le plebi abbrutite, agli A
irregotari e ai rifiuti della societd. Ripeto, le caratteristiche 9
aniidette“sono da intendere storicamente e percid con discrezione. i
The structural development of this thought takes with one hand what it pre-
tended| to give gerierously with the other. The historical necessity of -
‘ the artistic movement is undermined by definite class statements--as
Seroni points out--in the position of the bourgeois critic that sees Italy,
past and present, divided in upper and Tower c]asses.93 Verga's experience
vl 4 R * },
. . becomes "soltanto una spinta 11‘teratr1‘ce"g4 that: helped Verga to rid him- H
¢ ) h
. i self of values that were not of his lived southern experience.
: % ) : ' ‘
: {«- ‘ The implications of such a stand are interesting to note, since Croce -
¢ ‘ . i
e -
i
¥
1y

revelation, a phase of liberation of a Verga no Tonger to be associated

to "the social praxis Sr' positivistic We1tans_cha11uﬁg underh‘néd by the first

/ critics. By cutting :the/umbﬂica] cord linking Verga's art to a wider

N

European movement and world-view and thus discrediting the socio-historical

o

and cu]Eura] ‘conditions that gave birth to the particular expression, Croce

prepares the FnEcessary ‘grounds for an a-histdricg] perspective in the

e
/

; - %
reading of Verga. This he does by doing away with the pivot point of
Natyr‘a]ism, the inipersonal or objective artistiz representation of 1ife. =~ - - ;

"L'arte & sempre personale", says Croce, "1'impersonalita & un concetto

T i T o b A e

impreciso per assérire un'esigenza giusta, che ciod 1'opera d'arte debba

e - avere la sua interna logica o necessitd e non possa accogliere arbitrf e
. 3 . '

-

-
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By reducing Verga's experience on a “"personal" level, Croce is

i indirectly accusing himself of doing the same in his own criticism, i.e.

¢

v

not beihg objective bﬁf rather consciously engaged in a critical process

of destruction and reconstruction of cultural berspecfives and demands_

%
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in harmony with his own socio-political allegiance and cultural class

5 prejudices. ' The most i mportant consequence of this move, however, is
~ to emancipate Verga from Zola, so”as to build a criticism entirely on the .

“ s

§ nature of the artistic object, the text, and not on the entirety of the

socio-political discourses permeating the work of art:

I1 Verga per sua fortuna non ha avuto mai prograrmmi da .attuare, )
idee da dimostrare o inculcare, e neppure idee rivestite :
d'immagini; ma pure e simplici immagini.96

2 ©
i
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This conception of a Verda (or for that matter any author) without ideas,
* without ideo{dgy, is not only hard to imagine but is a most naive statement,
almost an absurdity. For Croce either could not éeriou;1y have ?sked
himself the question: for whom does one write? or he saw the writer's role

. as being confined to.an isolated ivory tower,
[ ]

As some critics pointed out, Croce's analysis is Tucid and qualitatively
. superior in parts ‘to those of other tri;ics rgg;iing/fb a movement that ‘
~defined jtself in oﬁboiifjgg/te/tﬁéf/ﬁggzggga1 tradition"; still, the
imp]i%aiions of‘ﬁTE/E;forts to gliminatelthe historica1ufacfbrs around -~ , %
the birth.and necessity ofIVerism, Tinked to precise historical and socio- :

cultural necessities, must be explored. His preference for I Malavoglia to S

. Mastro-don Gesualdo is an indirect political statement “inscribing itself

RS A ol
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within the Italian literary tradition; the first novel was reducible to a
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'mythical—arcadia tradition, whereas the second portrayed an Italy that

was only too aware of the mechanisms of trade,\of demand and supply, of
property accumulation by marriage, of economic pressures, class explpitation
and protective tarrifs. In other words, the Verga seen as the corrupter
ofbthe Italian language by early pfficia].ckitics or as the Cﬂude social
writer 8 la Zola hag been transformed radically by Croce. This quite in-
tricate process of qppositioné] culture being‘incorporatéd into the

dominant culture.is the histo}ica1 meaning of Croce's paper. As Pullega
suggésts, Croce's revision aimed precisely at presenting a Verga‘that .

the social, was too problematic and necessarily called for

was compatible to the new cultural situation.97 Verga, the narrator of
cceptance

of a- taboo subject the bourgeoisie was not willing to admit thé existence
of-~-that deep crisis thé Italian ]iberal society was experiencing. Croce
has the credit for opening the Ve}ga polemic; yet to hié must also be
,attributedkcertain‘negatfgg qriticé] positioﬁs later critics associa@éd with
Verga. It is clear however that the cultural atmosphere of Croce's times
was bitterly opposed to artistic "realism", prbferring a petTtibouTgeois
rhetoric. ,
.If Croce was not ablé to implement fully an accépted reading of Vérga )

within the petit-bourgeois rhetoric that prevailed, even Tess can be said
of To;zi's testimony on Verga (17 November, 191&) at the end of the war. -~
Not only did this intervention remain isolated and misun&erstood, but it
was to be picked up a decade or so later by fascist critics in agreément
with the development of a rhetoric based on "race" and "maﬁhoodﬁ rhetoric

” bropef'of the new official ideology. In']920,\P}rande110 dealt with the

already polarized Verga-D'Annunzio case, i.e.'ths realist narrative versus'
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' . ‘ the poetic-r'hetom'c.98 The antithesis was sonme& up as "la parola che oone'

b - 1a cosg” of the Donte~Macchiave1Ti-Manzoni-Verga line in opposition to "la §

cosa che non tanto vale per sé guanto per}come & detta" attributed to ?Ee %

Petrarca-Guicciardini-Monti-D'Annunzio current. Pirandello acceps Croce's ) §

J ) position, the impossibility of’an impersonal art, white refusing fhe ig

- concept of “"spinta Tiberatrice". ‘Pirande]]o‘s off&c1o1 adherence to the . g

: g Partito Nazionale Fascista in September 19249 exp1a1ns clearly the ‘f

'% modifications of the 1931 talk on Verga as well as h1s att1tude to recuperate ‘§
; the ]atter in the national Manzon1an jfad1t1on. a clear case of the servile i

y role the fascist intellectual undertook to uphold. =~ - : :

: ) Luigi Russo's contributions open up a new period of critioism. . é

Santangehm0 considers Russo's 1919 monography on Verga as the meeting f

poinf of the previous criticism-on Verga as well as the point of departure
for post—Crocoan criticism. In the spirit of Croce's Estetica, Russo
perfected the attempt to transform Verga from an anti-traditional ortis;\

to A canonic writer. Attacking the opus in its tota1?t&, Russo developed
the element of "religiositd" in Verga's art, a "cristianesimo" of oational
- imprint(that rendered possible Verga's link fo/the romantic and Manzonian
novel. Like Croce, Russo attempted to isolate Verism from its counterpart
across the A{ps on the grounds that the Italian experience was animated, by
memories of nostalgic rural 1iving and youth as opposed to scientific
presuppositions. Russo's basis for such a statement rested on the d1fferences
between the conditions of Italian society as opposed to‘those of France.
Russo sees Zola's motherland"as being uni%ied and centralized around Paris,

whereas Italy was characterized by a lack of unity,as Russo could verify

(R P Y .
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in Italy's regional varieties and disparities: hignce; the provincial nature
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' of Verism. As Uzzo and Seroni point out, Russo identified two major

causes-explaining the silence arouﬁd Verga, The first was that Verism,
portraying a lowey life positivistically documented, was a mode of ex-

pression of another country, reminding one of and identified with Zolian

immorality. In other words, Verism was seen as the art of an atheist
. , . o
democracy. The second cause rested in the fact that Verga did not have

' the essential requisite to enter the "coro della grande Weltliteratur".

Mo i R 4 TR, S

° Russo s exaltation and implantation of the re1191051ty of the family

: . nucleus, of the secular patriarchiéal hearth, along with the idea that

brgn (ke K et

Verga's ¢haracters are resigned to a greater force and tpus accepting
their fate passively, are important dspect%. These factors end up trans-
’ forming and labeling the verist experience as provincial Titerature, resting ;

3 on sgntimenggligy rather than on realism--on idealist and religious as-

PR

bects instead of on the materialist and atheist values more proper of

Verga's art. This interpretation of Verism as the sign or rather the -

w et

i

fruit of Verga's moral crisis helps destroy the deterministic and coherent- \

¢

s 1o o

ly naturalistic 11fe«v1ew Torraca, Capuana and Gillet had 1dentif1ed in
Verga. This perspective was slightly modified by Russo in his 1933 and

1941 re—examination of Verga's art due to a progressive abandonment of
"Crocean aesthetics far the more hidgpricai Tine of De Sangiis. Thus he

géve some thought to the cultural conditions of theitimes hgstile to

"realist" 1iteraturd,as well as the inherent particular nature of Verga's
proviﬁcial art, Nevertheless, the Crocean thesis of Verism as a personal- -

ized individyalistic expression remained intact. Russo's idea of a

PRSI T EXE SN O RS 1 TR RN W W BT i, et 7

Verga "poefé di un mondo brovinciaie" influenced many critics not to 1ink

@\ . VerQa to the great European realist narrators of the Tast century,. It is
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approbriate that the link between Verga and canonized European novelists

' was to be noted in 1923 by D.H. Lawrence.

0

'Russo oversaw the deep historica1 reasons of the Verist narrative

T

~within a cu1tura1 climate guarded by an idealist superstructure thus

his opting for the Verga of I Ma1avog11a as the express1on of the "poema

del focolare domestico e della religiosa fedelta alla vita, agli aspetti

semplici e patr{arca1i"‘dnd‘not for Mastro-don Gesda]do, portraying the
crisis of the famf]y and the,affirmation of a hew world-view linked ‘to
the new economic bourgeoisie. Russo does speak of a "vigoroso grido—

socia]é"/in respect to Vergé but only to conciude that it suddenly "cede

y

davanti all'inesorabilita di cid che & rea]e; e si abbassa di tono, o

meglio assume un tono d 'impassibilitd che non @ 1ndif¥evehza, ma, subblima

, h
sofferenza. Questo attegiamento etico genera appunto queH'artefm1

- Russo
is saying that Verga' s art1st1c technique has -“ts roots not 1n cultural-
h1st0r1ca1 conditions: but rather in the moral world of the artist. The
thesis of Verga's art seen as the result of a moral drama is not acceptable
since it divorces Verga's e&perience from history and the Italian crisis
of post-unified 1taly. Croce and Russo avoided asking direct socio-
1deo1ogicai questions in regardsfto Verga and his art. Thws gap in their
critical assessment of Vergda is ng;erthe1ess an 1de010g1ca1 statement.
F011owing Russo's monograph, most critics used him as a positive or

negative point of reference.]oz- It is difficult to trace the development

of the criticism on Verga after Russo, since, as Seroni writes:

o

erano gli anni in cui si veniva preparando 1'avvento del fascismo,
che dopo la sua affermazione avrebbe cercato di elaborare certe
Jinee direttrici della vita culturale nazionale; 1'idealismo
crociano si stava affermando, ma attraverso gravi e profonde
contraddizionij... i1 positivismo sconfitto dal neohegelismo
italiano, operava sotteraneo... 1'estetismo dannunziano non

vy
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* study of Verga.
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The hegemonic function of Russo's intervention within the Veréa debate

is evident d«uring this period as it delimited the future critical perspec-
tive towards Verga's art. Neverthe1ess; gmore generic "moralistic"
current, loosely linked to fascism, made’ its presence felt,

A. Momigliano gave himself the task in 1923 of conducting an in-depth
104 Momig]iiano agreed with Russo on the limited natire of
Verga's art and at the same time opposed the Croce-Russo position on the _

105 although he did

superiority of I Malavoglia over Mastro-don Gesualdo,
see amuch weaker composition in the second novel. Like Russo, Momigliano
saw Verga.as not being able to compete with canonizethuropean realists.

That same year, aft'er having translated Mastro-don Gesualdo, D.H. Lawrence

consecrated an important essay on Verga. He Jabe]ecj I Malavoglia as a novel.

much in étyl\e with the times, as was Madame Bovary. Mastro-don Gesualdo,

on the other hand, is seen as being superior precisely for portraying a

new heroy without the soul--due to the Sicilian setting--common to the

“characters of Chekhov and Dostoyevsky. In other words, Lawrence was

asserting that in Verga'ls art there existed that very same realism Italian
critics failed to seg. Verga”% new souH{ess‘her\o was the realist expression,
for Lawrence, of a poor, under;ieve]oped and socially closed Sici’]y.
Lawrencé's non-conformisrp and wider European artistic view was p}‘ob\\abl‘y a;t
the base of this evaluation-of Verga, linking the author to ;che family of
great European re$1ist§.106

Verga's Verism was still being attacked in 1940, Flora, in his first
edition of the history of Italian Titerature, still tried to cope with

the now traditional polemic over the Timits of Verism and the debate con- )
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* cerning the objectivity or impersonal narration a la Zo1a.' Working within
the Crocean model of "poesia e non poesia", Flora saw -Verga\'s« art as a
poetic experience, while Verga's world was still seen as t;eing~uphe1d by
a strong r'eh'gio/si"ty1 07 (the Croce-Russo-Momigliano Hne)*that Flora
naively identified with the C’hristi'an religion.

A more interesting and eon//trastﬁ'ng casé can i)e made of Garrone's

108 Taking up the Verga-

thesis, published after his death by Russo.
D'Annunzio antithesis, Garrone sees in Vérga's experience the authentic
expression of the human soul and of the Italian race. Garrone's position,
taking off from Tozzi, is a good example of a progres;ive involution that

' began as a reaction\ to an anti-cosmopolitan world-view and ended up being
transformed into an implicit ethic--and in the worst cases to a nationalis-
tic and racist Weltanschauung appropriate to fascist folklore. The ;idga b
of a holy or Christian writer in both Russo and Garrone is a kind of
"misticismo fascista".}? The abstract and non-committed criticism of a,
Verga seen as a moral writer and Verism as a technical-literary expression
was bound to be hailed by Mussolini's cultural experts. The reqime; given
its 1'vnc1'inat1'on not to want any type of opposition, preferred to deal .
with cultural materials that expressed themselves on an abs_tract level,
rather than having to confront any kigd of .ideological opposition, even
in the cu]tura1 field. Thus Vergé's art, which had described (as Torraca -
and others believed) thé conditions of the subaltern classgs, became the
ideal point of reference for the demagogic propaganda the fascist regime
had embarked on. '

These attempts can be seen in the critical analysis of Giuseppe Bottai,

where fhe process of demagogic transformation is noticeable almost in point

3
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form. Giuseppe Ba}tai, Minister of . Corporations in 1929-32 and Minister
of National Education in 1936~ 46 deve]oped a genera1 party Tine an
cu]ture using Verga as a model. The Verga case gave him the poss1b111ty
to stress three main po1nts. Verga's anti-Gallicism, his nat1ona11st1c

sympathies, and most of all his anti-socialist position. The construction

and development of Bottai's essay is indicative of a forced. political trans-

formation of Verga for propagandistic ends. Recognizing the novel as the

most adequate literary form for expressing contemporary social cohditionsllo,

Bottai identifies Verga as example and so proper influence for the new
generation. He detaches Verga from Zola by stating that with Verga
“rinasce i1 sano realismo italico e terrigeno, cosi coptro gli eccessi

del vero, inteso alla maniera di Zola e dei zo1iani."]]] Bottai's concept
of "healthy reaiism" is an'a-historical a-political reaﬁism, which inscribes
jtself within the romantic Ita1%an tradition since it is a “realismo, che '’
si manifesta e si afferma, quando 1'artista osserva il suo mondo con Qcchi

puri e ingenui... e lastia che le sue creazioni si stacchino da lui e

vivano liberamente, secondo una pr&pria 1eg,ge."”2 The exaltation of the
"pure and naive" technique ofjbbservatien, so bitterly fought by Croce, is
consistent  with the critic's next statement, that the artist’ does not
‘1ntervene ‘or try to include his persona] "preferenze o le sue avversxon1"
throughout the process of\creat1on. This qualifies Verga's art as "pure"
creation (without ideology), which Bottai then links to Flaubertis impersonal
forh, "schiava della intrusioni deg]i effetti pratici dello chitibre, in
contrapposto ad un'arte rotta, enfatica, romantica."]13 This Tast comment
can be seen as part of the attempt to de1ff¢£ the type of artistic expres-

sion the regime was trying to establish: a coherent, non-practical, non-

r
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'fé . ' oppositional, non—ideo1o§1‘cal art. Bottai then links Verga to the popular
. artistic tradition in order to affirm an awkward populistic position;

that is:

+
r

M P
-, -
e LY

eminentemente aristocratico, essendo le cose popolari la quin-
tessenza dello spirito aristocratico di un paese che dall’

anima e dalle inclinazioni naturali del popolo sappia trarre .
stimoli- di vita, d1 operositd, di dominio."''% ‘
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The rhetoric is self-explanatory.
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Having established> Verga within the popular nationalistic tradition,

R -

Bottai moves to destroy the pppositionaT image .of a Verga linked to the

progressive concept of the so-called "arte sociale". Bottai states,- 1ike ;
Croce, that Verga never had "una tesi particolare" to demonstrate, nor was ‘ ;
he out to portray cases that would "suscitare ribrezzo o disprezzo" of
(:} ] the Italian reality, since his characters "soffrono e gioiscano con

umiltd (influence of Russo) e disinvoltura, in una piena realizzazione,

G, RIS TEEReRE T . N S

che io definirei autarchi'ca."”5 A1l this was necessary to affirm that

, j
Verga was divorced:

bl

4
dall'astrattismo come dal materialismo, lontanissimo dagli
atteggiamenti Tanguorosi dei francesi, non nevrotico, non
i * impaziente ne irrequieto, Verga portd dalla zua Sicilia nel
continente un sentimento profondo dell'onore famigliare, che

redense la sua arte dai peccati del suo: tempo. Il-focolare fu i ’
i1 centro della sua vita di scrittore."118

LR oL s

~

- < "Family honor", "sins of his time".and "the hearth" all be]&ng to the

fascist mythology beiﬁg propagated. Bottai feels that on a certain level
Verga had to e¥a1t‘bo1itica11y "la pid caratteristica e innegabile delle

; realta boiitiche "the reality of the "Nazione". This he accomplishes

- "senza perdérsi tra la astrusitd e i giuochi sofistici delle ideo1ogie.1]7

* A Verga, pure hreator, without ideology, who in return exalts politically’

' b
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the Italic Nation? )

Bottai warms up as "1'encre coule" advancing to Jenj the association.
of Verga with socialist doctrine. He affirms that the documents in the
possession of the State (evidently not a socialist state) show thaé Verga
"'nonuha mai aderito al socialismo." Mor:e important, according to Bottai, °

is that Verga reacted against the socia[ists in nome del popolo fra cui

egli viveva e a cui si & fspirato per Te sue creazioni :'n*’m"stiche'.'”8 Bottai

is not afraid to disclose the pres@position of such a blunt populistic
\ statement; he states that Verga isolated himself by opposind intellectuals
and pseudo-cyltured Qourgems (read: socialists) in the name of the pfaople.
IThe fascist c1ass—1‘déo1ogy and pseudo-populism are madel evident when
Bottai, recalling Russo's judgement, states that while Verga seemed to
tqke from socialism an economic if strigtly positivistic side, he refused,
the theories "morali livellatrici e egualitarie."”g In other words, Verga
had adopted from ‘the socialist doctrine those very same aspects that "oggi
i1 fascismo ha ereditato, superando dottrinalmente e praticamente, conferen-

dogli 11 crisma della tradizione nazionale e conciliandolo definitivamente
120

con la nazione e con il concetto del divino. Verga became a battle

‘cry. Bottai édmits here that Verga\%as conscious of class struggle, but

not, in tﬁe perspective of socialist demagogy. For Bottai, Verga identified

v

"la classe ymile con 1'Italia upile." Verga's

i
Q

socialismo diveniva cosi nazionale, e 1a nazione acquisiva per
converso un contenuto e una ragione di vita profondamente
sociale. Questa &, fino a prova contraria, la linea tracciata
dal fascismo, e che dovrd essere sequita e percorsa con giovanile
-baldanza fino alla meta; questa & la prassi politica fascista."12]

“Ver§a's ideological position is seen as being anti-democratic and anti-
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iibera],since Verga upheld "la causa del pane contro quella della liberta."

4

Appropriately "1a causa del pane contro quella della 1iberta" and the
anti-democratic tradition of Vérga, correspond so nicely to the main pre-

supposition of fascist ideology.

o

Bottai ends up by trying to identify certain precursers of fascism.
He strongly urges that this process should be “heavﬂy documented so as
to make sure’thatr those designated as pre-fascists do not sway away fr:om

the "direttive e dalla maggior parte dei postulati su cui la dottrina

n122

fascista si"basa. It is ere perspective of social renewal and

national reconstruction of the regime's political orientation that Bottai

canonizes Verga:

Cio premessos para a me che non sia illegittimo n& assurdo
parlare di autentico prefascismo nei confronti del grande
scrittore siciliano, la cui gloria, ostinatamente misconosciuta
0 per 1o meno mantenuta in penombra nella tramontata eta
democrahca, viene ogg1 per merito nostro (fascist state) messa
in Tuce e i1 cui pensiero rivendichiamo (because of its useful-
ness to fascist propaganda) come quello che fedelmente inter-
preta 1'anima generosa del nostro popolo assetato di giustizia
Ebut strongly anti-democratic) e pronto ai pid ardui cimenti
expansionist risk in Africa) per amore della giustizia."

This program of cultural autarchy v;ras recuperated from the stem:'le,
cieh’mited, idealist perspectives of the Croce-Russo Tine, Croce's
idealism was c?rtainly adversary to the regime's program of cultural
autarchy, and yet, it was an idealism extricated from the socio-political
reality and thus reconcilable with the regime. The deep transformations
brought about by the fall of f ascism made themselves felt both in Titerature

and hterary criticism. The pre-war rhetoric did not’survive the historical

' contrad1ct1ons it had to face and consequently most art forms especially

124 were centered on "realism” or rather "neo-
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realismo". Gramsci's worzk, Was be'ing' published in the' midst of a left-wing
renaissance and making of ney contacts with Marxist thought: these events
influenced the development of a new perspective of 11iterary criticism.

Luperini writes: f
. >
La nuova critica marxista & in realtd una critica storicista,
profondamente: influenzata dalla linea della tradizione romantica
Vico-De Sanctis-Croce, anche se in essa gid fermentano indicazioni
gramsciane (seppure di un Gramsci letto attraverso un'ottica

. idealista- stor1c1sta) e anche lukacsiane e persino zdanov1ane N
| (1a quest1one de "realismo" e la ri cer‘ca degh elementi "pro-
gressisti” ‘dell’ opera di uno SCY‘]ttOY‘e

126 . ‘

Another important factor in this development, as Pullega points out,

RPp
-

was the voicing of an alternative position in regards to cultural hegemony--

that. is, a negation of the cultural superstructure, the property of the
" e - hd N . ' -
dominant classes,in total agreement with their aspirations and values. But

e

most important of all was the acceptance of the role of the critic within

eI,

the system and his research concen‘trated on elements of ideological rupture
even within the system itself. From Sapegno to Trombatore, Petronjo and !
) Serom‘;’the polemic around Verga left the academic ;ni1ieu and toqk on the
dimensions of a much larger complex deba‘te, one found in the newspapers in
certain cases, the newly privideged medium ;)f‘ comunicétion Guarnieri

SR S quahfles this sudden returned popu]amty of Verga as a reaction to the

"? transformatwns Italy had seen and felt:

] Si pud affermare senz'altro che questa recente, dal 1945 ad 09gi
(his essay dated 1955), & stata 1a stagwﬁe pil propizia al
* Verga, per quanto riguarda 1' indagine critica sulla sua opera,
e non tanto e non solo'per i1 numero di saggi, e neppure per il [
_valore dei critici fatti attenti di essa, quanto_appunto per la >
volontd di questi di rendere attuale Verga di immgtterlo nel '
pid vivo filone della nostra letteratura, di toglierlo insomma
da quella posizione, che sinora pareva gh fosse caratteristica
€ n’&cessama d'iso]amento, per.porlo invec come esempIare,
€ |- <

&t
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elemento urgente singolare non ténto e non sclo nel suo tempo . ’
guanto appunto nel nostro."127 ! - -
The attempt to identify in Verga both the poet of the poor and the pro-
pounder of a progressive ideotogy haunts the criti&rs\ of ;this pe‘r'iod, because .
" ‘ * of the small number-of cases in Italian literature of a major author taking . :
as the subject matter of his art the socio-economic and existential con-

ditions of the lower classes.

‘ Sapegno gives, in‘his 1945 Compendio di storija della letteratura

ifaliana, a' cTose look at the art-]i;e relationship in regards Eo Verga
and Verism, an area of study that had been denied in'different degrees .
by the followers of Croce. Sapegno replac‘es Verga within the Italian

verist movement and thus considers‘ Verga as a social writer (agi\“’ had been

affirmed earlier by Torraca and Capuana) and takes up the delicate

£

- ‘vam*‘zﬂwwrr'

question of Verga and ideology, an area considered as void of issue by

the C roce-Russo line. And yet, Sapegno cannot do away with Russo's mono-

'y
«

graph since he too sees Verga's conversion as a human crisis: individual

weariness and resignation before a cruel unjust world.

? |

Sapegno's critic’ism_is’ pased precdisely on the verist phenomenon
earlier critics tried to deny. He sees the necessity of 11'nk1’ﬁg Verga's *
formation as a writer and his opus to'the Verist movement and its theoretical,
presuppositi ons, stdting that the movement was nei‘éher artificial nor a
pure]_y imported phenomenon. He was aware of De Sanctis' work on Zola,
which 'he]pe;_l him delinéate this new perspective of an art built or;anti— Ll

Titerary and ‘anti-humanistic motives, an art reacting against the Manzonian

romantic revolution. Sapegno .identifiés twq historical for:ces here at work;

1

first, the advent of positivism and secondly, the u}'gency with which the

3 -
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" social question was making 1itself marifest in both the political and

cultural realm: . ’ . )

¢

In Italia, in particolare, i1 verismo doveva proporsi come il
frutto pil maturo, in letteraturay del ripiegamento riflessivo
che tenne dietro al moto del risorgimento, nell'ora in cui si
rendevano chiare -agli acchi di mo1ti le insufficienze della
rivoluzione testé compiuta, i1 parziale fallimento.delle |
speranze. vagheggiate, 1'instabile equilibrio del]'unitd -
raggiunta con mezzi in gran parte esterni, provvisori, effimeri;
1a sopravvivenza, sotto la vernice della democrazia e della
libertd, di una struttura politica essenzialmente burocratica

e poliziesca, inetta a produrre una vera solidarietd della forze
sociali.diverse, a sanare i) conflitto fra i1 nord e 11 sud
de1la penisola ( making reference to the Gramscian "Questione
meridionale"), a immettere nella vita dello stato, come elemento
attivo e partecipe, le plebi meridionali soffocate dalla miseria,
dal1'ignoranza e da un'inveterata consuetudine di rapporti
feudali,"128 -

’

~ Verga, according to Sapegno, would, have been more popular had the masses in

Italy been 1ess backwards culturally. But more important, Verga's lack of

popularity is linked to those same h¥storical and political forces that

worked against a resolution of the Tinguistic problem in Italy, i.e. the

economic ruling class. As Luperini points out, Sapegno unites old and new.
He characterizes Italian Verism and Verga's social ideology historically

and politically, bgt camot-rid himself of some earlier idealist positions .

5

: of Croce and Russo regarding the nostalgic look, search and-expression of

a{chi1dhood mythical[ past: -

#

. g
Attraverso il verismo Verga tenta insomma e .raggiunge una sorta
di liberaziqne poetica, lirica, imprevedibile e tutta sua. Ma
la forza di questa poesia & proprio in quel suo attingere e.
aderire a una materia reale, densa di contenuto morale e di
esperienza concreta, cop’un suo sappre terrestre e riconoscibile,
con i1 suo peso di umana sofferenza, di mertificato”Tavoro, di
. lotta quotidiana per i1 -pane, che le conferisce, oltre 1'arte,
‘ un va]oyggdi documento insostituibile por 1a storia di un
- popolo, ' <7, - *

i

[

)
-
s

e, .
et - - -
siil W e

£




T

,
R

g

} !
o s

This essay will have the same hegemonic .role for Marxist critics for

&
LR

the next tvfenty—fivé years as Russo's monograph had between the wars for

1
¢

idealist criticism.
* Petronio too tries to place the Verga experience wﬂ1'th1'nva historical

context. His analysis excludes the religious and Christian presuppositiqnso

h . Ferg o, P N - -
e e e 30 S

of Verga's art, defining it as a "comedia sociale" heavily rooted wi thin

RN

the "realist" tradition. 'Pmetronio‘ shows sqme Eontradictions as he re-
proposes the old opposition b;tween Verga and Zola. By qualifying Verga's
artistic experience as personal and subjecti\}e and oppositing it to Zola's .
cold and scientific methodology, he asserts Verga's foette dimension. The
Crocean concept of “spinta liberatrice" is still very much a1jve even és

. A
a left-wing current among historicists. He writes, "la poetica s'incon-

I
PUET F AN SSTPT I

’trava con Ja morale" 130 For Petronio, Verga had no precige philosophy of

life or. coherent and conscious vision of the world (position that Asor-

Thde T

Rosa, Luperini and Masiello will disprove); ‘therefore he says that Vérga's

A

naturalism "& tutto quanto letterario".  Bothered by the absolute pessimism . L

[y

deducible in much of Verga's art, the critic searches for a "progressive"

&

Verga and thus ends up exalting 1 abor in Mastro-don Gesualdo as a morality,

a positivé work ethic. As Luperini states, Petronio's work ethic is an :‘{

s
et an

affirmation:
~ N A
y o s

ben difficile enucleabile da un romanzo come i1 Mastro, la cui
conclusiorie batte proprio ‘'sull'assurditd del lavoro, della
fatica umana, della stessa accumulazione deHa roba: chi segue
Te Teggl deTla roba @ del Tavoro necessario per affermarsi,
individuaTmente e arricchire non pud che essere un vinto, scon-
fitto non gia dall!ambiente ma dalle scelte stesse che ha

dovuto compiere per imporvisi & che 1o depauperano, 1o alienano,
1o condannano alla solitudine @ all'esclusione da qua1unque -
comunitd umana (perch? la classe di provenienza non 1o riconosce
pid come proprio, ma nepp\fr? To accetta la nuova classe in cui

' ha ‘tentato di inserirsi). , ‘.
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Rgainst Croce, however, Petronio does,affirm Verga's art as being a poetic

revolutionary language that functioned in opposition to the conventional

a

Titerary 'languagé of his days.
There seems to be Ea general discontent amongst the left of post-war
Italy that Verga had not bien ‘more explicitly “progresswe" or "optimist"
in his art; therefore their criticism was limited to the social-content .
aspects, or (more tr’aditionaﬂy) to‘ the poetic nature of Verga's art.
Beginning with the expl icit ideology of such art, they tended to see Verga
as always more alienated, distant from the popular masses. And yet, the
a‘ttempf to make of Verga a socialist was to continue not on]y‘fron; several
Teftist positions but also b;/ a transformed idealist, Lu1'§1’ Russo.

G. Trombatore tries to deal with Verga's expression as social art,
seeing in \7erga not a socialist but a sympathizer of Socialism. B"ut
stranée]y enough, for him the social aspects of Verga's art are born out
of a moral position of the wri';:er that is no{ a "pol emica sociale"-~for
Verga lacked a clear and coherent social ideology. "Insieme con la
dolente simpatia per le” tribolazioni degli umiﬂih‘,?nasceva nel suo cuore
un moto di i’ndignazione, c!i prc;testa, di rivolta.-”732 The Tack of a social
‘ideology, according to Trombatore, was dué in part to Verga's personal

temperament, but even more had to be attributed to historical conditions,

that is, to the Tack of a solid ideological Tine within the Italian

i worker's movement and also to the weakness of “the Socialist International.

o
< Ma occore aggiungere anche i1 particolare aspetto.della

propaganda socialista di allora, i suoi piD accesi miti politici,
i1 suo materialismo, 1'esaltazione della Totte di classe, la
celebrazione deH'Internazmnale dei lavoratori con la con-
sequente irrisfone degli idoTi patriottici ,e nazionali; tutte
cose che dovevano praofondamente ferire i1 sentimento unitario,

e risorgimentale del Verga, allontanandolo inesorabilmente non

'W‘:'W‘ s T et e Ao L
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pure dal soc1a11smo come part1to ma perﬁno dal .
socialismo come movimento di idee.

/

»

, L] - M \
The lack of a sogial ideology led Verga to see the "sorte lcfei miseri come

immobilmente fissata ab aeterno e per sempre. I1 loro dg\stino era di

Navorare e pati re".134 Verga's Weltan chauung is thus linked to his R

incapacity to see any solution for the ekp]oited masses of Si‘cﬂy. A

135

few years -after Trombatore's essay, Seroni dea]s w1th the realism of

Verga in I Ma]avbg]ia. Seroni's position that in the economy of the novel
"tutto si fa per amor della roba" rg%xals the same fundaa’mentaﬁ pre- 1

\ ) n’ ©
suppositions as that of Mastro-don Gesualdo. 1In this respect, these -

— .
critics be]ong to .a more or 1ess h1stor1cist Tine in their attempt to’

come to terms with the "reality” of Verga s art.

[ ] .
The focusing on the soc1q1 aspects. of Verga's art is present even

in the old idealist critic Russo; trying to give an account of a populistic
and potentially "socialist" Verga in the 1952 newspaper article in the
P.C.I.'s daily, 1'Unita, "Verga, i1 poeta della povera gente", Russo offers
a p‘osi_tion radically modified from his ea.rh"er Crocean perspective, ,and
seems to have some affinities with the Trombatore po§ition of a Verga

"poet of resignation". In both critics there is preserl:c/the underlying
)

4
sense of a Verga incapable of finding an alternative option, faced with

the given social reality--as Pu'Hega suggests.”ﬁﬂ The closing of the

article explicitly affirms this:

.t

E da quella solitudine si parte un grido di protesta, un grido
., di Tibertd della miseria per tanta povera gente oppressa,
oppressa non dalle loro gentillissime persone ma da tutto
un ordinamento anacronistico che d3 troppo rillievo alla
gentilezza di quelle loro persone. Verga ei viene incontro
quale scrittore, simile ad altri scrittori, simili ad alcuni
scri ttor18russ1 de11'0ttocento, che non profetizzano un nuovo
assetto sdciale, ma lo preparano intanto e ne suggeriscono ‘

dolorosamente 1a ?ata]e necessita. 13/ e

Iy
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. - Inm other words: Verga the anticipator of Socialism. Once again Russo
‘opens up an interesting perspectite that would be debated critjc’aHy b)'/
Marxist critics 1n the '70's. l
The Marx1sts of, the post-war pemod brought into the open the questions

of "realism" and ."engagement" as an attempt to negate the previous idealist

C .. B e .
R A IR B B T

tendencies, which had evaded ideological questions in relation to art.

P 3

- The Marxists gave birth to an alternative current of cpitics, primarily

-~
o et

Tinguists and philologists.
This current, labeled "critica stifistica", focused on the modes of
v narration and therefore dealt with the problem of Verga's style. Giacomo
Devoto was at the head of this current, publishing an article in 1954 on

, " A \
the narrative levels of I Malavoglia that'the critic sees as being dif-

0 ‘ ferent from the attempts of Proust and Svevo. Devoto's article is

fol]owed by Leo Sp1tzer s contr1bution138

, partly in polemic with Devoto, Lo
proposing the theory of the "erlebte Rede" and the coHectwe chorus of e

speakers. Other cr1t1cs of this school aré Wido Hempe] who worked on the

P el s e o el

element of "repetition” (bhederho]ung) in Verga as a means of expression,
{ and Bruno Migliorini who 1ooked at :'1' costrutti dialettali del tes'suto ;
?‘ - " narrative."'®®  This alternate criticism, while interesting in its own “i
a way, also assumes--by ¥t's véry relativistic and a-historical methodology-- %;
’ tﬁat there is no cons‘ciousness‘jn art. In other words, the art work ﬁ
B ‘ Secomes once again cut off /from reality, from the praxis that gave it 1ife. ;@
: In the, midstﬂof the general crisis of the years 1956-7, a process %‘;
of rev1s1on began in Italy. Verga was often the object of political f;;

. manipu1at1on by both left and right- w1ng cr1t1cs D1sregard1ng totaﬂy

Q ‘ the new perspectives advanced by the late criticism of Russo and Sapegno,

~  the idealist 1ine returned to debate on the Croce-Russo distinction between

't ’ B
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"poesia" and "realtd sociale". The a ttempt° to indicate a Verga "maggiore"
angd to the romantic,and theref;)re poetic,tradition had many followers.

Others, more organically linked to.Croce and Momigliano in methodology,

140

returned to the distinction "poesia e non poesia". G. Cecchetti refuses

to see Verga in relation to the poetic nature of his art, giving priority
to the sociological aspects, while on the other hand a critic like A.

«
Navarria refuses)the least historical consideration since he believes

that in a work ¢f art, the historical events or references to these events

~are lyrical words and expressions and nothing more. Therefore, for him,

it would be vain to investigate their meaning and value historicaﬁy;m

142

E. Giachery, "= working on the "periodo.lungo" in Verga's art Tinks it

to the conflict between the Vérist methodology and technique and the rlomanﬂ-
tic tradition"in Verga, so as to indicate in Verga's art.the historical
continuity. The refusal to place Verism, naturalism and decadentism within

a historical context is derived from Croce,

El

\ The '60's show a polarization of critical .positions and trends in
re1at1son tcg the two major schemas developed during the 1945-55 %:em‘od.
Verga seems to be the most popular writer in both Marxist and stylistic ~
camps, due in part t6 t he contradictory nature of his art. Leonarc‘io‘

Sciascia dinied the possibilities of a Verga "progressista" that the post-

143

war Marxists were. searching four'. Vitilio Masiello indicated the socio-

political ideology of a Verga "reazionario" and exponent of the agrarian

144

right-wing camp, Both these attempts were out to discredit the revolu-.

tionaryﬂvalue of Verga's art,a value Gramscw: had definéd as belonging

to the Manzonian and romantic tradition, at least in respect to the

detachment these authors showed in respect to the popular masses.]45

{147 on the other hand dealt with

Alberto Asor Rosai146 and Romano Luperini

\
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Verga by pointing o’ut precisely \the absence of a populist att{‘gude and
the presence of a total pessimism. - Unlike earlier critics, Asor Rosa and
Luperini see these factors as the distinctive and determining elements
of the verist poetié. Asor Rosa anci moreso Luperini deve]_op the concept
o¥ the impotence of Verga's art within a bourgeois system. This imp]icsit )
Marcusian concept of art alienated by' ca;n'ta]ism and therefore impotent,
leads ﬂupem‘m‘ to see Vergauas a "revolutionary" artist. Luperini builds
his argumeht on the absolute negation underlying Verga's arﬁstic experience o
" and poetic. As Seroni suggests, Luperini's position is to be seen in thé
Jight of the 1968-1|970 student revolt which Ted to the theorizq;;ion'of the
concept of negation_{n relation to social and cultural values, and to the
concept of the death of art in aesthetics. But reg;ardless of this new
impetus, Asor Rosa's,Masiello's, and Luperini's criticism do not break
away radically from the previous critical orientation. . As Pullega suggests,
these critics didn't really put to questiod, by means of a radical M‘arxist1 .
analysis,N the perspective de]hineate‘d by Russo. The idealist terinino]ogy ‘
in their "Marxist™ analyses, such as "pessimismo", "crisi morale", "pietd
paternalista" etc. is a clear indication of a, persi'sting idealist critical
‘_conditiom‘ng and cultural om’eﬁtation stil sﬁbsistir;g 1‘n‘ the -culturaTl
superstructure, True, the explosion of the "caso Verga"Mg between 1968
and 1970 did orientate the examination of Verga's art towards an ideological
criticism of the opus as a cognitive moment in the development of the
_history of the bourgeoisie. l"levertheless, too many idealist ideological

@

factors persisted, preventing a more rigorous Marxist analysis. These N

. ) =
DR A A R A e i -

cultural factors are to be found within the socio-political and cultural

] &eve1opment and options available to the critic both within and without the
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Most critics denied the art-reality relationship in Zola's and®

arpon

'

‘ " Vérga's creative works. I find such a position highly reductionist, and o

W‘ ESca

: . will attempt to show in the second and third pérts of this study that, *"
and in this i;\stance how‘, art works are related to‘r:eath no matter how . g
s great the complexity of the relationships\betwgen the art object and the” :
praxis. - ‘
g‘ .
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FOOTNOTES : R

LY

f 1y, Asor Rosa, I1 caso Verga (Palumbo, Palermo, 1973). This debate
v - on Verga developed during the 1968-70 events in Itaiy ina c1ima§e/oﬁ
) political tension and ideological reevaluations within Italian s Fiety,
- and caused analogous tensions and reevaluations within the cultural -
milieu. The newly felt urgent cultural needs in this period of radical
"contestazione" influenced a great deal the critical perspectives of
the contributors of the debate, i.e. Asor Rosa, Masiello, Petron1o, 3
Luper1n1, and Biral. ' 4

2 The concept is developed at length both in Angelo Broccoli's

Antonio Gramsci e 1'educazione come egemonia,(La Nuova Italia, Firenze,
; ‘l:? 1974) and Luciano Gruppi's I1 concetto di egemonia in Gramsci, Editori’
Riuniti (Roma, 1977). THis concept also appears in Raymond Williams'
recent book, Marxism and Literature (Oxford University Press, 1977).
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3 Lucien Goldmann makes some -interesting points concerning the \

-mediation of cultural phenomena in the area of communications in relation- M
ship to the notion of "conseience possible" in La création culturelle dans * E
la société moderne (Editions Denodl, Paris, 1971) The concept of cultural
product1on as a transformatwonal and formational too] is ana]yzed
politically as a necessary cond1t1on transform1ng jmmediate social needs

in Cultura, comunicazioni di massa, Totta di classe (Savelli, Roma, 1976),
by M.G. Lutzemberger and S. Bernardi. -

©

]

4 Antonio Gramsci, Gli Intellettuali e 1'organizzazione della cultura
(Einaudi, Torino, 1966). - '

5 The, introduction, 'selected critical anthology and bibliography of
Renzo Paris' Interpretazioni di Zola (Savelli, Roma, 1975) were used ex-
tensively to determine the choice of critical materials made reference to .

(3

in this section of the thesis. ' -




o,
L g

72

‘ 6 Goldmann, op. cit., The role of "pubhc opinion" before the advent
i . of the mass media. ¢

A . .

) 7 Ado1fo Sanchez Va'squez, Art and Society (Monthly Review Pyess, New

b York, 1973), ch. III of pt. I. .

3 '8, _ ‘ . . .

ﬁi Balzac, che io ritengo un maestro del realismo di gran lunga maggiore
;gr di tutti gli Zola del passato, del presente e-dell'avvenire, €i dd néella

,;* Comédie humaine un'eccellente storia realistica della societd francese,

P

. poiché, sotto forma di una cronaca, egli descrive quasi annoc per anno, dal

P TR TN SO SO

:;f 1816 al 1848, 1a spinta sempre crescente della borghesia in ascesa contro
xgi Ta societd nobiliare che, dopo i1 1815, si era ricostruita ed era ritornata - i
3 « a inalberare, nei limiti delle sue possibilita, i1 vesillo della vieille 3
?, politesse frangaise." K. Marx and F. Engels, Scritti sull'arte, edited by 4
§ Carlo Salinari (Laterza, Bari, 1973), p. 161. %
' — i
g 9 Georg Luk&cs Studies in European ReaHsm (Grosset & Dunlap, New York, i;
E ﬁ 1964). " ‘
i 10 In Engels' 1893 poem to the Italian reader of the Communist Manifesto j‘

in Marx-Engels, Mam’fes;to del partito comunista, with an introduction by ,
: Palmiro Togliatti (Editori Riuniti, Roma, 1973); p. 50.
E ' ¢
1 ,” P.0. Lissdgaray's relation of the Commune days in his 187§ edition of
‘ the Histoire de 1a Commune de 1871, reprinted by Maspero, 1976, gives a

good account of this tragedy and the atmosphere of those days.

12 Prednag Vranicki, Storia del marx{smo, vol. I (Editori Riuniti, Roma,
1973) pp. 265-272. , . -

13 Erich Auerbach, Mimésis (Editions Gallimard, Paris, 1973), ch. XIX. .

- 14 Galvano.del1a Volpe, Storia del Gusto (Roma, 1971).

15 Renzo Paris, op. cit.,p.9
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_dallo Zola, debbono appartenere allo zolismo travestito da siciliano?...

fuori una bandiera anche loro (in fact another ismo, verism), per avere

73
J . ' s

16 Letter to Miss Margaret Harkness in Carlo Salinari, op. cit., p. 160. ‘
]7 Gustave Flaubert, Correspondance, &dition du Centenaire (Librairie de é
France, 1928), tome III, p. 173. ;
k]
18 " ' “ 4
Renzo Paris, op. git., p. 11. %
, ’; i
19 Ibid., pp. T0-11. i
' - wg
20 B'Annunzio sees in Zola the attempt to idealize a moral conception of . g

1ife in the symbols he has crea{:ed, such as the "locomotiva che corre senza -
freno". Zola is relegated, with other French novelists, to a category =
defined by the "pessimismo occidentale (J. LemaTtre--Les Contemporaines--
sees Z\o1a as a pessimistic poe“‘t)‘: formuTlato da Arturo Schopenhauer' and
opposed to that "morale evangelica" D'Annunzio attributes to the slavic
novelists Tolstoy and Dostoyevsky. The accusation of having built his

opus on an imperfect scientific law without value is stressed. He concludes
that, although vast, the work of Zola "non & multilaterale come quello di \
Balzac". ' 4 g

Fogazzaro states that although he reads and admires Iola, he is basic-

ally motivated by a feeling of mysticism in his writings which he links to '
the vicissitudes of his childhood and-not to an ideology or world view. )
Luigi Capuana's reaction can best be synthesized with the following quote: "
"Io naturahsta? Ma quando e perch&? Perche quasi vent'anni fa ho ded1cato B!
un mio romanzo allo Zola? E in che modo, di grazia, 1e mie Paesane,
concepite e scritte con metodo che si pud dire 1'opposto d)i quello u§ato

(then to eTevate Italy in opposition to France, _a statement that clearly
indicates a nationalistic f:osition and reaction in the érts) In un certo
paese (Italy) di questo mondo, la questione & stata capita direttamente:
i novellieri e i romanzieri di quel paese non hanho infatto parlato di . ,
naturalismo e di sperimentalismo; e poich& pareva occorresse che mettessero
un segno attorno a cui raccogliersi durante la mischia; inalberarono i1 )
vessillo (standard) del verism, i1 quale accennava part1co]armente pid al
metodo che non alla maniera' di cui 1'arte Toro si serviva." (my italics).

In the anth91ogy of Renzo l5ar1's op.cit. pp.137-139, p.146, pp.148-150.
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2l The role of the intellectuals as the ‘“commessi" of the dominant group

_in exercising subaltern functions of the social hegemony and of the

political government, to paraphrase Gramsci, is quite evident and constitutes
a valid argument against the position that art and the socio-political are
separate sph'erés of activity, in G1{ Intellettuali e 1'organizzatione

della cultura, op. cit., A similar argument is evident 1n Pau] Nizan's

Les ch1ens de garde (Frangois Maspero, Paris, 1974); the t1tle is indicative
of the role a certain strata of intellectuals exert vis-2-vis the class

or authority in power. ' :

+

2 F. BrunetBre, Le roman naturaliste, Calmann-Lévy, éditeufs,(1896),

pp.123, 285-7, 293-4, cited in Renzo Paris, op. cit., pp.117-121. Brune- .
tidre's admiration for Balzac on the other hand as the inventor of the

"roman social" is curious. “A criticism of Bruneti2re's.gdmiration of

Balzac can be found in Benedetto Croce, Poesia e n'on poesia (Laterza,

Bari, 1955), pp'240-251.

14

B Renz\\Pi*is, op. cit., pp.53-55, 126-127, 129-132,

24

Gustave Lanson, Histoire de 1a littérature francaise (Hachette, Paris,
1977), pp.1084-7. )

2 Francesco De Sanctis, Storia della letteratura italiana, with an
introduction by Carlo Muscetta and Natalino Sapegno (Einaudi, Torino, 1971).

"

©

2 'I:t]is position stressing the didactic role of literature in a given
society will be taken up by Gramsci in his prison notes. while he is
eviewing the work of De Sanctis as writing at a given historical moment
n Italy. ' ) "

2 Frgncesco'De Sanctis, Saggi critici, a '_cura di Luig;‘ Russo (Laterza,
Bhri, 1963), pp.208-296. ‘ |

28 Integral text in Emile Zola, Les Rougon-Macquart, presented by Armand
Lanoux and Henri Mitterand (B1bhothéque de 1a Pleiade, 1966), vol. IV,

pp.1526-1530. (my italics)’ : .
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13

12

29 M Barr&s, Mes Cahiers, Tome III mai 1902, nov 1904 (Plon, Par1s,
1931), p. 273.,
"Zola plaft par son ordre et sa brutalité (et par ses 1gnom1n4es) Tr&s bon
manoeuvre 1ittéraire, n'a d'ailleurs qu'un type de roman, téuJour§ le méme .
Il est difficile de voir une fntel]igence moins enrichie par la vie. Et
comme 11 était resté 3 soixante ans le mgme qu'a v1ngt ans, et/ qu'ainsi
il'n'a rien acquis, on peut dire qu 11 est mort p]us b&te qu'il n'éta1t ne,"

4 »
!

30 H. Barbusse, Zola (Ga111mard Paris, 1931), pp.161-2, in Renzo Par1s,

op. cit., p. 181

31

L L--F. Céline, Apologie de Mort & Credit (Deno#l, Paris, 1936).

7
q [

2 P. Nizaﬁ, Pour "une nouvelle culture (Grasset, Paris, 1971).
e ,

3 "Sa grandeur, Zola la détient & plusieurs titres. I1 est banal de
louer sa puissance de constructeurs; mais si 1'6loge est banal, le motif
- de 1'&loge ne 1'est pas. Depuis 1'achtvement des Rougon-Macquart,
c'est-2-dire depuis bient6t un demi-si&cle, nous avons appris comb1en
le génie de 1a construction' est, rare, combien--en 11ttérafure et a111eurs—-
il y a peu de grands archite§tes." C1tat1on from Zo1a et son exemp]e, in
M.'Bernqrd, Zola par Tui-méme ions du Seuil, Paris, 1971), pp. 179-180

°

4 "
4 L3

3 6.V, Plechanov, Scritti di éstetica/}Savelii, Roma,, .1972) ,

[

5 Antonio Gramsci, Marxismo e letteratura, a cha di Giuliamo Manacoyda

- (editord Riunit, fom, 1975}, P 59-60. ,

-

36 W Benjamin,/f;jhosiz1one soci;]e dello scrittore francese in Renzo
Paris, op. : .cit., pp.187-189. b )

.

37 G. Lukdcs, I1 marx1smo e la critica. letterarig. (Einaudi, Torino, 1964).
v . ; S

g

38 The 701a Centenary 4n G. Lukdcs, Studfes in European Realism, withan

introduction by Alfred Kizin. (Grosset & Dunlap, New York, 1964), p.85-96.

4
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39 W. Benjamin, "The Work of Art in the Age of Mechanical Reproduction”,
in I1luminations (Cape, London, 1970). S

40 Jéhn Berger, Ways of Seeing (B.EZ.C. & Penguin Books, London, 1975).

£, Auerbach, Minésis (Editions Gallinard, Paris, 1973).

f Rerizo Paris, op.-cit., p. 181 "C'® qualcosa di Bache Wagner in
questo mestiere bestiale. I1 "vero" e 1'ignobile stesso in concubinaggio

con i1 "bello".. Valéry, Cahiers, XV, 1932.

43

Benedetto Croce, Poesia e noﬁp‘o’esia (Laterza, Bari, 1955), pp.87-99,
131-149, 240-251, 280-291. ”

44 Renzo Paris, op. cit., p:25;

45
: +

‘Luigi Russo; Giovanni Verga (L‘aterzﬂa, Bari, 1970},

- i [ i
% 1bid, p.58. e
-, ‘ , ! . N . v
47 T

Renzo Paris, op. cit., p.25.

48 G. Baché’lard, La Psychahalyse du-feu-(Gallimard, Paris, 1949). Also

references of Hemmings.and Butor in anthology of Renzo Paris.

-

49 A. Thibaudet, REflexions sur la 1ittérature (Gallimard, Par1‘s,-f19"40). .

-

50 A good case .for those, that insist that the social and po\11't1ca1 do

not infl ue~née aesthetic and critical evaluations of cJ]tura] works .
' - T c. N S

J.-P. Sartre, What is Literature? (Methuen & Co. L:cd., 1967)

5 iﬁany interesting articles found in this collection of"'\essays;' Lee
Baxandal1l, Radical Perspectives in the Arts (Penguin Books,.1972).

'S

. | L IR
53 J. Fréville, Zola semeur d'orages (Editions sociales, Paris, }952),
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RN % Renzo Paris, op. cit., p. 29. + . .

55 Roland Barthes, Le degré zéro de 1'écriture (GBnthier, Paris, 1965),p.59.

56 Roger Ripoll, 11ke,Guy Robert, stands firm on Zola's sexual obsess1on,
of the woman being caught in the act. "Fascination et Fatalit&, in Les’

Cahiers Naturalistes, No.32, 1966,
¥ . ,

e R

/
57 J. Borie, Zola et les mythes®u de la nausée au salut (Editipns du

. Seuil, 1971), pp.43-75-

5 Renzo Paris, oéi cit., p.33.

' ) \
“ 59 1hid, p.33.

e
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60 p. Barilli, La barriera del natura1ismoA(Murs1a 1964), p.154 cited in

é ‘;} Renzo Paris' anthology on Zola, p.34.
R LI N \
. Giovanni Verga, Opere (a cura di Luigi Russo), .Riccardo Ricciardi,

- Editore (Milano, 1965), p.3.°

. t -~ N A ° . . ’ P
{ - §2~R. Luperini, Interpretazioni di Verga (Savelli, Roma, 1975), p.7.

63 p. Seroni , Verga (Palumba Editore, Pa1qrmo,'1973), pp-8-§,

L ° . .
¢ ~
*

- b4 G. Uzzd, Critica verghiana (Renzo Mazzone [Editore, Palermo, 1975), p.7.
- B .;l 1‘ ) . ¢
" 1pid, 1. * - )

[;D 56 Fathé?gﬂof Italian nationalism. i ! o
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i 87 Uzzo, 0p. cit.>h.28.,

! LS
.7 688 ‘Paolo Puilega, Leggere Verga: anto1091a della critica vergh1ana
Zan1che11i Bologna, 1973), p.53. . o
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%9 Ibid, pp.56-57. ‘

®
“m%w.-m

70 Uzzo, op. cit., p.22.

7 ;

7 Carlo Del Balzo admired the structure of Verga'é first novel but {;

g reproached him on the language the 1atter used. Evidently Del Balzo *% \

* ‘ stﬂ] too attached to the off1c1a1 bourgeois culture. E_ng_ 3p.37. r ’

’” 72 Verga s retort to Del Balzo shows Just to what extent Verga saw h1s z:
©oart as the living expression of the dialectic- between the chosen subject i
l: / " and th\gwadgpted faorm, "Se dovessi tornaie a scrivere I Malavoglia, 11
i scriverei allo stesso modo, tanto mi pare necessaria e inerente al soggetto j
i

R Rt

Ta forma". Cited 1in Romano Luperini, op. cit., p.8. KL

i ’ .
i s , 713 Giovanni Verga Lettere a Luigi Capuana, a cura di Gino Raya (Le ‘ 4
- ’ Monnier, Firenze, 1975), pp.167-168. ) :

- Q0 74

Luperini, op. cit., p.8.
H v 75 Uzzo, op. c1‘ :, p.15. o . ' f
76 Luigi Capuana, Verga e D'Annunzio, a cura df Mario Pomilio (Cagpeﬂi N
Ed1tore Bo1ogna,, 1972), p.82. \ , .
77 Seroni, op. cit., p.18. . " BN

78 Capuana, op. cit., p.84. ’ L ,

A »

73 Seroni, op. cit., pp.19-20. r . : -

. 80 Pullega, gg. cit., pn.66.

o : r

81 Gramsc1, op. cit., p.9. (611 Inte]lettyali e 1'org_mzzaz1one della
)

cultura).. \ ' ) T |
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E. Scarfoglio, I1 1ibro di. Don Chisciotte (Milano, 1925), cited in
Seroni, op. cit., p.102. ‘
(S ] 8‘“3 Il !
Ibid, p.101. | ‘ o

_g* 84 Uzzo, op. cit., p.36. '
%(': N . n
z 85 Edhund G. Gardner, The National Idea ;2 Italian Literature*(Manchester
'§ University Press, London, 1921), p.35. (, . ) )
L "Giosue Carducct--who believed én@ declared that the Italian civi])sation is
% K a necessary element, even as it was of old, in the 1ife of the civilisation
; ' of the world--bequeathes to the Italians of today the price of race and the
? will to act". (my italics) '
1 / T 86 Uzzo,'og. cit., p.41.
) 2R L ‘ |
E G y . Luperini, op. cit., p.11, : N )

~

88 Seroni, op. cit., p.23." ’. . o

\
1
\ v

8? A11 the citations are from Ermanno Scuderi,'Verga: ]aécondizioﬁé storica

ed esistenziale (Tringale Editore, Catania, 1976), pp.196-199. .
> 9 o ‘ //[” ) i .
) 0 Pullega,-op: cit., p.76. | ) o .

9N Seroni, op. cit., p.24.

92 B. Croce, La letteratura Aella nuova Italia, vol. III (Laterza, Bari,
1922)}pp.12-]3. . .

N .'
eroni, op. cit., p.26, . .

% B. Croce, 59. cit., p.18.

& ~

95 B.1Croce, op. cit., p. 18. - .
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Ibid., p.17 (my italics)

97 h B

E)

™,
Pullega, op. cif\a p.76.

%1 %8 Pirande1lo gave two talks on Verga: the first in Catania in 1920,
and the second at the Reale Accademia d*Italia in 1931. Both ta]ks are

- pub11shed in Luigi“Pirandello, Saggi, Poesie,.Scritti Varii, a ‘cura di

Manlio Do Vecchio-Musti (Arnoldo Mondadori Editore, Verona, 1965), pp.390- 426

9 "Eccellenza, sento che questo & 11 momento pil proprio di dichiarare
una fede nutri%a e servita in silenzio. Se 1'Eccellenza Vostra mi st1ma
degna d1 entrare nel Partito Nazignale Fascvsta, pregierd come massimo

onore’ tenery1 il posto de} pil umile e obbediente gregario--Luigi Pirandello."

G.F. Vend, Capitale e letterature (Garzanti, Milano, 1974), p.271. .

100 Giorgo Santangelo, Storia della critica verghiana ("La Nuova Italia"

_Editrice, Firenze, 1965. !

N

, \\
101 L. Russo, Giovanni Verga (Laterza, Bari, 1959}, p.72. * (/

102 Em111o Cecchi reviewed Russ? s essay as follows: “E un libro 1mbuto,
che pagina dietro pagina si restrﬁnge inesorabilmente, e finisce a fondo

cieco". Cited in Ermanno Scuder1, og cit., p.200.

103 Seronl,‘ op. cit., p.46.

104 o Momigliano, Dante, Manzoni, Verga (Casa Editrice G. D'Anna..
Firenze, 1965), pp.215-274. “ . . >

105

Ibid., p.267 "Ma I Malavoglia sonp- inferiori."
106 D H. Lawrence * Mastro~don Gespaldo in Selected Literary Criticism,
(London, 1955). .

107 Luperini, op. cit., p.15,
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. ) \ 108 D. Garrone, Gi‘ovanpi Verga, con prefazione di'L.vRuss'o (Firenze, 1941).

109 Seroni, op. cit., p.d5.

v
[

10 Giuseppe Bottai, "Verga Po]hitinco", in Si:udi critici su Giovanni Verga-
(Roma, Bibliotheca Edit.,1934), cited in Pullega, op. cit., pp.144-148,

o

W 1hid., p.145.

”"’”M*'Wz& T

M2 1hid., p.14s. ’

an?

" "3 1bid, p.145. T

————n.
.

- R

14 Ibid, p.145 (my italics)

Fl

6

5 1bid, p.145.. , o

———

L

0 16 1144, p.146. o ' !

, .
M7 1bid, p.146.

@
bitomtarsmbiostoion o NI, eGS0

e

, 118 1hid, p.147. ‘ o o

PR T

[ \ . . .
DT TI9 iy, pata, o \

120 1444, p.147 (my italics)

" 121 144, p.147.

12 1pid, p.148. -

et Shady

123 1pid.; p.148. ~ ‘
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]24‘ This movement was reacting againsat a literature of evasion common '
during fascism. In literature the.earliest rpodé] for the new current were
Gli indifferenti of Moravia, out to portray aspects of contemporéry‘«sociﬂ

Q
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l reality. Elements of this movement are seen in the works of Jovine,. Pavese,

and Pratolini. In film,- the most important exponents of this current were
Rossellini and De Sica. g

~.

o 125 L . o o .
\ Luperini, op. cit., p.17. . ‘ . -
o : , { K
- ‘ 126 x : .
. . Pullega, op. cit., p.155. ¢
127 -

Silvio Guarnieri, "L'opera di Verga sino ai Ma}avogi]ia", in Galleria,
(Annc XV, 1965), p.72.

128 Natalino Sapegno, cOmpe'ndio di storia della letteratura ita]i‘ana,.
vol. III "La Nuova Italia" Editrice, Firenze, 1969), pp.297-298.

129 1444, p.309.

130

G. Petronio, Dall'illuminismo al verismo (Manfredi, Palermo, 1960),
p.283. ’ '
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131 Luperini, op. cit., p.19. (my italics)

1

% 132 G, Trombatore, Riflessi del Risorgimento in Sicilia (Manfredi, Palermo,
% 1960), cited in R. Luperini, op. cit., p.98.} .

; , "

% : 133 bid., p.%6.

1 134 Ibid., p. 97-98. (my italics)

—————

°
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135 A. Seroni, Da Dante a Verga (Ed{tor{ Riuniti, Roma, 1972), o
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136
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! 137

Pullega, op. cit., p.157. '

First pub]‘(sﬁed {n tr}q Unitd of 27 Jahuary, 1952. ° Now 1'n_)L. 'Russo,
0 Glovanni Verga (Laterza, Bari, 1959), p.394. (my italics] K
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. . 138 orinalita della narrazione nei "MaTavoglia", in Belfagor, 1965,
n. 1, pp.37-53. ‘

/

¢

139 Scuderd, op. cit., p.21l. |

oo 140 ciovanni Cechetti, Verga maggiore (Firenze, 1968). .

141 Aurelio Navarria, Lettura di poesia nell'opera di Giovanni Verga

(Firenze, 1962).

—_

142 Emerico Giachery, Vérga e D'Annunzio (Silva, Milano, 1967‘).
¢ . _ 143 Leonardo Sciascia, "Verga e la 1ibertd", in the Contemporaneo, n, 58,1963.
1

4 Vitilio Masiello,Verga tra 1ideologia e realtd (De Donato Editore,
Bari, 1975. o )

G C 145 Antonio Gramsci, Letteratura e vita naiiona]e (Giu]iomEinaudi Editore,'
. Torino, 1966), p.179.
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146 Alberto Asor Rosa, Scrittori e popolo (Savelli, Roma, 1975).

14

7 Romano Luperini, L'orgogl io e la disperata rassegnazione, Savelli,
) Roma, 1974, and Giovanni Verga (Laterza, Bari, 1977).
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148 Alberto Asor Rosa, Il caso Verga (Palumbo Editore, Palermo, 1973).
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La. Terre a paru. La déception a &té profonde et douloureuse.:
Non seuTement 1'observation est superficielle, lés trucs °
démodés, 1a narration commune et dépourvue de caractéristiques,
mais la note orduridre est exacerbée encore, descendue & des
saletés si basses que, par instants, on se croitait devant un
recueil de scatologie: 1e MaTtre est descendue au fond de
1'immondice. .

¥ Le Manifeste des Cing

II

The reaction of most critics, as reported in the first chapter

- of this study, clearly indicates a negative position towards the poetics

upholding the artistic creations of both Zola and Verga. These judgements
have often been misieading in the past, but need not be 'if Zola and Verga
are dealt with inprelgtiﬁ to their artistic intent within a wider ‘
positivistic world-view. As na'turalj'stic political writers, Zola and
Verga appear to have dea:]t with a number of esse;nt1‘a1 economic and socio-
political questions in their art, questions that often launched accusations
to the ruljng classes of the artists' respective countries. I will deal

with one of the questions--property and family structure--in the analysis

of La Terre and Mastro-don Gesualdo.

La Terre, one of the many novels of "I'histore naturelle et socialle

d'une famille sous le Second Empire", synthesizes the conditions, activities
and aspirations of the F rench rural masses. Living 1ike insects on their
land, their existence is directly related to, and directed towards,

possessing it. The title alone suggests a colossal'theme of analysis,

/

. e, ot

Sl

~




traceable--as is suggested by the story of "Jacques Bonhomme" read by
Jear Macquart towards the end of the first part--to the origin of thel : o
family and of private property.< The fictional rarration takes place
between 1859 and 1870.

. The central role played by 1;nd, or private property in general,

seems evident at the opening of the novel. The solitary figure of Jean,

e

impregnating the fat earth with seeds that shall yield food th 1owiﬁg
_ summer, clearly estab]ishes a natural re]ationship‘of,depen cy\ f the
man to the Tland. The possession of land and property is the’standard
that not only establishes the place of the ‘individual in the social : o
‘hierarchy, but also promises and legally permits the acqu1s1t1on of yet
more tand and commodities--an acquisition-which provokes a further upward ~

if} ~ mobility. in society.

In the first chapter,a Scale of ownership is progressively established’

S R e A A 5 o

with the introduction of. .t he characters& Jean, nicknamed “Caporal", is
. at the base of the pyramiaica1 social structure with referénce to wealth.
Zola offers ample informatién concerning Jean's past history, which allows !

one to establish his social position in the hierarchy. Working in the :

R R e o e e o e - o o TR B

Beauce and being of provenga1" origin not only explains why he is con-
s1dered a foreigner (météque) by the 1oca1 population but a1so reveals

i indirectly that he has no property whatsoever. Jean0§ only possesgion is
his past history--which took a turning point after Soiferino. A former

soldier, he now works for his keep and an insignificant wage, Qird1y suf-

g et o ot e bR et € T
i

ficient for his physical subsistence, designed to chain him down bermanent1y

to his present strata of society. ,ﬁjnce he will never be his own "maftre"

y r’?; 4 iéf""’r

0 in the Beduce--due to his "m&ttque" nature, and because he is alienated

1]

. from a society that is built on belligerent class antagonisms--Jean's od]y :

L
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.material value. The episode in maTtre Baillehache's office (chapter two)

86

a1terna§ive at the end of thebnqvel is to re-enlist as a soldier and o

serve the interests of the ruling classes. \J |
Francoiseé is better o ff than Jean since she is a native of the

Beauce and co-owns a parcel of land, a house_and a cow. She does not

work for wages. Nevertheless, her still inadequate material situation

indicates a re]ationshiﬁ of dependency towards wealthier proprietors; the

episode of the cow she brings to the Hourdeqy1n's farm suggests, this

re]ationship. Jacqueline owns nofhing, yet holds a %otentia11y more ad-

vantageous sociq1 position in relation to Jean since her statds as "ser—' )

vante-maftresse", an unpaid prostitute, giJes her ;he i1lusion of co-owning .

or at least managing and protecting the property of her master M. Hourde-

qyin. Prostitution is the price Jacqueline must pay in order to entertain

N

the {1lusion of possessing material wealth. M. Hourdequin, the last
character in“the introduction of this partial hierarchy, i§ a member of

the most privileged social strata of.the Beauge. Owning the largest
accumu1ation\gf property -amonst éhe characéé;s so far mentioned, H. Hourde-
quin is objectively better off anaAfreer socially and existentially. He .
is also at an advantagé since he benefits from éhe §ervi1e re]atipnship of -
smaller proprietors towards him, a relationship that accompanies his . ’
posi%ion on the vertical social structure, a structure valid for all of
%he novel's characters, whose social Status is empirically wéighéd and.

measured according to their private possessions. Consequently, each

character is respected socially accdrding to the sum-total of his or her , ‘.

can serve as example of this social attitude: Delhomme {is respected by'the.
notary since he owns twenty hectares of-land, a servant and three cows;

Jésus-Christ, who owns nothing and therefore deserves no respect according

o
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Fouan adopts\ a Togic similar to that of o1d Séchard #n Ballzac's Illusions

~ TabeHng socially and poHticaHy his father's intentio

. dance with the amount of money the parents would rieed annually to live

T 87
3
‘to this particular social ethic, is the object of the notary's reprimands.
The event that gives impetus to a development of the various themes
in La_Terre is old Fouan's decision to hand over his land to his 'sons.

The attachment to his land is: sacrosaﬁct He becomes aware of "his socia]

impotence as the thought o f renouncing the c1a1m on his ‘land becomes a ~ - [

E -, \ ©

reality. This r1tua1--w1;nessed twice during the l1ifetime of every man,

' 4
once when he receives property, a second time when he hands it down to his

g
g

heirs--~becomes, as the novel implicitly makes apparent, the symbolic -

:
5
4
g
»g
i
4

castration of the individual who Tives within the social values of bourgeois
J :
civil society. Fouan's decision takes a turn when the notary reminds him _

of the possibility that h1s children might leave him to starve once they

3

take possession of his 1and. Having awakened in ’Fouan social man's eternal

. A
fear of economic insecurity, the old cu]tfvatorréﬁ?%gs to divide his
i R

.

property only on cond%tion that’he receive a "r}:nte‘" from his children.

perdues, consistent with the class cohcepf: of exploitatipn. Fouan tries

to secure an annual salary for himself without participating actively in
any of. the labour the land rFequires This appears to be a clear case of

feuda'l-arlstocrahc landlord conscwusness adopted by the serf, strwmg

%

; i
.and 11v1ng according to the mode1 and soc1aj1 consciousness of another c]ass.‘ z
Fouan's son Buteau can hardly- be compared to the peaceful hard-working i

' ]

David Séchard1; Buteau welcomes the idea with an antagonistic reply, ‘

: "C'est donc que

vous allez vivre comme des bourgeois?... Ah b1en'"2 An alternative pro:

posal, calculating the sum for the 1ease of the 'land pstablished in gcco\\r- ’
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omfor"t:awa, does not appease Buteau's antagonism towards Fouan, Buteau )
ttacks .Fouan for wan-ting his children's blood. Fouan counter;attacks nis
son, first for refusing-to approve the. yearly a]]ovyanoe as originally
calculated by the notary (here, the structure of the father-son conflict

is mediated and instigated by a third party, in this case a judicial

[t -

\‘ 1nst1tut1on), secondly out of fear, since Buteau has somehow discovered
5 ' . that Fouan has-cash savings h1dden away. In what seems to be a case of
% 1,' h pathological atnfagonism to surviva] between the. old and new generation,
common to 1ate 18th century and 19th centur%European'Hterature, Fouan

takes on the pathetic cry similar. to that of old Grandet®in Eugénie grandet .

) Seeing the gather‘jng of the s torm ahead, Fouan tries‘to reassure himself "1
l;y hiding behind and making use of the traditional authoritative parental
ro]e{ os' head of the family. ‘"Ah! ¢a, nom de Dieu! vo'us -fou'mez da@ns
mes po”che’s, maintenan-t! Je n'ai pas un sou, (pas."un Tiard de placé . Vdus
avez trop colt& pour ga mauvais bougre's}‘!...o Mais est-ce que ga vous re;garq.
derait, est-ce que je ne suils ‘pas' le mattre, le pére?"3 Fouan's attempt ‘

"to resort to paternaﬂ authority is useless and imp]icitl-y foreshadows a .
“tragic consequence, since he is neither faced with an angelic Eugénie (as

is the re]atlonsmp of old Grandet and Eugéme) nor with a humble David’

always’ bending from his own position in relation to his father (as s the
relationship of David Sé&chard and his father)--both of which antagonists

dre, Hving in a romantic world of their own makingl alienated from the

1mnediate aggresswe egotistwa] matema] world. Rather, Fouan is faced
(.

wi th a son hungry for his father s hard-earned savings, willing to gQ to

e . MR PO e T e

qny extrerne in order to possess property

: ! G R It is important to note that this whé]e debate was sparked by "the '
(). ~ ' 1 N i

¢ objective igtervgm;ion of >the notary, whose institutionalized social role -
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1‘s‘d1'rect1§ linked to a social structure based on the principle of private
property. One can assume tha‘t? the portrait of the Fouan family was
relatively harmonious before the division of the family's patrimony
became an issue. After this episode the family.is no longer constituted
or held together by natural blood relations, these being replaced with
new relationships feeding on egotistical calculated 1nteres?s.

Although the Fouan family dates back many centuries; the cardinal
points of 1its rise as small landowners are identified with the conflicts
and consequences of 1789 and 1793. During this fluctuating period of
social change, the Fouan family, 1ike those%f the Séchard and the Grandet,
gathered twenty-one "arpents" of land. The rise of the family could ha‘ve
been economically more spectacular had Joseph-Casimir Fouan not hesitated
in buying state approp(iated lands. The hesitation before this type of
investment venture can be attributable to Joseph-Casimir's service conscious-
ness 4forg"ed under the Ancien Régime. This man's reluctance towards land
acquisition is antithetical to that of his contemporary bourgeois rival
Isidore 'Hourdequin, father of M. Hourdequin, who did not hesitate the
least to speculate, and so bought the Borderie piece by piece, at one fifth
of its real value. Since the sale of new available Church land was quickly
exhausted by bourgeois speculation (Balzac's:Paysans also deals with this

transformation at work, as discussed by Lukdcs in Studies in European

2

Realism) and since properties became tightly consolidatéd within families:

through heredity and marriage, the division of sma'l] property half a century

Jater (1860's).led inevitably to economic ruin unless the heir of a piece

.

of 1and was able to marry a person who also possessed some property. The

division of 1and was “ooked upon as an extremely delicate matter, a §ituation
.y

W' oy

5
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often being the necessary pre-condition for marriage and family life; that

is, the main force constitutiﬁg the far;uﬂy nucleus_or unity became more

and more associated with the properttfed base that would ensure its survival,
In this perspective, s ince property is seen as the prime condition

in engendering respect and fear”

, the desire to own land becomes a basic
need for everyone participating in any way within the society of the
Beauce, including the pariah Jésus-Christ. Buteau, whose ‘an{;er feeds on -

his grandfather's blindness in not seeing that social mobility was the

_ direct result of land appropriation, is affected intensely and transformed

socially and existentially by the desire to own property. This character
is interesting to 1ook at since the accusation he directs towards the
bourgeois, together with his own appetite for land, are indicative of a
class contradiction resting on the interaction of two different world views
or implicit ideologies--that is, the serfs' hate for the landlord, clashing

~ .
with the sgcia] climber's desire to be 1ike the Tandlord. "Est-ce qu'il

ne faut pas que les bourgeois nous mangent ’coujouv‘s!"5 Buteau, more than .
anyone else, seems to be quité clear about what a_bourgeois represents;
therefore, the egotistical aspirations that lead to’his sudden burst of
anger canqo;: be interpreted as an expression of class-hatred since everything
indicates that he aspires to the bourgeois social position.

M. Charles, Fouan's brothetj-‘in—law, portrays the typical bourgeois
opportunist risen from the lower strata of small proprietors. With the
purchase of the "maison publique", he not only rapidly attains upward

mobility in society but can afford to live an idy11ic old age surrounded

‘by nature in all its splendour and innocence; here is a 1ife-style in

flagrant opposition with the means (h‘ouse of i11 fame) used to attain it.

k4
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'.tf.; : The Charles' contradiction is constant, exemplified in their daughter who

is locked away (from,the ugly evils of the world) in a "pensionat" till

%

the age of maturity, “"pour raffiner sur son 1nnoc:ence."6 The bourgeois

contradiction Between public and private morality or ethics, which Marx

identified, becomes aﬁparenf in the character bf Estelle when, in all

T i

her "innocence", she assumes the running of the "maison publique™ and proves

to be the ideal candidate for such a task. The presupposition underlying

this episode quickly becomes explicit and can be spoken of in terms of

ethic of material gains. A good business should never he abandoned on

account of questions of immorality, especially when the lucrative gain

.derived from it takes on a value superior to simple morality. "Pourquoi

(L o

1'affaire serait-elle sortie de 1a famille, puisqu'elle Etait si slre et

si be1]e.“7 Similarly in this strata, the family i§ reduced to an

ﬁ

economic unit whose principal activity is Tucrative self-interest; to be

i

: sure, soh‘dar:ity seems more evident within the immédiate family citcle,

é ' \ but only in order to protect the family wealth. The Charles' contradtctions

are evident even for «the social ‘outcast Jésus-Christ, 1iving at the

; margins of the economic 1‘ntelract1‘ons of the Beauce. Jésus-Christ is con-

- scious that the good bourgeois image exemplified in M. and Mme. Charles
with their granddaughter in church, all dressed up in fine clothes, is an
illusion created with "T'argent & putains". The out;:ast is able to pierce

, through the conventional fagade of this bourgeois couple. Buteau 1is in-

capable of yerbalizing such a statement precisely because his aspirations

force him to adopt and protect the same general Weltanschauung as the

]

Charles'. : ‘

(} The fundamental interest of the bourgeois entrepreneur--to accumulate
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wealth with aﬁy activity he undertages—-seems to be a cqnstant, even as
tﬁe 014 queastiOn of building a" road in th‘e locality',comes up. The project
is advanced by Macqueron "le bourgeois" and M. Hourdequin, both of whom

would derive financial advantages from a so-called public work.  Lengaigne,'

. who apparently has nc; interest in seeing the road built, passes judgément
[ - '

on the party that is proposing the road:

Ah! ces bourgeois d'aujourd'hui, c'€tait pis encore que les
. seigneurs d'autreferis: oui, 11s avaient tout gardé, dans le
K partage,-et ils ne faisaient des leis que pour eux, ils ne
+ vivaient que de Ta mistre du pauvre monde! Les autres
1'6coutaient, g€nés et heureux au. fond de ce qu'il osait dire,
Ta. haing Séculaire indomptable, du paysan contre les possesseurs
du sol.

t [}
. . _

Land, the dentral question, is an issue of cofequente to everyone, and
. \

espém‘aﬂy .But\eau‘ who is unsuccessful in the drawing of lots.
- ’ \
The First Part concludes with a winter evening gathering where Fouan

’syn,thesizes, in his own way, how war (fought by the peasants-and brougfit

about by conflicting ruting classes for economic reasons) is detrimental

-

‘to small scale farming; here Jea'ﬁ ‘reads the story of Jacques Bonhomme. The

story, paradoxically narrating'ﬁ“qhe tale of‘tﬁg eternally exploited worker,
is 'structuréﬂly- placed here by Zola, a p]acemeht foreshadowing the end of
the nové] and a1so reminding the“read'e\r' that the end'lesslexp1o1't'ation of

the labourers by ‘the economic and poﬁti'cal ru]i;\g classes is still very
much an ongoir'ng phenomenon, The‘ inserted narre;tion comes -te a peak with

the revolt of Jacques in the apotheosis of 1789, when he apparently became
equal to his "seigneur". Fouan intervenes, presenting his personal- t’\esti;nony
of N\apo1eon I who (after cerituri(es of exploitation) gave freedc;m and land

to the labourer. The tale ends by epocitly warning the Tabourer to stay

away from the cities, indicating that the real goal in life is peace of mind.

~
"

, .
) . '




R

T Hetacrn S
‘T e

e g e R

e e e A R

.of his féther, M.- Hourdequin is no less a slav
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"Dis-toi bien Jacques Bonhofme, que 1'argent est une chimdre. Si tu as

1a paix du coeur, ta fortune est ‘faite."g This philosophy, which is tthe ‘
product of the 1789 aftermath and so of a new1yf:§|])m1nant bourgec;is
culture, provides the rural masses with the illusion that they should

be happy in théir financial and social miseryk now that they are free;--free,
that is, to starve and to sell oneself in order to survive'{. This structure
reinforced the'ru]e of the dominant classes by consothating one of the .
antagonisms upon which their supremac} w:;s based, i.e. subjecting "the

country to the rule of the t’.owns."]O Since the 1789 1llus1‘on: the exploited

and subjected condition of the happy rural Tabourer had not changed. ,
Regardless of the colours of tf;e subsequenf revoh:ltions, Jacques Bonhomme

had not ceased to be manipulated in the interest of those that ruled. This

was the case in 1848, in 1851 and shall repeat itself-again at the end of

the fictional narration of the novel, an end coinciding with the Paris

!

Commune.

¢

The Second Part of La T erre expands the themes that have already been

indicated in the First Part. Although Hourdequin is Seen as egeromicajlly 5

superior to Fouan, he suffers basically frpm the same social ajiiment, being

o

“&troitement le prisonnier de sa terre". Owi% his for‘tun'e to\the ability
Fouan,

of his land tha

_Hourdequin's refusal to marry Jacqueline has Tittle to do with the deep ]

Tove Iand respect he stjll feels for his dead wife. Rather, this refusal o
Ties on a more egotistical foundation. M. Hourdequin camot conceive

sharing his property with a "woman" who had nothing to do with his “land"

;and who would bring him no “capital® of any nature. "Oh! cette terre, comme ¢
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R
_§¢;~—¢r o

i]lavéit fini par 1'aimer!... come s'11 1'eut prise des lors en légi‘tiﬁxe
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~Marx in the Manifesto of the Communist Party.
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‘ \
mariage, pour la féconder."” Hourdequin is married to his land, as is
La Grande, Fouan and almost every other character of La Terre. , A

h

The death of Mouche brings further to 11ght the central questwn of
heredity, a fundamental principle of private property and an 1nd1sputa(e

12 Zola presents death as the necessary

r1ght of bourgeois society.
condition for triggering "t he hereditary mechamsm. The basic postulate
holds throughout the novel; it is exemplified 1n.the natural death of

Mouche and t he provoked deétr;s of Frangoise and Fouan. Without Teaping
ahead in the present analysis, it already begins to appear as though the.
Darwinian concept of \the survival of the fittest is not only explicit in
certain episodes, but seems to govern the structure of the novel. The

complex mechanism of handing down private property becomes the regulating

paradigm of La Terre. Mouche's death is the necessary pre-condition that

makes Lise available for m/arriage.\ ATthough already with child, the’

patrimony she inherits--which also in part belongs to Francoise and there-

fore creates a further future antagomsm in regards to the divisjon of

Mouche s property--makes her a gooH party to arry, espec1a]1

property-less labourer such as Jean, However,\&c\aan is ingapable of

‘carrying out this project, for Buteau's interests M’che way. Marriage

in Zola's fictional universe goes beyond sentimentality or love; it rests
on more concrete socio-economic conditions and necessities. Zola appeanrs

to propose a particular historical social Taw similar to the analysis of
13 :

.

The events in the novel function as a kind of chai‘ﬁ reaction, The .
building of the road, made possible by the "intér@t commun" certain members
of the local bourgeoisie had i\n seeing it built, gives the Mouche daughters

i
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¥ J five hundred francs, and so elevates slightly their economic social value
N in the; eyes of the community. This sum is the decisive_element that lures
2 Buteau to marry Lise, already the mother of his child. Had Mouche Tived.,

£

it is probably safe to assume that the structuré of the novel would have

. . Nt s . . ]
Ted Lise to marry Jean, since Buteau's intervention between Lise and Jean

et

appears stimu]ated ent1re1y by Lise's rap'id financial betterment.

R el e ot

Two 1mportant patterns conc]ude this-Second Part. The first is the " i
episode of the Charles' maid Honomne, who loses her ppsition because of
: her "attentat aux moeurs". Zola here portrays that contrad1ct1on in
‘ bourgeois morality which tolerates the lucrative emp]oyment of young girls
as whores, and yet condemns a woman who gives herself sexually-to a man out

14 N o

of physical passion. It was precisely for putting into fictional

evidence such tradictions that Zola was both ridiculed and attacked by

official bourgeeis cri tics. It seems evident from Honorine's being fired, - ’

P ST PRI
N
€ e ¥

) that the ethical/social value of the sexual act is seen indeed as a dichotomy u .

ategrEn

within the bourgeois system of values. For if sex, including prostitution
§ Q in this case, earns money,” it can be socially accounted for and ethically
N accepted; if-it is tf;e result of sheer passion, if it grows out of natu_r"a1

V self-gratification, 1t is to be condemned and castigated in or‘der to prevent
4 - the coHapse of the moral 1ntegr1ty, the fpgade with which the bourgeo1s1e

pretended to associate itself. And the second point, closely associated,

is Jean's lack of successin forming a family, the economic unit of

: : : R | : : -
) stabﬂity, respect and survival.

&

The Central Part of t he novel portrays the rise of Biuteau as jro-
prietor His determination to challenge the other members of his family _

— until both the Fouan and Mouche propertié’sf are united under his dominion
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.knows no measure. Jealousy, ambition and possession are the regulalting

I ,

forces of h1’]s universe. Once he has the Mouéhe's property under h“is -
grip by marrying Lisé, he cannot allow Francoise, a- free agent of fhe
family cire]ie he administers, 'legaHy: to claim her half of Mouche's ’ﬁJr\‘operty.
By imposing the decision to divide the patrimony only on the day of }grangoise's
marriage,, Buteau buys t%me to see in whatl w;y he can prevent the fra}g-
mentation-of his recently acquired property. His intention is to g1ye
himself enough time and the right dccasion to take l;rangoise sexua'l'lyi’
by force, mal;ing her his woman, thereb); giving him a‘ legitimate claim to
her part of the patrimony. ~ q

Frango1sé, as‘a female the wesker of the species in the animal world,
is constantly forced to fight off Buteau's agéressWe sexya] atfacks. She
succeeds for a while, but falls prey to Jean only moments after an exhaustive
struggle with Buteau. On this occasion ghe Toses not omy her virginity
but also her social 1'ndependence.]6 The s1mﬂar1ty of t?\e structures
regulating the human and am'nc;a'l world - appears c1ear1y stated in the fifth
r;hapter,’where Lise and la Co]xiche (the cow) are both in‘]aboljr. Not on]y,
does Buteau consider the cow to be more 1mportant than his w1fe at that

moment but hez*tmes anew to take Frdngoise by force at the foot of  the

bed where Lise is in labour. The desire to dominate Frangoise sexually

. conforms with Buteau's gog] to. possess her share of the property. Since the

end justifies the means in this mad race to possess, Buteau refuses Jean"s

=

proposal to marry Frango'i:se‘for if "elle se mariait, il Ta perdait, iT

perdait 'la 'ter‘/re."]7 This Third Part also ends in symbolic defeat' Buteau

receives a broken arm from Jean whorfi~-ke had menaced for trying to inter-

fere with his ﬁspn‘atmn of a° “ménage a tro1s"

.
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Buteau's .role as aégressive dominant figure is restored in*the

I
K
ﬁ *
e
24
s
&
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Fourth Part, when Fouan comes to Hve under his roof. Buteau needs no

invitation to try and make the most out of the situation, up untﬂ the

moment when Fr’angoise takes on an aggressive stand against him, But’eau .
is suddenly confronted by Frangoise cVa1m1ng her- share of her land, Fouan c
‘who goes to hve with J&sus-Christ,” énd by Jésus-Christ who aHows a p1ece ,
of land to leeve the fami]y cirﬂ‘,cqe. Buteau, who had contradicted the -
"established bourgeois norms of‘e\sodety and was ready to continue to~live
in polygamy in order to prevent#ke parcelling or loss of land and
property, cannot accep}: his brother?'s sacrilege. Jéksus.-C_hr‘i st had
violated that fundamental secular lbaw demanding that property remain in
the handé of the "gens". Buteau's anger and antagonism {s intensified in
chapter' four by the.as;sured conviction that his father has 'money hidden
away. - In the economy of the s ociety portr:ayed, hidden money-is synonymous
wWith Tost or non-money. .Thery%ore, Bdteau is impelled to begin the search,
fdr the h’Idden lot so that it can be;ome real and accounted -for in a
society where money and what * i t can buy (pfop,erty) is the main tenoy of
soJcia1 recognition. The antagonistic situation exaspe;ates the father who
fears more than ever to be robbed of his life saviqngs, the only remaining
proof of his'material ex1 stence. '
Buteau $ position 1s again in danger w1th Frangoise's coming of age.

He feels again th ob

ive fear of Tosing bot[l woman and land with .

Frangoise's decision-to. marry Jean, It {s important to note that Fran-

coise's deci?ion to marry is a 1so integrated with and 1.nstiga{ted by the * !

desire to possess. "Etle aussi aurait un horme & e11e:."18 Francoise E

accomplishes her project with the_fndispensab&e aid of la Grande--who ';; |
\ . \ : o g

|
5
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‘ > © becomes an accomplice in the whole affair only to provoke the destruction
of Buteau. B

La Grangde's hate can also be linked to prbperty'@vd oanrship. Her
p§ﬁticipation in the‘%imily feud, in frangoise's favour, not only Jives
Frangoise her share of her father's land, butfa1so,securés one hundred
eight}-six.francs for'the 1 atter as payment for phe work she did while
living with the éﬁteaq family. LglGrande's desire toadestroy Buteau is
categorical and therefore ogﬁainSufor Frangoise half the payment received
for the construction of the road. Finally, Euteau feels the blade of
Damocles Swo}d when_La Grande secretly solicits fhe he1p.of a third party

N to bid for Mouche': house in Frangoise's favour.
The discussion dealing with the preference of economic policies--

{E whether to favour the worker,jn factories or the agricultural labourer-~
is of particular importance to. the narration as a whole, giving it asmacré—
scopic national, and later international, dimension, The microscopic

. structural situation of the cohmunfty is Tinked to the complex exchange
relationships of commerce at the international levél:

Tous deux, le cultivateur et 1'usinier, le protectioniste et le
11bre-échang1ste, se dévisag&rent, 1'un avec, Te ricanement de
sa bonhomie sournoise, 1'autre avec la hardiesse franche de son

hostilité. C'était 1'&tat de guerre moderne, la bataille 19
+ économique actuelle, sur le terrain de 1a Tutte pour la vie.

o~

s Tl
\

f M. Rochefontajne, friend of the Emperor (Nap.III, 1852-1870), discloses.

his theory of pro advocating the rapid construction of roads, rail-
" roads and canals for irrigation. “ These means of transpoPtation, developed
with_ the rise of a national business class during_the industrialization of

‘:ﬁ France, was to provide the pecessary 1ink between production (investment)
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and consumptian (market), as Eric Hobsbawm suggests.20 M. Réchefontaine
does nbt have a solution to the problems at hand, thé problems facing
the masses. Rather,'his perspeﬁtive is limited, clearly directed to making
higher profits by advocating a policy of free exchange on the international >
level. M. Hourdequin's pos1t1on, Tike that of his rival,. appears to- be
masking very egotistical personal 1nterests directed towards profits
and is antagon1st1c towardf the proletariat and small land holder.
. The alterhat1ve solution is expressed by Canon, J&sus- Chr1st‘s guest,

who proposes the socialist alternative of the "Commune révolutionnaire de

> Paris", But Canon, who.1ike the biblical figure is preaching and preparing

the new way, is misunderstood and feared, by owners and Tabourers alike.
Canon's aggressive cry of Ju;ticapfor a11'meniis a coﬁcept that the rural
population confuses with past ideals and history.’ This can be seen when
Jésus-Christ calls out the motto of the 1789 pseudo-popular revolution. ’

This provocation destroys Canon's previous image of a wandering tramp

i ’

as he reacts to the implicit 1ideology of the motto, assuming the Tucidity

3

of a revolutionary who is well aware of class struggles and exploitation:

Vas-tu me foutre 1a paix avec ta Tiberté, ton Egalité et ta
fraternité!... Est-ce qu'on a besoin d'8tre 1ibre? une jolie
.farce! Tu veux donc que les ‘bourgeois nous collient encore dans
Teur poche? Non, non, on forcera le peuple au bonheur, malgré
Tuil... Alors, tu consens & Etre 1'égal, le'fré&re d'un huissier?
Mais, bougre de b&te! c'est en gueulant ces &neries-18 que tes
républicains de 48 ont foiré leur sale besogne!Zl

The utopf&n society Canon foresees is not real, or for that matter even
piausible, for his audience--which has unconsciously accepted the eternal

exploitation of the traditional social order’. They cannot see themselves

as active participants in the "fameux nettoyage" Canon is preaching, since

1
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they are-unable to see a positive gain coming out of a mass revolt
against “the upper tlasses. Rather,.they f'ear the loss of the 11‘tt1.e they .
have. The people of the Beauce see revoi‘g.through a bourgeois perspective,--
that is, negatively., Henc'e their par‘ticipatmq in reinforcing th:‘e
"continuation oT: their ongoing miserablie condit':ion as'/quy exp]oi't;ed
workers. Canonh denounces the new economic foor‘ce of imperialism (1:-n this

‘particular case, American Imperialism; a Zola as visionary of a phenomenon

e

. in full expansion or perhaps a 7ola as a fine analyst of an“historical

phenomenon). He urges the workers to take control of the economic and
‘political .powers of France in order to be saved from this menace. But
.such a_task is far too complicated, and completely qutside the "conscience

possible" of this closed world, a world-kept at the margins of active

.'s:ociety, away frxom the ideas (consciousness) and practices (actions) of

°

social revo]ut%on: '

Living within a different‘system of ideological values, Car'lon cannot
relate to such labourers, avid~“to become a part of the bourgeoisie. The
typicaj reaction is that of Buteau, angry for having spent his thye with
pb'l'itiCS "1orsqu'ﬂ\avai‘t des affaires sérieuses" to conclude. The basic
condition of socjal "emarrginati" together with the unconscious refusal of
political “engagement” conséitutes the base of these labourers' misery,
This situation is possible because the exploited characters.of this social
community fail to’see that their whole life, the ‘organization of society,
of production,'diitri bution, exchange and coﬁsumption are rqgu1a1ied by the
.

very same politics the&f dismiss as beinig a waste of time. This phenomenon

is linked to the spheres of influence which the bourgeoisie retains. |
]

:

exclusively for itself through the .p rocesses of education and cultural
. ' ) . ’ )
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hegemony. Not only are these characters cut off from the mainstream of a
_ progressive culture, but wdrse, indirectly delegate their political
respon51b111ty to the bourgeois c1ass a class quite ready to control
th1s crucial area of social 11fe Otfierwise, as Marx explained, the
bourgeoisie would ha\{e been unable to ’main;cainv its uncontested position as
the dominant economico-political force in a society where the greatest

part df the popu]ati’on was made up of pro]etariéns and land labourers--

especiaﬂy at a time when they had “nothing to lose but their chains”

and "a world to w1n}' 22

The Final Part of the novel concludes the struggle in the contesting
race of appropriating wealth. Buteau finds Fouan's sading;:s and appropriates - .
them legally, béfore the eyes-of the sociéty, by accusing his father of
senility (a p;'actice which sti11 exists today). Being no 1onger a land
owner or having any 1iquid weath, Fouan lpses aHorespect and prestige
within his immediate society (just as Ld Grande had predicted wher; Fouan

had disclosed to her the idea of dividing his ‘possessions while still being

alive). "Quand on n'a plus rien, 11 n'y a pas de justice, il n'y a pa;

4
de pitie & attendre", says he. Fouan feels betrayed by that very same land

to which he had devoted sixty years of ‘his 1ife. This pathetic thought
reminds him that he too "avait souhaité la fin de son pé&re. S(1‘, & leur
tour, ses enfants désiraient la sienne, i1 n'en ressentait ni &tonnement
23
n

ni-chagrin: Ca devait Etre! This humble resignation and degradation

before the power of private property (and money) is character;isti'c of most

of La Terre's protagonists.

Jean too feels he will never become a reai farmer. His existential -
1 4 3 \\
condition is no happier than it had be¢n at the beginning of the novel,
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d

since his wife now expects a child, whitch no one really desires. wdrse
is the a1ienati;n he feels towards.Frangoise, "Te sentiment qu'il deméurgit
un étrangér pour sa femme: un homme d'un autre pays."24

While Jean is prisoner O‘f this feeling of estrangement, the Franco-
Prussian conflict explodes. This episode is Tinked to the Jacques Bonhomje
narration in the First Part of the novel where Fouan had decltared wars
to be the direct causes of the destruction of the poor labourer's sacred
land, Fouan's reflection, that of an old man who has witnessed a long
period of history, is important in pointing out a major contradiction within
the structure of his society. Wars are called upon by the ruling classes
in answer to their particular politico-economical interests; the exploited
labourers are the ones ca]]éd to fight these wars, unless of course they
CQE,”ribe the recruiting o fficers with enough money. Such is the ;ase of
Nenésse, son of Delhomme; De]phin who does not have the "cash" to bribe
the recruiting officer, resorts to the maiming of his index finger in order
to avoid conscriptién. ‘

The Prussian conflict is left aside by Zola in order to focus the
attention on a more microscopic struggle for survival. There is an
equivalent relationship between the two; they exist almo;t in‘tautology.
Frangoise, in advanced‘stage of pregnancy, is raped and murdered by Buteau
and Lise. The violation of Frangoise is premeditated and conducted
rationally, with the definite goq} Bf depriving her of Jean's child. Jean
is ‘terrified by the accident, ﬁgéfing to lose land and -house along with
thngéT;;. In vain he tries to force the latter to sign a paper making °
him beﬁeficiary. Frangoise prefers to protect her aggressers and assassins

instead of favouring Jean; she sees him as.a stranger who by chance gave
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her a child. The aggressors, on the other hand, are her famﬂy’, even if

authors of her death:

e ¢

" La terre, la maison, n'etaient pas & cet homme, qui venait de
traverser- son existence par hasard, comme un passant. Elle ne
lui devait rien, 1'enfant partait avec elle. A quel titre le
bien serait-il sorti de Ta famille.25 ‘

\ N
To prepare for the final catastrophe, one which goes beyond the

narration of La Terre, and to set the mood for the macabre murder of

Fouan, chapter four portrays.an ideological cor{fHét., Canon, the exponent
of a socialism that seems always utopic in the context of the real cop-
ditions France is undergoing, continues to advocate his paradisiac society.
i{e is attacked by Lequeu the schoolmaster, who.predicts a human disaster
here the 1and will become a bank exploited by financeers, and man's r(;]e

26 Lequeu envisages the

shall be reduced to that of a machine attendant.
coming phenomenon, an irrllperiajism' which is both the natural chikld of

past historical and present social conditions of production, and the
legitimate cousin of nationalism. Delhomme, whose world-vision coincides
with that of the government of Napoleon III, insists that Napoleon shall
see things through. Leq'ueu,n on the contrary, is aware that class interests
d(’J not take into consideration the conditions and aspirations of other ‘

classes--in this case the exploited proletariat which is to sacrifice its

lives to conquer new world markets, for the bourgeoisie.

Through the Tucid (and Marxist) analysis of the schoolmaster, Zola

* implies that the bourgeoisie of one country has acquired the right, the

monopoly, to exploit the proletariat of another, and vice-versa. Canon,

faced by the threzt Lequeu sees, calls for, the organti.zation of the ﬁlasses;

but the quasi-anarchic Lequeu, whose anger has been cultivated by ctass
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antagonisms and ignorance, sees total destruc;:ion as the only solution.
"Je suis pour qu'on foute tout par terre!"27 quueu's vision of what .h'es
ahead inspires fear; Hourdequin sees the coming storm‘as the end of the
antagonism between small and 1arge property. Being able to imagine only
a society run by the present ruling classes, with their values, interests
and aspirations, Hourdeq'uin foresees the end of the human race and the

28

barrenness of ‘the land, a notion certainly of biblical inspiration. Change

is conceived of, and permitted, only if it does not rock the general struc-
ture of the establishment. ‘

The chapter is sealed with Frangoise's death. Leaving no heir,
Frangoise's property is legally claimed by the Buteaus, hence Jean ceases
to have any claim in the territory of the: Beauce. With no money or land,
Jean, 1ike Fouan, loses all respect and the Tittle rank he had attained in
society, becoming once again a s;c1a1 intruder, a non-entity. ."Pauvre i1
était venu, pauvre i1 s'en a11a1‘t".29 Jean is not the only victim of )
someone else's desire to possess. _Hourdequin is assassinated by Trou,
one of his farmhands, so that he might possess Jacqueline for himself.

The new generation, represented by 'Nenésse, has not overcome the
obsession of their parents, but rather tends to promise a more 5611d con-
tinuity of the formers' aspirations. Nenésse's decision to marry Eloide
is.a clear-cut business venture@{a bourgeoise". When M. Charles tries
to exclude the gold mine, 19 ruedux Juifs, from the deal, Nenésse is very
explicit about his intentions: "ga ne fait plus mon affaire... Je veux ma

w30 E1o1de complements Nenésse:

on ne peut pas lacher g¢a, répéta-t—eﬂe. C'est trop bon, ¢a
rapporte trop... Et puis, une maison que vous avez faite, ol ~
vous avez travaillg si fort, est-ce que ga doit sortir de la’
famille?... Je veux &tre comme maman. Ce qu'elle a fait, je ©
peux le faire.3l
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Zola's dirony to this comment is blatant:

Alors, tout fut emporté, les Charles ruisselérent... Sans doute,

ils ne 1'avaient pas élevée dans cette id&e; seulement, que faire,

quand e sang parle? Ils reconnaissaient Te cri de la vocation.
Absolument Ta méme histoire que pour Estelle,"32

-

The Charles are in ecstasy now that their masterwork, their 11‘ves; total
effort, w;'ll be carried on. "Eloide et Nené&sse, avec la belle flamme de
la jednesse, y continueraient leur 1r'ace."33 Jean, who witnesses this
scene, tries to ask M. Charles to gardener, The 1a‘tter
refuses him on account of a fundamental law: g&p ne retire rien de bon

“u«
d'un parent, on ne peut pas taper dessus. \\This, it seems, is the law

of business that shall be coénstant even in Mastro-don Gesualdo: the

exp]oiter must have no moral scruples when he comes down on those that
serve him. M. Charles’ éfficient bourgeois eti;quette forces him t:o dismiss
a subject that cannot be taken advantage of: The members of the modern
working class are, according to Zola, co‘(demned to find work only in so far
as their work ensures gains and augménts the capital 8f the emp]oyér. The
essence of the scene exemplifies the ot.her side of this basic p;ostinate:

‘a class of labourers, who live only so Tong as th{ey find work."35

y
The desire for privdte property and interest serve as constant moti-
vationoi n the characters' a ctions, and their attitudes towards other .
people. Thus Buteau and Lise commit patricide, in the presence of their -
ch1“1‘d'ren, in order to steal Fou‘an"s money. Jean, aware of the truth con-
cerniﬁg both Frangoise's death and th‘ét of Fouan, does not fee]-nup to .
denouncing the crimin‘ans, preferring to leave things as they were, for
fear of becoming Buteau's next vii:t‘im. He will Tet out his‘frustrations
against the Prussians-~other men, frustrated 1ike himself, who have ng say .
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about the course of events but rather are engulfed by them, often becoming

their mortal victims. )
The novel ends with a highly pessimistic outlook, portraying man in
. v o
a deplorable social state. His significance'on earth seems to be less

than that experienced even by Do%i:;gevsky‘s sick and spiteful man in Notes

from Underground (1864), since the former cannot see the direct relation-

ship of his traumas to the traditional conventions ahd social political
institutions of h is immediate and global community. Zola sees man as an
insect earning his daily privilege of existence by participating, e‘ach

and every day of his miserable 1ife, in a terrible duel against béth nature

and other men. Man has no value since he has no eterni\ty, eternity being

4

reserved only to the earth (land,-as basis of private prop_erty) from whiﬁich_“

he emergés, toils and returns. It is with this vision of man that Jean,

. - ’
a member of the wandering masses, sets out to fight a new war, to kill

his brother labourers defined "enemy" by geographical barriers and

nationalistic class interests. Property-less, he wkﬂ defend "l1a vieille

N

terre de France", a land owned by the instigators of the Franco-Prussian

. ‘ S
conflict. i ,

’

Zola's narration comes to an end, but the tragedy of the proletariat

continues to repeat ttself in the less fictitious narration of history.

. The eternal exploitation of Jacques Bonhonme has not changed;, rather, it

has been disguised ip order to be perpetuated. \

36

Mastro-don Gesaaldo, the artistic epilogue™ of Giovaﬁni Verga, is

the Four-Part economic tragedy of an individual's attempt to climb the-
social Yadder, a fiction built on the collapse of the moral and spiritual

world of the past--that is, on the empty ‘ideals .of the Risorgi{nento after
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Italy's unity, and on a strong belief in a world held together by the,
Almighty as exemplified by Manzoni's art. The fictional narration moves
from the years prior 1%20‘ that saw the birth and activities of the
Carbonari sects (revo]utionaries inspired by the French evenfs) to the
years immediately following the 1848 1iberal revo1ut1'ons that saw the
elimination of socialist thought and the re-establishment of) po]lice states
throughout Europe. -1848, then, becomes a fundamental date to the under-
stand1:ng of a much Jlarger and complex historical phenﬁnenon: it wag precise-
Ty°the failure of the- 1848 revolutions that provoked the historical socio-

poht1ca'l and cultyral s 1tuat1ons 1n which the authors of La Terre and

" Mastro-don Gesualdo 1ived and wrote and developed their artistic worlds. '

°

* Mastro-don Gesualdo has been defined as the Italian epic of "la roba"

(1iterally transiatable as "stuff" or "things"); but tHe closest equivalent’

in English would be "ensemble of things owned" or simply, "private property".

" .Unlike Manzoni's long elaborated beginning to I Promessi Sposi presupposing

the explicit presence of an almighty God, Verga gets the action moving in

no time at all and provoked by a natural phenomenon Gesualdo's entry in

the nove] is marked by the alarming cry for h1s property threat&ned by

f1re. "C} ho la mia casa accanto, capite? Se ne va in fiama tutto i1

quar‘t'iere!"g7 Gesualdo's reaction is directed entirely towards the

poss1b1e danger to his property This same reaction 1s noticeab]e at the
!

Trao's househo]d where the f1re or‘lginated Don Diego, a relic of 18th

century aristocracy, remembers that he must save extremely important.family

documents. "Le carte di ‘famiglia! ' Le carte della Lite!"38 The documents,

. drawn up hundreds of ‘years earh‘er._,repr‘esent the whole future existence '

for the Trao, who,hope to re-establish the family's socib-economic status
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. . with this case agatinst the early lords of Sicily. A1l of the action's

development and future themes are direcﬂ;f or; indirectly tied up.to the

b expedient of the fire. As a destructive force the.fire provokes Gesualdo's

e

i e~

y cry for his property--prbperty which shall remain as a constant leitmotiv

?ff‘ of the ndvel. Ind1rect1y, it allows the constant presence of the crowd
"; to be fe1 t--mth explicit comments co::cermng money , property, patmmony

{g and the Taw-suit (Lite) of the Trao famﬂy As an element of surprise,

.',}; : the fire leads don Diego Trao to find his younger sister Bianca in bed

with her cousin don Nin! Rubiera. Writing in the perspective of the

romantilc Titerary tradition established by Manzon-i‘and at the same time P

negating this very same movement through the adoptation of a naturalist

?W . -Weltanschauung, Verga do;s not go into the details.of the surpmse ash

z ‘ . ' Zola might well have taken grea’c care to do. ' There is- no p1ace or rather ; |
i% . 1ittle space, in/this Ver’-ist narrative for exp?icit lustful or provocative

:é imagery and descriptions "& labZola" (e.g. episode of the Bull and the Cew,

&2 -

y rape o_ffFrangojse by Jean, incest of La Grande's grandchildrep, activities

E% of la Trouille, rape: of-preg‘nant Frangoise by Buteau, etc.) @The episode

of the fire, which shaH indirectly deter'mme the destiny of Gesualdo till

his death, has the same structural value in th1s novel as Fouan's decision

<

to hand‘over his lands in la Terre.

19th century Sicilian society, a very closed moral world (even if

.o only in appearance}, did not toIerate the presence of unwed mothers such

¢ as appear frequently in Zo]a's naturahstu: umverse Therefore the. com-

EE

pelling duty to save one's honpur, an honour resting oh mora11ty33, appears ’ '
as an externally imposed ideological structure in the novel. In reality,

‘ ‘there are nume\rica‘]]y more unwed mothers in Mastro~don Gesualdo than in - .

r . v

’
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» o o
o Zola's novel. " This seemsrto be 1inked to a‘lack of social eman}:ipation
of Sici}jan society., Th1‘§ morality éomb]exxis t‘he. social force that
pushes don Diege Trao into leaving his ancéstm house and into directing
himself to his rich cbusin,'the baroness Rubiera, in order to resolve
the Bianca-Nin% scandal.. ‘The' old gentleman, patiently awaiting his
, ‘ cousin's attention in order to‘discuss the serious matter (while the latter

is busy running he’f‘“stores‘) not only indicates their different status but

seems to paint at the importance for at least one soc}'él,‘ class.of, commerce

7

over moréTity. The baroness explains that it has beeﬁ impqssib]eﬂ for ﬁer
to come see the fire, since all’ her time has been devoted to the adminis-
~ tration of her property. Don Diego cannot disclose the reason of hi
' visit due to the pf*gsen;e of Pirtuso, a ch'e<n'c who 'istsecreﬂy acting as
‘ grain-buyer on the behalf of Gesualdo. This secondary character not on],\‘/ .

affirms Gesualdo's economic presence in absentia but also creates an

;" _ indirect tension here. The business-oriented Rubjera is aware of Pirtuso’'s

role as a go-between man in this transactién. Indirectly she is.
instigated by Pirtuso's presence to disclose, both out-of fear of the
power Gesualdo 1is accumulating and out of "re-spect for a man who incarnates
the spiri”c of the business et?u‘c, the persoﬁal ambitions of Gesualdo, .
Originally % brick-layer, Gesualdo came up 1‘n‘the world aided‘by

the rapid expanding industrial- revolution; which brought changes even to

- the remote fe&dalh society of Sici ly. Gesualdo does not(accummatgrwea]th

i ' : withinAthe prescribed Timits of his trade, as tra@ition and society would

)‘ have it; rather, it is tA2 possible Tucrative profits attainable in any
business tra’nsactign thai: establish the 1imits of his spe;:uTat_ive activities.

‘ These are the underlying reasons in his becoming a grain-buyer and to his

-
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future 1ntent10ns to bid for' the “gabella delle terre comunah"m, which

had been under the control of baron Zacco's family for over half a century.

2 e Tl
. e
¥ Rt

- The baroness, representative of the economiic bourgems-amstocracy, can~

AER o d

=

not approve of the labourer®s insolent affront towards the landed ‘ v

ey

i’i‘? nobility and explicitly formulates the Taw that governs the prezsent ‘
é} l r"apidi}./ changing soci‘ety: v ’ ’
¥ . "~ 0ggi non si ha pid riguardo‘a nesgimo. Dicono chn chi ha pill
‘ - denari, quello ha ragione,... Adesso non c"é altro Dio.41
. ’ Rubiera is nonsciously nonfrasting the present world she Tives jn with the s
«é sacred past, by cornpar'ing Gesualdo, who rose from the scum of society
‘ : /ﬂ} - with the help of the "God among commodities", to the4 gen’glemen and 1adig§ .
. EJ. ‘, of yesteryear whose names and 1anded property alone promised them a good
( ' and happy fortune. : :
’? _ The evocation of the past, allowing her to relate the hard work it
{' took to accumujate her present fortune, is a device used.here by Verga 3 .
% in order tb create a greater impact with the scene that follows. this N

digression. The sentimental odyssey stops short with the petrifying news

that Rubiera's son Nin1 took advantage of Bianca sexually. The sly woman ,

~

v

saon realizes that her ‘cousin's presence is not a social visit; rather it B

Rk g

is for the purpose of don Diego's demanding reparation to save his -

- LY
PR

¥
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: . family's honour in the eyes of society. Thus, the eyes of the baroness

3 : betray "la inquietudine del contadino che teme per la sua 1roba."42
) : Trapped, the blood ties between Rubiera and Trao disappear, giving way to
" the aggressive defensive 1lust of ownership. Rubiera's fear that Bianca ’

e gave herself to her son in order to trap. Nm't into a marriage of convenience

2

s Bt
L * -

o

, Pprovokes an exphc1t reflection on the situation of the woman that is also
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present in Zola, that the‘ﬁumnan is qqnsidered to be the responsible party

>

o
in such circumstances, since she is, as a rule, the provocative element

Yas in the case of Frangoise and the Trouille in La Terre). This archaic

prejudice,'reinforced by the other secular myth--still 'subsisting in

3

!
today's Latin cultures--that "1"uomo & cacciatore", allows the baroness

to renounc€’311 social dnd moral responsibilities in the scandal. The

O 4
motive behind this defensive attitude appears elementary after the analysis
of La_Terre,

L}

» " Bidnca, though. of ﬁob]e hirth, has no dowry (except for the "lite),
and consequently cannct add anything to the carefully accumulated wealth

the Rubiera-fémi1y has éathered.for gener%tions. Rubiera's logic, like

that of Buteau and the daughter aruigranddaughter of M. Charles, is

fundamenta]]y based on the principle that "1a roba" remain in the family:

1

Ehy caro mio! Ta nascita... g1i antenati... tutte belle cose...
non dico di no...Ma g1i antenati che fecaro mio figlio barone...
volete saperlo quali furono?... Quelli che zapparono ]la terra!

. ~ Col sudore della- fronte, cap1te7 No si ammazzarono a lavorare
) perché 1a loro roba poi andasse in mano di questo a di que]lo...
capite?. .. 43

.The hostile resolution in protecting property can be assdciated with
Frangoise's obstinate -attitude in La Terre-~to leave her property to her

assassins through her categorical refusa1 ‘to draw up a will to favour Jean.

. It is interesting to note that the ep1sode ends with Rubiera. promis1ng to

N

do her! u;most to help Bianca; implicit is.the condition that this help
shall not cost her- anything.

« Much moré‘sucgggﬁfuljyhfhﬁn Zola,'Verga givés an explicit yet subtle

perception of class differences and antagon s . In chapter three, Gesualdo

goes up one step in society when invited to

Sganci's house, The class

.
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difference is portrayed in a na(ve yet distinct way by allowing the "fior

;
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fiore della nobilita" to watch the processioon of the patron saint from

by,

Lot

the huge’ comfartable front balcony, while Gesualdo, along with second
class relatives and landless nobility, gaze through the side ba]cor{y of

the house. :rhis "imbroglio", carefully prepared by Rubiera and her

Sy dcdetnalnidin,

—

relatives~-together carefully scheming out of persoﬁa1 interest to find

A

a gpod man to marry for Bianca-~is filled with class contradictions,
noticeable in the attitudes of the guests towards Gesualdo. Not only in :
the 'diazlogues but also in the cold shou&ders and silences are class ’ |
Judgements explicit. |

Signora Sganc‘\-j is hospitable towards Gesualdo in order to Ture him g
into solving her family problems, the case of interest; the marquis Limd1i X
1'; polite out of gallantry and respect for a man who has come along in |
society. The "imbroglio" is ‘o penly betrayeq by the notary Neri (rep(gsen— .
tative of that parasite class of bourgeois-functionaries that p1ag_ued ’
Italy) who crosses himself upon seeing Ge.sua1do, saying: "Questa B la pill
bella di tutte}... Com'é vero Diog'
Peperito, another character o_f this élite, openly expresses his disapproval

regarding Gesualdo's union with Bianca (class antagonism in Verga, as

~

P

opposed to that in Zola, is 'still deep_fy. entrenched with a sense of 'ci‘g-’, .

nified superiority probably linked to the fact that Sicilian soc‘iety was r
. socially more closed and archaié). The question of the lands of‘vthe commune 3%
comes up again pushing baron Zacco to say that Gesualdo shall possess th;m,
"quando saran morti tutti quelli che sono nati prima di Tuil... e meglio J
di 1u1‘!"44 Zacco, a successful gntrepreneur, not lacking any of his class’ '“z

prejudices- (but who can push them aside if it means doing b'usines,s, as i

&
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can be seen in his future economic relationship with Gesualdo), reminds
the reader that the motor of the universe is not family (blood) ties, but,
rather, Tucrative gains: \
Che diavolo! Ciascuno fa il suo interesse... Al giorno d'oggi i

T'interesse va prima della parentela... Io poi non ci tengo iy
molto alla nostra... 45. ° 3

The conversation betvyeen Bianca and Nin1 reveals yet another law of
ﬁlerga'sﬁ literary universe (a law similar-in implications to one which
governs Zola's), in that Nin1's reply to Bianca's plea of -love, that he
is helpless and p'rope‘rty-1ess if hé dare go against his mother's pm‘-n—
ciples, recalls the attitude of La Grande towards her children. Rubiera
is ready t6 disown anyo.‘ne who goes agaihst her wishes (the power'"here of
money), especially if it c oncerns marriage and consequently the division
of, the family's acquived property. Just as La Grande disowned her daughter
because of the 1§t;cer"s wish to marry a man La Grande ’a%d r;ot apprc;ve of,
Rubiera 1is ready to act accordingly with Nin1, U What Timits Nin1's choice
is therefore the fear of losing potentfal future property. The only
sro]ution to this lies in his motht\er's death, but old Rubiera, who 1ike
La Grande loves and Tives for her “roba", wﬂ]‘ not give in to this demand -
even when paralyzed in bed. Taking into account Zola's novelistic struc-
tures, one‘ can thus synthesize in the following manner: (I) Death is usually r
the pre-condition for division or inheritance of family property; (II) :
Available family property is the p.re-condition for marriage whrich" in turn

is the pre-condition for a further ’agpropriation of private property. This

a

mechanism is explicitly evident in both novels.

Chapter four narrates the socio-economic rise of Gesualdo, Gesualdo
ST
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realizes a fundamental law in this process; not only is he- aware ‘that

gL TR

o, e

both nature and his workers go against- his personal interests, but also

he becomes conscious that the parasite members of his family tend to draw

édvantages and lucrative gains from his solid hard work. Alienated by

such ref]eétions, Gesualdo is easily Tled to believe by Lupi, the community

n

priest, that his marriage with Bianca is the only way to secure the backing

» e

of the nobility, or at least to neutralize their opposition, in the

acquisition of the-~commune's lands. Gesualdo does not suspect that Lupiis

the instigator and principal Tackey of the ruling class. Once again Verga

subt]ysresents social details é)f the structure of Sicilian society--

the close ties between landed property and the clergy. ’ ' -
Geswaldo's 1 ife knows no rest; his ambition to reach the summit, a

sphere of activity previou§1y reserved fqr the traditional bourgeoisie, - !

nobility and country gentlemen, leaves him 1ittle time to savour the life ’

of a man living in a social community~-that community which Marx sees as

t
- being in“opposition ta civil or bourgeois society. The Tittle time of rest

he has is spent with Diodat’a‘:f’}fD‘;iﬁgapa hag a sim1.1ar role in the economy
of the story, as the unpaid prostitute, as Jacqueline in La Terre, but
without the vices of the 1atter‘ Tn wanfing to possess her man's property;
she is clearly less materialistic and more ,Spiritual_or romantic. Like a
servile s.jéve she sa‘tisfies her master's sexual desires and‘fai.’chfyﬁy . ;
protects his ‘1‘nterests, demanding nothing in return save the possibility of . X
st;ying near him, 6b1iged to defend his "roba" against everyohe and anyone
inaorder‘ to protect his 1ntgrests, Gesualdo both recognizes and welcomes
Dié)data's useful objective value, a simple microsc9pic version of her

» 4 . \

master:

wh 0y
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.Bianca. Two factors inflhencé him in accepting this marriage of convenience.

- ) 115

Sempre all'erta come tuo padrone!‘ Sempre colle mani attorno... ) ol
a far qualche cosa! Sempre 1'occhio attento sulla mia roba,.... 46 :
Fedele come un cane!... Ce n'€ volute, s?, a far questa roba,...

s
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Gesualdo te~ﬂs her of 't he p1pns the others have to marry him into the
nobility and thus indirectly the reader finds out that Diadatq not only 4
s]a{/ez away in the interests of her Jmaster without comp]a%ni;\g, but more-
over had children from him without claiming any rights whatsoever for
them in return. ~Gesualdo, in order to protect himsel€ and appease his
moral guilt, has no choice but to marry her off to one of hi!s farmhands to
rid himself of both a,social and moral respons ibility. v

The dncident at Fiumegrande, from which Nardo the labourer remains
gm‘ppled, portrays the unfavourable copditions under which the labouring
class works, barely ensuring their survival, and how they enrich their : "
bosses by risking thedir own 1ives. When Gesualdo goes into a rage; blaming
his father for the mishap, Nardo calmly tells Gesua]do, who fneanwhﬂe raves
about money and time lost on this work, that he, Nardo, is the one who
lost everything because o/f/:cﬁe incident, since he can no loonger help produce
capital and therefore cannot continue to earn his 1iving, This episode
indicates that Nardo is conscious of his servile position of labourer,
belgonging tor the c]a_ss of labourers who live only so long as they find
work, and who find work, as Marx notes, only so long as their labour ';

1.47 Never does it occur to Nardo to ask for compensation,

increases capita
since in this universe a worker cannot yet conceive taking anything from -
his boss unless earned by hard sweat. . : ,\ ‘

Needy of the consensﬁs and backing‘ of the 'nobih‘}y (or rather the . ‘

public opinion of his immediate society), Gesualdo is persuaded to marry - b
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family, and priest Lupi, the business agent between the nobility and

®
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First, since relatives are prime enem1'e;<,, he should not consider thejr‘ )
opposition to the ma}*riage; secondly, and more important, that money is ) ‘
the only viable partner for a man who aspires to rise in society. Con-
sequently, Bianca "s and Diodata's weddings follow. Both are seen as good
“ecoﬁgmic transactions by Gesualdo: the first in order to secure for himself ;

social and economic prestige, the second to neutralize Diodata from

breaking up his marriage with Bi'anca, should she feel cheated in any way.
Gesualdo, conditioned by the v alues of the bourgeoisie he is. slowly
assimilating, spends large sums of money for the preparations in order

to show that he imows how to spend money when necessary--foriin this

world money is m;n's greaiiness. The ceremony, acting‘as the element of .
rupture between Gesualdo and his family and friends, does not assure

Gesualdo a definite place within the c.1ass into which he has married.
Gesualdo is convinced of having concluded a deal and not a marriage; he

is pleased in having acquired good merchandise: "tu sei buona e be]]a!...f

roba fine!...roba fine sei!,,"48
Because of the coldness of the nobility towards him in the Second Part [ .
of the r;ovel", Gesualdo is determined to win over the lands of the commune, /

thus enraging his rival, baron Zacco, and alienating himself completely
from his own father, Mastro Nunzio, who would still Tike, according to
the traditional family way of 1ife, t.o be the one to approve business

ventures. Gesualdo's reaction to the pressures of Zacco, Rubiera, his own

449 L4

Gesualdo, is expressed in the phrase, "Ciascuno fa i1 suo interesse!™, e
synthesfz‘ing the philosophic essence of this age of materialism and social S

individualism.

1
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More “impartant is the épisode of "Ja Carboneria" in 1820. In Sici]y.
a revolutionary force was becoming popular, spreading fear and concern T
amongst the middle and upper classes of a relatively static feudal
seciety, literally cut off from the main Socio—politigal turbu1£nces of
recent continental history. The Carbpnari demanded their shareof the
land and the wealth, which had hitherto been concentrated in th hands of»
a few. Of particular interest is Gesualdo's reaction to this phenomenon
that can be verified within the process of incorporation--~the making and

%0 Gesualdo's fear in

remaking of an effective dominant cla§s hegemony.
losing his property, along with. the precautions taken to avoid ‘he loss,

brings forth the general mechanisms by which a dominant group ipcorporates

an dppositional emergent ideology or practice in order to remaip in control (’ i3
and appear as champions of the newly aired social demands. AY first, |
Gesualdo is not responsive to the threat of revolution (revolution seen

as change, especially in respect to social demands) until he becomes

conscious that;

Rivoluzione vuol dire rivoltare il cesto, e quellj ch'erano
sottl salire a galla: gli affamatiiii nullatenenti... ]

Gesualdo does not approve of making an open counter-revolution (as had

Juw

the dominant classes 'in previous centuries); rather, he insitructs the prieét

Lupi to inform himself on the Carbonari and to assure them bf the solid

support of the nobles, 1 and proprietors and bureaucrats. The Carbonari's
revolutionary movement is in this way infi1tr§ted and subsequently
directed by’ the very same phenoﬁena of the socigty which had ‘ndirect1y
br%ught about its existence--that is, the social injustice of \the ruling

classes, Gesualdo is thus saved .on both fronts. His economit interest
1 + /4 . . ° \
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is the force that allows him to function, His move rests on a clear~cut’
ana]ys1s if the Carbonari win they will be indulgent towards him (and

thus spare his property) s ince he fought on their §1de for the righteous
cause; if they lose, he has the power and prestige of his property, ghe
Jjudicial essence of the state in bourgeois civil soc1et_y, to save him. o

Verga portra_ys this ep1sode as a farce,a "commedia buffa" By a semesf

+ of misunderstandings, always within the theatmca] spirit of the “commedia

socio-political implications.

buffa", Verga portrays the social climber Gesualdo as a marionette con-
trolled by social forces. The implicit message of this episode, i.e. that
his money and property become Gesualdo's passport to safety, 1s full of
Fearing that the freshly-arrived irot)ps are after the Carbonari,
Gesuaido goes into hiding at Diodata's house where her husband, a former
hand of Geéua]do, enters suddenly and, with some rapid calculations, is .
able literally to stetﬂ land from a scared Gesualdo. Nanni's logic is:
La roba serve per queste occasioni... carceri, mlattie e

persecuzioni... Voi 1'avete fatta, don Gesualdo, e serve per
salvare 1a vostra pelle...5

'

) These words help to explain a phenomenon that can be seen in the development

of Italian and othér histories up to the present. The controlling classes

¢

have rarely suffered from revolution, sickness, or more recently, before

* bourgeois “Jjustice", since they pbssess "la roba", the necessary wealth

that is the guarantor of their safety and the calculated end of the bour-

geois jud1‘c1’a1'system.53 Morgan, in his Ancient Society, generalizes this

observation when he ‘note§ thafc wealth constituted jtself, in the face

of the people, as such a powerful force that it permitted the haves a]wazﬂs
4 -
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to be in the right.54

The ruling classes (espécia]]y the bourgeoisie)
have had no difficulty in surmounting crises and reestablishing its rule
and exploitation at the expeﬁse of the working class.

The section ends with Nint's f1nanc1a1 d1ff1cu1t3es, caused by an
aging mother who does not want to die and is too attached to her\word1y
possessions, The old Rubiera had “"sotto i1 guanciale le chiavi del
magazzino e’'della dispensa."55 This r;ca115 the fear of old Fouan for
his 1ife-savings; both characters are afraid of being robbed of “their
capital by chi]&ren who had not worked to accumulate it and worse, who
lack respect for it. ‘

A Th; Third Part narrates the growth and romance of IsaBe]]a Trao,
supposed daughter of Gesualdo. Wanting to‘giVe Isabella the best edﬁcation
money could buy--a typical symptom of a social climber (refer to the | -
n Zola)--which meant educating her away from the proletariat

3

class he was born out of, Gesualdo takes his daughter at the age of five

Charles family i

away from-her mother, to send her to a college and Tater to a convent to

_receive a good solid religious education. Isabella must ngce§séri1y have

everything Gesualdo never had. Othérwise what good was his money to him if

‘he could ;ot buy his daughter a correct.education and allow her to be

surrounded by the best people in sbcigty. The similarity in the ideological

structures of Gesualdo and M. Charles' social consciousness is not a mere

“coincidence. Rather, it is the explicit confirmation of a class phenomenon

that can be associated with the éocjal climber in the middle decades of
the 19th century.
In spite of a1ﬂ)h1s money, Gesualdo's way of 1ife is divorced from

the 1ife-style qff le class he married into. This contrad1ction is at the

-
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. : base o;’ the complete rupture of both the humaﬁ and intellectual spheres '
between him and-Isabella. Conscious of this, Gesualde is mortified'by. |
that lack of continuity that in M. Charles' case became rea1'1'ty. Isabella's
: J insistence in utining'her mother's noble name and not Gesualdo's and
the hatred the. latter generates in his daughter by his visits to the
"pensionat" (where she is constant‘w reminded of her father's humble birth
by her frie;lds), demonstrates the failure of his marriage and his attempted
i‘ntegration intt; the nobility. Isabe]]a rejects her father in a total way.
Gesualdo,\ as most of Verga's characters from the cycle "I vinti" ("the -
defeated" or "the vanquished"), accépts the pessimistic Darwinian Taw
of the survival of the fittest, ‘1‘n which the offspring rejects the parents:
‘ ' Vedi, noi ci ammazziamo per fare i1 suo meglio, ciascuno come
ﬁ ’ pud, ed essa ungiorno non penserd neppure a noi, Cos? va il
mondo .
This pessimistic view and resignaﬁon of "CosT va i1 mondo" plagues most of
the chéracfers of the two novels: Gesua1do,' B"ianca fher resignation not
) to marry Nint), Diodata (her. resignation not to marry Gesualdo), old .

Fouan's "ga devait 8tre", Jean Macquart's sense of the impossibility of

»

forming a family and his resolution to fight in the war, Hourdequin's
vision of the end of the world, etc. This ideological frame lof thought is

the result c;f certain social éonditions that shall _be tooked at below.

The cholera events of 1837 is the episode that will precipitate the moral”

Ao S A RO RS e )+

and material defeat of Gesualdo. During the epidemic, Gésua]do, who

ey

appears to have found\)the good side of his heart, makes his country
possessions available to his relatives and friends (cTass solidarity and:

' ° = 4
@ nepatism).~ The episode leads, to the meeting between Isabeila and Corrado La

[
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3 Gurna. La Gurna, a social climber "of the younger generation, tries, with
the aid of his.aunt, to get close to Isabella, since the latter would make

) an excellent’ person to harry, éspecia11y since'he owns noihing* This re-

inforces that principle in Engels' The Origin of the Familx,wﬁere marriage
ég ‘ in modern society is seen as a business venture from the perspective both
i of the haves and the have-nots aspiring to rise into another social class.
%a . - La‘erna's unsuccessful attempt is basically the repetition of the attempts
! made by Gesualdo, Nin? Rubiera, Buteau and Nenésse to secure a good match.
Gesualdo, with too much to Tose by this union of souls built on poetry
rather than property, intervenes to destroy La Gurna's plans. These

chapters indicate the extent to which the concept of continuity is valued ‘

above that of change.

Gesualdo's father refuses to go to the country in order to eécape
the‘pest11ence. " Through Mastro Nunzio, Verga reinforces the ideology of
continﬁity evident even within the lower classes, a seyies'of values
depictéd through the concept of tradition, Mastro Nunzio reminds Gesdaldo
of his personal failure by indicating that the name of Gesualdo's mother /’

I

was Rosaria, while his granddaughter's name is Isabe11a——an/6g;ious

rupture in the: accustomed s‘duéhgrn peasant tradition of ﬁ;ﬁing«graﬁdckﬂdnea/
after their grandparentF: ‘Menaced by cholera, the mé;quis Limo11 does
ot leave for the country since he woui& not be able to live in the
habitual traditional- way. These tragic figures, ]ike‘those o} old Fduan
and the Trao brothers (who can't seem to adapt themselVes'ﬁo the new , i:

changing times) are doomed to. die out. The members or aspiring members

Ty o

of the bourgeois class are destined to suryive the pestilence; members of

>
ot
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a class that in theory is "open" to all and whose chief assei is being able
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. renew and remake itself constant]y.\57 o ' ) . Y
w1th~thé death of Gégualdo's father, the aggressive heredi%ary
mechanism already seen in La Terre comes to the surface. Death is the

st . . - .
pre-condition for the division of property, the pretext for family -

R e S
Frla- i

antagonism. The death of this obstinate proud patriarch, nourished by
Tower class pride, provokes an unexpected conflict between Gesualdo and .
his sistér;_ Speranza (her name indicates. her character, i.e. hoﬁe)
speaks of a test&ment and thérefore heredity; she implies that the
fortune Gesualdo carefully accumulated be split amongst the children of
Mastro Nunzio. Th; situation is intensified with the sudden claim of
Diodata's husband, who wants his share of .the fortune for the children . :
he has been feeding, chi]dren who in reality are the offspring of Gesualdo |
ﬁ ‘ and Diodata. |

.

.The personal existential tragedy devé]dps parallel to the systematic

e S AT

attack against Gesualdo's private property. His family's anfagonistic )
a " pretence to Gesualdo's property, his natural children's claim, and Isabella's
; ' insistence in marrying La Gurna, mark the initial bhase of the downward

thrust that will characterize Gesualdo's remaining days. Gesualdo tries

Y

) to opeh Isabella's eyes to La Gurna's ca]culateé interests which he sees.

masdueraded in the love La Gurna professes for his daughter: . 4
- - : i

I1 mondo, vedi, € una manica di ladri... Tutti che fanno: -
Tevati di 11 e dammi i1 fatto tuo... Ognuno cerca i1 suo Con
guadagno... Vedi, vedi... te 1o dico?... Se tu non avessi . X
nulla, nessuno ti seccherebbe,..E un negozio, capisci?...
I1 modo d'assicurarsi i1 pane per tutta Ta vita. Uno che
& povero, uomo a donna, sia detto senza offendere nessuno,
s'industria come pud... Gira 1'occhio intorno; vede quello
che farebbe al caso suo...E alllora mette in opera tutti i

mezzi per arrivarci, ciascuno come pud...- Uno, poniamo, ci
@ mette il casato, e un altro quello che sa fare i1 meglio... ‘
_le belle parole, le occhiate tenere... Ma chi ha giudizio, ) ”
dell'altra parte, deve badare ai suoi intefessi...°8
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In spite of t|his protective warning from Gesualdo based on self-interest,
Tove impedes Isabella from seeing thingé as he;'father does——another'
recurrent event supporting the ideological structure of negafive continuity
in the nove1., here” from Gesua]&o’s perquctivé. This seems apparent
when Isabella becomes pregnant in spite of her father's cons tant c}Qser-
vation, Gesﬁa]to rm‘n; La Gurna's p]ar{s with the ‘fri,end1y collaboration
of the 1aw59 and cc;ntrafcts a for'lma1 wedding of convenience wi‘th the duke -
of Leyra. The similarity characterized between*IsabeH'a and her mother--
wedding of convenience-~reinforces the structure of conti}muity inherent to
the general development of events in the novel,

The Final Part of the novel, the total defeat of Gesualdo, is
analogous to that of Jean in La‘Terre, whereby the efforts of both
protagomsts, in attempting to establish a secure famﬂy life, fail,
Isabella tries to commit suicide because of the 1ntolerab1e amorphous
1~1fe she Teads with the duke. Gesualdo, on-the other hand, constantly
reduces his wealth (by sending money to T‘.he duke) so as to buy his daughter's
happiness. The ever-growing trauma that-accompanies the diminution of his
propert& is artistically expressed in a phrq}se synthesizing this process

and reducing it to a blunt naturalistic description:

’

Due o tre volte, in circonstanze gravi, era stato contretto a
lasciarsi. cavar del]l'altro sangue. Tuttl isuol risparmi se
ne andavano da quella vena aperta, le sue fatiche, i1 sonno
delTa notte. E pure Isabella non era felice.60

These_family prob]e"ms occur amidst the unsuccessful series of revo1t§

and revo]utwns that begln in Slcﬂy and spread throughout Europe in 1848,

The persona'l drama of Gesualdo is thus fused in with a much 1arger h1stor1ca1
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;: ~ upheaval recalling the expc_edient already successfully used by Zola at the
o T . end of La Terre--the parallel development of personal and historical events.

The solidarity of the nobility, in keeping the peasants from taking

y possession of lands of the commune, recalls the schemes of the bourgeoisie
: i / pointed out by Lukdcs' analysis of Balzac's Les Paxsanssz, i.e. the plots
4 of the rising bourgeoisie to remain in total control of the newly available
! praperty. 3 | )
. ‘ The 1848 &fvolt finds its equivalent in Gesua}do's household situation s
- ]

a microcosm of sqaciety. With a dying wife to take care of (the past),
Gesualdo even with the help of his money is unable to find people to

assist her. He is bluntly told by a once faithful woman servant that her

own skin is as valuable as is the life of a'rich Tady. An inevitable

{ cancer, resulting from the\histérical development of the masses (even if
*

partial), has set in Gesualdo*s empire and slowly gnaws away a°t its

entrails-~at his private property. : -

The alarming Tiberal revolt is seen by Verga as another comedy much

in the'way ‘'of the Carbonari's insurrection of 1820, .The‘upper classes once

v

more choose to pledge their solidarity to -the 1iberal instigators in ‘

order to retain

eir privileged position within the social str}ucture:

BRI Y g B g 2 O L o S

S'ha da far la dimostrazione, capite? .Gridare che vogliamo

Pio Nono e Ta Tibertd anche nol... Se no ci pigliano 1a mano .

7 villani. Dovete esserci anche voi.. Nor diamo cattivo esempio, '
santo Dio.63 ‘

-4

. : " . 7
The constant ideological structure--constani_change and adaptation in erder -
to retain hegen]ony--of the ruling classes repeats. itself to absurdity. - 1 ‘

&' \ Gesualdo is Tucid and does not want to play games, "Ah! La stessa canzone

de]‘1a,Carbon}:m‘a?"64 says ‘he. In the confusion created by the mob
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claiming equality and freedom (an anachronism of 1789) gathered before

_ his house, Gaesua1do is stopped from being with his wife on her death bed.

. The economic ruling c lasses' sudden enfeverishment in defending
i " ' liberty in the name of the masses is 1789 all over again, The empty’
:5 . idealistic concepts of "h‘ber’éé, fraternité, égalite" designed to calm the

angry masses ignorant of similar pre°vious betrayals, at home and abréad,

in the name of a similar ideology, assures the continuity of bourgeois

’ . ru]e.‘fs Some notables try t‘o calm the masses at the expense of a confused
Gesualdo, more dead than alive, but the latter regains his vitality when he

] realized that his property i sﬁ in dan'gera: "VYoglio ammazzare prima una
i‘_ , dozzina! A chi ti vuol togliere 1a roba levagli la vita!“66 is his angry
; ' retort. , § / . }
él ﬁ ~ The force behind class solidarfty is mutual interest. The landowners - |
? want to protect Gesualdo only to protect themselves, while Speranza
%, ‘protects the latter to receive some material reward out of the pseudo-
g sisterly gesture. The term "sanguisuga' (leech) becomes frequent in
§ Gesualdo's language, together with the phrase™"succhiarli i1 sangue" which
§ . is directed bqth to the doctors who are treating his 111ngss and- to his son-

in-law who uses Isabella to rob Gesualdo of his "roba". Gesualdo is aware
of the catastrophe that is becoming ripe by the day. "[1 mondo andava

ancora pel suo verso, mentre non c'era pid- speranza per Tui ."57 Having ;

realized this: "avrebbe voluto distruggere d'un colpo tutto quel ben di

Dio che aveva accumulato a poco a poco. Voleva che 1a sua roba se ne andasse

"con Tui, disperata comeh'lui.“68

Gesualdo is in a similar situation, as are the characters of La Terre, '

@‘ His lands, which existed [;eforé his birth, will remain, while he shall die,
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Driven by tﬁe appetite of possessfbn, this thought intensifies and
furthers his agony. Like o1d Fouan and other hpersonaggi verghiani",
such as Padron 'Ntoni in [_Ma1évog]1a, Gesualao shall not have the
- possibility as his forefathers did, to die in his own homei-a'phenohengn
now/seen as rupture'with\a secular tradition, and iami]y alienation. These
people appéar as isolated f igures in history, having broken with an ol1d
secular tradition, whi]e not having become fu]]y,par; of the new current
(to be compared and contrasted to those who want to die in their own home
at all cost,‘such as La Grande, Mouche, the baroness Rubiera, Mastro Nunzio,
masquis LImoli and the brotheirs Trao). They are in a kind of Limbo,
belonging nowhere. Dying not in one's home but in some strange place is
regarded, in the traditional criticism of Luigi Russo, as the direct *
consequence of sinning against the sacred traditional temple of the family;
this is an analysis that must however be consideredsideologically within the
cultural practices. and effective dominant culture of Italy. Rather than

insisting on such mora\.g onsequences, it seems more acceptable that this
]

episode be Tinked with the Yeneral "Weltanschauung" of the naturalistic
universe of both Zola and V ga: a man dies outside his traditional environ-

ment not for having sinned ag inst the traditional family temple (as

idealist criticism would hawe it), but because in his struggle for‘gqrviva1

he is overcome by more péwerful individuals and economic forces; these do _

not allow him the tra ’tiona1 death.
. >

Gesualdo speaks pn economic language and will retain a pessimistic
vision of the world till the epd, the logic of his universe not differing

ﬁuéhafrom that portrayed by Zola.

Cosi va il mondo, pur trdppo, che, passando i1 primo bollore
guno tira innanzi per 1a sua vita e bada agli affari propri.
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. » It appears at first that Gesualdo is not murdered for his money, as was
Fouan. And yet he is, indirectly. He dies alone in a strange house
without even having the benefit of making a will to dispose as he wishes

» . of that sacred property to which all his energy had been devoted. The
g pessimist:ic resignation. to the world order, "Cos? va i1 mondo, pur troppo", -

has the same ideological value as the pessimism of old Fouan's "(a devait
stre!"/0

Both novels end with a major historical crisis, Mastro-don Gesualdo

o with the 1iberal counter-revolutions of 1848, and La Terre with the Franco-

J/ /\\\Prisfian War. These -were periods of crises and wars that were conducted )

at the expenée of .the land labourer and proletariat, to reconstruct and

"f reconsolidate the bourgeois domination in a ‘society that hdd begun to .

ALY

' show signs of social, political and economic deteriorations.

A look at the social wmechanism of the family unit as well as the !

:fgﬁ family-state relationship--within the wider European historical perspective--

*;‘: - will help advance thise analysis and arrive at cert‘ain. preliminary coni

)v L 1 clusions. . These conclusions s hc;uld be matched up--in a more in-depth

m \J stu:ly-—with more novels of this same period, produced in different European

§ ) countries’ on their wﬁy to industrial deve1opmen;c and,consequently,social ' ’
“‘t: change. (

>
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1 Honoré de Balzac, I1lusions perdues (Garnier freres, Paris, 1961).
' {

2 Emite Zola, La Terre (Ga@:nier-F]ammaMon, Paris, 1973), p.54.

) 3 Ibid, p.57.

4 Friedrich Engels, The Origin of the Family, Private Property and the
State ‘E;;;ogress Publishers, Moscow, 1948).

Engels deals with the police-state relationship indicating how the police
is the guardian of both the state and of private property, the state being,

- ‘ | founded on private property. )

* 5 Zola, op. cit., p.67. 4
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6 1hid, p.70. .
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12 Discussions by Marx in Grundrisse and Enge1s in The Origin of the Famﬂy,
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. 13 Marx-Engels, op. cit., p.111. "The bourgeoisie has torn away from the
. family its sentimental veil, and has reduced the family relation to a

i} mere money relation.” - ,
LY

- 14 The whole question of the phenomenon of prostitution in bourgeois-
society is centered around this problem, i.e. "women"as commodity value.

15 Laura Balbo, Stato di famiglia: bisogni privato collettivo (Etas Libri,
Milano, 1976), pp.9-32.

]6'In many societies the 1oss of virginity calls for marriage. Therefore

the 1oss of virginity may result in a gain of property for the man.

17 7012, op. cit., p.275.
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18 Ibid, p.363.
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19 Ibid, p.354.

20

Eric Hobsbawm, The Age of Revolution (Cardinal, London, 1973).

) 2l In The Eighteenth Brumaire of Louis Bongpart}, Marx -narrates ho\w the
republicans (bourgeois and aristocrats) and the Lumpenproletariat joined

! ' forces under -the "Party of Order" against the proletariat, the "Party of
Anarchy” Every social and political reform’askeq by‘*'the masses, associated
with Socialism by the ruling ®lasses, was castigated as an attempt against
bourgeois society. ' . .
Zola, op. cit., p.359. -
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' L
22 Marx-Engels, op. cit., p.137,
23 1y B : 2 ! . \;"
Zola, op, cit., p.408. ] ‘ . .
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26 Karl Marx, Grundrisse (Penguin Bdoks, 1974); the role of division of
Marx in The Eighteenth Brumaire of Louis Bonaparte

labour in production.

‘associates Napoleon III and Co. with the financeers of France.

21 Zola, op. cit., p.442.

?8 It is interesting to see how Hourdequin related the end of the human
race and fertility of the land directly to the fall of the bourgeois concept

3

of society..

2

29 701, op. cit., p.451.

30 1pid, p.4s59. ,
3 Ibid, p.460,
AN
32 1hid, p.460. |
33 A |
Ibid, p.460. .
34 Ibid, p.461. .

3 Karl Marx - Frederick Engels, Manifesto of the Communist Party, in
K. Marx and F. Engels, Selected worké,“vol. I (Progress Publishers, Moscow,
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3 Luigi Russo, Giovanni Verga (Editori Laterza, Bari, 1959).

3 Giovanni 'Verga, Mastro-don Gesualdo (Arnoldo: Mondadori Editore,

Verona, 1973), p.40.

39 Karl Marx - Friedrig:h Engels, L'Idéologie allemande (Editions Socbi“a’ﬁs,

Paris, 1968). _
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. \ : b
directement et intimement mé1ée d 1'activité matérielle et au commerce

matériel des hommes, elle est Te langage de 1a vie réelle. Les représen-
tations, la pens8e, le c omerce 1nte11gftue1 sdes hommes apparaissent ici
encore comme 1'Emanation directe de leur comportement matériel. I1 en va
de méme de la production intellectuelle telle qu'elle serprésente dans Ta
langue de la politique, Celle des Tois, de 1a morale, de la religion, de
1a métaphysique, etc., de tout un peuple." p.50. ’

40 Verga, op. cit., p.64.

ol Ibid, p.64. The statement of the baroness can be compared to a state-

ment by Marx in the Grundrisse. "The individual carries his social péwer,

as well as his bond with society, in his pocket. Money is _ther‘efbre the

God .among commodities. Since it is an individuated, tangible object, money
may be .randomly searched for, found, stolen, discovered; and this general
wealth may be htangib1y brought into the possessign of a particular individual."
Literature is full of s uch examples starting with the characters of Molilre.

4z Verga, op. cit., p.69.

43 1bid, p.72.

4 Ibid, p.82. Only death can engender yet another distribution of power

and/or property.

4

45/b1d, p.86.

N
% Ibid, p.116.

!

47 %’*’ .
Marx-Engels, Manifesto of the Communist Party, p.114.

- 48 Verga, op. cit., p.169.
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50 Raymond Williams, Base and Superstructure in Marxist Cultural Theory, s

revised text of a lecture given in Montreal, April 1973. Now' w ”L'R, .

51 Verga, op. cit., p.184-196. It is essential to note that the initiative

was not taken by the qld ruling class, but by Gesualdo, a "nouveau riche".
(my italics)

52 1bid, p.197.
. 53 Karl Marx, La Question juive, introduction by Robert Mandrou (Union
Générale d'Editions, Paris, 1975). The criticism of droits de 1'homme and
coristitutions of the political state and- reldted law.

9

54 This is reported by Er]ge1s in The Origin of the Family. The harm x
provoked by wealth to the Tower classes is best illustrated today by the
flight of capital and brains from countries becoming politically emancipated.

55 Verga, op. cit., p. ) .

%6 Ibid, p.255.(my italics)

57 Gian Franco Ven&, Capitale e letteratura (Swugar Co, Edizioni, Milano,
1974).-An acute analysis of the complex and contradict@onships of

literature to capital and ideology.

58 Verga,.og. cit., p.288. (my italics) . ‘ ’ ¢

59 Engels states in The Origin of the Family efc. that in mostly all forms
of the Stéte, in the period he S:a'lls civilization, the rights accorded to . 3
its citizens are moreover graduated according to this wealth. This fact o
alone testifies that the State is an organization to protect the class of : -
owners against the class without property (last chapter). Also Marx in
Grundrisse.

4

60 Verga, op.cit., p.306. (my italics)
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61 G.D.H. Cole, Storia del pensiero socialista, V.volumi, vol.l "I pre-
cursori, 1789-1850" (lLaterza, Bari, 1973).

62 Georg Lukdcs, Studies in European Realism (Grosset & Dunlap, New York,
1964), pp.21-46.

63 Verga, op. cit., p.327. (my ditalics) ) -

64 Ihid, p.327.

65, Karl Marx, Early Writings, Introduction by Luccio Colletti (Penguin
Bboks Ltd, Middlesex, 1975). Coltetti writes: "society is invoked in order
to render asocial interests sacred and intangible; the cause of equality
among men i s defended, so that the cause of inequality among them (private
property) can be acknowledged as fundamental and absolute". p.37.

66 Verga, op. cit., p.337.

. +
67 1bid, p.361. - .

68 1bid, p.361.

69 1pid, p.374, ,\ o

70 Zola, La Terre, p.408.
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Men are not wicked, but subject to their interests. One must

not, therefdre, complain of the wickedness of men but about

the ignorance of Tawmakers who have always put private interest
~in opposition-to the general interest. |

Karl Marx
The Holy Family

- I
The history of‘ ideas demonstrates that the dominant ideas of any
society, in any epoch, are a lways only the ideas’ of thé dominant class,
writes Marx in the Manifesto. In otheqr words, the class that owns the
means of materialproduction d%sposes also of the means of intellectual
production, It fol7ows that the ideas of those who*do ‘notg pa"rticipate* in
the intellectual production of a nation are subjected ang conditioned

‘ ¢ lass. Raymond wﬂh'ams] arrives at the same

by the rule of the do
conc]usiim gs Marx, sta -««'-.‘0"” constitutions, theories and ideologies,
which are claimed as natural, or hav“ing universal validity or significance,
have to be seen as expressing and r"@tifying the domination of a particul‘ar
class. The prje:sent analysis will proceed by linking what can be called
for the purposes of this ana]ysis-*-:the”ideolqu of the famiiy--to the
state., and the latter to other states-in ggnera'l. - -
Yeirs c;f marxist analysis and discussions on cultural theory have
éh‘sm'i ssed the idea of isolating an object or phenomenon and thep pro-

ceeding to the discovery of its lcomponents.' On the contrary, the ana1ys1';

of man's relationships in the advanced stage of .social organization defined

n

>
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as bourgeois society is the practice the naturne of which is under

" examination here.

e o -
- ::‘?A..h.g.u;‘iu_ﬁ S ‘t,.i_ § s

Bourgeois society is not an abstraction, but rather the ensemble of

material relationships of -individuals in a definite stage of 'socio-economic

&

development, deterﬁﬁned by the prod‘uch’ve_ forces. It is th:e relationship %

‘ ' of Taw to private property that is fully e)\<presséd within the state. ;
Bourgeois society is the rule of private property; its nafure appears to 'ef

‘be founded on egotistical class interest.? In order to arrive at the ) {‘

relationship of private property and the bourgeois state on the European

o .

scale, the families as economic unit in both Zola's and Verga's novels

. will serve as my point of departure.’ : ,' L

The family structure as we know it is a constructed social product of

t western civilization by which means individual wealth is accumulated'in

b S B s

the hands of few,and justified in the name of universal progress. As

e

o,

early as 1845-46, Marx states\m L'IdéoTlogie allemande, speakmg of . the
division of property "elle implique donc la propriété, donc la prem1ére
forme, le germe, réside dans 1a famille ol 1a femme et les enfants sont

les escl aves de 1'homme".’ 3 Engels in The OYZLq;in of the Family gives a

general definition of the family that complements _tghe previous statement.

S R

The family 1‘s‘ not the result of sexual love, since sexual love was the
AN . N N
basis of communal life before western civilization. The family in civil - :

society is-a convenfion, _the first form of the family based not on natural

but rather soc1a1 conditions, particulariy on the triumph of 1ndiv1dua1

property over pr1m1t1ve spontaneous comunism. 3

The consohdatwn of the family unit was meant also to secure the

O B P Bt o ok

o

_ faithfulness of the woman to her man and thus ensﬁre the malei of the

o
el i aCh e I TGl e 3T RIS RO D S o 0 s TY Lot B i ol '
uasinipliinio 7
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paternity of his children, beneficiaries of his property. Considering

the alterations the fanii]y underwent in civilizatiom up until the 19th

. century, a basic postu1a3ce still holds, i.e. that marriage, the pre-con-

dition of the family, is always a marriage of convenience closely tied
to class interests. Tﬁhivs type of marriage therefore engenders the ‘question

01; prostitution that Marx attaches to the bourgeois family. Monogamy and

_prostitution are therefore created out of the individual's desire to

appropriate wealth and transmit this wealth, through inheritaﬁce, to his
sons. This process indicates that the décisive element in f:ormin'g a family
is no“t based on the individual's natural desire for procreation or sexual
need. On the contrary, the family unit appears to be solidly depengien{
upon a case of material self-interest. If the family presupposes “economic
interest as the basic ;'equirément for its existence, it will attempt to
1nf1uenc‘é necessarily the future of the’ fam111es its individual members,
its ch1’|dren, are to form, in the name of family 1nterest One can c’on-
clude that the family appears to have arrived at its furthest stage of
development as an orgaﬁic economic unit, resting on private property; and
whose basic organizational structur‘*e aspires t¢5 a further accumulation of
wealth, '

' The organization and re]ationshib of fhe family as such, mul tipHeﬁ
many times over, in all the complexities one can imagine —~1ays down the

a

hecessary conditi®ns and relationships that gwe rise to a soc1ety d1v1ded

in praperty gnd-property—1ess’c1asses. Ju.st as for the efficient running

of the tight economic unit of the family a home is needed, similarly the ,
rpnping and controlling o'f a class must nece;sarﬂy result in thg tight
control of an areé usually delimited by territorial boundaries and éventuaﬂy

run by the efficient machinery called "state". This state subsequently

—_— v
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becomes the practical expression of the powers. and aspirationsof the

" dominant clads or classes. / T

/

In criticizing the concept of state in-Hegel, Marx demonstrates at

Ao~ 4

:length the flaws of the 1idealist tradjtion that conceived the state as

_the colTective unity of a people, a§ distinct from civil society where

< - . /
man i conceived as having an individualistic nature. In reality, the

A

division of man into citizen "(species-being or communal being) and member

of civil society (1'nd1‘v1'dual) is the:

4
-

contradiction ‘entre 1'1ntérét pac#iculier et 1'1ntérét collectif
qui am@ne 1'intérst collectif & prendre, en qualité d'Etat,
une forme indépendante, séparée des intér&ts réels de 1'individu
et de 1'ensemble et & faire en méme temps figure de communauté

o illusoire, mais toujours sur la base concr2te des biens existant
dans cﬁaque conglomérat de famille et de tribu, tels que liens °

du sang, langage, division du travail 8 une vaste échelle et
autres intér&ts... S .

It was by declaring the sgate independent of’ the individual's egoi sm‘that .
the ruling classes wer‘é a‘ble to continue their domination (hereditary
wealth and property) and exploitation (newly accumulated wealth) over
the masses in the name of universal principles and rights of man. From R

this perspective it can be understood how the modern bourgeois state was

+
¢

‘able. to deceive the working masses and small Tand-labourers with gr;at '

masfery and therefore perpetuate the secular antagonisms and illusions upon .
b ! ‘

which the former classes thrived. , = e
This limited and overs1mp11f1ed description of the modern state’
suggests that the state\ is a power that is neither imposed externally on

society nor is.it the manifestation of Hegel's "moral ideal". Rather, it

. o
"is an historical constructed product of a society that has reached a

*

R L
certain stage of development in production, thereby securing--through the
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3

e el . . . -
mediating powers of state “institutions such as police and law--the advan-
tageous sgcm position of the classes it represents by perpetuating

sociaT‘ antagonisms within the established constitqtional( limits of Law

’

a

and Order.
In this progression, the family has always been indirectly present.
The transition, or rather, the organic relation.of the family to the ététe,
remains evident. In communal societies, clans and tribes had a form of
govuernmentﬁ» based on the 1 ndividual members of the tribe or clan. Thus,
ifqthe whole clan moved to another area, the state moved with, therﬁ; for
socio-political power was based on“the people of tt\'e tribe and not on
specific territorial demarcations. The very foundation of the modern state,
on the other 'hand, is‘based on territorial divisions eafeguarding the
rights of the citizens within its pre-established area of political and
social jur.isdiction, This suggests explicitly that the socio-po]ificai
entity of the state 1'5‘ no longer the universal expressioh of a people but
rather only of those constantly 1iving on Tand delimited by boundaries. At
first the situation seems no djffenent than the division of power in pre-

civilized communities, until it becomes clear that the states within the

developments of Western Civilization, especially after, the fall of the feudal

system, were always controlled by those directly owning the land and wealth.

The structural similarities between state and family become apparent
since the family too is an economic e ntity whose ru]e guarantees the
rights of the individual members within the specific area of its contro]
‘ its private domain, the home. The early family seems therefore to have
projected its organization and aspwatwns into the state, rehnqu1sh1ng

part of i'ts authority to the state. This, far from being the subordwnatmn

e i
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of the family to the state, suggests the confirmation of the famﬂy'd
essence, including familial hierarchies, immortalized within the state
structure. :

The supposed]y modern 1ndependent state, being the expresswn of the

@

most 1ntr1cate phase of soetial orgamzatmn in man's history, necessarily

develops, in harmony with 1its historical development, special institutions

organic to th"é family s tructure in order perpetually-to protect the owning
‘c1asses from the property-]esé masses, and to directly control the distribu-
tion af wealth produced by the natien. The most blunt and effective ex-
pression of these institutions hasl been the "gen'darmerie{' or "police",
the custodian of state Order (episodes of this are reported in La Terre,

and more expliicitly in Mastro-don Gesﬁa]do and Germinal). The role and

efficiency of the policy can be understood struc‘turaﬂy within the basic
power structure of the famil y:

The role of the father in the family also appears to be equivalent
to that of the bourgeoisie in society. Having already suggested how the
Law and Order of the state is the perfected expression of th;e bourge:oi sie's
nature, it foﬂ‘qws {hat the police's role in the state is equivalent to the
role of the father in the family. The state appears to be the macrocosmic
ex}ressmn of the family; the running of the state seems then consistent
with the aspirations of the family unit.

Recent Marxist critics have attémpted to dean1 with works of art 1'n

re]atwn to the complex explicit or implicit 1deo1og1ca1 components in an

%ttempt to bring out the concrete substance--the concrete “noyau" of con-

sciousness (Gb]dmann: cohscience possible}) the work of art contains about

the world.we Tive in. Consistent with this critical persf)ective the task

&

4
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ahead consists jn pointing out the specific content or "1'de91ogy“——as Marx

would probably say--present within the work, and subsequently, evaluate

this cognitive content, socially, po]iticéﬁy, and existentially. This

can be undertaken regardless of the polemic centered around the cohcepts

v T of "real" a;1d "false' class-consciousness or progressive and reactionary

point of view & 1a Zdanov. The finding of any knowledge whatsoever is

extremely useful in a Marxist analysis even if this knowledge be "real"

bourgeois knowledge. What is at stake here. is ideclogy as a tenor or

vehicle of soclio—political consciousness--po.téntial idéo]oéica] transformation

or valge judgen;ents that help indicate contradictions more ciear]y. 1
Ir;‘terpreting the novels of Zola and Verga in this perspective required .

a genera]\mderstanding of each novel's ‘internal mechanism--as attempted

ﬁ ' ) in Part Two of this study; the analysis can proceed to examine the internal
r‘e]atig_nships the two works appear to have in common.
Two basic relationships appear to be present in the novels,between
the textual structures, and the apparent ideologies of the contents. These

mechanisms can be re%tgd to a citation of Engels in The Origin of the

6
.%g
i
b
%
I
%
&
i
i
£
i
:

Family, where fie states that the whole of civilization's evolution moves in
a constant con,tradictior;, i.e. in relation to the opposing interests of
thé classes engaged in'per‘petua'l antagonistic warfare. The first relation-
ship shows an fincreasing direct developmént between the growing_co;mscious
aspiration of accumulating wealth and the»reactionary ideo{ogy of
cont1‘nu1‘°ty' as opposed to revolution--the revolutionary ideology intended -
as radical change in the socjal mechanisms of proauction and distribution.
) From the opening of the novels in question to the;r endings, the major

Q preoccupation of both-property and property—]ess‘classes is focused on the
” ‘ - ) y

4
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systematic consolidation and accumulation of private property. This is

ot

——uy

seen in the attitudes of Butedu, M. Charles, M. Charles' granddaughter,

Frangoise, Jean, Gesualdo, baroness Rubiera, Nint! Rubiera, baron Zacco,

b
&
!

Nanm',' etc. As the accumulation of wealth (or potent‘ia]Aperspectives‘for
, social upward mobility) increases--and this can only increase w‘ith the

»s‘ystematic exploitation of the property-less and small ‘owners in bourgeois

socigty, according to Marx--the reactionary ideologg; of social , political

®

and ideological {contilnuity,as opposed to social, political and ideological

revolution increases and 4assumes a more violent and controlling nature.

e

What appears as a direct relationship represented on the above graph is in

reality an inverted direct re'1at1'on$h1'p when an additional variable (i.e.
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the proletariat and-land labourer class) is cdhsidered‘wifhin this
mechanism. The latter class participates to some insignificant degree in

‘/}he overall accumulative progress of appropriating private property and
wealth, but 1s at the receiving end of the (react‘ionary ideology of the -
state (the ideology in all 1its physical and mental manifestations, ingluding

violence).

, - p
accumulation as rogress

. ) result of "brogress”

' exploi tation and

'/ repression as a measure
//A to protect progress

Bourgeoisie

== -- -hist.development-r
[ )
1
:

Proletariat

o ’ Reactionary
IdeoTogy

. Progress and reaction act a s complementary elements in thfis specific
relationship. For the bourgeoui%, progress and bourgeois reaction are
two positive variables.out to perpetuate and saf;aguard a social system of

inequality based\ on social status derived from the accumulation of private

propert}. For the proletariat; these same variables act as riegative

forces, since they:-Tead ;cowards the progressive impoverishment and exploi-
tation c;f the working c]asls'es. The pro]étariat participates fully in the
p"ro;luc?;ion of ngtiona] weaﬁ:h but not so equally in the re-distribution of

the wealth he has produced entirely with his labour. Furithermore, the -
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proletariat becomes the direct object of bourgeois reactionary ideology
that is out to impede or at least slow down the praletariat's socio-

economico-political emancipation.

The second relationship in the novels La Terre and Mastro-don Gesualdo

concerns a mechanism of open structures, a situation where individual
V, Wy, X, ¥, 0r z in a given society has different possibilities of
socio-economic developmeént and betterment, and the consolidation or
closing structures, again a situation where v, w, X ¥y Or 2z form family
1

units v, wz, x3, etc. to ensure survival and accumulate property; and

], w2, x3, etc. become

finally closed or static structures (where agam\ v
antagonistic towards ot;her similar g’m’tslin orde\?\ to éppropriate their
property, or unite with other units of the same kind for spe'cific interest
and thus forming fr‘oz_en forms V, W, X, Y, and Z. As the novels proceed
towards the end, the possibilities of each individual succeeding in
attaining his or her ie_spective goals become fewer and fewer as strong
individual family units take control or integrate with others first to
further the process of accumulation and then to hold fast (in their hands)

political and economic influence.

The more efficient mechanism in handing down property in La Terre

appears to be related to the more efficient and developed French capitalism |

as compared to its more relative haive Italian counterpart. Nevertheless,

L.}

. the process still hvo1ds true i n both cases.
- .
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! LA TERRE: (5 family units of property) ”
Mouche Fo A CharTes Hourdequin La Grande
¥ v z ! ¥
Delhomme ' !
L " Ljse But. J.C. ' y ! : '
] L—-—z : son daughter
k rang. (we) . (W) De]ho [ Estgﬂe * * (dies)
: . i’ : 1 (x1) Jacqueline ' .
3 (3&an) : (y") (does not gr:agdghﬂdren
4 l ; : succeed in b
i . ' - 1. dies
; 1 ' marrying X
(v : 2. killed by
) N . - Houm'jequm) gr:andn]other
\ L ' 'm fight
‘ Nenésse E18ide X : ‘
v ! {
WV ] <
l Y u 3
L T T T T T T e e e ‘
\ |
. (" MASTRO-DON GESUALDO: (5 faifily units of property) A ‘
Trio B{,'os : " Gesualdo Zacco . Rubiera -
:V (Bianca Trao) W X 3"
(h dowry ) ‘: duke of‘ )
— {
o) biod¥ta ~ Nint leyra L
: is married '
" by Gesualdo (mother will
“to Nanni. not let him ¥
b - control her %
,(Gesu'gﬂdo’é property) 2
) chﬂQren) :
¢ J’ ] | \/ 5
Isabella ; ; (1% W) :
(in reality, Nin1's child) N , . £
; > 1
l‘- “ 3 ° l ‘ {:
..* (no continuity possible; no children, or children are dead.) ?
. . . . ;"5
- : “ i
L
v
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It appears evident that in this particular type of social mechanism,
progress--seen as the accumulation of wealth--becomes possible only in-
sofar as many other family units or i ndividuals are reduced to a position
of disadvantage by the re-distribution mechanism of wealth in the bourgeois

class .These structures of social organization--as represented within

' systerisproduction and by the state laws and institutions of the ruling

the two novels of Zola and Verga--are the artistic expressions of an

ideological Weltanschauung orbiting around a socio-political consciousness

that has come to be known as Nationalism. This central feature within the
development of modern capu;'aﬁsm, along with the key optimistic belief in
the progress of steady on-going accumulation of property, ahpears to be

clearly expressed in both the structures and the ideological consciousness

of the contents of La Terre and Mastro don Gesualdo.
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FOOTNOTES

ITI

L Raymond Wihiams, Base and Superstructure, N.L.aR., and reworked in

Marxism and Literature (Oxford University Press, London, 1977).

4

2

Marx develops this idea in the Economic and Philosophic Manuscripts
of 1844, ‘ .

3 Kar1-Marx - Friedrich E‘nge]é, L'Idéologie allemande (Editions So‘cia]es‘,

Paris, 1968), p.61. : ) i

. A3

Friedrich Engels in chapter II of The Origins of the Family.

o

5 Karl Marx - Friedrich Engels, op. cit., p.61. (my italics)
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The\bourgedisie has torn away from the family its sentimental veil, j
and has reduced the family relation to a mere money relation. y :

¢

Karl Marx - .
Manifesto of the Communist Party

‘
-

CONCLUSION
ﬁalfway through the 1 ast century, Marx dnd Engels made a rigonous i I
socio-political analysis of capitalist society. They concluded that the .
basis of social 1iving was constituted by the re]at1onsh1ps men established,

amongst themselves in view of the production of material goods necessary

vebliikes Y

for their existence.. It was precisely on this production base relationship

s
¥z

that institutions such as the family, beliefs such as the myth of "“progress",

s
~r IETR
7

theories and opinions such as those concerning the "private" or "individ- A
) \ - .

ualistic" side of man, and ideologies--including aesthetic and .experimen- o

“tal artistic expressions--have developed; each of these social aspects .
reflecting in its own way the material conditions and necessities of the

society in question at a given stage bf development. Both Marx and Engels

-

gave considerable attention to the formation and the internal and social
s d A

mechanisms of the traditional family which they consiéered to be the: -
ey con

B R L i S
S

fundamehta] cell of" past45251331@5;/neventhe1ess, the bourgeois family

"o network was never tonsidered as being a natural or static social mechan1sm,

v T
-

- since it toogrested on a material base and was governed by a specific
» ideology or superstructure. In o ther words, the family structure and

- the cprresnbnding ?heo]ogy of Marx's and Engels' analysis»was the basic %

‘ social unit on'which the capitalist syEtem was built; a family--centre of

<
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. . security--governed by the father whose social and hegemonic role was to

WA g, Y

EY

. assure the security of tﬁe family group and consequently to conserve and

—~—
~

A expand. the %ami1y possessiohs. In this family framework reigned the pre-

dominant economic importance of the male child; male children usually

. inherited the family wealth and ehsured a continuum of the former family

-

by forming another family with the same name.
‘ - The social structure and role of the family along with the mechanism
in appropriating property as presented in-Zola's La Terre and Verga's ‘

Mastro-don Gesualdo appear to coincide closely with the observations ex-

posed by Marx énd Engels, The presence of a capitalist. economy is evident
~ both within the development of the narrative structuré and the ideo1og'fca1 "
consciousness of the novels. This js of no surhrisedndﬁn1y because both‘
authors Tived in class societies baSed'Sn private property and participated
as producers of cul?ure within a culture that w;s dominafed by the
capitalist work ethic' and'ﬁyth of "progress". It is working within the .
possible perspecfives pf’ consziousness delimited b% such a wgrld-view thag
the lack of a socialist (or "éocia]izzante") perspeétive——either as a
/phi1osoﬁh1c theory or socia] action of change in opposition to capitalist

society-~can be understood. -
Zola and Verga were’unjustly éccused by both‘feft and right-wing B B

critics, fhe"ﬂeft argued‘that the authors' class prejudices prevented them )
from portrayin§~open class clashes between the two opposing forc?s con~
tending the right tbbrule, while the right attacked Zo]a_;nd Verga on gréunds
of morality and artistic incompetence; accusations that were meant to divert
attention from the impl%cit revolutionary content of fheir art. These

) authors were unpopular e§pecia11y with regard to official critics becaqse——

L ,
. -
.
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yith the help of their positivistic based aesthetics--they-had stumb1ee on.’
ihe key social institution--the pivot point--of capiﬁalist society. Both
Verga and Zola presented a f1ct1ona1 soc1ety that was not a harmonious
entity--as bourgeo1s political econom1sts wantéd to believe--nor a society
actively engaged in class. antagonisms--as leftist critics.expected. It is
precisely the Tack of a coherent one-$ided world-view ;haf makes the cen-

tent of these novels revolutionary--or rather cu1tera11y oppositional--in

L

nature. o .
Instead of focusing on the general and at the same time .more compiex’
macrocosmic process of a prbduction7distﬁTbhtion relationships p% capipe]ist
.organization both novelists concentrate their analysis on the smallest
reduéib]e mjcrocosmic so;ial component of modern society, the family. It

was by closely Tooking at this social institution interacting within a

larger social conglomeration that tﬁe authors revealed certain fundamental

'hechanisms and rules inherent to the family structure and thus directed pungént

’criticism towards the institution of the family as‘we11 as. phe ideology
govern?pg this particular social cell. Interestingly enough, Zola and Verga
dq not attack the institution of the family within the confines of a
particular c1éss,‘rather, they deal withfthe fahi]y structure and its ‘
relationship to private property as a frozen, almost transcendental static
social form; a man-made institution more powerfu1 than man. The nove11sts
socio- po11t1ca1 eriticism is ever the more str1k1ng by having assoc1ated
negat1ve values to the -institution of the family, mainly those of egot1st1ca1
self-interest, of explo1tation, of domlnance and f1na1]y aggressive des-
tructive competition. -

The essence of the family institution is condemned‘throughout La Terre

and Mastro~don Gesualdo and yet the family still prevails as the privileged
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functional social unit at the c]osi‘ng‘ of the works. This position is -
signi'ﬁ‘cant on both,the ideological and social levels of consciousness,

Ideologically the artists are working within a cultural sphere built on

:;5 . . the ideological structure of continuity even if their specific method of
é . exgressmn--Naturahsnf1--appears to be buﬂt oh an ideology of rupture,
??i ‘ Soc1aHy the message is more severe; the institution is stronger than the
’E; ! people who live within it and consequenH'y the famﬂy can break the

‘% ) - " individual but the contrary is not possible. The human be'lng comes and

goes within the naturalistic universe; he is a temporary visitor, while the

[

family structure--with its traditions--is capable: 6f surviving 'etérng]‘ly.
The apparent father-son antagonism between old Fouan and Buteau and )
Gesualdo and Mastro Nt'm‘zio are personal struggles to determine whg will
. ‘ head the family and administer the property. Never for one moment is there
any 9uest1‘on of going against the "sacred institut’io_n': of the family., The
individual fmeyng;rs within a fqmﬂy cell ki1l one another to gain-control of
it: but the family is- always protected, Buteau and Gesuauddo go against-
the—famﬂy cell governed by their fathers only to the advantage of their
ows family cel1. The best example showing the socially built-in system
of safeguarding the family is seen in La Terre. On her death bed, Frangoise
can only think of securing her property to Buteau and L1se--her assassms,
it would have been unthinkable for her to go against Buteau and_Lise and .
let her property leave the family and go to Jean. ‘
‘Fﬁe conscjousgess behind a world-view demanding to uphold the social
constitution of the famﬂ&--at all costs--is meaningful both socially and
po]1:t1‘ca]ly. The family is seen as the stable element or point of reference

within a fast changing industrial society governed by the bourgeois myth of
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. &
constant change and progress. While professing unlimited -progress and

constant} change (or adaptab'i;Ht)l/ with the times) as a social philoﬂsophy,
the family Structures appear to remain frozen. .This\eontradiction seems
to indicate that the neti‘ons of change and progress are empty 1deo1og1‘ca1
categor1es since the hegemonic social structure of society is buﬂt on

the socio-political stability of the ruling classes--which implies frozen

social structures,

Verga and Zola could not express‘an utopian communistic society as

'

Teft-wing crit1cs prétended. Their poetics deduced and built on a

positivistic and materialistic world-view could not ind1cate a utopian form

of social organization within a society built on c1asses and private property.

In other words, the social reality which inspired their art showed 1ittle
or no signs.of betterment. for the masses; Thus their conservative with-
drawal at' the end of the novels. The lack of an alternative perspective

in La Terre and Mastro-don Gésua]do should not be seen as an attempt to

uphold the bourgeois systep of. values; if Verga and Zola do not portray
socialism or socialist man, they nevertheless denounce the social evi]s
associated with a capi tahst economy.

Regardless of Zo]a s and Verg%s personal and artistic Hmitatmns,
their novels are of key importance within the prolific "reahst" narrative

production of the nineteenth century. As critiques of society, La Terye and

Mastro-don Gesualdo are part of that continueus Tine of masterpieces pf

bourgeois hterature that denounce--w1 th the knowledge of the world they

carry--the horrors and 1njust1ces of the soc1a'| -condi t1ons contemporary

‘to them. The absence of solutions in both these writers is an early’

confirmation of the crises that Europe was to uhdergo at the turn of the .
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century. By associating a world in transformationwiﬂ‘a world in rapid
decomposition, Verga's and Zola's attitude fowards the concept of progress

that prevailed in bourgeois society was 1ike Walter Benjamin's angel of
history: - i i
. ' ;.
His face is turned towards the past. Where we perceive a chain
of events, he sees one single catastrophe which keeps piling
. wreckage upon wreckage and hurls it in front of his feet. The
angel would 1ike to stay, awaken the dedd, and make whole what
has been smashed. But a storm is blowing from Paradise; it has
. got caught in his wings with such violence that the angel can no
Tanger close them. This storm irresistibly propels him into the
future to which his back is turned, while the pile of debris
before him grows skyward. This storm is what we call progress.

Walter Benjamin
I1luminations
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